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PREFACE

This doctoral thesis originates from the intersectietween my long-standing
interest in twentieth- and twenty-first-century ti& literature and culture, and
especially drama and theatre, and the researchpeve®ted by our Department’'s PhD
programme, that is the fortune of the classics adenn and contemporary literatures. |
must admit that it has been highly demanding fgoang scholar with a background in
English Studies to approach an extremely complek ‘amerwhelming’ topic such as
tragedy, whose epistemological uncertainty and logtcal resonance tend to
discourage even classicists. Despite the inhenfidulties in dealing with this kind of
material, the examination of the fractured andih® same time, close relationship
between Greek and Roman tragedies and their contamypBritish appropriations has
proven to be extremely thought-provoking and timely

Although modern-day translations, productions, &atagns, and appropriations
of ancient tragedies (especially Greek texts) adamthe contemporary British stage,
scholars from various fields do not seem partitylamterested in exploring their
proliferation in today’s Britain, as will be poirdeout in the Introduction. Remarkably,
paceShakespeare, nowadays English Studies are maseargshan other disciplines to
the investigation of tragedy. Rita Felski suggebts the recent decline of scholarly
interest in the most prestigious dramatic form rigbpbly due to the fact that “critics
have challenged the automatic deference and preesice accorded to the works of the
canon” and confirms that “such a change of fortumemore evident in English

departments than in comparative literature andigental philosophy, where tragedy



continues to occupy a prominent pladeSimilarly, Sarah Annes Brown stresses a
stubborn resistance towards transhistorical rebeiard¢he study of English literature,
which — in her opinion — depends on restrictivedaoaic policies:

institutional structures and related cultural puess have discouraged
transhistorical work in English studies. In factanshistorical research is
encouraged far less than interdisciplinary reseatdthhough literary scholars
are encouraged to (try to) come to terms with smerart, theology, and
philosophy we are made to feel anxious about atiegpo engage with the
literature of different centuries simultaneously.

This study does not adopt what Brown would defirge aa transhistorical
approach, since it does not juxtapose tragediesenwrand produced in different ages,
thus transgressing periodical boundaries. Instéddcuses on three different kinds of
present-day rewritings of Graeco-Roman tragic texBarah Kane’'®#haedra’s Love
Tony Harrison’sPrometheusand Martin Crimp’<ruel and Tendef written, staged or
screened in Britain (or, more precisely, in Englanetween the emergence of the ‘Cool
Britannia’ phenomenon and the War on Terror, thdidatween the end of the twentieth
century and the dawn of the new millennium (1996490My concern here is not with
comparing the classical source with its contempoagpropriation from a philological
perspective. Rather, | aim to explore and contdisiathe English-language re-
interpretation of the original by investigating jisetics and politics and offering a close

reading that un-makes and dis-members the rewritirgyder to detect the (frequently

obliterated and subverted) classical traces, tmeseluals (“leftover[s] from the past

! Rita Felski, “Introduction”, inRethinking Tragedyed. by Rita Felski (Baltimore, MD: The Johns
Hopkins University Press, 2008), pp. 1-25 (p. 1).

2 Sarah Annes Brown, “Preface”, fragedy in Transitioned. by Sarah Annes Brown and Catherine
Silverstone (Malden (MA), Oxford, and Victoria: Blavell, 2007), pp. xi-xii (p. xi).



demanding to be thought as [] question|[s] for ttere™) inscribed in the text(ure) and
aimed at interpellating the contemporary readertaa.

From a theoretical and methodological point of vigs thesis draws upon —
among others — some of the valuable tools provioked.orna Hardwick’s classical
reception research, such as the fascinating idearagsing spatial, linguistic, and
generic boundaries as well as temporal borderscfwhas been particularly useful for
my analysis of Harrison’s film/poemrometheus However, it is worth pointing out
that this dissertation should not be considereaik Wwelonging to the field of Classical
Reception Studies, in that it adopts an entirelytemporary perspective and does not
adhere to some of the main tenets of this disa@plis Hardwick argues in her seminal
book defining the borders of this emerging fielReteption studies require us to look
closely at the source text and context as welhasé¢ceiving ones. [...] The traditional
practices of classical philology have an imporaent to play in developing the broader
cultural philology that reception studies neeti8y contrast, as | have already noted,
this doctoral thesis does not offer a comparateagling of the two artefacts, but rather
gives special prominence to the receiving Britisbnjtext and to the contemporary
writer, drawing parallels between his/her ‘originautput and the rewriting itself.
Moreover, the approach adopted in this dissertati@ssentiallysynchroni¢c whereas —
according to Hardwick — the study of reception ba stage “of course requires both

diachronic and synchronic models to be consideneldtlzey are increasingly being used

% Diane Elam quoted in Peter Widdowsdiiterature (Abingdon and New York: Routledge, 1999), p.
130.

* Lorna Hardwick, Reception Studie§Oxford: Oxford University Press, 2003; repr. Caitibe:
Cambridge University Press, 2009), p. 10. The entistassicist Edith Hall confirms that “[i|ntellagl
insights into Performance Reception take placehatintersection of the diachronic history of a text
(especially but not exclusively its previous penfiance history) and the synchronic reconstruction of
what the text will have meant at the time of thedurction being investigated”. Hall, “Towards a Theo
of Performance Reception”, iltheorising Performance: Greek Drama, Cultural ldist and Critical
Practice ed. by Edith Hall and Stephe Harrop (London: Duaith, 2010), pp. 10-28 (p. 18).
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in conjunction with one another”"On the whole, therefore, this work remains rodted
English Studies, while being enriched by contadth warious other disciplines such as
Theatre and Performance Studies, Adaptation Studleseption Studies, Translation
Studies, and Cultural Studies.

Another clarification is necessary at this stagetha crossroads of different
fields — some of them less established than otheterminology tends to be highly
slippery and unstable. As the first theoreticalptbawill make clear, when it comes to
the rewritten text, each critic opts for a differéerm, including ‘version’, ‘adaptation’,
‘appropriation’, ‘rewriting’ — to name just a fewn this study, when | do not employ the
technical term ‘hypertext’ coined by Gérard Genetteavill resort to ‘rewriting’ or,
alternatively, ‘appropriation’, since they have @m/antage of highlighting the creative
(and frequently subversive) potential of the corgerary text. Instead, | tend to avoid
‘adaptation’, which emphasises the derivative dquadif the artefact, and the vaguer
term ‘version’. It should also be noted that thke tof this thesisThe Politics of Re-
(en)visioning draws upon the notion oé-visionary writing as theorised by the English
scholar Peter Widdowson knterature (1999):

The term ‘re-vision’ deploys a strategic ambiguigtween the wordevise ‘to

examine and correct; to make a new, improved versfpto study anew’, and

re-vision to see in another light; to exvision or perceive differently; and thus
to recast and re-evaluate the ‘origirfal’.
As Widdowson has pointed out, the temevisionwas coined by the American lesbian-
feminist poet Adrienne Rich, who employed it toerefo a radical appropriation of the

canon aiming at countering the oppressive patrarchlture. As Rich stated in her

essay “When the Dead Awaken: Writing as Re-visid®71):

® Hardwick, p. 58.
® Widdowson, p. 164 [original emphasis].
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Re-vision — the act of looking back, of seeing widsh eyes, of entering an old
text from a new critical direction [...] We need todw the writing of the past,
and know it differently than we have ever knowmitt to pass on a tradition but
to break its hold over Us.
In keeping with Rich’'s and Widdowson’s formulatiorthis thesis examines three
contemporary British (hyper)texts which aim to egyision the classics, that is to re-
interpret them “with fresh eyes”.

Finally, this study is divided into seven chaptef&e introduction explores
twentieth- and twenty-first-century British dramadaheatre, focusing on the enormous
impact of ‘new writing’ and considering the paréligractice of rewriting ancient
tragedies. These preliminary remarks are followedwn theoretical chapters, the first
dealing with intertextuality and adaptation, and #econd addressing notions such as
tragedy and the tragic, and their intersection$ philosophy and literary criticism. As
its title suggests, “Between Theory and Practiagicfions as a bridge between the
theoretical framework and the case studies. Whietivo chapters examining Kane’s
and Crimp’s dramatic/theatrical rewritings have @rensimilar structure, the analysis of
Harrison’s filmic appropriation provides a notablexample of inter-medial
transmigration (from page/stage to screen throwgirp). Each of these three chapters,
however, offers a detailed analysis of the Englésiguage hypertext, focusing on the
rewriting, restaging, relocating (and, in Harrisbntase, remediating) strategies

employed by the British authors, as well as onntiiero- and macro-politics pervading

these ‘re-visionary’ texts.

" Quoted in Widdowson, pp. 164-5.
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I NTRODUCTION
STATE OF PLAYWRITING / STATE OF THE NATION ;

CONTEMPORARY BRITISH THEATRE AND SOCIETY (1990-TODAY)

1. NEw WRITING FOR THE STAGE: AN OVERVIEW

As a theatre critic for th&uardian since 1971, Michael Billington has spent
most of his nights seeing and reviewing playss hardly surprising that this long-term
professional (and personal) devotion makes him anthe most eminent figures in
British arts journalism. Deeply convinced that sinthe end of the Second World War
the stage “has acted as a uniquely informativeanitw the shifts and changes in our
[British] society”! in 2007 Billington published a now pivotal volum8tate of the
Nation: British Theatre Since 194%ith its title stressing the ongoing dialoguevietn
the fourth-wall microcosm and the external macratom his words, the driving force
of this comprehensive study is “an insatiable aitjoabout the extent to which theatre
was influenced by the political temper of the tina@sl about the way it may even have
propelled social changé”’However, Billington is far from being the only suguter of
this fruitful relationship linking theatre, polis¢ culture, and society. For instance, in
2011 the theatre critic, journalist, broadcasted kecturer Aleks Sierz entitled his study

on the dramatic output of the first decade of twenty-first centuryRewriting the

Nation: British Theatre Todayln this wide-ranging account, Sierz heralds the

! Michael Billington,State of the Nation: British Theatre Since 1948ndon: Faber and Faber, 2007), p.
401.
2 Billington, State of the Natiqrp. 3.



exuberance of the ‘new millennium drama’ as thatafew and exciting golden era,
showing how playwriting can be an invaluable instemt for anatomising and re-
envisioning Britain and Britishness. Moreover, leemms to identify a quasi-prophetic
quality in contemporary writing for the theatre:

Most playwrights not only reflect and refract theality around them; they

sometimes anticipate and second guess the futgréney write and rewrite our

notions of what it is to be British, they might istihle upon new conceptions of

who we really think we are, and what we could beedm
Entirely in keeping with this sociopolitical appaba in their “Introduction” toThe
Methuen Drama Guide to Contemporary British Playghits (a collection written by a
distinguished group of experts, mainly academiddprtin Middeke, Peter Paul
Schnierer, and Sierz himself argue that “Britisayplriting has historically had a close
affinity not only with its material base (the theasystem that stages the plays), but also
with the structures of British society, and espicimith a more general discussion of
economic, social and political issuéslf. confirmation is needed — on the other side of
the Atlantic, one of the leading scholars in treddj Christopher Innes, underlines the
intrinsic role of theatre as a social art form: this [the twentieth] century the stage
regained its position as a forum for public debathich it has retained despite the
drawing power of new media”.

It is worth considering another distinctive featwt this dramatic tradition:
British theatre gravitates around the figure of phaywright, the pivot on which the

whole process revolves. This authorial eminence een evident since 1956, the

legendaryannus mirabiliswhich conventionally marks the beginning of a fation in

% Aleks SierzRewriting the Nation: British Theatre Todéyondon: Methuen Drama, 2011), p. 1.

* Martin Middeke, Peter Paul Schnierer, and AleleaSi“Introduction”, inThe Methuen Drama Guide to
Contemporary British Playwrightsed. by Martin Middeke, Peter Paul Schnierer, #ieks Sierz
(London: Methuen Drama, 2011), pp. Vii-xxiv (p.)vii

® Christopher Innesylodern British Drama: The Twentieth Centui@ambridge: Cambridge University
Press, 2002), p. 1.



British theatre, coinciding with the staging of ddbsborne’d. ook Backin Angerat the
Royal Court Theatre, London, on 8 Mayn the (mythical) spring of that year, just
before the theatre’s opening, George Devine — thstia director of the English Stage
Company — stated that the Court was “not to be alywrers’ theatre or an actors’
theatre” but “a writers’ theatre”. Devine’'s declaration immediately became the
theatre’s mission, “[a] writerly vision” — as Isdlaelmperiali has pointed out — “to
move the country towards the stage but also, vsa; to produce plays written to
focus on contemporary challenges and possibiliflesthough the politics of a theatre
is in its artistic directors’ (and — to a lessetest — literary managers’) hands, that of the
Court is essentially the history of its dramatiatel of the increasing wealth okw
writing® it has promoted. Indeed, the Sloane Square ifistituis internationally
acknowledged as the home of this dramatic formyety British aesthethid® which
has acquired the status of cultural phenomenomkthto its major contribution to the
(re)definition of both personal and national idgntSierz usefully classifies its main
characteristics:

New writing is a distinctive genre of contemporamprk which is often,

although by no means exclusively, written by nevdyriving or young

playwrights, and characterised by the distinctigsnef the author’s individual
voice, the contemporary flavour of their languagd themes, and sometimes by

® For an intriguing counter-reading and deconstonctof the received discourse about the role of
Osborne’s play in the (hi)story of British dramagsDan Rebellatd,956 and All That: The Making of
Modern British DramgLondon and New York: Routledge, 1999).

" Quoted in Harriet Devine, “Introduction”, imoking Back: Playwrights at the Royal Court, 19586
Interviews by Harriet Devine (London: Faber andéta006), pp. 3-15 (p. 3).

8 |sabella Imperiali, “A Breeding Ground for Playghis”, Status Quaestionis: A Journal of European
and American Studie® (2012), pp. 1-10 (p. 1).

® The roots of this expression remain obscure:ditgins are hazy: no one can agree on who inveinted
or when. Perhaps it was originally coined simplyinmtation of the various waves of new writing in
postwar prose and poetry. Nevertheless, sinceahg £970s, the term has become widely accepted. By
1975, the Arts Council Drama Department had sed dyew Writing Committee, and the term was being
used by theatre practitioners as well as by arteducrats. Gradually, in the 1980s and 1990s, new
writing acquired its current identity as a partanulype of new work. Today, there is even a natioesv
writing system”. SierzRewriting the Nationpp. 27-28.

1% Sjerz,Rewriting the Nationp. 17.



the provocative nature of its content or its expentation with theatrical
form.*

Remarkably, this style combines a clear emphasisemness and topicality with a
(traditionally British) text-based approach andnaofe or less explicit) social realist
agenda. As Sierz argues, the differences betweeteroporary British theatre and its
more experimental European counterparts are manifes
Although it is true that the study of text-basedrda can be a purely literary
activity that ignores the realities of live perfante, it is even truer that text-
based theatre is one of the art forms at which Bnigish excel. While
Continental Europeans can boast of several powéhedtre movements, the
British tradition is different. Abroad has theattigeories, the British have
pragmatism; abroad has postdramatic theatre pesctithe British have
dialogue-based text. In short, here the writeiirig Kor queen§?
While on the Continent actors and especially dmecplay a decisive role in the artistic
process, a playwright-centred/linguistic-orientadatre is deeply rooted in wortfsin
Britain, fruitful collaborations between talentediters and equally brilliant directors
certainly exist, but — traditionally — the directacts as a sort of mediator between the
textual artefact and the stage by translating thiea’'s written words into performative
actions.
If the health of a creative system showing an emoisrappetite for playtexts “is
n 14

and will be inextricably bound up with the healthnew writing”,” we might say that

British theatre has never been in better shapenkishi® a group of specialised theatrical

1 Sierz, “Theatre in the 1990s”, iModern British Playwriting: The 1990s: Voices, Dotents, New
Interpretations ed. by Aleks Sierz (London: Methuen Drama, 20pp),28-87 (p. 54).

12 Sjerz,Rewriting the Nationpp. 50-51.

13 “And unlike France or Germany, where theatricatalepments (with the signal exception of Bertolt
Brecht) have been driven largely by directors, iitdin throughout the century it has been a plaght's
theatre. Indeed here, far more than elsewhere,atists1have also worked as directors — from Shaiv an
Granville-Barker during the early decades of thetesy who directed their own plays, as Alan
Ayckbourn has also done, up to Harold Pinter, EdwBond, or David Hare who generally stage the
work of other playwrights. It is also significamhiat when major stylistic advances became widelytatb

in English theatre, most importantly in the 1950shwhe impact of Brecht and Beckett, these new
dramatic forms came from playwrights (even if Brteichparticular had also established himself asane
the leading German directors and manager of thédwamous Berliner Ensemble)”. Innes, p. 2.

' David Edgar, “Provocative Acts: British Playwrigjiin the Post-war Era and Beyond” State of Play:
Playwrights on Playwritinged. by David Edgar (London: Faber and Faber, 1992 1-34 (p. 3).



venues (principally, the Royal Court, Bush, Sohd &ampstead theatres in London,
Edinburgh’s Traverse Theatre and the Live Theatrééwcastle upon Tyne) and a
strong new writing politic$® Britain is undeniably enjoying a time of renaissanAt
the turn of the millennium, in the opening pagehaf passionate and very personal
account of contemporary playwritinghe Full Roomthe current artistic director of
Shakespeare’s Globe, Dominic Dromgoole, celebthisgiramatic explosion:
Never before in the history of humans wanderingyving shouting and
scrawling their way across the face of the earttvehso many of them being
engaged in the peculiar business of writing playss book’s main purpose is to
celebrate that fact. Like it or lump it, we areidig in the middle of a carnival, a
free revel, a fete, a flower show, a harvest haangteam fair, a rock festival, a
grand glorious tender wild burst of new pld$s.
In a unique way, early twenty-first century Britaian be defined as a breeding ground
for playwriting, a country in which many aspiringoing) writers have the opportunity
to write plays and see them staged. However, dqyamties not always mean quality:
first-class dramatists share the stage with aveoags, who will vanish after a couple
of plays. If quantity does not guarantee qualitycertainly means heterogeneity: far
from being a monolithic body, new writing is chaetsed by polyphony’ As is well

known, this term was used in 1929 by the Russtanaliy theorist Mikhail M. Bakhtin

to describe Fyodor Dostoevsky’'s novels as ‘dialogiorks “in which no individual

!> On the complexities of the new writing systemtie past decade, see SidRewriting the Nationpp.
28-45. In this section of his study, Sierz exploties material base of the new writing phenomenon,
focusing on funding and venues. Even if — as maetio- he firmly believes in the primacy of the werit
and in the idea that British new writing belongsttext-centred kind of theatre, here Sierz pantsthat

in a competitive free-market system (once “a systétiberal corporatism”) the dramatist becomesstju

a commaodity, and the play a product” (p. 43).

16 Dominic DromgooleThe Full Room: An A-Z of Contemporary Playwritifigndon: Methuen, 2000),

p. V.
" «Another new writing myth worth questioning is tita that it was an aesthetic monolith. In faiyrf
the start, it has been split between a naturalie@igority and a more experimental minority, betweién
you like, Look Back in Angemand Waiting for Godat These two kinds of writing have existed in a
permanent state of tension, each challenging therothe naturalists goading the experimentalists i
being more comprehensible, with the minority chadieg the majority to be more imaginative. [...] In
fact, British new writing is, like the British nati, a mongrel beast”. SielRewriting the Nationpp. 25-
26.



discourse can stand objectively above any othecodise; all discourses are
interpretations of the world, responses to andscall other discourses®. Far from

being subjugated to its writer’s “guiding authatiita voice™®

, the polyphonic novel — a
stimulating “orchestration of diverse discour$8s” offers a dialogic world in which a
multiplicity of characters and voices democraticatompete. While the linguist
Ferdinand de Saussure affirms that language caxdmained exclusively in its abstract
sense, it is important to bear in mind that BakHinmly believes in the social
situatedness of any utterance. Indeed, for theiRusiseorist, language has by nature a
relational and a social dimension. As the literarific Graham Allen observes, “the
dialogic, heteroglot aspects of language are esdlgnthreatening to any unitary,
authoritarian and hierarchical conception of sgciatt and life"?* Moreover, the fact
that any utterance is “socially specific and thogedies the stratifications, unfinalized
interpretations, ideological positions and classfloacts at work in society in any epoch,
and indeed at any specific moment” means that ttengt to explain language or art
through an abstract system of generalizable relatis viable for those wishing to
understand language, art, even speech &c#lthough Bakhtin was not interested in

dramatic texts and even denied Shakespearian (antbre generally — theatrical)

polyphony?® his notion could be adapted to describe the ptyralf visions of

'8 Graham Allen)ntertextuality 2" edn (Abingdon and New York: Routledge, 2011[2000])23.

9 Allen, p. 23.

% David Lodge,After Bakhtin: Essays on Fiction and Criticisthondon and New York: Routledge,
1990), p. 58.

2L Allen, p. 29.

2 Allen, p. 29.

%3 See Michail BachtinDostoevskij: Poetica e stilisticéTorino: Einaudi, 2002), pp. 47-50, and Paola
Pugliatti, “Introduction”, inShakespeare and Conflict: A European Perspectde by Carla Dente and
Sara Soncini (Basingstoke and New York: Palgraverviban, 2013), pp. 17-23 (pp. 19-20). If Anatoly
V. Lunacharsky — who contributed to the theoretidavelopment of ‘polyphony’ — believed that this
concept permeated Shakespeare’s (and Balzac’s)swadcording to Bakhtin, the Bard’s plays simply
offered embryonic elements of this notion (in thalidn translation, “elementi, germi, embrioni di
polifonia” p. 49) and drama was “by nature aliemgémuine polyphony” (quoted by Pugliatti, p. 20).



contemporary British playwriting, where heterogaimeand socially situated voices and
points of view fruitfully interact often on equaéris, within a non-hierarchical
dramatic system. On the one hand, this coexistehdédferent voices, visions, themes,
and styles mirrors a fractured country with an em@re fragmented national identity.
On the other hand, the strength of new writing doeslie in individuality, but in the
multifaceted portrait of today’s Britain it offer@romgoole evaluates this powerful
‘unity in diversity’ as follows:
how fatuous is our quest for greatness in indivigilaywrights. How dumb the
parallels with Shakespeare and Aeschyllsg][ It doesn’t matter what any
individual is building, it is what they are all mag together that is so
remarkable. They are not all building in stone,yttege not all pursuing a

common purpose (far from it) but together theyarestructing a unique record,
a unique indictment and a unique celebration oftleelern human spirit

2. STAGING THE NINETIES

As has been observed, over the past sixty yeatsiBtheatre has staged and
explored the troubles of the nation. As in most &es societies, post-war culture in
this country is conventionally divided into highgymbolical decades, such as the
austere Fifties, the swinging Sixties, and Thatcherite Eighties. The evocative power
of decades resonates with theatrical significarice:history of contemporary British
theatre has been shaped by the peculiarities eetheaningful temporal segments, as

some artistic events and publications demonstraince the selected works examined

4 Dromgoole, pp. x-xi.

% In 2006 the National Youth Theatre of Great Brifagn internationally renowned youth arts
organization, celebrated its B@irthday with six new plays defining every decaitece the Fifties. In the
same year Billington wrote an article for t@aardian entitled “All Our Yesterdays”, which analysed
post-war  British  theatre  through  this  chronologicalsubdivision (available  at:
http://www.theguardian.com/stage/2006/aug/03/tlecptliticaltheatre, last accessed 15 December 2015)
Moreover, Methuen Drama’s serid3ecades of Modern British Playwritingonsists of six books



in this study cover the period from 1996 to 2004s worth offering an overview of the
fascinating relationship between British theatrd aociety over the past two decades.
Thatcherism affected many facets of Eighties Britéhs far as the theatre is
concerned, the Iron Lady’s politics was translatei the ‘customerisation’ of the
audience, the slogan of which was the (in)famousr® on seat” motto. During this
grim decade, the Arts Council became a repressogy uled by the Conservative
government, and musicals reigned on stdgMarkedly, the gloomy shadow of
Thatcher’'s legacy haunted British theatre even whke was forced to resign in
November 1990: because of draconian cuts, in tHg Bineties new writing was still
in crisis. In Graham Saunders’s words:
there was widespread talk of a decline in bothgbality and number of new
plays being produced; theatres were under finaqmidsure to play safe with
revivals of popular classics rather than take risksommissioning new work;
there also seemed to be a perception that Brifigttdrs were more interested
in establishing their repuationsi¢] by working within the classical repertoire
than by tackling new writing’
However, referring to the 1991 debuts of dramassish as Philip Ridley and Anthony
Neilson?® Sierz offers a glimmer of hope by suggesting thatt as the obituaries of

new writing were appearing in the media, a reviwals beginning in the smaller

theatres and hidden corners of the British newingisystem™°

exploring the texts and contexts of contemporaanar from the 1950s to the 2000s and reconsidering
each decade from today’s perspective.

% For a detailed study of the relationship betweeitish theatre and Thatcherism, see D. Keith Pdgcoc
Thatcher’s Theatre: British Theatre and Drama ie thightieWestport, CT: Greenwood Press, 1999).
2 Graham Saunders, “Introduction”, @ool Britannia? British Political Drama in the 1990ed. by
Rebecca D’'Monté and Graham Saunders (Basingstak®&aw York: Palgrave Macmillan, 2008), pp. 1-
15 (p. 10).

% Ridley’s The Pitchfork Disneyopened at the Bush Theatre in January, while dieésNormal
provoked the Edinburgh Festival audiences latethin year, and hi®enetratortransferred from the
Edinburgh’s Traverse to London theatreland in 1993.

2 Sjerz, “Theatre in the 1990s”, p. 55.



The Lyotardian collapse of grand narratit®sne of the central tenets of
postmodernity, pervades Nineties playwriting. Bijfion argues that “[o]ne answer to
that vacuum, of course, was to look back and ssewhere Britain as a society had
gone wrong. And that was the response of David 'Hira mature playwright who in
his state-of-the-nation trilogy anatomised the litea of three pivotal institutions — the
Church of England Racing Demon National Theatre, 1990), the legal system
(Murmuring JudgesNT, 1991), and politicsThe Absence of WaNT, 1993).

Towards the middle of the decade, a new generafifirst-time dramatists took
a very different approach to the disappearancdadge large-scale ideological frames
and consequent ideological disorientation. Theewitho seemed the most significant
at that time was undoubtedly Sarah Kane, a twdmgetyear-old woman who with
Blasted(1995) shocked the audience of the Royal Courtsaiie Upstairs by bringing
the Bosnian war on the British stage. With its expental form and disturbing
thematic concerns, Kane's debut play was believednark the beginning of an
excitingly new theatrical era. This confrontatiors@sthetic was theorized by Aleks
Sierz in his influential bookn-Yer-Face Theatre: British Drama Todg®001), in
which he principally focused on the dramatic work a0 cluster of young writers
(Anthony Neilson, Sarah Kane, and Mark Ravenhiljs now familiar definition is
worth quoting at some length. In his words, in-jare theatre refers to

any drama that takes the audience by the scruffeoheck and shakes it until it

gets the message. It is a theatre of sensatigoitstboth actors and spectators

out of conventional responses, touching nervespaogbking alarm. Often such
drama employs shock tactics, or is shocking because new in tone or
structure, or because it is bolder or more expeariaidhan what audiences are

used to. Questioning moral norms, it affronts thkng ideas of what can or
should be shown onstage; it also taps into momnipivie feelings, smashing

% See Jean-Francois Lyotailda Condition postmoderne. Rapport sur le sa\@aris: Les Editions de
Minuit, 1979).
%1 Billington, State of the Natignp. 329.



taboos, mentioning the forbidden, creating discamforucially, it tells us more

about who we really are. Unlike the type of the#tia allows us to sit back and

contemplate what we see in detachment, the besdriface theatre takes us on

an emotional journey, getting under our skin. lheotwords, it is experiential,

not speculativé?
Sierz did not invent this controversial label, dlaguial expression which frequently
appeared in reviews and even in pop culture (theeS@irls’ songWannabe for
instance, included this expression in one of ited). He chose it among others (‘Neo
Jacobean’, ‘new brutalism’, ‘theatre of urban ehnlilood-and-sperm generation’,
‘cool theatre’...) because it was the only one thescidibed the unique relationship
between the audience and the stage in this typdraa®® In his opinion, this
provocative practice should not be defined as aemmnt, but as “a new sensibility”,
that is “a mixture of emotion and ideas, of feelamg, if you like, ideology®* Besides,
it should be compared to “an arena that you entégave, or you stay in or camp in, or
whatever. It's not so much a club as a netwdrkt.is also worth considering that this
dramatic upsurge would not have been possible witlioe artistic directorship of
Stephen Daldry, a far-sighted theatrical impresavie encouraged and promoted a
new wave of twenty-something playwrights and “tfansied the Court’'s Theatre
Upstairs into a launching pad for young unknowits”.

In a kind of double movement, in-yer-face theatéraed the decade yet, at the

same time, sprang from the Nineties zeitgeist. &sn8ers has pointed out, new writing

“got itself caught — and subsequently surfed — dardarger cultural wave that was

% Sierz,In-Yer-Face Theatre: British Drama Todéyondon: Faber and Faber, 2001), p. 4.

% See the 2003 interview conducted by Mireia Aragagt Pilar Zozaya, iBritish Theatre of the 1990s:
Interviews with Directors, Playwrights, Critics amscademicsed. by Mireia Aragay, Hildegard Klein,
Enric Monforte, and Pilar Zozaya (Basingstoke amivNrork: Palgrave Macmillan, 2007), pp. 139-156
(pp. 142-4), and Sierz, “Theatre in the 1990s”, 5{>59.

* Quoted in Aragay, Klein, Monforte, and Zozaya,.efs142.

% Quoted in Aragay, Klein, Monforte, and Zozaya,.efs144.

% Sierz,In-Yer-Face Theatre. 38.
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about to break that year [1994]: Cool BritanmiaThough short-lived, this end-of-
millennium artistic and cultural renewal, which wss reminiscent of the Swinging
London era, cleverly marketed Britishness abro@hsis and Blur, the Spice Girls and
Girl Power, Charles Saatchi and the Young Britistiis#és (the YBAS), Alexander

McQueen and the clothes of ‘Highland Rape’: thisktail of British culture was sold

across the globe as Cool Britannig”.

Arts and politics were strongly interconnected indiies Britain. After eighteen
years of Conservative government, when Tony Blas wlected in the New Labour
landslide of May 1997, Cool Britannia had reached d@pex, and its energy was
probably starting to run out. The forty-four-yedd-d&rime Minister, whose “youthful
image was enhanced by stories of his guitar-playiast’3® did his best to associate
himself as quickly as possible with the culturahaissance revolving around “the
coolest city on the planéf’in order to please an entire generation of yountgre. A
picture of the singer Noel Gallagher chatting whilm at a 1997 reception held at No.
10 Downing Street sealed this strategic alliancepngly supported by the
(inter)national media. This glam-pop image of tleelead vocalist of Oasis sipping
champagne and enjoying the company of the Primeiskéin (which brings back
memories of Harold Wilson posing with the Beatleshe mid-Sixties) epitomized New
Labour's appearance over substance. The (fashenahilt of the new was thus

embraced by politics to promote the image of a vater country, ready to face the

%" saunders, p. 10.

% Ken Urban, “Cruel Britannia”, i€ool Britannia? pp. 38-55 (p. 40).

% Sierz, “Theatre in the 1990s”, p. 30. On Blairtsughful artistic ambitions, see Victoria Powell,dify
Blair absolutely Modelled Himself on Mick JaggerGuardian 06 January 2006 (available at
http://www.theguardian.com/music/2006/jan/06/popank, last accessed 17 December 2015).

' On 4 November 1998\ewsweekmagazine celebrated Britain’s capital city with anticle entitled
“Why London Rules” (available at http://www.20th¢erylondon.org.uk/mol-98-27, last accessed 17
December 2015). Sierz points out that even if ®alannia is a London-based phenomenon, “other
parts of the UK come up with their own brands dfuwmal revival, with Cool Caledonia for Scotlanddan
Cool Cymru for Wales” (Sierz, “Theatre in the 199Qs 14).
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third millennium and to conquer the world again. th& American playwright and
director Ken Urban observes, a glamorized, ‘glo@&altishness swinging between old
clichés and new trends became nothing more thatealde product:

To sell a revamped Left, New Labour emphasizedva lof youth culture by

joining the cosmopolitan rebranding of Britain. Eangl had never been able to

shake off completely the image that it is a backisdooking island of genteel
tea parties and frumpy monarchs. By placing ‘cueaithdustries’ and ‘lifestyles’
at the centre of a government-sponsored campaitgr, Boped that Britain's
image would change, accentuating a vitality andatovgy at odds with any

nostalgic visage of Merrie England. Instead, Newdwa looked at England as a

brand, as a commodity, to be marketed and marfdged.

In his eponymous essay, Urban theorises ‘CruelaBnia’, “a youth-based
counter-politics to the cynicism and opportunisnCabl Britannia™? well exemplified
by the plays of Sarah Kane and Mark Ravenhill (esflg Phaedra’sLove her 1996
rewriting of Seneca’s tragedy produced at the Gdteatre, and hisShopping and
Fucking first staged at the Court the same year). Forablrbcool’ is not the right
adjective to define Nineties theatre. Rather, lggeats that the distinctive feature of in-
yer-face sensibility is a potentially transformatikind of cruelty. Drawing on the
theories of Antonin Artaud and Georges Batailleo(t8urrealists who believed in the
ethical possibilities which cruelty engenders), &irbpoints out that cruelty is an
awakening force:

While coolness is associated with a cynical sthisinterestedness, cruelty is a

very different affect. Though it may appear coldyaity carries with it the

possibility of transformation, but — and this isattdisturbs many critics of in-
yer-face theatre — it does so without any moramé&aork or ideological
certainty: no redemptive message, no socialist @epoent, no women running
off to form a collective. Cruelty’s bringing-to-ceciousness is a nihilistic off&.
Moreover, Urban includes in his discussion Fridumdetzsche’s three-fold notion of

nihilism (a philosophical issue, an affect and #moal concept), which assumes two

“l Urban, p. 40.
2 Urban, p. 39.
43 Urban, p. 43.
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forms — one reactive (annihilation) and the othetiva (affirmation of life).
Accordingly, thus, he stresses that Nineties drestsagim to transform the first state
into the second, since “the ethical possibilitidscuelty — like those discussed in
Nietzsche’s philosophy — become the means by wthehplaywrights of the 1990s
critique and intervene in their historical momeHtEmbedded within the context of
Nineties materialistic society, “through its invtica of cruelty and its exploration of an
active nihilism”, this phenomenon works — in a Hgjderian sense — “agalineation
of the moment occurring within the moment itséff’Although on 6 July 1998
Newsweek“began to dismantle the mythology it had a hand cheating®® by
announcing Cool Britannia’s death with the eye-sisg headline “Uncool Britannia”,
in Urban’s opinion Cruel Britannia was and is séllve. “[W]ith its comingling of
coolness and cruelty, of nihilism and ethfés™he notes, its powerful legacy keeps
influencing contemporary British playwriting.

Historicising contemporaneity is insidious. As thgears proceed, a
reconsideration of (recent) past events is necgs¥dhen Sierz published his 2001
book on the outburst of plays written by a bunctTdfatcher’s Children™® the in-yer-
face sensibility that he was describing had alreaalyished. As he admits, while his
study “tried to ‘anticipate’ a perspective on th@d@s in 2000, when it was written,
today it is essential to alter that perspectivddmoking at the past through a different
optic”.*® In-Yer-Face Theatre: British Drama Todaiid not invent a renaissance in

British playwriting, but legitimised a consistenarrative about this phenomenon. Is,

“ Urban,p. 45.

> Urban, p. 51 [original emphasis].

“®Urban, p. 51.

“"Urban, p. 52.

“8 Sjerz,In-Yer-Face Theatre. 237.

“9 Sierz, “Afterword”, inModern British Playwriting: The 1990sp. 222-34 (p. 231).
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then, this theatrical practice a myth created lskalSierz? On the one hand, this avant-
garde was indubitably real and influential, buttba other the theatre critic, in utterly
postmodern fashion, “responded to this need fotetoporary stories by offering a
narrative about new writing for British theatrethre 1990s. Creating a narrative is, of
course, a political act, and its first step is @b @f labelling, or branding® Thus,
Sierz’s discourse is inherently political and skasimilarities with other (carefully
constructed) mythologies. In his words, “[l]ike ethmyths, it tells a seductive story
which offers the consoling illusions of coherenaed aclosure®* and this implies
deliberate choices to master an otherwise chaotid heterogeneous dramatic
landscape.

Aware of these self-imposed constraints, today dreator of this narrative
suggests that the Nineties should be re-read cemsgl some key points: the
renaissance began in London’s art schools andmtite theatres; the real innovators
were both older experimental playwrights influendsd European modernism (Caryl
Churchill, Howard Barker, and Martin Crimp) and yguavant-garde writers (Sarah
Kane, Mark Ravenhill, and David Greig, to name &@iéw), thus the cult of youth was
not a discriminating factof Nineties new writing was not exclusively a Londuesed
movement (the Scottish influence is pivotal togenesis); last but not least, the 1993

murder of toddler James Bulger deeply shocked thentcy and affected Nineties

*0 Sierz, “We All Need Stories”: The Politics of Ine¥-Face Theatre”, i€ool Britannia? pp. 23-37 (p.
24).

* Sierz, “We All Need Stories”, p. 32.

%2 4|n practice [...] the age of playwrights is lesspantant than the character of their work. At th®39
London New Play Festival, for example, ten outtaf twelve writers were over forty years of age. And
that didn't matter — they were all new. Age is Isgmificant that the distinctive and original veiof the
work. For while it is true that some playwrights dot keep up, and their writing style becomes
increasingly old-fashioned, there are plenty thethain as contemporary as any youngster” (Sierz,
Rewriting the Nationp. 47).
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(theatrical) sensibility> Notably, as Sierz is not the only one to call far
reconsideration of this provocative narrative, timee has come for an effective

deconstruction and reassessment of in-yer-faceatodly.>*

3. STAGING THE NEW MILLENNIUM

While we are gradually distancing ourselves from Mineties and increasingly
modifying our perspective on the last decade of tinentieth century, the Third
Millennium is still far from receding into historjNevertheless, this section aims to
offer a general overview on the dramatic and theattrends of this new era, ranging
from explicit political statements to seemingly monuanced explorations of the
personal sphere. If Nineties theatre was beliewedurn(] its back on politics, retiring

into privacy”, in the ‘Noughties’ “new writing mufilied in its practitioners and
diversified in its subjects — and the ‘children’X390s new writing rediscovered overtly
political concerns®>

Arguably, the first decade of the twenty-first agtwitnessed a new explosion

of plays, fostered by the fact that the New Labgovernment “funded the arts with a

rare generosity®® The numbers are impressive: “At a very rough cotimre were

%3 See Sierz, “Afterword”, pp. 231-4.

> Just to give some examples, the voluBimml Britannia? British Political Drama in the 198@vas the
result of a conference questioning the receivedysto-Yer-Face? British Drama in the 1990seld at
the University of the West of England, Bristol,2802. In the first section of her stuByspect Cultures:
Narrative, Identity & Citation in 1990s New DranfRrague: Litteraria Pragensia, 2006), Clare Wallac
observes that Sierz's contribution “is undoubtedlyvibrant and useful account of a particular
phenomenon and, especially, of plays as theywiese performed and received, but it is quite nalyow
focused on a London theatre context and necessadudes writers for whom viscerality was not the
determining quality” (p. 20). In addition, in Spgir2015 the French research group RADAC (Recherche
sur les Arts Dramatiques Anglophones Contemporagn$)ished a special issue of its jour@dup de
Théatre entitledLe théatre In-Yer-Face aujourd’hui : bilans et peestives ed. by Susan Blattes and
Samuel Cuisinier-Delorme.

*> Middeke, Schnierer, and Sierz, pp. xiii-xiv.

%% Sierz,Rewriting the Nationp. 1.
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some 3,000 new plays produced during the 2000se tin@an double the amount of the
previous decade™ With its plurality in terms of form and contenitjg new wave well
exemplifies the primary concern of post-war thedtrat is to say holding a mirror up to
(the fragmentation of) British society and identifyhe ‘new millennium drama’ can
thus be considered a tool for examining the trasiloeNoughties Britain, and, at the
same time, “for excavating and interpreting thepegsé most complex and profound
aspects of human experienc&’as the former Royal Court literary manager Ruthie.i
suggests’

From a socio-political point of view, the past déeacould be defined as “the
decade of feaf because of the number of catastrophic eventsaffetted the whole
planet:

from the iconoclastic horror of 11 September 2G9fhe devastation of the ‘war

on terror’ in Iraq and Afghanistan; from the Londeombings of 7 July 2005 to

the global financial crisis of 2008/9 and the irmgiagly palpable evidence of
planetary climate change, the major events of te& millennium have
reminded us of our contingent lives and choices,imeatiable appetites and our
frailty. Their consequences have propelled both rgmg and maturing
playwrights towards new paradigms and perspecfies.
This growing sense of insecurity has notable ingpians for contemporary identity and
the way individuals perceive themselves and othgsple’s emotional stability and the
quality of their human relationships are deeply emaned by the general state of
anxiety and insecurity. Models of selfhood are goithrough a serious crisis,

interpersonal communication is more dysfunctiomant ever, and angst pervades the

everyday domestic sphere, which, just like socatiarge, seems to be on the point of

°’ Sierz,Rewriting the Nationp. 1.

°8 Ruth Little, “Introduction”, inThe Methuen Drama Book of Royal Court Plays 2000926d. by Ruth
Little (London: Methuen Drama, 2010), pp. v-Xii ¢gi).

%9 Little worked at the Court from 2007 to 2010.

% Stella Duffy, quoted in Billington, “All Our Yestdays”. On the impact of fear on the cultural
imagination, see Frank FuredGulture of Fear Revisited: Risk-Taking and the Mityaof Low
Expectation4™ edn (London: Continuum, 2006 [1997]).

®1 Little, pp. v-vi.
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collapsing. If nowadays human beings feel mord &ad conflicted than ever, several
British dramatists show they perfectly grasp tlesvrvulnerability.

The dramatic output of this turbulent age osciidbetween the global sphere
and the local one, between macrocosm and microcAsran international level, the
key event of the early Noughties was 9/11, a tragegich shocked the Western world
and triggered George W. Bush’s War on Terror. Bgton affirms that the consuming
conflict was “as socially divisive as Suez and had a crippling effect on the Labour
government. Iraqg may have marked the start of Bldong, slow decline — it also
galvanised British theatré® Arguably, one of the possible reactions of Britthkatre
to this controversial war was the so-called ‘véirhaheatre®® a kind of documentary
drama “based on actual words spoken by ‘real’ pgopithout any prescribed form and
characterised by both a resistance to recognitioh @ commitment to aesthetic
experimentation® For instance, David HareStuff HappengNational Theatre, 2004),
deals with the period leading to the invasion afjlby combining factual material with
fictional elements, while Robin Soans’s 200d&king to Terrorists- staged at the Royal
Court by Out of Joint — is completely based on I'regerviews®® As Jenny Hughes

points out, “[a]Js examples of ‘verbatim theatre cleaplay exhibits a specific

relationship to the representation of the ‘realaitime of war and raises questions about

%2 Billington, “All Our Yesterdays".

% On verbatim theatre, see Andrew Haydon, “Theair¢he 2000s”, inModern British Playwriting:
2000-2009 ed. by Dan Rebellato (London and New York: Methlrama, 2013), pp. 40-100 (pp. 41-
48).

% Cyrielle Garson, “Remixing Politics: The Case oéadphone-Verbatim Theatre in BritaidCDE:
Journal of Contemporary Drama in English (2014), pp. 50-62 (p. 50).

% Making a verbatim piece is extremely complex. T@antrell, in Acting in Documentary Theatre
(Basingstoke and New York: Palgrave Macmillan, 20X8veals details about the rehearsal process,
pointing out that the writer, director, and actdo®k notes instead of recording the words of the
interviewees. The process consists of several stagd this probably means that it involves a aertai
degree of rewriting. However, compared $tuff HappensSoans’'s play could be defined as ‘pure
verbatim’. | am indebted to my French colleaguei€llg Garson for this comment.
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how performance can bear witness to ‘truff"However, ‘verbatim’ is not the only
aesthetic frame suitable for plays about war andriem: indeed, “[o]ther responses to
war were more indirect and more imaginati?€”put to a certain extent equally
‘intertextual’, since their dramatic texture comésndifferent sources and influences.
For instance, in 2006 Simon Stephens’s reactidhddegacy of the Irag War, entitled
Motortown (Royal Court), was influenced by Georg Buchn&/eyzeclkand films such
as Martin ScorseseBaxi Driver and Mike Leigh’sNaked A couple of years before, in
2004, Martin Crimp rewrote Sophoclegsachiniaeusing the tragic form as a template
for his Cruel and TendefYoung Vic Theatre, London), and in 2007 Mark Ravié
opted for theatrical epic in hisShoot/Get Treasure/Repedilraverse Theatre,
Edinburgh), a cycle of short plays whose structigeindebted to Crimp’s more
experimental productioff

11 September 2001 and the 2003 invasion of Irace vigiowed in 2008 by
another global-scale event which variously inspimeghy British dramatists, that is to
say the worst economic and financial crisis sinee Great Depression of 1929.
Remarkably, in 2009 at least three plays lookethatturmoil started in the United
States and quickly spread all over the world. Tirst fvas Steve ThompsonRoaring
Trade which opened at the Soho Theatre, London, onntalg. This fast-moving
satire tests how far City traders can go in the eaihcompetitiveness in order to be

successful in the financial world. Premiered onJuly 2009, Lucy Prebble’s award-

% Jenny Hughes, “Theatre, Performance and the ‘WaFasror’: Ethical and Political Questions Arising
from British Theatrical Responses to War and Ténot, Contemporary Theatre Revigw7 (2007), pp.
149-164 (p. 151).

®7 Sierz,Rewriting the Nationp. 75.

® In his “Introduction” toShoot/Get Treasure/Repdabndon: Methuen Drama, 2009 [2008]), Ravenhill
underlines that each fragment takes its title ffamexisting epic”:Women of Troyintolerance Women

in Love Fear and MiseryWar and PeaceYesterday an Incident Occurregdrime and Punishmenitove
(But | Won’t Do That)The Mikado War of the WorldsArmageddonThe Mothey Twilight of the Gods
Paradise LostThe OdysseBirth of a Nation Epilogue: Paradise Regaindg. 5).
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winning Enron (Minerva Theatre, Chichester) examined the origihthe 2008 crisis

by comparing contemporary financial troubles to ttwlapse of the eponymous
American energy company. Later in the year, on 8pt&nber, the National Theatre
presented David Hare'She Power of Yesexplicitly subtittedA Dramatist Seeks to
Understand the Financial Crisf§

The international economic turmoil is not the omlysis faced by Western
societies in recent years. At a more domestic Jea®IMiddeke, Schnierer, and Sierz
observe, “[o]ne of the most important sociologitadts in recent Western European
history is the collapse of the traditional familyiuand the redefinition of family values
— both also vital issues on the contemporary st&g#”is no random fact, therefore,
that Noughties playwrights are deeply interestegddrtraying the disintegration of one
of the core values of British identity and cultucahesion, and one of the pillars of a
stable society. The often inward-looking and profdéc personal microcosm depicted
on stage, in spite of its seemingly claustrophodpi@lity, reproduces the external
environment, and mirrors its complexity and fragtaéion. Indeed, polymorphous and
often troubled personal identities can be consdleas reflections of a hybrid and
fractured country which is also vulnerable and osetfl.

A first group of family dramas includes some emld#im plays about British
middle-class family life, that most traditional gfivate microcosms. Today’s dramatists
describe this domestic environment principally asaeena of ambivalent relationships
where broken lines of communication and tensioesal. This is well exemplified by
Martin Crimp, a master at articulating the deep@stieties which pervade this suburban

microcosm.The Country(Royal Court, 2000), for instance, at a simpleeless an

% Interestingly, this play also includes reflexivibecause it documents the making of the play itself
(Hare's character, “The Author”, was played by Aol Calf).
O Middeke, Schnierer, and Sierz, p. xvii.
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ambiguous Pinteresque play about a marriage toart apy infidelity, lies, and
incommunicability. Yet, as the title suggests, I#oadeals with a very English motif,
that is the ‘rural dream’, and briefly hints at acdying health service. In his plays,
Crimp portrays suburban everyday life as a landlaxk contrasts: home is far from
being a safe shelter and the people you live vednsto be just strangers. A short text
entitled Fewer Emergencie@Royal Court, 2005) stages a bizarre conversdigiween
anonymous speakers about Bobby, a little boy lodkeldors by his overprotective
parents, while they are far away from home, andadiside world is upset by riots.
There, fear erupts into the domestic sphere arslftlat throws light on interrelated
nature of the personal and the public. Crimp’s absand surrealhe City (Royal
Court, 2008) and Jez ButterwortiParlour Song(Almeida, 2009) perfectly illustrate
suburban dystopias and paranoid personality dissrdbe former moves “back and

"1 \while the latter starts

forth between urban collapse and the ruined doméstarth
with some apocalyptic images and rapidly turns iatdlackly hilarious domestic
comedy. While these plays mention children but tamtsy keep them offstage, Polly
Stenham’s astonishing deblihat Face(Royal Court, 2007) and follow-upusk Tusk
(Royal Court, 2009) analyse middle-class dysfumetiofamilies by focusing on
unparented teenagers and describing what happests thilay are left alone. A confused
nine-year-old child kidnapped by his father is #haim of divorce and custody battles
in Mike Bartlett'sMy Child (Royal Court, 2007), a short play which “drawsigbély

on the high profile media campaign of Fathers4dastnd considers the often painful

marginalising of fathers in family breakdowf This incisive work offers yet another

> John Stokes, “The City Inside MeTLS 10 April 2009, p. 17.
2 Little, p. x.
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bleak snapshot of a society made up of broken fesnih which relationships are based
on possessiveness and violence rather than love.

Although mention of a white middle-class microcosmmediately evokes
stereotypical Englishness, it is not the only repreative setting for plays dealing with
(inter)personal issues and, simultaneously, pdrigaxontemporary British society.
Various ethnicities equally contribute to produtage representations and discussions
of British national identity and its mutations. Mamlack and Asian playwrights
provide examples of family dramas, vividly desantdpicontrasts between generations
and exploring conflicted ‘postcolonial’ identitiés.Kwame Kwei-Armah’sElmina’s
Kitchen(National Theatre, 2003) was the first play bylack Briton to be staged in the
West End (Garrick Theatre) in 2005. Focusing oedhgenerations of black men, this
tricultural (African, Caribbean and British) autharites a powerful family tale, which,
at the same time, explores several social issugs$y 8s racism, gun crime, personal
responsibility, and masculine identity. The therhenale violence also pervades debbie
tucker green’dorn bad* (Hampstead Theatre, 2003), a play about powetioakhips,
sexual parental abuse, and gender dynamics withiexaemely religious, patriarchal,
and inward-looking Afro-Caribbean family. Interesjly, this black family drama has
an original and metaphoric structure: instead @ftugng a realistic plot and being
naturalistically set in a squalid flat, it consistta series of poetic and fragmentary

dialogues and uses the minimalist but powerfulesiatage of a circle of chairs which,

3 0n black and Asian work, see the (first) comprehencollectiorAlternatives Within the Mainstream:
British Black and Asian Theatresd. by Dimple Godiwala (Newcastle: Cambridge $mfsoPress, 2006).
" This writer's name and the titles of her plays asaally typed in lower-case letters.
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once formed, never opens, preventing the family beas from communicating with
the outside societ{

Asian families can be equally dysfunctional, as pseet Kaur Bhatti’'s
Behsharam (Shameles&§oho Theatre, 2001) demonstrates. This Britidth Suthor,
who has also written foEastEndersand Crossroads explores second-generation
British-Asian experience, by turning her focus oatoextremely defective Birmingham
family. This soap-style family drama is about treepest obsessions and secrets of a
blood-related nucleus consisting of an ineffectiaéther, his two damaged daughters,
and an absent/alcoholic mother. Moreover, Bhattlay deals with the problem of
assimilation and that of racial tensions betweaclhnd Asian communities in Britain.
In keeping with this, the theme of (in)tolerancehivi (and without) the inward-looking
Asian community is the core issue of Alia Bano’saasvwinningShadegRoyal Court,
2009), a ‘rom-com’ about a modern Muslim girl's gudor Mr Right. Sabrina’s
‘alternative’ family consists of her gay Bengalisbériend Zain and his white partner
Mark, and when she falls in love with Reza, a bathwvstrict religious beliefs, his
family’s narrow-mindedness constantly interfereshvtheir mutual attraction. Bano’s
play is an entertaining picture of contemporargnsic Britain, a text which humorously
describes what it means to be a (single) Muslirigitoday’s multicultural London.

Middeke, Schnierer, and Sierz assert that dompktys staging

the family in crisis connect[] with issues of psgtdgy, dissolving identities,

madness, trauma, and especially the concern withdege and gender-

performativity. Many playwrights have made it cléhat gender identity is not
an ontological category, but that it is achievedodlgh institutionalised
repetitions of physical acts. This stance, theca#lfi elucidated by Judith

Butler, underlies, for instance, the way that tbestruction of both femininity
and masculinity appears in contemporary new writhg

> See Amelia Howe KritzerPolitical Theatre in Post-Thatcher Britain: New \fg 1995-2005
(Basingstoke and New York: Palgrave Macmillan, 20098. 118-20.
® Middeke, Schnierer, and Sierz, p. xvii.
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Once again, the family can be considered an emliiemarocosm which, in this case,
provides a snapshot of the changing nature of germmles in British society. By
reference to the cultural theorist and sociolo§istart Hall, Linda McDowell observes
that — since the revolutionary ‘Swinging Sixties’ —
the rapid pace of technological change, the aggudnd values that regulate
social and sexual life, definitions of masculined aleminine identities, the
challenges to the literary canon and other form&igh culture’, among other
changes, have produced both cultural democratizaim greater uncertainty
and unpredictability in British sociefy.
On the one hand, we can affirm that women have mieeen more economically and
socially independent. Notably, their participationthe labour market has increased
over the past few decades and their subsequentcgmation has destabilised the
traditional male breadwinner family model. On thi#nes hand, paradoxically, this
seeming democratization does not mean that genedexosypes and hierarchies have
disappeared. In today’s Britain, gender equalityst a distant mirage and gender wars
are fought everyday both at work and at home, astecaporary playwrights
demonstrate. Stella Feehilyreams of ViolencéSoho Theatre, 2009), for instance, is
a witty tragicomedy about Hildy, a politically contted woman in her forties accused
by her son of being a symbol of “the eighties’ gamrong”/® who is better at running
an organisation helping low-paid workers than gireg with her troubled domestic life.
Because of its exploration of the issues of love @sponsibility, as well as a culture’s
inevitable breakdowrDreams of Violenceeems to have much in common with Alexi

Kaye Campbell’'sApologia (Bush Theatre, 2009). Indeed, the protagonishisf $harp

play, Kristin Miller, is a brilliant feminist art ibtorian who attended the anti-war

" Linda McDowell, “Changing Cultures of Work: Emplognt, Gender, and Lifestyle”, iBritish
Cultural Studiesed. by David Morley and Kevin Robins (Oxford: ©sd University Press, 2001), pp.
343-60 ( p. 344).

"8 Stella FeehilyDreams of ViolencéNick Hern Books: London, 2009), p. 64.
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demonstration in Grosvenor Square and manned thiedudes in Paris in 1968. Her
birthday becomes an occasion for her two grown-as 40 accuse her of failing to
mention them in her newly published autobiogra@mng being a dreadful and uncaring
mother who puts herself before family ties. Kristerthus forced to face the past and
the cost of her political idealism, which have reretl her unsuitable for a traditional
maternal role.

Contrasts between generations/eras pervade playingle with male
homosexuality, gay identity, and lifestyle. Mark veahill's Mother Clap’s Molly
House (National Theatre, 2001), an iconically gay dramdich explores the
polymorphous nature of sexual identity, moves betwa brothel in eighteenth-century
London, where gay men meet, engage, use female shaoibes, and create
‘alternative’ families, and a raunchy party orgawisby their twenty-first century
counterparts. Arguably, Ravenhill's contemporary gharacters become metaphors for
the wider British society, where people enjoy séxfraedom, but consumerism,
selfishness, and hedonism prevail over true fesling a similar way, Alexi Kaye
Campbell’s award-winnin@he Pride(Royal Court, 2008) jumps from 1958 to 2008
and back, analysing changing attitudes to sexuwaitity and intimacy. This touching
play examines a complex love triangle in the fedden Fifties and the in the liberal
Noughties, to deliver an important message aboutagolitics, repression, liberation,
and the possibility of change.

Lesbian drama is equally concerned with the isdudemtity. To mention just
one example, Bryony Lavery's bittersweat Wedding Story(Birmingham/Sphinx,
2000) explores two different love bonds: Peter &welyn’s painfully disintegrating

marriage and their daughter Sally’'s same-sex oglatiip with Grace, a woman she
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meets at a wedding reception. A well-establishethiésn feminist playwright, Lavery
ironically reverses wedding clichés and, simultarstg focuses on the question of the
self from a variety of points of view by exploritigninal themes such as illness and
displacement.

Although contemporary British drama covers a widage of timely issues
related both to the public and the personal, #0@6 article on the past six decades of
British theatre Billington complained of a lackinferest in the environment:

On one topic [...] it [British theatre] has remaindxhgically silent: the

environment. While a government scientist, Davichdi warns that global

warming poses a greater threat than terrorism,trine@mains outside the
debate. [...] | don’t care whether it's fact ortion. I'd have thought someone
somewhere must have something to say about theefofuour planet. Always
assuming it has orfé.
Today we can affirm with certainty that contempgraslaywrights have learnt
Billington’s lesson: the ecological crisis has mretgbecome one of the central concerns
of new writing for British theatre. From differepérspectives, writers have tackled this
topic affecting the nation and — at the same tinttee-whole planet. Apocalyptic images
of a riot-torn country afflicted by the consequencef climate change (“Essex
underwater and Dorset dissolving into the sea s$ikerbet®®) contribute to create the
dystopian backdrop to Lucy Kirkwood’'s faré@nderbox which received its initial
performance at the Bush in 2008. First staged atsthime theatre in 2009, Steve
Waters’'sThe Contingency Plams a double bill of (complementary but autonomous)
plays painting “a vision of Britain submerged imdts and floating to obliviorf

Another young writer, Duncan Macmillan, carefullyaenines controversial themes

such as global warming and pollution. The youngggonists of hid.ungs— which

9 Billington, “All Our Yesterdays”.
8 Lucy Kirkwood, Tinderbox(London: Nick Hern Books, 2008), p. 26.
81 Michael Coveney, “Brave New Worldindependent30 July 2009, pp. 14-15 (p. 15).
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opened at the Studio Theatre, Washington DC, UBAR0iL1 — express their obsession
with the planet’s conditions through verbal itevas of ecological motifs. Moreover, in
November 2014 the Royal Court premier@871: The World We’'ll Leave Our
Grandchildren a play co-written by Duncan Macmillan and the \émsity College
London’s climate change scientist and former doedf the Science Museum Chris
Rapley,in co-operation with Deutsches Schauspielhaus Hagnbu

While a number of dramas offer apocalyptic statasiamd gloomy visions of
the future, Johnny Byron, the protagonist of Je#dworth’s JerusalemRoyal Court
Theatre, 2009), “has seen the way the world has god wants to awaken the giants of
the plain and the ghosts of the hinterland”, sutiggsthat “[tjhe nation needs re-
birthing”.2? Probably one of the most emblematic plays of tréyeéwenty-first century,
Jerusalenconstitutes a symbolic arena where tradition amdwvation clash, and where
a supposedly glorious past is engulfed in a brytaiit-driven present. Through a web
of intertextual references, Butterworth rewrites @re)stages the contemporary troubles
of Englishness by conjuring up nostalgia for a shad era, as well as relentlessly
dismantling its claims.

To conclude this section on early twenty-first-ceptdrama, | would like to
highlight that, despite its socio-realist/naturtatisvocation, British theatre has also
provided its audiences with intriguingly experimanplays, whose deconstructive
fragmentation veers towards postmodern and, in secames, even postdramatic
landscape®® In his thought-provoking essay “Exit the AuthoBlan Rebellato argues

that the openness of works such as Sarah Kané& Psychosigposthumously staged

8 Coveney, p. 15.
8 On “theatre after drama”, see Hans-Thies Lehma&Pwstdramatic Theatretrans. and with an
Introduction by Karen Jirs-Munby (Abingdon and Neéark: Routledge, 2006).
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at the Royal Court in 2000) seems to coincide vethetreat of the playwrigft.
However, this authorial withdrawal and seeming arewusness does not mean that a
traditionally “writer-centred theatre has finallyedun to adopt the principles of
poststructuralism and that we are watching autfissolve into their texts® By
contrast, Rebellato wants to stress the potentiait authorship as “a ground for
aesthetic and ethical questioning that stages #athdof the author as a way of
profoundly investigating theatrical meaning and oapacity for fundamental political
change™® Notably, these reflections on the writer simul@mdy stimulate a
reassessment of the audience’s role in a socidbart which is intrinsically linked to

the offstage realit§’

4. REWRITING FOR THE STAGE

As the previous sections have illustrated — siheeSecond World War, British
theatre has closely mirrored political, societal] @ultural mutations. Following in this
tradition, the early twenty-first century has piedl a particularly fertile ground for the
increasingly acute self-questioning (not least #&boational identities) besetting
contemporary British culture. The critic Michael@ney argues that, in times of crisis,
the National Theatre has reacquired its role asrana for public debate, drawing a

telling parallel between the contemporary Britisge and the ancient Greek one:

8 Dan Rebellato mentions various plays staging iffierént ways) the death of the author, includingT
Crouch’sThe Author(Royal Court Theatre, 2009); David Greig@an Diego(Edinburgh International
Festival, 2003); Martin Crimp’#ttempts on Her Lif§dRoyal Court, 1997) an@rewer Emergencies
(2005); Ravenhill’'spool (no water)(Drum Theatre Plymouth, 2006) aighoot/Get Treasure/Repeat
(Traverse Theatre, Edinburgh, 2007); Simon Stepe&mnography(Schauspielhannover, 2007), etc.
% Dan Rebellato, “Exit the Author”, iContemporary British Theatre: Breaking New Groued. by
Vicky Angelaki (Basingstoke and New York: PalgraMacmillan, 2013), pp. 9-31 (pp. 11-12).

% Rebellato, p. 12.

87 See Angelaki, “Introduction”, i€ontemporary British Theatrgp. 1-8 (p. 4).
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When the National Theatre opened its doors on theéhSBank in 1976, one of
the longest-running poster campaigns proclaimedie“National Theatre Is
Yours”. Nobody really believed that. But in the @nt climate, aided by the
astute programming of artistic director Nicholagry, it's almost as if we turn
to the NT for assistance in deconstructing our empiorary woes, just as the
Greeks did in the ancient theatres of Ath&hs.

If Coveney suggests that the social function ofatosl stage harks back to that
of the theatre of classical antiquity, the ‘thenatpe power of this medium is merely
one aspect of the multifaceted relationship betwsertemporary British theatre and its
Greek (and — to a lesser extent — Roman) anteced&dveral modern-dress
productions of classical tragedies and more orradigal rewritings inspired by ancient
texts have been staged in Britain (as well as\al ¢the world) in the last decades. The
contemporary renaissance and revision of a drangatice “reputedly first developed
by Thespis in the Attic deme of Icaridi”has been enthusiastically hailed by Edith
Hall, one of Britain’s most distinguished classisisvorking within the field of
reception studies. In her Introduction to the vodubionysus since 69: Greek Tragedy
at the Dawn of the Third Millenniuni2004), co-edited with Fiona Macintosh and
Amanda Wrigley, Hall celebrates the extraordinamyspnce of Hellenic drama on the
world’s stages:

More Greek tragedy has been performed in the @y tyears than at any point

in history since Greco-Roman antiquity. Translatedapted, staged, sung,

danced, parodied, filmeénacted Greek tragedy has proved magnetic to writers
and directors searching for new ways in which tosepoguestions to
contemporary society and to push back the bourlafi¢heatre. The mythical,

dysfunctional, conflicted world portrayed in theclaetypal plays of Aeschylus,
Sophocles, and Euripides has become one of the mpstrtant cultural and

8 Coveney, p. 15.

8 Mark Griffith, “Telling the Tale: A Performing Tadition from Homer to Pantomime”, ifihe
Cambridge Companion to Greek and Roman Theatteby Marianne McDonald and J. Michael Walton
(Cambridge: Cambridge University Press, 2007), 18935 (p. 21).
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aesthetic prisms through which the real, dysfumetioconflicted world of the
late twentieth- and early twenty-first centuries hefracted its own imag8.

The book’s title refers to Richard Schechndisnysus in 69“a socially, politically,
and above all theatrically radical” appropriation of Euripides'acchae which
premiered at the Performing Garage, New York Gity6 June 1968. Coinciding with a
renewal of interest in Greek tragedy, the years818® constitute a turning point in the
history of the reception of ancient theatre, a taack before which, as Hall observes,
this genre was rarely staged. Hall argues thatthie reasons for this phenomenon are
of a socio-political kind:

[t]his reawakening was just one result of the seigmolitical and cultural shifts

marking the end of the 1960s. Greek tragedy begabet performed on a

guantitatively far greater scale, from more radjalitical perspectives, and in

more adventurous performance styles than it had before?

Even if she admits that some Senecan tragedieshemre successfully revived,
Hall notes a remarkable predominance of Hellenayglon the contemporary stage:
“the ancient European texts which have offeredpiniglic imagination of the last three
decades overwhelmingly the most important thedtrioaterial have been Greek
tragedies™® In addition, she points out that during the Niegtthe Greeks conquered
London’s performance repertoire and — on some amtas- even defeated the most

emblematic British playwright, the (seemingly in@peable) Bard of Avon: “the sheer

number of productions has occasionally made thesesiat plays rival the English-

% Edith Hall, “Introduction”, inDionysus since 69: Greek Tragedy at the Dawn ofTthied Millennium
ed. by Edith Hall, Fiona Macintosh, and Amanda \Wéyg(Oxford: Oxford University Press, 2004), pp.
1-46 (p. 2) [original emphasis].

L Hall, “Introduction”, p. 1.

2 Hall, “Introduction”, p. 1.

% Hall, “Introduction”, p. 5.
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language classics of the repertoire. In the firalf lof 1995 more Euripides was
performed in London than any other playwright, imtthg Shakespearé®.

Although Hall's volume is essential reading for ang interested in Greek
tragedy at the dawn of the twenty-first centuBionysus since 6%onsiders the
Hellenic revival primarily as “an international, &vworldwide phenomenofi®.As the
reference list of its last chapter shows, the doutors to the book examined
contemporary productions and revisions of Greekgelges staged, screened,
choreographed, and broadcast in various countres f1659 to 2003, without a
specifically national perspective. In the followiygar, however, Hall published an
extensive study, co-written with Fiona Macintosbalkihg with the reception of Greek
tragedy in Great Britain between 1660 and World Wdfocusing on British socio-
cultural history,Greek Tragedy and the British Theafr®60-1914° is obviously more
relevant to English Studies, which — as has beiehiiséhe Preface — is the area of study
to which this dissertation belongs. Unfortunatdipwever, stopping just before the
outbreak of World War |, the book by Hall and Maosh does not include
contemporaryBritish rewritings of Greek (and Roman) tragedies.

While the reception of classical material in todaBritish theatre is a somewhat
neglected area of research, other geo-cultural mbinas have been more fortunate:
“[a]ttempts have been made by other scholars, watying degrees of success, to
document the performance history of Greek tragadsoime other countrie€”.Indeed,

the remarkable presence of Greek tragedy on theerwqorary stages of places such as

* Hall, “Introduction”, p. 5.

% Hall, “Introduction”, p. 2.

% Greek Tragedy and the British Theatt660-1914 ed. by Edith Hall and Fiona Macintosh (Oxford:
Oxford University Press, 2005).

" Hall and Macintosh, eds., “Preface”, Breek Tragedy and the British Theafr@601914, pp. Vii-xxii

(p- vii).
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Germany, North America, Ireland, and Africa hasrbeamined from a variety of
points of view with stimulating resulfé.

If British classicists do not seem to be interestethe influence of Greek and
Roman classics on contemporary British theatre, -ableast, not interested enough to
write a monograph on this topic —, scholars fronglsh and Theatre Studies are
equally silent about the dialogue between antigaityl contemporaneity in Britain.
Apart from some journal articles and book sectioffiering overviews’ or more or less
detailed comparative close readings of the classma and its English-language

100

rewriting, this doctoral dissertation is the first attempto-my knowledge — at

investigating the socio-political role of contemaiyr appropriations of ancient tragedies

% Hellmut Flashar'dnszenierung der Antike: das griechische Drama derf Bilhne der Neuzeit 1585-
1991 (Munich: Beck, 1991) focuses on the reception ofek tragedy in Germany, while Karelisa V.
Hartigan'sGreek Tragedy on the American Stage: Ancient Dramihe Commercial Theatre, 1882-1994
(Westport, CT: Greenwood Press, 1995), and HelenEokRy’'s Reimagining Greek Tragedy on the
American StagéBerkeley: University of California Press, 201apalyse North American productions.
Remarkably, in 2015 Kathryn Bosher, Fiona Macinfodlhstine McConnell, and Patrice Rankine co-
editedThe Oxford Handbook of Greek Tragedy in the Amsri€xford University Press. The reception
of Hellenic tragedy in contemporary Ireland hasrbestensively explored: in 2002 Kelly Younger
publishedlrish Adaptations of Greek Tragedies: Dionysus fiaeldnd (Lewiston, NY: Edwin Mellen
Press), in 2002 Marianne McDonald and J. Michaeltdvieco-editedAmid Our Troubles: Irish Versions
of Greek TragedyLondon: Methuen), and in 2008 Katherine Anne Hesey submitted her doctoral
thesisMemorable Barbarities and National Myths: Anciente€k Tragedy and lrish Epic in Modern
Irish Theatre (University of Notre Dame), available at http:detd.edu/ETD-db/theses/available/etd-
03042008-104843/unrestricted/HennesseyKA032008lasif accessed 18 December 2015. Interestingly,
the fruitful relationship between contemporary Afun drama and Greek tragedy is studied in Kevin J.
Wetmore’s volumeThe Athenian Sun in an African Sky: Modern Afrigataptations of Classical Greek
Tragedy(Jefferson, NC: McFarland & Co., 2002), Aktina t&tki’s electronically published PhD thesis,
Adaptation and Performance of Greek Drama in Pgst#heid South AfricgUniversity of Toronto,
2009), available at
http://tspace.library.utoronto.ca/bitstream/18023%/6/Stathaki_Aktina_200911 PhD_Thesis.pdf, last
accessed 18 December 2015, and Astrid Van Weyesbdrgok The Politics of Adaptation:
Contemporary African Drama and Greek Tragé@ynsterdam and New York: Rodopi, 2013).

% For instance, see Anette Pankratz, “Greek to Usftdpriations of Myths in Contemporary British and
Irish Drama”, inCrossing Borders — Intercultural Drama and Thea#&rtethe Turn of the Millennium
(Contemporary Drama in English 8), ed. by Bernhd@ditz and Alyce von Rothkirch (Trier:
Wissenschatftlicher Verlag Trier, 2001), pp. 151-163

1% On sarah Kane’s radical version of Seneédisedra for example, see Stefani Brusberg-Kiermeier,
“Re-writing Seneca: Sarah KanePhaedra’'s Lovg in Crossing Borders — Intercultural Drama and
Theatre at the Turn of the Millenniurpp. 165-72, and Anja Miller-Wood, “The Fatal Effeatf
Phaedra’s Love Sarah Kane”, irMyth and Violence in the Contemporary Female ;Tegt by Sanja
Bahun-Radunoviand V.G. Julie Rajan (Farnham and Burlington, ¥&hgate, 2011), pp. 97-112, two
contributions written by English Studies scholargeiested in contemporary British theatre (like
Pankratz).
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in today’s Britain. Even, Sean Carneylfie Politics and Poetics of Contemporary
English Tragedy2013) in fact aims to demonstrate how the idethefragic permeates
the political output of seven contemporary Englghywrights, but does not focus
explicitly (or exclusively) on rewriting™*

As far as theatrical historiography is concerneds iworth considering that
contemporary productions and new versions of ahdeagedies are not a central
concern of comprehensive studies of post-war Briiama. At best, some of them are
simply mentioned in passing or — in the case ofceddeworkings — considered as a
spin-off of new writing. However, in the last chapf State of the NatignMichael
Billington has perceptively isolated a definitesdecal strand during the Blair era: “The
Irag war made Greek tragedy, and Euripides espgcessential. Both the illegality of
the war and its disastrous aftermath also turnddiqad theatre, in all its manifold
forms, into a necessity rather than an optionatagxf? Billington also examined
classical war theatre in a couple of articles mitgld in 2003-4%

Despite the lack of specific critical sources, arreexpanding bibliography on

tragedy® and its performand® is available, as well as several studies on daksi

%1 The group of contemporary ‘tragedians’ analyseddayney includes David Hare, Howard Barker,
Edward Bond, Caryl Churchill, Mark Ravenhill, Sait&ane, and Jez Butterworth.

192 Michael Billington,State of the Natigrp. 392.

193 Michael Billington, “Drama Out of a Crisis",Guardian 10 April 2003 (available at
http://www.theguardian.com/stage/2003/apr/10/tlecattsfeatures, last accessed 20 December 2015),
and, even more relevant, “Terror of Modern Timets Sige Stage for Greek Traged@uardian 19 June
2004 (available at http://www.theguardian.com/sta@@4/jun/19/theatre.irag/, last accessed 20
December 2015).

194 For instance, see Jennifer Wallatae Cambridge Introduction to Trage@@ambridge: Cambridge
University Press, 2007); Edith Hatireek Tragedy: Suffering under the S@xford: Oxford University
Press, 2010). On tragedy’s contemporary reassesamdregacy, seRethinking Tragedyed. by Rita
Felski (Baltimore, MD: The Johns Hopkins UniversRyess, 2008)Tragedy in Transitioned. by Sarah
Annes Brown and Catherine Silverstone (Malden (M@xford, and Carlton (Victoria): Blackwell,
2007).

195 On tragedy in performance, see Oliver Tap@reek Tragedy in Actigr2™ edn (London and New
York: Routledge, 2003); Simon Goldhitlow to Stage Greek Tragedy Tod&hicago and London: The
University of Chicago Press, 2007); David Wilddask and Performance in Greek Tragedy: From
Ancient Festival to Modern Experimentati@ambridge: Cambridge University Press, 200 hgorising
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receptiom®® intertextuality'®’ adaptatiort®® postmodern rewriting€® (inter)cultural
translations and appropriatioh$ remediation;** and women'’s rewritings: | will thus
draw on heterogeneous material, and various Igei@itical and cultural categories —
as elaborated and constantly revised by contemypdreorists — will underpin my
research and add to its topicality. Multifariougdhies will contribute to frame and
sustain a study which aims to explore and questi@n politics of re-(en)visioning
ancient tragedy in contemporary Britain, as welltles complex relationship between
new writing and rewriting for the stage in a coynthat is both “receptive and

113

resistant™° to the classics.

Performance: Greek Drama, Cultural History and @ Practice ed. by Edith Hall and Stephe Harrop
(London: Duckworth, 2010).
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and New York: Routledge, 2013[2006]). More speeifi; see Margherita Laer&eaching Athens:
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2013) and hefTheatre and Adaptation: Return, Rewrite, Refeandon: Methuen, 2014).
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(Cambridge: Cambridge University Press, 1989).

1 seeRemediation: Understanding New Medéal. by Jay David Bolter and Richard Grusin (Cadu®
(MA) and London: MIT Press, 1999). On cinematicnsositions, see Michelakis PantelGreek
Tragedy on ScreefOxford: Oxford University Press, 2013).

112 See Elizabeth Sakellaridou, “Feminist Heterologi@entemporary British Women Playwrights and
the Rewrite of Myth and History”, iEnglish Studies in Transitigred. by Robert Clark and Piero Boitani
(London and New York: Routledge, 1993), pp. 306-H@&nces BabbageRe-Visioning Myth: Modern
and Contemporary Drama by Wom@vlanchester and New York: Manchester UniversitgsBr 2011),
and the already mentioned volutdgth and Violence in the Contemporary Female Text

113 sakellaridou, p. 313.
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THEORY |I:

THE POETICS OF REWRITING

1.LITERATURE AS A (DYNAMIC ) SYSTEM: THE URGE TO REWRITE

Peter Widdowson argued that, in recent times,rditee’ has turned into an
extremely controversial notion:

By the late-twentieth century, ‘literature’, as ancept and as a term, has

become so problematical — either through ideoldgioatamination as the high

cultural ‘Canon’, or, conversely, through demysation and deconstruction by

radical critical theory — that it approaches theuseable, at least without

contorted apologetics”.
As the (sub)title of the first chapter bfterature suggests, he is convinced that this
“heavily naturalised term as it appears in curesgge and common parlante4n be
defined only through what he intriguingly calls J§me (non-)definitions®
Paradoxically, the idea of literature seems totexislusivelyin absentia “Perhaps the
only way to represent it, amssépresence or determinate absence, is ‘under eradure’
However, despite the slipperiness and inadequacg td@rm/notion that (dis)appears
sous rature Widdowson stresses the pivotal role played leydiure and its “need to be
rescued from itself: to bee-accredited— rather than shamefacedly subsumed [...]

within general concepts of ‘writing’, ‘rhetoric’ discourse’ or ‘cultural production®.

Moreover, quoting Terry Eagleton, Widdowson claimst nowadays thepecificplace

! Peter Widdowsorl,iterature (Abingdon and New York: Routledge, 1999), p. 2.
2 Widdowson, p. 3.

¥ Widdowson, p. 1.

* Widdowson, p. 2 [original emphasis].

® Widdowson, p. 2 [original emphasis].
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of literature within culture must be accuratelydefined, denouncing the vagueness of
inclusive categories. In Eagleton’s words, “Litewrat must indeed be re-situated within
the field of general cultural production; but eanbde of such production demands a
semiology of its own, which is not conflatable witome universal ‘cultural’
discourse™ It follows that a re-located realm of literatureeds to be considered and
analysed as a distinct sign-system rather thamargeand neutral notion.

In the mid-Seventies, the lItalian philologist andmsotician Maria Corti
anticipated this idea of literature as a codifiemnmunication system (“passibile di
strutturazione a diversi piani e livelli*)It is worth considering how her theoretical
formulation is permeated with intertextual disc&jrsne of the central concerns of this
doctoral dissertation. Indeed, as she observedebeliarity of a literary system lies in
the unique relationships between the phenomenactmpose it, so that each element
can be defined through this interdependence: $pacificita [...] della letteratura
dipende dall'esistenza di rapporti particolari esastituibili, spesso laboriosi, dei
fenomeni letterari tra di lord®. From a diachronic perspective, literature is thus
characterised by an ongoing interplay between fizedes and textual variations. Far
from being a static system, for Corti, literatuecbmes a sort of arena of tensions and
even disruptive impulses, “di forze centripete entgughe che si producono nel
rapporto dialettico fra cid che aspira a persistatatto per forza di inerzia e cio che
avanza con impeto di rottura e di trasformazichi¥btably, her notions of literature as
a system of signs and as a field of tensiaasnpo ditension) fruitfully intermingle:

“alla prima si collega l'idea che ogni testo tma postonella letteratura, in quanto entra

® Terry EagletonCriticism and Ideology: A Study in Marxist Literajheory(London and New York:
Verso, 1978 [NLB, 1975]), p. 166.

" Maria Corti,Principi della comunicazione letterari&th edn (Milano: Bompiani, 1997 [1976]), p. 14.
8 Corti, p. 16 [original emphasis].

° Corti, p. 19.
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in una rete di rapporti con gli altri testi; allacenda I'idea che il posto € mutabile, al
limite perdibile”® Within this literary circuit, texts oscillate beden placement and
displacement, affiliation and separation, traditeord innovation. If, on the one hand,
this system is destabilised by disintegrating fer¢g§v]iolenze dirompenti, avventure
disgregative”):! on the other hand, these canon-shattering impatgesounterbalanced
by the inhereniterability of literature and, in a larger sense, cultureGorti’'s words,
“ristrutturazioni, ricreazione di un sistema dies#, recuperi (la cultura, si sa, e
iterativa)”).*?

From an English Studies perspective, this fascigatextual interconnectedness
and the system-like structure of literature andural have been underlined by various
scholars. For instance, in the Introduction to kiady Intertextuality written for
Routledge’s New Critical Idiom series, Graham Algtates that

[w]orks of literature, after all, are built from sgms, codes and traditions

established by previous works of literature. Theteys, codes and traditions of

other art forms and of culture in general are asaial to the meaning of a

work of literature. Texts, whether they be literarynon-literary, are viewed by

modern theorists as lacking in any kind of indegamndneaning. They are what
theorists now call intertextuat.
Even more authoritatively, in hisiterary Theory: An IntroductionEagleton himself
points out the interrelation of every single (te{jwnit within (and without) the literary
system: “every word, phrase or segment is a rewgrkf other writings which precede
or surround the individual work*

As is well known, the first manifestations of thrinsic iterability of literature

hark back to the classical world: “Since antiquityhen rewriting was both an

19 Corti, p. 20 [original emphasis].

2 Corti, p. 17.

2 Corti, p. 17.

12 Graham Allen)ntertextuality 2" edn, (Abingdon and New York: Routledge, 2011 [2D00. 1.
% Terry EagletonLiterary Theory: An IntroductiofOxford: Blackwell, 1983), p. 138.
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apprentice’s routine and a way to mature achievésndroughimitatio auctorum
literary rewriting has been going on continuousfyIf reception within antiquity was a
significant and “multi-faceted® literary and cultural practice, this impulse toneke
has become obsessive in our postmodern era. Imnagj@sof recycling, every cultural
product seems to be an adapted version of a prewadafact. It is no surprise that this
postmodern ‘cloning’ and its seeming lack of oraity has been criticized and
negatively defined as a parasitic activity: “[flonany theorists and critics, the
Postmodern era can seem one in which reproductdest over from authentic
production”>’” Among the most eminent detractors, Terry Eagletonl Frederic
Jameson (often drawing on the philosophical workJean Baudrillard) vigorously
attacked postmodern ideological and cultural reiletn during the Eighties and
Nineties'®

Far from dealing with those neutral practices thateson would call “blank
parodies”, this study builds on this complex théoet debate in order to focus on the
poetics and politics of a selection of contemporBmntish reworkings of classical
tragedies, and to demonstrate how, as Moraru stgygeswriting determines not only a
remolding of a certain literary matrix, but, by meaof this very retextualization, also a

revision — critical retelling — of those culturales”™®

!5 Christian Moraru,Rewriting: Postmodern Narrative and Cultural Cgitie in the Age of Cloning
(Albany, NY: State University of New York Press,(49, p. 6.

® Lorna Hardwick, Reception Studie§Oxford: Oxford University Press, 2003; repr. Caiuge:
Cambridge University Press, 2009), p. 12.

7 Allen, p. 177.

'8 See Allen, pp. 177-9, and Moraru, pp. 168-73.

¥ Moraru, p. xiii.
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2. INTERTEXTUALITY : THE HISTORY OF A SLIPPERY TERM

Intertextuality is one of those controversial nosobelonging to literary and
cultural theory which stubbornly resist preciseimigbn. As Allen observes in his
seminal guide to intertextuality, this often migirgreted concept “is defined so
variously that it is, currently, akin to such terms ‘the Imagination’, ‘history’, or
‘Postmodernism’: terms which are, to employ a parem the work of the US critic
Harold Bloom, underdetermined in meaning and owerdgned in figuration?’
Therefore, even if it is a pivotal notion in twesiti-century theoretical debate,
intertextuality “cannot be evoked in an uncompkchmanner®® Well aware of the
impossibility to formulate an exact definition difig frequently (ab)used term (“[s]uch a
project would be doomed to failuré®JAllen suggests that “[w]hat is required is for us
to return to the term’s history and to remind oluse of how and why it has taken on
its current meanings and applicatiof$'In keeping with his advice, this section will
attempt to reconstruct the main stages and renditd intertextual theory, with special

focus on Gérard Genette's terminology, which wile kronsistently employed

throughout this dissertation.

2.1Reworking Theory: Kristeva Re-reads/Re-writes Sausge and Bakhtin

It is interesting to note how the origins of a the®tressing the intrinsic

interdependence of textual artefacts lie in théftrure-(en)visioning and combination

D Allen, p. 2.
ZAllen, p. 2.
2 Allen, p. 2.
Z Allen, p. 2.
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of previous theoretical discourses. In the mid-ldte Sixties, the Bulgarian-born
linguist, philosopher, and psychoanalyst Julia t€ta coined the French term
intertextualité and articulated her own theory around this condsptrereading and
rewriting Saussurean linguistics and Bakhtinianutitt®* Indeed, Kristeva blended
Saussure’s interest in the relational nature ofjuage (conceived as a system of
differences) with the idea of the dialogic advanbgdhe Russian theorist, who at that
time was still little known in the Francophone wbrlAlthough her focus on textual
features may seem more abstract than her precsirsariphasis on the social
situatedness of any utterance, what Bakhtin andtéira have in common is “an
insistence that texts cannot be separated frontatiger cultural or social textuality out
of which they are constructed®.

Significantly, Kristeva’s stimulating reworking @daussurean and Bakhtinian
theoretical notions “occurred at a specific histaki moment?® the revolutionary
context of late Sixties France affected and proohotee shift from dogmatic
structuralist theory to the protean plurality osgtructuralism. As Allen points out, this
move “is often characterized as one in which assertof objectivity, scientific rigour,
methodological stability and other highly ratiosék-sounding terms are replaced by
an emphasis on uncertainty, indeterminacy, incomaalility, subjectivity, desire,

n 28

pleasure and play”. Starting from Bakhtin’s “dynamisation du structisee”,

Kristeva — one of the most influential protagonistghis transition — disrupts the idea

4 See Julia Kristeva’'s essays “Le texte clos” and thot, le dialogue et le roman” in hBfuciwwsey:
Recherches pour une sémanalfRaris: Seuil, 1969), pp. 52-112.

% Allen, p. 35.

% Allen, p. 15.

2" Allen, p. 3.

8 Kristeva, “Le mot, le dialogue et le roman”, p. 83
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of a unified and stable meaning and throws light the polyphony of textual

productivity.

2.2 The Pleasure of Unmaking the Text: Barthes

In his Intertextuality (1991), the German critic Heinrich F. Plett affgrthat

Kristeva and Barthes, together with Bakhtin andrider belong to that group of

129

intertextual scholars whom he defines as “the pesgives™. As Moraru points out,
“[tlhey combine semiotics, Freudianism, Marxism,daa certain postmetaphysical,
radical philosophy to open up the concept of ietdriand subsequent practices as to
suggest how literary redeployments revisit varipagadigms of social life®® With the
exception of Bakhtin, they gravitated around thenEh journalTel Que] which gave
“that often divergent set of theories a common, séteplace to perform ‘writing-
thinking™.*! Despite — or probably thanks to — her foreign iogg Kristeva’s (ex-
centric) figure was pivotal: her disruptive ideal astimulating critique of the stability
of signification had a strong impact on fhel Quelgroup. Remarkably, her innovative
work was considered “unsettlinty’by Barthes. In his words, “Julia Kristeva change |
place des choses : elle détruit toujolerslernier préjugécelui dont on croyait pouvoir
se rassurer et s’enorgueillit®. Barthes was deeply fascinated by her challenging

viewpoint and, in keeping with it, completely refed the idea of “the ‘natural’, stable

meaning and unquestionable trutfh”.

29 Quoted in Moraru, p. 32.

% Moraru, p. 32.

3L Allen, p. 30.

% Allen, p. 30.

% Roland Barthed,e Bruissement de la lang(@aris: Seuil, 1984), p. 197 [original emphasis].
% Allen, p. 59.
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Thus, drawing on the ideas of Kristeva and Derriglrthes articulated his own
theory, focusing on the tension between stabilityl &ecurity and the distinction
between ‘work’ and ‘text’. In his opinion, the (iadlly plural) ‘text’ (that is the
“material inscription® which “secures the guarantee of the written obj8ctives
stability to the ‘work’. For Barthes, if the ‘texis the signifier, the ‘work’ is the
signified. As Allen points out, this (inter)textutideory shows how “the text not only
sets going a plurality of meanings but is also woeet of numerous discourses and
spun from already existent meanirig”Far from being a definable object with an
‘inside’/’outside’, “the ‘text’ is that which is gentially released within a ‘work’ and
yet that which existbetweerthat text and other texts. It is intertextual te ttore and,
in Barthes’s hands, it foregrounds dramaticallypheductive role of the readef®.

The relationship between (re)reading and (re)wgitamd the ongoing struggle
between ‘doxa’ (cultural cliché which becomes nalidt and ‘para-doxa’ (its disruptive
antithesis) fruitfully intermingle in Barthes’s worln his famous essay “The Death of
the Author”, the French theorist argues that omaathorial withdrawal can guarantee
the plurality of textual interpretation, unleashitige infinite nuances of meaning of a

“tissue of quotations drawn from the innumerabletes of culture®® Barthes’s

intertextuality is above all a cultural matter:ieenore interested in fighting stereotypes

% Allen, p. 59.

% Roland Barthes, “Theory of the Text”, intying the Text: A Post-Structuralist Readed. by Robert
Young (London and New York: Routledge, 1981), fp43 (p. 32).

" Allen, p. 65.

% Allen, p. 66 [original emphasis].

39 «Car chaque parler (chaque fiction) combat pohédiémonie ; s'il a le pouvoir pour lui, il s’étend
partout dans le courant et le quotidien de la eiade, il devientdoxa nature : c'est le parler
prétendimentsid apolitique des hommes politiques, des agentsEdat) c’est celui de la presse, de la
radio, de la télévision, c’est celui de la conveesa; mais méme hors du pouvoir, contre lui, lalité
renait, les parlers se fractionnent, luttent eptrg”. Roland Barthed,e Plaisir du texte(Paris: Seull,
1973), p. 47 [original emphasis].

0 Roland Barthes, “The Death of the Author”,Image — Music — TexEssays selected and trans. by
Stephen Heath (London: Fontana Press, 1977), @238 14. 146).
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than in finding sources. For him, textual analyti®s to say no longefirom wherethe
text comes (historical criticism), nor evlow it is made (structural analysis), but how

it is unmade, how it explodes, disseminates — bgtwhded paths goes off. **

2.3 Genette'sRelations Palimpsestueuses

If Kristeva and Barthes are ‘progressive’ intertetscholars, Plett calls Gérard
Genette, Michael Riffaterre, Harold Bloom and othéithe traditionalists™* As
Moraru makes clear, these theorists

deal with intertextuality [...] chiefly as a litagaphenomenon (Plett 4-5). They

make use of structural and historical poetics, thed genres, stylistics, and, not

least, comparative literature methodology. Theyehput together a model for
tackling intertextuality as a process shapimgrary (aesthetic) production and
response, have cataloged interliterary transfoonati and have traced, with
great display of erudition, the historical fluctoasis of categories thus
identified”
While a ‘progressive’ scholar such as Barthesssifated by the capacity of the text to
explode, releasing a plurality of meanings, thaditionalist’ Genette aims, in a more
analytical and pragmatic fashion, “to place anyc#gmeexample of textuality within a
viable system®* In other words, Genette’s desire foe&rrangemeritseems the exact
antithesis of Barthes’s penchant fatisseminatioh*> However, despite the obvious

differences between (seemingly opposite) approadhés important to bear in mind

that a rigorous distinction between “distinctly tstmucturalist and distinctly

“1 Barthes, The Struggle with the Angel: Textual Analysis oh&is 32: 22-32 in Image — Music —
Text,pp. 125-41 (pp. 126-7priginal emphasis].

“2 Quoted in Moraru, p. 32.

43 Moraru, pp. 32-33[original emphasis].

“ Allen, p. 99.

5 Allen, p. 99 [original emphasis].
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structuralist” versions of intertextual theory “wdube a mistake®® For Allen, it is
possible simply to identify what he calls “a stwretdist — [...] a more circumscribed —
rendition of intertextuality in a number of thedsisworking from the late 1960s
onwards™’ especially Genette and Riffaterre.

Genette is best known for hRalimpsestes. La littérature au second degré
(1982), in which he offers the powerful metaphdricaage of an ancient document
wherein a new layer of writing has been superimgasethe (partially erased) original
text. In spite of its excessively taxonomic natules massive volume is still a highly
influential study: Genette’s rigorous attempt topmguch a wide range oklations
palimpsestueuseis considered remarkable, to say the 184dte begins thisopen
structuralist analysié® by elucidating the terntranstextualité by which he means
“transcendance textuelle du texte, que je définiskga, grossierement, par « tout ce
qui le met en relation, manifeste ou secréte, al@atres textes »* Genette’s notion
— which includes all the various forms of textuedniscendence — is subsequently
subdivided into five kinds of “relations transtesties”>! The first category in his map
is intertextualité Distancing himself from Kristeva’s use of this ndp he gives a

restricted definition of it: “une relation de copedce entre deux ou plusieurs textes,

c’est-a-dire, eidétiquement et le plus souvent, [a présence effective d'un texte dans

“ Allen, p. 92.

“7Allen, p. 92.

“8 “per quanto animata da un eccessivo furore tassimooe nomenclatorio, tipico di Genette, I'opera
rimane un imprescindibile punto di riferimento, rsen altro per lo sforzo di sintesi e di esaustivita
Marina Polaccol ’intertestualita(Rome-Bari: Laterza, 1998), p. 28.

49 “That is, a poetics which gives up on the ideastablishing a stable, ahistorical, irrefutable rap
division of literary elements, but which insteadidiés the relationships (sometimes fluid, never
unchanging) which link the text with the architergtiunetwork out of which it produces its meaning.][
This, it must be noted, is not a radical instapibit pluralism a la Barthes or Kristeva, buprmagmatic
structuralism which Genette goes on to exemplifthmtwo studies which succe@éte Architext’ Allen,

p. 97 [original emphasis].

Y Gérard Genettdalimpsestes. La littérature au second degtéris: Seuil, 1982), p. 7.

*1 Genette, p. 8.
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un autre™?

Genette terms the second kind of transtextuphnatextualité that is to say
“la relation, généralement moins explicite et pllistante, que, dans 'ensemble formé
par une ceuvre littéraire, le texte proprementmitetient avec ce que I'on ne peut guere
nommer que soparatextd.®® The third category is what he calisétatextualité(“la
relation, on dit plus couramment de « commentaimgub unit un texte a un autre texte

dont il parle, sans nécessairement le citer (levaguer), voire, a la limite, sans le

nommer®?)

, While his most ‘abstract’ type of transxtextualitgrchitextualité is
described as follows: “'ensemble des catégoriegges, ou transcendantes — types de
discours, modes d’énonciation, genres littérairets, — dont reléve chaque texte
singulier”>®

However, after sketching this transtextual map, giterfocuses exclusively (and

2 k.

extensively) on the form he dulbgpertextualité “toute relation unissant un texte B
(que jappellerahypertextg a un texte antérieur A (que j'appellerai, bien sypotexte
sur lequel il se greffe d’une maniére qui n’est pale du commentaire’® Within the
hypertextual area, Genette differentiates two typesewriting ¢ransformationand
imitation) and three kinds of modesé@ime3, that isludique satirique andsérieux
Moreover, by combining them, he identifies six polessub-categoriegarodie (ludic

transformation), travestissement (satiric transformation), transposition (serious

transformation) pastiche(ludic imitation), charge (satiric imitation),forgerie (serious

*2 Genette, p. 8.

%3 Genette, p. 9 [original emphasis].

> Genette, p. 10.

% Genette, p. 7.

% Genette, pp. 11-12. It is important to note thah&te’shypotextes called by many scholaister-text
(“a text which can be definitely located as a majource of signification for a text” — Allep. 104),
while what he termbypertexteshould be distinguished from its digital countetgénterconnected texts
and graphics on a screen that enable a readeadcaross, and cross-refer, documents” — Julide3an
Adaptation and AppropriatiofAbingdon and New York: Routledge, 2006), p. 107.
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imitation) >’ Although this chart is crucial to Genette’s stutlg, points out that the
different hypertextual practices he describes atehermetically sealed compartments,
but porous categories which can overlap. In thg last pages dPalimpsesteshe also
suggests that the hypertext encourages an opestwstlist “lecture relationnelle (lire

8 and, at the same time,

deux ou plusieurs textesn fonctionl'un de lautre)

emphasises the playful nature of this transtexatggory:
Mais le plaisir de I'hypertexte est aussijen. La porosité des cloisons entre les
régimes tient surtout a la force de contagion, da@tsaspect de la production
littéraire, du régime ludique. A la limite, aucuftgme d’hypertextualité ne va
sans une part de jeu, consubstantielle a la petdu remploi de structures
existantes [...F°

Therefore, at its best, Genettdiypertexteis, as he himself maintains, “un mixte

indéfinissable, et impreévisible dans le détail,séeieux et de jeu (lucidité et ludicité),

d’accomplissement intellectuel et de divertisserh&ht

2.4 The Phenomenology of Reading: Riffaterre

Although Michael Riffaterre’s work seems “to stréeld structuralism,
poststructuralism, semiotics, psychoanalytic thesorof literature and various other
theories of reading”, in Allen’s opinion his outpig grounded on the belief in a stable
and accurate account of textual meaning and ixteidé relations which we are [...]

calling structuralist® Interestingly, Riffaterre’s (inter)textual apprbais essentially

" See Genette, p. 37.

°8 Genette, p. 452 [original emphasis].
% Genette, p. 452 [original emphasis].
% Genette, p. 453.

1 Allen, p. 111.
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reader-orientetf: his main concern is “with what it is to read, withat it is toproduce

a text”, rather than “with what might constituteetlunchanging dimensions of the
literary system itself®® In his Semiotics of Poetry1978), Riffaterre argues that the
reading process consists of two subsequent letregnimeticreading — what he calls
the heuristicreading — which depends on a reader’s linguisirometence and proceeds
in a linear way, and a non-lineaetroactiveoperation (thénermeneutiaceading) which
allows readers to resolve — on a deeper semiotil le the textual ambiguities and
incongruities that they have recognised at firgtddneg (ungrammaticalities These
initial contradictions compel the reader to switocha non-referential kind of reading
and thus “surmount the mimesis hurdfé”.

Riffaterre’s interest in “the phenomenology of regdcan be discerned in the
rather blurred relationship drawn in his work bedwéhe notion of the ‘intertext’ and of
the ‘hypogram™®® The theorist also differentiates between his moté inter-text and
the more general concept of intertextuality. In Wisrds, the inter-text “is a corpus of
texts, textual fragments, or text-like segmentthefsociolect that shares a lexicon and,
to a lesser extent, a syntax with the text we aaeling (directly or indirectly)®® while
intertextuality is defined as “the web of functiotisat constitutes and regulates the

relationship between text and interte%t".

%2 | a prospettiva generale in cui si colloca [...]téria intertestuale di Michael Riffaterre [...] éeffa
di un orientamento verso liéttore[...]. L'attenzione di Riffaterre € focalizzata infiasulla definizione
dello stessgrocesso di letturanteso come un percorso di interpretazione débtksterario”. Andrea
Bernardelli,Intertestualita(Milan: La Nuova Italia, 2000), p. 17 [original @masis].

83 Allen, p. 117 [original emphasis].

% Michael Riffaterre Semiotics of PoetrgBloomington, IN and London: Indiana UniversityeBs, 1978),
p. 6.

% Allen, p. 117 [original emphasis].

% Michael Riffaterre, “Intertextual Representatiddn Mimesis as Interpretative Discourse”, quoted in
Allen, p. 117.

" Michael Riffaterre, “Compulsory Reader Respongee Thtertextual Drive”, quoted in Allep, 117.

a7



Since the inter-text belongs to the domain of th@ddect, what the reader needs
to (be able to) do is to ‘presuppose’ the intett-tex the basis of his/her background
experience&® This ‘anticipation’ is connected with the notiof the hypogram (“the
text imagined [...] in its pretransformation stat&”)an element which reinforces the
idea that Riffaterre’s theory focuses primarily tve reader, who is supposed to have

the ability to delve deeper and ‘decrypt’ the magrof the text.

2.5 Bloom'’s Intertextual Conflicts

If most of this intertextual overview has been dedao French theorists (except
for Bakhtin and Kristeva, a Bulgarian woman whoowkver — has lived and worked in
France since the mid-Sixties), this final (sub)sectoncentrates on the output of a US
critic, Harold Bloom, who, in turn, has been degpRuenced by Continental European
theory. It is interesting to note how Riffaterre,Feenchman who spent his entire
academic career in the United States, may be cemeslda sort of bridging figure
between Bloom and French theory. As Allen obser®iffaterre’s approach shares
common elements with Bloom'’s, in particular its dscon the reading process: “Both
theorists reduce intertextuality to a model of temxdl inter-text, and by so doing produce
very compelling reading strategie¥”.Nevertheless, Riffaterre’s desire for stability

differs from Bloom’s viewpoint: “whilst for Riffatee such an approach produces

% “We do not, that is, need to discover specifieirtexts behind the texts we read; all we needbttod
produce a sufficient interpretation is to assunag thuch an inter-text — either a specific text piexce of
socially significant language — is being transfodrbg the text in question”. Allen, p. 118.

% Riffaterre,Semiotics of Poetnyp. 63.

O Allen, p. 134.
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interpretative certainty, for Bloom critical readinis itself always a form of

misreading™’*

The idea of misreading is crucial to Bloom’'s majwork, The Anxiety of
Influence: A Theory of Poetil)t973), which, in his words, “offers a theory afgry by
way of a description of poetic influence, or thergtof intra-poetic relationships”?
Drawing on Freud’'s psychoanalytic theories (espgcthe Oedipus complex), this
study explores Romantic poetry by focusing on ttablematic relationship between a
poet (theephebég and his precursor/s. Torn between tiroves (the impulse to imitate
his poetic father and the desire to establish e originality and uniqueness), the
ephebe, who is doomed to belatedness, struggléstiet burden of this literary debt.
His poetic writing stems from an act of misreadthgpugh which he attempts to find
his own voice. Indeed, to become what Bloom callstrang poet the ephebe must
rewrite his precursor’s output:

Poetic Influence — when it involves two strong, hautic poets, — always

proceeds by a misreading of the prior poet, anadatreative correction that is

actually and necessarily a misinterpretation. Thistdry of fruitful poetic
influence, which is to say the main tradition of Sféen poetry since the

Renaissance, is a history of anxiety and self-gpearicature, of distortion, of

perverse, wilful revisionism without which moderoefsyy as such could not

exist’®
To conclude, it is worth considering that Bloom'sitertextual theory of

misreading/miswriting promotes a restrictive visiohliterature as something existing

“in a hermetically sealed univers&” Overlooking the relevance of the external (non-

" Allen, p. 134.
2 Harold Bloom, The Anxiety of Influence: A Theory of Poet?f edn, (Oxford: Oxford University

Press, 1997 [1973)), p. 5.
3 Bloom, p. 30 [original emphasis].
" Allen, p. 137.
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textual) context, it can reasonably be argued higimodel of “literary revisionism is

not as revisionary in an ‘extensive’, sociocultigahse™>

3. ANEW ACADEMIC DISCIPLINE : ADAPTATION STUDIES

It can hardly be denied that “[a]daptations arergwbere today™: the early
twentieth-first century has indeed seen “a movealimost all cultural forms [e.g.
literature, theatre, cinema, painting, architectui@shion] to practices of cultural
regurgitation”’’ Contextually, as Thomas Leitch argues in his 28@&le “Adaptation
Studies at a Crossroads”, “[a]fter years of beimgcls in the backwaters of the
academy”, the (relatively young) academic discplof Adaptation Studies “is on the
move”.® This statement is confirmed by an authority irs tfiéld, the Italian-Canadian
scholar Linda Hutcheon, who — in the Preface tostmond edition of her seminal study
A Theory of Adaptatior affirms that, in the short span between 2006 201B, “[t]he
field of adaptation studies itself has grown imneyis’® Moreover, Hutcheon observes
that, before the first publication of her volumée tcrucial question was that of
“fidelity” to prior texts, also because “much ofetlearly work in the field had been

based on comparative case studies of particulaksyoather than attempting to theorize

more broadly the phenomenon of adaptatiiiThanks to the publication of a number

> Moraru, p. 33.

’® Linda Hutcheon with Siobhan O'Flyn# Theory of Adaptation2™ edn (Abingdon and New York:

Routledge, 2013[2006]), p. 2.

T Allen, p. 204.

® Quoted in Monika Pietrzak-Franger and Eckart \&idirchow, “Staging the Palimpsest: An
Introduction to Adaptation and Appropriation in @mance”, inAdaptation — Performing Across Media
and Genres ed. by Monika Pietrzak-Franger and Eckart VolMitshow (Trier: Wissenschatftlicher

Verlag Trier, 2009), pp. 1-16 (p. 6).

" Hutcheon with O’Flynn, p. xxvi.

8 Hutcheon with O’Flynn, p. xxvi.
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of pivotal theoretical studié€¥, “the critical terrain has changed immensely, thoug
vestiges of fidelity criticism still remain in reawving practices, especially of films
adapted from beloved novel® Thus, this research area seems to oscillate betwee
innovation and tradition: on the one hand, with #ygpearance of new theoretical
volumes and journaf§, this growing field of study “has been expanding stope in
recent years® however, on the other hand, “film and fiction Istibpear to remain at
the top of the list of major academic concerfisit should be noted that the origins of
Adaptation Studies lie precisely in this (intertead) relationship between literary and
cinematic materials. Allen even suggests that tiseipline of film studies itself partly
emerged from the examination of this relationsfifpHowever, when Film Studies
became a distinct area of scholarly research, dinestion of the filmic adaptation of
literature [was left] to those working in departrteenf literature and cultural studie¥”.
The literary approach to (cinematic) adaptationows light on the inherently
intertextual nature of this phenomenon and is elytin keeping with Allen’s idea that

“[iIntertextuality as a theory and an interpretmectice has played a significant role in

8. For instance, see Kamilla EllioRethinking the Novel/Film Debaf€ambridge: Cambridge University
Press, 2003),iterature and Film: A Guide to the Theory and Riee of Film Adaptationed. by Robert
Stam and Alessandra Raengo (Oxford: Blackwell 20B5pks in Motion Adaptation, Intertextuality,
Authorship ed. by Mireia Aragay (Amsterdam and New York: Bpil 2005), the already quoted study
by SandersAdaptation and AppropriatignThomas LeitchFilm Adaptation and Its Discontents: From
Gone with the Windo The Passion of the Christ (Baltimore, MD: Johns Ko University Press,
2007), Christine GeraghtyfNow a Major Motion Picture: Film Adaptations of &éfature and Drama
(Lanham, MD: Rowman & Littlefield, 2008), Deboraha@mell and Imelda Wheleharcreen
Adaptation: Impure Cinem#Basingstoke and New York: Palgrave Macmillan, @Q0Adaptation and
Cultural Appropriation: Literature, Film, and theris, ed. by Pascal Nicklas and Oliver Lindner (Berlin
and Boston: De Gruyter, 2012).

8 Hutcheon with O’Flynn , p. xxvi.

832008 saw the publication of the journal of the dsation of Adaptation Studie#\@aptation,Oxford
University Press).

8 Hutcheon with O’Flynn , p. xxvi.

8 Hutcheon with O’Flynn , p. xxvi.

8 Allen, p. 205.

87 Allen, p. 205.
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the recent development of adaptation studies awaacademic discipliné® Although
eminent academics working within this field “recagm the significance of
intertextuality to the discussion of adaptati6hivhat is worth noting, as Rainer Emig
observes, is that adaptation scholars “need toderoahis intertextual frame of
thought”™ In this light, after an outline of some of the maémportant theories
articulated within this field by Linda Hutcheon addlie Sanders, the final part of this
section seeks to explore new (interdisciplinaryections by focusing on the fruitful
cross-pollination between Adaptation Studies argbiotisciplines, such as Reception

Studies, Translation Studies, and Cultural Studies.

3.1 Linda Hutcheon’s Theory (and Practice) of Adapation

In the preface to the 2006 edition of what has bdefined as “the most
important book within the recent spate of work thests re-invigorated an ailing
adaptation studies™ Linda Hutcheon states that she aims to explorerthiéi-faceted
phenomenon of adaptation in the broadest senseg,ighan all its various media
incarnations™? Indeed, the “variety and ubiquit}” of this practice demonstrate how

focusing exclusively on the cinematic remediatioh @anonical novels proves

8 Allen, p. 204.Interestingly, Allen observes that intertextualdties, which constantly “need to be
rearticulated and [...] revamped” (p. 204) to kegpwith the dynamic field of adaptation, cannot &
be defined as safe and stable theoretical framesvémieed, their (disruptive) poststructuralistdiéons
represent “a major threat to the establishment whhle discipline of adaptation studies” (p. 206pr
this reason, many adaptation scholars have det¢wédaw on “the more circumscribed and formalist”
taxonomy of Genette (p. 206). In Julie Sanders’sd&p“adaptation studies often favour a kind ofénp
structuralism’ along the lines proposed by Gérarehé&ite inPalimpsests|...], readings which are
invested not in proving a text’s closure to altéinres, but in celebrating its ongoing interactioithwother
texts and artistic productions” (p. 18).

8 pietrzak-Franger and Voigts-Virchow, p. 8.

% Rainer Emig, “Adaptation in Theory”, ikdaptation and Cultural Appropriatiqmpp. 14-24 (p. 15).

%1 pietrzak-Franger and Voigts-Virchow, p. 1.

%2 Hutcheon with O’Flynn, p. xiv.

% Hutcheon with O’Flynn, p. xiv.
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insufficient in a culture where “[a]daptation has mmok”®*

Hutcheon’s study is based
on the understanding of this “form of repetitiontivaut replication® as “both a
product and a process of creation and receptibahd attacks the popular idea that an
adaptation is nothing more than a minor and seagnalark lacking originality. In her
de-hierarchised opinion, “multiple versions of argtin fact exist laterally, not
vertically: adaptations are derived from, ripped fwdbm, but are not derivative or
second-rate®’ However, even if adaptations can be defined afaedaas autonomous
artefacts, their palimpsestic nature should nob\erlooked: “Although adaptations are
also aesthetic objects in their own right, it islyoras inherently double- or
multilaminated works that they can be theoriascadaptatior’s*®

Hutcheon’s study, which has sprung from her inteiias (the politics of)
intertextuality, “derive[s] theory from practice as wide a cultural practice as
possible™® As she explains, her examination draws on varibesries — semiotics,
poststructuralism, (demystification of) feminismnda postcolonialism — without
espousing and imposing any specific perspectivéhdRashe seeks “to identify a text-
based issue that extends across a variety of miaatilayways to study it comparatively,
and then tease out the theoretical implicationsifroultiple textual examples®

The structure of Hutcheon’'s book exemplifies heagpnatic approach to
adaptation theory: the main chapters deal with @kgential (wh-)questions (What?

Who? Why? How? Where? When?) related to the transtkeproduct/process, trying to

deliver some possible answers by examining varicase studies. This seemingly

% Hutcheon with O’Flynn, p. xiii.

% Hutcheon with O’Flynn, p. xvii.

% Hutcheon with O’Flynn, p. xvi.

" Hutcheon with O’Flynn, p. 169.

% Hutcheon with O’Flynn, p. 6. [original emphasis].
% Hutcheon with O’Flynn, p. xiv.

19 Hutcheon with O’Flynn, p. xiv.

53



simplistic method is a useful tool to investigdte warious aspects of adaptation, from

the aesthetic and intentional dimensions to theomaymce of audiences and contexts.

3.2 Julie Sanders: Adaptation and/or Appropriation?

2006 saw the publication of another pivotal studythis field, Julie Sanders’s
Adaptation and AppropriatianAs the English Literature and Drama scholar state
the Introduction, the main concern of this volurméthe literariness of literaturé®" in
other words “how literature is made by literatut®Here, Sanders seeks to distinguish
between the categories of adaptation and apprapriagxplicitly acknowledging the
original work, the adaptive mode implies “a morestained engagement with a single
text or source than the more glancing act of adlusor quotation, even citation,

allows™?3

, Whereas appropriation “carries out the same mestaengagement as
adaptation but frequently adopts a posture ofquritj even assault®* Although the
latter is more radical and the sense of ownershighis case is evidently stronger, it is
not easy to draw a clear-cut distinction betweees¢htwo kinds of (re)creative
products/processes. Indeed, as the theatre schi@egherita Laera points out, “the
terminology concerning intertextual practices ofviiing is contested’®As far as

Sanders’s main distinction is concerned, for instahaera opts to use the two terms as

synonyms “because it is too problematic to drawlitheebetween a ‘faithful adaptation’

%1 sanders, p. 1.

192 3anders, p. 1.

193 sanders, p. 4.

1% sanders, p. 4.

195 Margherita Laera, “Introduction: Return, Rewrit@epeat: The Theatricality of Adaptation”, in
Theatre and Adaptation: Return, Rewrite, Repeat by Margherita Laera (London and New York:
Bloomsbury Methuen Drama, 2014), pp. 1- 17 (p. 5).
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and an ‘unfaithful appropriation’ (faithful or urifiaful to what, anyway?)*°® However,
Sanders herself is well aware of the terminologioatability of this research area and
even opens her study by stressing this slipperymtpavhich becomes a recurring
concern throughouAdaptation and Appropriatianindeed, before quoting Adrian
Poole’s list of terms about the Victorian penchiomtremaking (and adding her own
suggestions to his “linguistic rift""), Sanders firmly states that “[tlhe vocabulary of
adaptation is highly labile®®After a few lines, she adds that this “profusiothea than
fixity [...] is part of its essence and importan¢® Again, in the section dealing with
adaptation, she argues that this discipline “mpéj§] a wide vocabulary of active

terms” 10

and reiterates this idea in the following chaptentirely devoted to
appropriation:
in searching for ways of articulating the process®s adaptation and
appropriation we needraore activevocabulary. Akineticvocabulary, as | have
termed it, is one that would be dynamic, movingMard rather than conducting
the purely backward-looking search for source agior**
If, as already observed, “Sanders’s differentiaimopen to debate™? it is reasonable
enough to think that her contribution to Adaptati@and Appropriation) Studies lies in
capturing and investigating the heterogeneous tfestof a new and lively field of

scholarly research.

196) aera, p. 5.

197 “[v]ariation, version, interpretation, imitatiomroximation, supplement, increment, improvisation,
prequel, sequel, continuation, addition, paratéwtpertext, palimpsest, graft, rewriting, reworking,
refashioning, re-vision, re-evaluation”. Sanders3.p

1% sanders, p. 3.

199 sanders, p. 3.

110 3anders, p. 18.

1 sanders, p. 38 [my emphasis].

112 pjetrzak-Franger and Voigts-Virchow, p. 10.
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3.3 Adaptation as Scholarly Cross-pollination

Although Hutcheon and Sanders have undeniably glagemajor role in
theorising adaptation (and appropriation), the rdéfin of the boundaries of this
academic discipline still remains problematic. Imraque way, this dynamic research
area, which is constantly developing, evolving, amdefining itself, perfectly
exemplifies the idea of scholarly cross-fertilisati Thanks to its porous borders,
‘Adaptationland’ seems to be a liminal, in-betwemmme that promotes stimulating
contacts, intersections, and exchanges. As Paschlasl and Oliver Lindner observe,
“[t]he interdisciplinary nature of adaptation stesliinvites dialogue across the borders
of research traditions and terminologies, whichehatvtimes enviously been guarded as
precious hoards in the treasury of individual gifoes”*? If, one the one hand, Emig
states that “adaptation needs theory”, on the dtlaed he argues that it “cannot and
must not rely on one theory or even one clearlys@ibed set of theories only*?
Rather, this academic field “requires terminologyd amethods like every other
discipline, but its multi- and interdisciplinaryastis also determines its multi-, inter- and

transtheoretical attachments®. Entirely in keeping with its etymology® adaptation

thus needs to adapt itself to its multi-faceteghpdry, and protean object of study. In

113 pascal Nicklas and Oliver Lindner, “Adaptation a@dltural Appropriation”, inAdaptation and
Cultural Appropriation pp. 1-13 (p. 1).

14 Emig, p. 14.

15 Emig, p. 14.

118 «The word ‘adaptation’ comes to us from the Latidaptare’ meaning ‘adjust’ — a combination of the
prefix ‘ad-’ (to) and ‘aptus’ (fitted) —. Chamber&tymological Dictionary of the English Usag&867)
defines it as ‘the act of making suitable’ as veall'the state of being suitable’ (5)". Ignacio Rantaay,
“Introduction: Rehabilitating Adaptation”, iAdaptations, Versions and Perversions in Moderrtigyi
Drama, ed. by Ignacio Ramos Gay (Newcastle upon Tynenl€&lge Scholars Publishing, 2013), pp. 1-
10 (p. 1).
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turn, its theory becomes “an ongoing adaptatidhfrawing on the critical tools of

other research areas in the name of interdiscityna

3.3.1 Adaptation and Cultural Studies

Although — in the most traditional (and narrowhse — Adaptation Studies
examine the transmigration of a textual artefa¢b ia cinematic product, we have
already stressed that this research field is ctirerpanding its (porous) boundaries to
include the transposition of various kinds of nerttial materials embedded in cultural
discourse. As the Communication scholar Milan Brdbbbserves, the latest trends in
this growing academic discipline “are part of tHéoe to make adaptation studies a
place of negotiation, a hybrid spacecoftural recycling”!*® In this light, the political-
ideological implications of the cultural contextimich the adaptive process takes place
become increasingly important: “Adaptation nevegpgens inside an aesthetic vacuum,
but inside ideologies and power structures thatrdahe not merely the cultural value
attributed to adaptation, but in many cases whedlaptations are possible at aff®.
Thus, as Emig makes clear, Cultural Studies (eafpgdrierre Bourdieu’s “cultural
capital” and Michel Foucault’'s reflections on poveerd knowledge) “are [...] required
as the third element in the theoretical set-up aofaptation Studies besides
Intertextuality and Intermediality>® Moreover, it is worth considering that this

enlarged notion of adaptation as a cultural practlwows light on the relationship

17 Emig, p. 23.

118 Milan Pribisic, “The Pleasures of ‘Theater FilrStage to Film Adaptation”, iRedefining Adaptation
Studies ed. by Dennis Cutchins, Laurence Raw, and Jame@/élsh (Lanham, MD: Scarecrow Press,
2010), pp. 147-60 (p. 148) [my emphasis].

119 Emig, p. 16.

120 Emig, p. 16.
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between the adaptive phenomenon and the more radieaf appropriation and, at the
same time, poses new aesth/ethical questions. M&tGultural Appropriation and the
Arts (2008)}*' James O. Young has been the first to investigatset controversial
aesthetic and moral issues from a philosophicapestive, focusing on a category, that
of appropriation, that — as the English Literatscbolar Diego Saglia points out — “has
not yet received adequate attention in theoreticgflections on intercultural

transfers™??

3.3.2 Adaptation and Translation Studies

If the disputed phenomenon of appropriation “playsentral role in cultural
construction and intercultural traffi¢®® translation is equally concerned with
interlinguistic dynamics and intercultural contactdonetheless, as Saglia notes,
Translation Studies have traditionally shown “wiglesad antipathy [...] to projections
of translation beyond its traditionally textual piew”,*?* focusing on the merely literal
dimension of this practice and overlooking its rpétaical implications. Despite such
inherited scholarly barriers, a broader understamnaif translation — “envisag[ing] [it]
both as [...] a process of intertextual transpositand an overarching rubric for

$#25

intercultural shifts*® — offers a breeding ground for reflections on th&erplay

between this practice and that of adaptation. lddet we consider translation

121 James O. Yound;ultural Appropriation and the ArtéMalden (MA), Oxford, and Chichester: Wiley-
Blackwell, 2008). See alsbhe Ethics of Cultural Appropriatigred. by James O. Young and Conrad G.
Brunk (Malden (MA), Oxford, and Chichester: WileyaBkwell, 2009).

122 Diego Saglia, “Modes of Transit: Cultural Tranilat Appropriation, and Intercultural Transferst, i
Bridging Cultures: Intercultural Mediation in Litature, Linguistics and the Arted. by Ciara Hogan,
Nadine Rentel, and Stephanie Schwerter (StuttgbidemVerlag, 2012), pp. 93-112 (p. 103). On
appropriation, see the section entitled “Modes wf@al Appropriation”, pp. 103-6.

123 3a¢lia, p. 107.

124 5aglia, p. 93.

125 5aglia, pp. 94-95.
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metaphorically, that is to say as a (more or lesthful) dislocation of an artefact

beyond its linguistic and cultural borders, we casily draw some parallels and
identify similarities between this operation andatvis termed adaptation. In extreme
cases, when translating words means (re)creatifigeaversion of the source text, it
could be even argued that translation and adaptatierlap. It should also be noted that
the shared features and concerns between thesmtevoultural operations encourage
the transplant of essential theoretical tools bgilogy to Translation Studies into the
field of adaptation. As a paradigmatic example, rhaebserves that the American
Translation scholar Lawrence Venuti's strategies alomestication’ and

126 «

‘foreignization can be usefully employed in the context of [injertextual stage

adaptation given the interpretative nature of theslt transposition?” Once again,

scholarly cross-pollination engenders theoreticass-fertilization.

3.3.3 Adaptation and Reception Studies

Lorna Hardwick’s work, especially her 2000 studyanslating Words,
Translating Cultures exemplifies well the fruitful interfaces between
translation/adaptation and Classical Reception i&sud recent discipline which — as
anticipated in my Preface — is particularly relaventhe concerns of this dissertation.
Thanks to her interdisciplinary background (Ancietstory, European Literature, and

History of Ideas), Hardwick embraces a multifacgietspective and endorses the wider

126 By reference to the German theologian and philosopFriedrich Schleiermacher, Venuti
distinguishes between “[...] a domesticating methaa, ethnocentric reduction of the foreign text to
target-language cultural values, bringing the autback home, and a foreignizing method, an
ethnodeviant pressure on those values to reghstelirtguistic and cultural difference of the foneigext,
sending the reader abroad”. Lawrence Venlitie Translator’s Invisibility: A History of Trandian
(London and New York: Routledge, 1995), p. 20.

121 aera, p. 8.
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notion of cultural translation, defining this midirered process as “a movement which
takes place not only across languages, but adross place, beliefs and culture¥® In

a fascinating network of scholarly intricacies aodntacts, the emerging field of
Classical Reception Studies is, therefore, “conmgmot only with individual texts and
their relationship with one another but also witle broader cultural processes which
shape and make up those relationship$The inherent exchange between Reception
Studies and adaptation as a textual and, at the same, cultural operation permeates
Hardwick’s critical output. Aptly, the terminologittaxonomy that she suggests in her
2003 guide to this new research field draws simelbaisly on Translation, Adaptation,
and Cultural Studie¥® For instance, in her opinion, the adapted artéat version of
the source developed for a different purpose ouffitsently close to count as a
translation” %' By appropriation, instead, she means the actaifiriy an ancient image
or text and using it to sanction subsequent ideaspmctices (explicitly or
implicitly)”. ** This terminological transmigration is just anothef the cross-
disciplinary examples which throw light on the slely cross-pollination energising

the increasingly prominent field of Adaptation Sasl

128 orna Hardwick Translating Words, Translating Culturésondon: Duckworth, 2000), p. 17.

129 Hardwick, Reception Studieg. 5.

130 Among others, Hardwick’s vocabulary includes magfil terms such as acculturation, adaptation,
appropriation, foreignization, hybrid, interventjomigration, refiguration, translation, transplaantd
version. HardwickReception Studiegp. 9-10.

131 Hardwick,Reception Studies. 9.

132 Hardwick,Reception Studies. 9.
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THEORY II:

TRAGEDY, THE TRAGIC, PHILOSOPHY, AND TRAGIC THEORY

1. TRAGEDY AND THE TRAGIC

What is tragedy? Any critic approaching the compies of tragic aesthetics is
equally haunted and fascinated by the resonandbkiofcrucial, and far from simple,
question. In hiKing Lear, Macbeth, Indefinition, and Trage(y083), the Shakespeare
scholar Stephen Booth effectively conveys this tepi®logical frustration by arguing
that “[tlhe search for a definition of tragedy Heesen the most persistent and widespread
of all nonreligious quests for definitio"This ongoing inquiry and the impossibility of
finding a satisfactory answer are probably due he ontological implications and
affective impact of a dramatic genre “created tofrant the most difficult experiences
we face: death, loss, injustice, thwarted passt®spair”® Indeed, tragedy has the
capacity to delve into our darkest emotions andjestdneir extreme consequences,
compelling us “to bear witness to the worst andtnegsemplary moments of sorrow and
desperation that face us as human beifigs”.

So intimately connected with our human nature, ¢haborate art form has never
ceased to stimulate artists, writers, and think&ssthe English Renaissance scholar and
comparatist Rebecca Bushnell observes in her lattamh toA Companion to Tragedy

(2005), the intricacies between the structuraluiesst and the socio-ethical implications

! Quoted in John Drakakis and Naomi Conn Lieblenfrtiduction”, inTragedy ed. by John Drakakis
and Naomi Conn Liebler (Harlow and New York: Longm&998), pp. 1-20 (p. 1).

2 Jennifer WallaceThe Cambridge Introduction to Traged@€ambridge: Cambridge University Press,
2007), p. 1.

$Wallace, p. 1.
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of this dramatic artefact have taken centre stagthé debate: “[ijn the West, in the
centuries since Aristophanes, philosophers andsguwete grappled with the question of
how tragedy’s formality, ethical example, and civade intersect — for better or for
worse”? Moreover, Bushnell stresses the exegetic opermfesss literary and artistic
form, which can be interpreted in various ways:
It may be valued and defined in purely formal terorsit may be understood as
a spiritual or world view; it may be understood @s experience for the
individual reader and thus a psychological phenangwor as a communal or
political act, and thus an historical ‘event’.][in Western culture the meaning
of tragedy is inseparable from history. The dramggnre of tragedy has its
roots in the religion and politics of the Greekyestate, and it lives still as a
profoundly social art.
If tragedy welcomes — among others - formalist,igm@lis, philosophical,
psychoanalytic, and political analyses, Bushneligests that it is important to adopt a
parallel historical approach in order to contexgselthese diverse interpretations.
Indeed, whereas such constructions “are themseingsedded in their own historical
moments, they have powerfully affected how we hawaderstood tragedy’s cultural and
ethical effects’®
Rita Felski, another eminent American scholar wagkin the field of English
Studies, similarly opens her IntroductionRethinking Tragedy2008) by celebrating
the increasing number of contemporary interpretatiof the tragic form: “while the
writing of tragedy may have waned in recent timesadings of tragedy have

proliferated”’ Felski adds that this extensive range of constmstfocuses especially

on the original structure created and developethbyGreeks, which reached its apex in

* Rebecca Bushnell, “A Companion to Tragedy: Intaiin”, in A Companion to Tragegyed. by
Rebecca Bushnell (Malden (MA), Oxford, and Victomdackwell, 2005), pp. 1-4 (pp. 1-2).

® Bushnell, p. 2.

® Bushnell, p. 2.

" Rita Felski, “Introduction”, inRethinking Tragedyed. by Rita Felski (Baltimore, MD: The Johns
Hopkins University Press, 2008), pp. 1-25 (p. 1).
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fifth-century Athens. Famously defined as the hgjlferm of drama, Greek tragedy is
often considered “an exemplary source of insighb iethical and philosophical
questions™® In a unique way, “in its very remoteness from phesent, it throws light on
the dilemmas and contradictions of modernityiowever, it is appropriate to note that
the Greek template has been incessantly translaedrked and transplanted into other
contexts and eras. The permeability (and mutapibfythis dramatic material is well
exemplified by the practices of textual reinterptiein and cultural transmigration
already present in the classical world: the phemumeof reception within antiquity
consists precisely in the Roman appropriation ofilddé& sources. As far as the re-
figuration of theatrical texts and practices is aamed, “Athenian tragedy was
transformed into an art form which was dissemindtedughout the Greek-speaking
world, translated and imitated by Roman dramati&tSubsequently, ancient tragedy
crossed the boundaries of the Graeco-Roman wantltljta impact has been enormous,
in particular on the sixteenth- and seventeenthurgrEuropean stages, not to mention
contemporary theatre. As a result, these multiferidramatic/theatrical revisions and
renditions of tragedy have provided an inspiration “endless and interminable
commentary. Gathered together in their entiretgséhdefinitions and discussions of
tragedy, along with the detailed exegeses of iterShakespearian, French classical,
and modern exemplars, could easily fill a bookstdteThe inherent capacity of this
literary archetype to be re-(en)visioned acrosswas seems to be stronger than its

perishability. As Sarah Annes Brown puts it, “[t]persistence of tragedy may in part

8 Felski, p. 1.

° Felski, p. 1.

19 | orna Hardwick, Reception Studie§Oxford: Oxford University Press, 2003; repr. Caiuge:
Cambridge University Press, 2009), p. 16.

Y Felski, p. 1.
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be ascribed to its capacity to be adapted andftnaned across periods and cultures,
indeed to be enriched by such displacemé&nt”.

If the term ‘tragedy’ commonly refers to a dramdtiom dealing with inherently
disturbing contents and ruled by well-establishedventions, it is worth considering
that scholars have conventionally “distinguishetiMeen three kinds of meaning and
usage clustering around ‘tragedy’ and ‘tragic’: therary, the philosophical, and the
vernacular™® While the first meaning describes what is unanisipulefined as the
most prestigious dramatic gerifethe second and third usages blur the boundaries
between the literary/theatrical world and the exisial dimension. For the French
philosopher and critic Henri Goubhier, this polatiaa is evident when we compare the
literary meaning of ‘tragedy’ to the philosophiedéa of ‘the tragic’: “[tlragedy belongs
to literature and to theatre, the tragic belongdifes.*® Although such distinctions
should not be excessively taxonomic and categorice certainly possible — and, in a
sense, necessary — to differentiate between theusafacets of the tragic prism. The
Italian classicist Pierpaolo Fornaro, for instans&resses the need for an essential
distinction between tragedy and what he terms aceptual substance’ from which the
tragic emerges: “E morta la tragedia? Qui occorneedessita distinguere una struttura
come il genere in sé riconosciuto tragico da umstanza’ concettuale da cui quel

messaggio che chiamianidragico emerge™® While Fornaro distinguishes between a

12 sarah Annes Brown, “Introduction: Tragedy in Titiog”, in Tragedy in Transitioned. by Sarah
Annes Brown and Catherine Silverstone (Malden (M@xford, and Carlton (Victoria): Blackwell,
2007), pp. 1-15 (p. 1).

13 H

Felski, p. 2.
4 Quoting Glenn Most’s essay “Generating Genres: [flka of the Tragic” (2000), Felski points out that
“[iln ancient Greece, [...] tragedy refers to litara rather than life; it is a genre rather tharidea, a

form of dramatic poetry governed by certain conigrg rather than an aspect of philosophy or a
rendering of the irresolvable contradictions of laumnexperience” (p. 2).

!> Quoted in Wallace, p. 2.

16 pierpaolo Fornaro, “Mortalita della tragedia e essita del tragico”, il lessico della classicita nella
letteratura europea moderna¥/olume I: La letteratura drammaticalome |: Tragedia e dialogpPart I:
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structure and a message springing from a conceptuadtance, the theatre scholar
Annamaria Cascetta argues that the sense of tge ti ‘a permanent structure of
human conscience’ which has been migrated intotheatrical form that we call
tragedy (“Se il senso del tragico e usteuttura permanente della coscienza umana, la
tragedia € undorma in cui quella struttura storicamente si € trado8ano stati la
drammaturgia e la scena ad accoglierla e a espamgrindi a farla esserd).

Even if they obviously share a common linguistiad asemantic root, it is
probably easier to attempt to define ‘tragedy’ &he tragic’ by throwing light on the
differences rather than the similarities betweaséhcategories. As Felski puts it, while
tragedy is a literary genre following accepted anmtions, the philosophical notion of
the tragic, “by contrast, is a thought pattern &mfgin the crucible of German
Romanticism™® as first elaborated by Friedrich von Schiller asdbsequently
reworked by thinkers such as August Wilhelm vonl&gél, Friedrich von Schelling,
Georg Wilhelm Friedrich Hegel, Arthur Schopenhauand Sgren Kierkegaard.
Moreover, the tragic “is in turn premised on laspale processes of secularization,
disenchantment, and individualization that makeo#sible for human beings to think of

themselves as caught up in conditions of isolagiot existential homelessned8'As a

result, the sense of the tragic gradually emanegpéself from tragedy, obtaining “a

La tragedia ed. by Pierpaolo Fornaro, Marco Giovini, FerradBertini and Martina Treu (Rome: Istituto
della Enciclopedia Italiana, 2008), pp. 373-843p7) [original emphasis]. In this magisterial vokeinon
the distinction between tragedy and the tragic nnient Greece, see Pierpaolo Fornaro, “Tragedia e
tragico nella Grecia antica”, pp. 7-41, and on ithea of the tragic in the twentieth century, Paolo
Proietti's chapter, “Il senso del tragico nel Noset”, pp. 365-71. See also Chiara Lombardi, “lre fi
del ‘tragico’ nel teatro europeo tra Ottocento evdlento”, pp. 309-16, examining the death of thgitr
between the nineteenth and the twentieth century.

" Annamaria Cascettha tragedia nel teatro del Novecento. Coscienzardgjlico e rappresentazione in
un secolo al ‘limite'(Rome-Bari: Laterza, 2009), p. 3 [original empbgsi

18 Felski, p. 2.

19 Felski, pp. 2-3
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general theoretical salience and metaphorical p@se prism through which to grasp
the antinomies of the human conditidii”.

Nevertheless, this separation of ‘tragedy’ and ‘thegic’ has been fiercely
criticized by two prominent British Marxist criticdRaymond Williams and Terry
Eagleton, whose main studies on the subject willdiseussed later in this chapter.
Attacking taxonomies which separate art from réal, lthese distinguished thinkers
“charge those who are prepared to divorce the teagedy’ from its normal, everyday
usage with being elitist and indifferent to ordinauffering”?* As | will make clear in
the section on twentieth-century theories of thamitr, while George Steiner has an
absolute perception of tragedy, Williams and Eagletemystify “coldly academié®
notions such as ‘tragedy’ and ‘the tragic’, arguthgt “tragedy is defined by its effect
on people, by the normal, commonplace but stillaanbble emotions of grief and
devastation® Thus, their Marxist approach rehabilitates therneeular’ usage of
‘tragedy’ and ‘tragic’ (applied to a wide range sifuations such as fatal accidents,
premature deaths, and large-scale events like @&id)seeks to reconcile the different
facets of this semantic field, as well as the retethip between the public and the
private, “the trivial” and “the catastrophié*, (dramatic) literature and everyday
experience.

Remarkably, after presenting the three main senteésagedy’ and ‘tragic’,
Felski herself points out that the current processre-visioning tragic theory

encourages us to go beyond this “tri-partite dgbni[...] that has long framed critical

2 Felski, p. 3.

“ Wallace, p. 2.
22 Wallace, p. 3.
“ Wallace, p. 3.
24 Felski, p. 10.
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discussion™® Drawing on Alastair Fowler'&inds of Literature: An Introduction to the

Theory of Genres and Modék982), she suggests that conceiving tragedyraede®
“offers several advantages in adjudicating the tmesof tragedy’s historical
transformations®’ Indeed, mode is a more flexible term thargenre being

“adjectival"?®

, it “denot[es] a selective group of features rattiten a text's overall
defining structure” and “draws our attention to thdrid, mixed qualities of genre$®.
And reconsidering tragedy as a mode is useful @& ithallows us to focus on those
mingled aspects which stress the importance of rgeneross-pollination in
contemporary drama/theatre and — more generallyltare. If the prescribed criteria

governing “a now virtually defunct form of poeticasa’®°

are obviously obsolete, the
tragic mode survives the decline of the genre and, sense, rewrites the notion (and
the form) of tragedy itself. As the analysis of &arKane'sPhaedra’s Lovewill
demonstrate, contemporary rewritings of ancientolgits often mix the tragic mode
with the comic and the grotesque, promoting whatehk Foley terms “generic

ambiguity”! In the end, as the character of Nell claims in kéits Endgame

“[n]othing is funnier than unhappines¥".

% Felski, p. 14.

% 0On modes, see Alastair Fowlé¢inds of Literature: An Introduction to the Theooj Genres and
Modes(Oxford: Clarendon Press, 1982), pp. 106-11.

" Felski, p. 14.

28 Fowler, p. 106.

2 Felski, p. 14.

%0 Felski, p. 14.

31 See Helene Foley, “Generic Ambiguity in Modern dirctions and New Versions of Greek Tragedy”,
in Theorising Performance: Greek Drama, Cultural Histand Critical Practice ed. by Edith Hall and
Stephe Harrop (London: Duckworth, 2010), pp. 137-52

%2 Samuel BecketEndgameLondon: Faber and Faber, 1964), p. 20.
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2. TRAGEDY AND PHILOSOPHY

As John Drakakis and Naomi Conn Liebler observeanks to its
epistemological, political, ethical, and religiousplications, tragedy has a special
relationship with philosophy: “Of all the dramatyjenres, tragedy is thought to be the
most closely aligned with the discipline of philpby. Its concern is with the
production of knowledge and the human limits to d@squisition, and also with
questions of politics, ethics and spiritualifi”. Although this dissertation is not
concerned with the philosophy of tragedy, thisisecaims to offer a brief overview of
the ongoing dialogue between tragedy and philosopbgusing on the landmark
reflections of Aristotle (and his teacher Platoggdl, and Nietzsche.

To begin with, it is nearly impossible to approdlh subject of tragedy without
mentioning the Greek philosopher Aristotle, thetfthinker to grapple analytically with
this dramatic form. In Wallace’s words, “[a]s auksf his examination of the generic
definition, the aesthetic form and the social dffemess of tragic plays, the notion of
tragic theory, or the philosophy of tragedy, wasnbd* Aristotle’s brief, somewhat
obscure, but highly influenti&oetics— composed between the 360s and 320s B&E —
examines the tragic genre (and its function) by ganmg it to other literary forms

based on imitationnfimesi$, and in particular the epf€.Thanks to additional features

%3 John Drakakis and Naomi Conn Liebler, “The Phifspof Tragedy”, infragedy pp. 21-22 (p. 21).

¥ Wallace, p. 117.

% See Kathy Eden, “Aristotle’Poetics A Defense of Tragic Fiction”, ih Companion to Tragedyp.
41-50 (p. 41).

% “Epic poetry [...] and the poetry of tragic dramagdamoreover, comedy and dithyrambic poetry, and
most flute-playing and harp-playing, these, spegkjanerally, may all be said to be ‘representatimins
life™. Aristotle, ThePoetics trans. by W. Hamilton Fyfe, iAristotle: The Poetics, “Longinus”: On the
Sublime, Demetrius: On Sty(eondon and Cambridge, MAVilliam Heinemann and Harvard University
Press, 1932 [1927]), pp- 1-118 (p. 5).
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such as “spectacle” and “music”, tragedy provideste vivid™’

pleasure than its epic
counterpart, as the philosopher states in ChaggteM®reover, the tragic form “attains
its end with greater economy of lengtffi"while the epic “has less unity®.It is hardly
surprising that, for Aristotle, “the better of ttveo is tragedy™°

The theatre scholar David Wiles suggests that,eifwant fully “to understand
Aristotle’s take on theatre, we have to go backh® views of his teacher, Platd”.
Interestingly, Plato’®Republicdescribes an ideal society ruled by philosophershich
there is no place for (Homer and) tragedy. Accardim Plato, theatre is an extremely
dangerous and illusory kind of mimetic represeatatihat must be banned from a
utopian vision mainly because of its corrupting a@ty to appeal to the audience’s
senses. Starting hRoeticsfrom the same premise as his master (poetry aandaliare
mimetic forms)*? Aristotle “also aims at the same end as his teachode of political
containment that serves the established ordereircitly-state. He proceeds, though, by
way of a very different set of conclusioi$”.Indeed, several critics argue that
Aristotle’s theory is a direct reaction againstt®ks idea of the role of poetry and
theatre in his model republic: Aristotle aims t@shhow “drama, with all its pain and

ribaldry, belongs in an ideal societ}’” seeking “to integrate tragedy within his wider

scheme of things®

%7 Aristotle, p. 115.

% Aristotle, p. 115.

% Aristotle, p. 115.

0 Aristotle, p. 117.

“! David Wiles, “Aristotle’sPoeticsand Ancient Dramatic Theory”, ifthe Cambridge Companion to
Greek and Roman Theatred. by Marianne McDonald and J. Michael Waltomart®ridge: Cambridge
University Press, 2007), pp. 92-107 (p. 93).

2 0n the difference between Plato’s and Aristottesions of ‘mimesis’, see Wiles, p. 96.

43 Joe KelleherTheatre & Politics(Basingstoke and New York: Palgrave Macmillan, 200. 49.

“ Wiles, p. 94.

“SWallace, p. 117.
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Aristotle examines tragedy’s structural and funwdicfeatures, pointing out that
its core “is to be found both in the componentsheftragic drama itself and also in the
effect it has upon the audienc®”If the plot is crucial to tragedy, the role of einas
should not be overlooked: more precisely, the pljther focuses on these plot
dynamics because of their profound impact on thdiesuce. Although it may seem
paradoxical, in a unique way, tragedy’s arousatlisfurbing emotions results in “the
rather mysterious experience of emotional procgssin emotional purging, or maybe
emotional cleansing” that Aristotle famously termed ‘catharsis’. In thkilosopher’s
words: “it [tragedy] represents men in action amesinot use narrative, and through
pity andfear it effects relief to these and similar emotioff$1f the notion of catharsis
and the mechanisms through which it calms, cleaasd<hannels dangerous emotions
are quite obscure and largely debated, this fasomaoncept has entered the field of
Theatre Studies and contemporary critics tend eav\t as “a brave attempt to address
the intractable problem of audience resporidddowever, the impact of Aristotle’s
work is not limited to the theatre. As Bushnellkesses, its influence on the philosophy
of tragedy (and its relationship with psychoanayss enormous: indeed, the Greek
thinker “remains a point of reference for Hegekgocusing on the tragic dialectic,

Nietzsche’s returning tragedy to Dionysus and redg] it as the essence of modernity,

“SWallace, p. 118.

“"Kelleher, p. 49.

“8 Aristotle, p. 23 [my emphasis]. In the Loeb editiguoted here (1927), W. Hamilton Fyfe does not use
the word ‘catharsis’ in English and opts for a Islig different translation, while in the 1995 editi
translated by Stephen Halliwell the term is mamdi (“[...] through pity and fear accomplishing the
catharsis of such emotions”, quoted in Wallacel1®). As Wallace points out, “[tlhe worchtharsis
literally means washing, purifying or purging. Témurce of the controversy lies mainly in the amthgu
of the Greek at this pointpéthematon katharsih since, grammatically, it is not clear what is the
connection between the emotiopsthematon and the washingkétharsin. Is the subject washed free of
the emotions? Or is it a washing of the emotionpudfication of the feelings of fear and pity aldy
felt?”. Wallace, pp. 119-20.

“9Wiles, p. 100.
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and Freud’s and Lacan’s reinterpretations of trgggcadigms in the psychic and
symbolic orders®°
Next to the huge impact of Aristotle’s conceptuatiisn of the tragic form, as
Mark W. Roche argues, the German philosopher GFWHegel’s account of tragedy
“has become the most studied and quoted in the "Rt Aristotle focuses on the
coexistence of both intellect and emotions in aaction to tragedy’ Hegel's main
concerns are reason and “tathical content of tragic form®® His idea of tragedy is
based on the conflict between two opposed positiadtiekough both of these poles are
justified, at the same time each of them could bengy because it does not recognise
the plausibility of its counterpart. The tragic &srfall is the only possibility to end this
conflict, so that “unity is restored and the wholeethical life is purged of its one-
sidedness® As Hegel points out in hisesthetics
The original essence of tragedy consists [...] in fhet that within such a
conflict each of the opposed sides, if taken bglfitdhasjustification while on
the other hand each can establish the true antdy@osontent of its own aim and
character only by negating amthmagingthe equally justified power of the
other. Consequently, in its moral life, and becaoké, each is just as much
involved inguilt.>®
In view of its ethical implications, the core of gdian tragedy is its structure. If
Aristotle sets store by the emotional impact ogédy, Hegel's emphasis “on the

structure of tragic collision gives him a new angtethe traditional motifs of fear and

pity”.°® In his opinion, Roche adds, “the audience is & feot external fate, as with

0 Bushnell, p. 3.

*l Mark W. Roche, “The Greatness and Limits of Hegy@lheory of Tragedy”, iPA Companion to
Tragedy pp. 51-67 (p. 51).

2 See Wallace, p. 121.

*3 Drakakis and Conn Liebler, “The Philosophy of Tedy’, p. 21 [original emphasis].

**Roche, p. 52.

% Quoted in Rochey. 52 [original emphasis].

* Roche, p. 54.
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Aristotle, but the ethical substance which, if ai@d, will turn against the herd”.The
German philosopher himself states that we shoutdapply the Aristotelian idea of
cathartic process
merely to the emotion of fear and pity, but shawidte it to the principle of the
content the appropriately artistic display of which oughtpurify such feelings.
[...] That which mankind has therefore in truthféar is not the external power
and its oppression, but the ethical might whiclse#-defined in its own free
rationality, and partakes further of the eternal awiolable, the power a man
summons against his own being when he turns his lyaen it>®
Drakakis and Conn Liebler observe that “[tlhe pbdphical context of Hegel's
theory is Enlightenment thought, which privilegaionality, the very movement which
Nietzsche’s own anti-rationalism challengéd"Deeply fascinated by the primordial
drives lurking under the classical veneer, Niete&lgroundbreaking account of Greek
tragedy, “as forged in the crucible of collectiverfzy, orgiastic coupling, and rapturous
self-loss"® subverts traditional views of Hellenic antiquitys‘the cradle of Western
civilization and an epoch of enlightened serenffyDrawing on Arthur Schopenhauer’s
distinction between the notions of ‘representatiamd ‘will’, in Die Geburt der
Tragodie aus dem Geiste der Mu€lihe Birth of Tragedput of the Spirit of Mus)c—
first published in 1872 — Nietzsche examines thatrast between Apollo and
Dionysus, the Greek gods who correspond to two ganiatic but interconnected
“aesthetic principles” which are “equally vital tee production of the highest aft’In

his words, these two drives

walk side by side, usually in violent opposition doe another, inciting one
another to ever more powerful births, perpetuatitegstruggle of the opposition

>’ Roche, p. 54.

% G. W. F. Hegel, “Tragedy as a Dramatic Art”, inaRakis and Conn Lieblefjragedy pp. 23-52 (p.
28) [original emphasis]. Reprinted froregel on Tragedyed. by Anne and Henry Paolucci (New York
and London: Harper Torchbooks, 1975).

% Drakakis and Conn Liebler, “The Philosophy of Tedy’, p. 21.

%0 Felski, p. 6.

®1 Felski, p. 6.

62 James I. Porter, “Nietzsche and Tragedy’Ai€ompanion tdragedy pp. 68-87 (p. 72).
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only apparently bridged by the word ‘art’; untiindlly, by a metaphysical

miracle of the Hellenic ‘will’, the two seem to lseupled, and in this coupling

they seem at last to beget the work of art thasi®ionysiac as it is Apolline —
Attic tragedy®

While the Apollonian stands for distinctively clasd features such as order,
reason, harmony, creativity, and art, the Dionysigpresents disorder, irrationality,
chaos, primordial instincts, and music. Since thpposition does not depend on
morality but on different kinds of creativity, Nestche’s dichotomy is essentially
aestheti®’ These two creative drives can redress a balarigebgriighting in the tragic
arena, which offers “a forum or a structure for endlessly repeated aesthetic
justification of creation and destructioff"lt is worth stressing that this kind of duality
lies at the core of Nietzsche’s (somehow incongsyiaragic vision: as Wallace points
out, “[p]ain and bliss are intimately intertwined Nietzsche’s contradictory view of
tragedy”®® Remarkably, his interest in the pleasure providedhe Dionysian ecstatic
ritual and the transfiguring power of art and perfance makes a significant
contribution to modern tragic theory.

“Contradictory, dissonant and fragmentary”, Nietess idea of tragedy “is
modernist in its mode, modern in its app&alindeed, with his bookhe Birth of
Tragedy defined as “an instant sensation and scartddllietzsche strongly revitalised
the modern reception of the tragic archetype. AgdP@bserves, thanks to the German

philosopher, “tragedy not only rose to prominenseaasupreme literary and cultural

achievement” but “also became a clarion call foderaism and a benchmark by which

®3 Friedrich NietzscheThe Birth of Tragedy Out of the Spirit of Musédl. by Michael Tanner and trans.
by Shaun Whiteside (London: Penguin, 1993), p. 14.

4 See Wallace, p. 127.

® Wallace, p. 127.

 Wallace, p. 125.

" Wallace, p. 127.

% porter, p. 82.
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to measure the claims and aspirations of the moatertd against the classical pa&t”.
If Hegel believed that tragedy was one of the nt@nsitory phases of the evolutionary
process of human spirit, “it was Nietzsche who mixdgedy into a touchstone of the
future, and consequently of paramount importancete present”’ Remarkably, the
philosopher who was once “scorned by classicistir his controversial vision of
Greek antiquity, is nowadays “hailed as an insjpretl figure and guide to rethinking

nl2

tragedy”.

3. TRAGIC THEORY IN THE TWENTIETH CENTURY

Before examining the most significant developmentdragic theory in the
twentieth- and twenty-first century, it should beted how the roots of modern tragic
discourse lie in Nietzsche’s pioneering ideas. Kisdo this crucially transitional figure,
a sort oftrait d’union between nineteenth- and twentieth-century thoughgedy
“suddenly became existentially relevant, a kindoamordial experience that brought
one back not only to the depths of the human Headrto the roots of human history and
human existence®™ Nietzsche’s impact on later theorists was profoitds doubtful
that thinkers as diverse as Miguel de Unamuno, Basbers, and Raymond Williams
would have given tragedy the central importanceg thd were it not for Nietzsche and
his clamoring reception” Even if it is not possible to say that he exerticbct

influence on those who became acquainted with loikwn tragedy, Nietzsche “made

% Porter, p. 68.
O Porter, p. 69.
" Felski, p. 6.
2 Felski, p. 6.
3 Porter,p. 69.
™ Porter, p. 68.
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it difficult for anyone not to think of these thimgvhenever the topic of modern life was
on the table™?

While Nietzsche’s “life-affirming” text celebratethe birth of tragedy out of
music’® George Steiner chose a funereal title for his 1B6ak, a seminal text in
literary criticism which, by contrast, declares thamise of tragedy. As Steiner himself
points out, The Death of Tragedgmbitiously covers a “large, difficult ground®.
Indeed, this comprehensive study aims to survey d#cline of) the tragic genre from
its origins to the twentieth century, exploring htivis notion has changed throughout
literary history. In his opening chapter, Stein¢éates that the tragic form “is not
universal’’® Rather, he adds, “that representation of perssufiering and heroism
which we call tragic drama is distinctive of thestern tradition™® In his opinion, we
tend to forget that the idea of “re-enact[ing] pitir anguish on a public stage” (almost
exclusively) belongs to ancient Greece and thaafly till the moment of their decline,
the tragic forms are Helleni@®. Steiner's book, Felski observes, is informed by an
elitist vision of tragedy, a prestigious literargrge defined “as an exalted form that
transcends the mundane world of politics and corscéself only with the loftiest of

81

concerns™" Notably, he believes that the tragic flame “flajelp at only a few

moments in time, such as fifth-century Athens amteenth- and seventeenth-century

S Porter, p. 69.

6 “so far from being tragic, Nietzsche’s view oflifs, on the contrary, one of tragedy averted. igésl
ongoing redemption in appearances saves the metiaphyfThe Birth of Tragedyrom collapsing into
unbridled pessimism. In this way tragedy no lonbas to be the sign of nihilism and of oppressive
fatalism (as it was, for instance, in Schopenhawa}her, it is the promise of aesthetic fullnesd af a
complex joy — even ecstasy — that is tinged (andt@o, heightened) with pain and loss. Pain and
suffering are never a reason for despair: insteag &re a motive for their own conversion into plea”.
Porter p. 74.

" George SteinefThe Death of Traged§ ondon: Faber and Faber, 1963 [1961]), p. 3.

'8 Steiner, p. 3.

9 Steiner, p. 3

8 Steiner, p. 3

81 Felski, p. 4.
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Europe. Even here, there are only a handful of wdhnkt are authentically tragi€.In
Steiner’s terms,

there is in the final moments of great tragedy, twbeGreek or Shakespearean

or neoclassic, a fusion of grief and joy, of lamerer the fall of man and of

rejoicing in the resurrection of his spirit. No ethpoetic form achieves this
mysterious effect; it makes @edipus King Lear, andPhedrethe noblest yet
wrought by the mind. From antiquity until the ageShakespeare and Racine,
such accomplishment seemed within the reach ohttat&ince then the tragic
voice in drama is blurred or stff.

It is interesting to note that Steiner’'s formakgiproach does not seem to have
changed much since the Fifties, when he withie Death of Tragedyin his recent
essay “Tragedy,” Reconsidered”, which authoritaly opens Felski’s collection
Rethinking Tragedy Steiner reassesses and essentially reaffirmsthasis. After
stressing the indeterminacy of the noun ‘tragedhd af the adjective ‘tragic’, and the
sterile elusiveness of any arbitrary definition, &@empts to offer “a minimal but
indispensable core shared by ‘tragedies’ in liteatand extending, by analogy, by
related metaphor, to other expressive mo#&si his opinion, “[tlhis nucleusU-
grund) is that of ‘original sin”®® Because of this flaw, it might be argued that the
human condition “is ontologically tragic, which tis say in essencé®. Therefore, for
Steiner, “the axiomatic constant in tragedy is tfadntological homelessnes¥"When
he reflects onThe Death of Tragedyas Felski observes in her “Introduction”, Steiner

“concedes that such a condition of fundamentabagigment and primordial suffering

is not superseded by modernity” and “acknowledg[#sd historical variety and

8 Felski, p. 4.

8 Steiner,The Death of Tragedp. 10.

8 George Steiner, “Tragedy,’ Reconsidered”Rethinking Tragedypp. 29-44 (p. 30).
% Steiner, “Tragedy,’ Reconsidered”, p. 30.

% Steiner, “Tragedy,’ Reconsidered”, p. 30.

87 Steiner, “Tragedy,’ Reconsidered”, p. 30.

76



fluctuation of tragic forms®® Despite this seeming openness, though, he reitethe
idea that it is hardly surprising that what he terfabsolute or high tragedy [...] is
rare® (notably, according to Steiner, the only Shakesgsa play that should be
considered “uncompromisingly tragic” i§imon of Athens®. What surprises him,
instead, is the fact that absolute tragedies “Haa@n composed and performed at all
and that they contain some of the finest poetry andst acute philosophic,
psychological insights accessible to the human trihdhus, more than forty years
after the publication of his book, Steiner solematfirms that there are no reasons for
him to change his mind: “I see n&liq] persuasive grounds on which to retract the case
put in The Death of Tragedyl961 (now, if | may be forgiven for saying so, iia
seventeenth language}.

Steiner’s scepticism about the existence of traged the modern period
provoked Raymond William’s reaction in 1986ln 1962, when his project was still at
an embryonic stage, the eminent Welsh critic sulechia proposal of what would
becomeModern Tragedyto the London publisher Chatto & Windus, stresstegion-
academic nature and structure. In this “unusuakhas Williams writes, he “can’t [...]
go back to straight professional literary criticisand anyway that has abundantly
proved it can't handle tragedy®. On the one hand, considering the long-standing
interest in the tragic in literature and criticisRamela McCallum observes that

Williams’s comment about this incapacity to dealthwiragedy is “unquestionably

8 Felski, p. 16.

8 Steiner, “Tragedy,’ Reconsidered”, p. 39.

% Steiner, “Tragedy,’ Reconsidered”, p. 41.

% Steiner, “Tragedy,’ Reconsidered”, p. 40.

92 Steiner, “Tragedy,’ Reconsidered”, p. 44.

% See Drakakis and Conn Liebler, “Tradition and aton”, in Tragedy pp. 141-2 (p. 142).

% williams’s letter (20 July 1962) quoted in PamMlaCallum, “Introduction: Readiniylodern Tragedy
in the Twenty-First Century”, in Raymond Williantglodern Tragedy(1966), ed. by Pamela McCallum
(Peterborough, Ontario: Broadview Encore Editi@@)6), pp. 9-22 (p. 9).
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puzzling”®® On the other hand, however, she suggests thatebiske shows how
forcefully he argues in favour of democratisingeditist genre: “any understanding of
tragedy as a literary form cannot be separated fhimuse of tragedy to describe events
encountered in everyday experienc®”.

In the opening pages of his seminal book, Williaffsms that the various uses
of the term ‘tragedy’ are not necessarily in carflHis reflections focus exactly on the
cross-pollination of these multifaceted tragic amgtes: “[w]e come to tragedy by many
roads. It is an immediate experience, a body efdiure, a conflict of theory, an
academic problem. This book is written from thenpomhere the roads cross, in a
particular life”®” From this demythologising perspective, Williamsisdhat — during

his “ordinary life’®

— he has known tragedy in various forms, underjnboth the
individual and the universal quality of tragic exipeace (“[i]t has not been the death of
princes; it has been at once more personal and gesreral”)’® For Williams, what is
traditionally termed tragedy and the sphere of madi life are constantly
interconnected. Indeed, he encourages the juxtaposf the ‘vernacular’ usage of
‘tragedy’ with its literary/dramatic counterparipting out that “[t]his coexistence of
meanings seems to [him] quite natural, and themoisundamental difficulty in both
seeing their relations and distinguishing betwéemt’ '

As it denounces the academics’ tendency to “be fimpa and even

contemptuous of what they regard as loose and wuiges of ‘tragedy’ in ordinary

% McCallum, p. 9.
% MccCallum, p. 10.
" Williams, p. 33.
% Wwilliams, p. 33.
% Williams, p. 33.
10 illiams, p. 34.
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speech and in the newspapef®’Modern Tragedyseeks to explore the traditional (and
conventional) distinction between ‘high’ and ‘lowragedy and, at the same time,
“trlies], in different ways, to describe the retats and connections which this formal
separation hides®? Moreover, what Williams aims to suggest is thagit experience,
acting as a mirror to ever changing human natwemmonly attracts the fundamental
beliefs and tensions of a periotf For him, “tragic theory is interesting mainly inig
sense, that through it the shape and set of acpkati culture is often deeply
realised™* Far from reducing it to “a single and permanemidkof fact”!%® Williams
believes that tragedy should be defined as “a sefi@xperiences and conventions and
institutions”2°® Therefore, in his opinion, tragedy should be coRspecific rather than
universalist: “the varieties of tragic experience # be interpreted by reference to the
changing conventions and institutions. The univetsaharacter of most tragic theory
is then at the opposite pole from our necessamrést’®’ As previously said, this
understanding of tragedy obviously contrasts witdirier's reactionary interpretation,
defined by Sean Carney as “a kind of negative ittestlno existing play might actually
fulfil but that can nevertheless be conceived ofaasur-form”:°® If, for Williams,

generic changes inevitably reflect societal shiginer firmly believes in an absolute

and permanent kind of tragic aesthetits.

0 \illiams, p. 34.

192 \yjilliams, p. 35.

193 illiams, p. 69.

%% \illiams, p. 69.

1% williams, p. 69.

1% williams, p. 69.

7 williams, p. 69.

1% Sean CarneyThe Politics and Poetics of Contemporary Englistagedy (Toronto, Buffalo and
London: University of Toronto Press, 2013), p. 13.

199 “amphasis upon the contingent nature of tragedgp@ serious challenge to the essentialist fosmali
of a writer such as Steiner, and proposes a diffekind of history of the genre”. Drakakis and Conn
Liebler, “Tradition and Innovation”, p. 142.
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The prominent literary scholar and cultural theofigrry Eagleton, like his
Cambridge mentor Williams, savagely attacks theiseliapproach of those he
sardonically calls “the George Steiners of this ld/ot* In his Sweet Violence: The
Idea of the Tragic(2003), “an impressive, almost encyclopaetfit’examination of
what he defines as “an unfashionable subject tHags"'*? Eagleton observes that the
truthfulness of everyday tragedy openly defiesaduerarchies. In his words:

Ordinary experience may be laced with a large dds#elusion, but it can also

speak the truth. It is this which is overlookedtby elitists of tragedy, for whom

only those perched loftily above the masses camceig¢he veil of false

consciousness and peer boldly into the ab¥ss.
Notably, in his sharp-tongued “Commentary” Rethinking Tragedythis committed
supporter of a democratic tragic vision fiercelyaeks Steiner’s “characteristically
burnished, commanding piece of rhetorit” defining his dogmatic writing style as
“gnomic, mandarin, prophetic, magisterial, impegpuesonantly authoritative”, in
other words “an exact imprint of his ideology®.Eagleton refutes Steiner’s reactionary
(and decidedly gloomy) theory, pointing out thas tige which for the critic marks the
demise of tragedy “has in fact withessed the reh@i#@, however many languages
Steiner may tell us his thesis has been transiatet{**®

As Sean Carney notes, Williams and Eagleton thiigis lon “the dialectical
action at the heart of the tragic in order to réwbka importance of tragedy for leftist

» 117

politics”.”~" If Williams focuses on this topic “because tragegiyjerging at moments of

historical contradiction and change, thus serves agn of historical openness and

10 Terry Eagleton, “Commentary”, iRethinking Tragedypp. 337-46 (pp. 337-8).

1 Hugh Grady, “Tragedy and Materialist Thought” ArCompanion tdragedy pp. 128-44 (p. 129).
112 Terry Eagleton,Sweet Violence: The Idea of the TragMalden (MA), Oxford, and Victoria:
Blackwell, 2003), p. ix.

113 Eagleton Sweet Violenge. 100.

114 Eagleton, “Commentary”p. 344.

115 Eagleton, “Commentary”p. 345.

116 Eagleton, “Commentary”, p. 341.

7 Carney, p. 11.
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possibility”, Eagleton explores the tragic issuedese he believes that “the dialectical
aspects of tragedy have the potential to illumirtate contradictions of late capitalism
within the contemporary moment® From his cultural materialist perspective,
Eagleton examines how left-wing critics have “givarer discourse on the tragic to the
Right, by dismissing or ignoring the terth® instead of exploring its various instances
and implications in our age. As the critic himselfserves irSweet Violengewith its
“unsavoury aura of gods, myths and blood cults,aptggsical guilt and inexorable
destiny”*° this “aristocrat among art formi$* seems to be excessively “reactionaf$”
for leftist thinkers, who tend to become suspiciotisuch a prestigious genre and react
by rejecting it. In other words, if some consemvatihinkers (such as Steiner) “have [...]
decided that tragedy is no longer possible, [arhe radicals have concluded that it is
no longer desirable*?® By contrast, Eagleton points out that “the lefosld not airily
ditch the notion as antiquated and elii§t’and stresses the need for a wider
understanding of tragedy, re-thinking those featumhich, despite “seem[ing] most
alien and obsolete, [...] are surprisingly closectmtemporary radical concerns®.
Eagleton’sSweet Violengeas Hugh Grady has noted, aims not only to reasdes
received discourse about tragedy, but also to show the tragic is necessary to
“grasp[] the sweep of history, the situation of famty in the present, and the
possibility of moving from this point*?® Like Williams, Eagleton argues that the

twentieth century “was itself the most tragic ohtgies and capitalism the most tragic

18 Carney, p. 11.

119 Grady, p. 129.

120 EagletonSweet Violenge. ix.
121 EagletonSweet Violenge. ix.
122 EagletonSweet Violenge. ix.
123 EagletonSweet Violengep. 21.
124 EagletonSweet Violengep. 22.
125 Eagleton Sweet Violengep. 22.
126 Grady, pp. 129-30.
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of social arrangement$®’ Thus, despite its inherent elusiveness and seeming
obsoleteness, the idea of tragedy should thus eotresisted, but explored and
reconsidered, in that it has the remarkable cap#gihold a highly revealing mirror to

our recent past and present.

127 Grady, p. 130.
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BETWEEN THEORY AND PRACTICE :

THE POLITICS OF REWRITING ANCIENT TRAGEDY

Following two theoretical chapters on pivotal naBosuch as intertextuality,
adaptation, tragedy, the tragic, and their vari@mlitions, this section aims to provide
a bridge between the theory and practice of rengitGraeco-Roman tragedies in
contemporary Britain. When we employ a term suchregriting’, Moraru suggests, it
is important not to “be misled [...] by the delusiyelpish prefixre”.? Rewriting is
neither a simply repetitive technique nor a neutyaration. Rather, this practice “is
endowed with multiply transformative functions: teal, as it trans-forms the ‘model,’
but also ideological and political, cultural largedpeaking In our age of cultural
recycling, therefore, rewriting does not merelyereo an imitative act — what Moraru
calls “underwriting, that is “support and reduplication of the alrgadtitten”.® Various
postmodern rewritings indeed strive to undermine tleceived discourse, being
characterised by “aounterwritingdistance, a ‘rupture’ between themselves and what
they redo — the literary past — as well as betwibemselves and various hegemonic

forces active at the moment and in the milieu efiging™? In line with this idea of

transformative rewriting, the three case studiesy@xed in this thesis — as pointed out

! Christian Moraru,Rewriting: Postmodern Narrative and Cultural Critig in the Age of Cloning
(Albany, NY: State University of New York Press,(49, p. 9 [original emphasis].

% Moraru, p. 9.

% Moraru, p. 9. [original emphasis].

* Moraru, p. 9. [original emphasis].
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in the Preface — provide significant examples ofvistonary (hyper)texts, which

“enter[] an old text from a new critical directiaR”

1. REWORKING TRAGEDY: THREE POSSIBLE STRATEGIES

Exploring the transmigration of a classical sourte contemporaneity and its
socio-political implications is a complex and mudtyered process, which inevitably
entails examining inter-cultural, inter-linguistiand inter-generic dynamics. In this
light, this doctoral dissertation draws upon sonspeats of reception theory, in
particular the stimulating work of Lorna Hardwicks the British classicist suggests,
Reception Studies “investigat[e] the routes by Wwhactext has moved and the cultural
focus which shaped or filtered the ways in whica text was regarded”’Even more
interestingly, this emerging discipline not only afficipate[s] in the continuous
dialogue between the past and the present” bub ‘ta@quire[s] some ‘lateral’ dialogue
in which crossing boundaries of place or languaggemre is as important as crossing
those of time™ In keeping with Hardwick’s advice, this sectiontbé chapter seeks to
identify and describe some possible strategies ¢hat be adopted by contemporary
writers in order to cross spatial, linguistic, ageheric borders in their re-interpretations

and re-creations of Greek and Roman trageties.

® Adrienne Rich quoted in Peter Widdowsaiterature (Abingdon and New York: Routledge, 1999), p.
164.

® Lorna Hardwick, Reception StudiegOxford: Oxford University Press, 2003; repr. Caiuge:
Cambridge University Press, 2009), p. 4.

" Hardwick, p. 4.

8 “[A]s a process of creatigrthe act of adaptation always involves both (née)ipretation and then (re-)
creation”. Linda Hutcheon with Siobhan O’Flynk, Theory of Adaptatiqr?™ edn (Abingdon and New
York: Routledge, 2013 [2006]), p. 8 [original enagls].
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1.1 Rewriting and Restaging

If by ‘rewriting’ we mean both the adaptive processl the adapted product, at
the same time, this term can indicate a set of domehtal textual strategies to
transmigrate classical referents into new contéitisen a contemporary author (in our
case, a British dramatist) approaches the classit®e often meets a significant
linguistic challenge. Indeed, nowadays the vasontgjof British rewritings of Graeco-
Roman tragedies are commissioned works, whicleéet linitially) do not spring from a
strong personal interest in the ancient world. fpkéer some distinguished writers with
an outstanding classical education, such as Tomgidda, or a handful of authors with
a fascination for the classics, like Timberlake Webaker, most contemporary British
dramatists have, at best, a limited knowledge dinLand ancient Greek. For this
reason, when they grapple with a classical hypptarly need to work from an English
translation which, though extremely helpful, rensaam intermediate text. For instance,
when in the summer of 1992 Caryl Churchill plant@ttranslate Senecalhyestesshe
used a 1912 “Loeb edition with Latin on one pagd Emglish opposite®. Although
Churchill had studied Latin at school, when sheartsd getting interested in the
language”, she strived “to get through the opadgureen that a translation can’t help
being to see what Seneca had actually sdi®imilarly, even if he can read some
ancient Greek, the playwright, adapter, and traoslslartin Crimp admits that he has
to face exactly the same problem each time he l&@mssfrom languages he does not
understand, such as German or Russian. While fardiil an intermediate translation

is like an “opaque screen”, Crimp describes it aieamy mirror:

® Caryl Churchill, “Introduction”, in SenecaBhyestestrans. by Caryl Churchill (London: Nick Hern

1% Churchill, p. vii.
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| still have huge intellectual misgivings about Wiog via an intermediate text
because you don’t get the buzz, you don’t get kindl of interacting with the
original language. It is like you are shaving ane mirror is always steaming up
and you're always having to wipe it so that you c&e or otherwise you're
going to cut yourself really badly. So there isamgker of cutting yourself if you
work in this way*!

The use of different translations may be a sucuoes$fategy to “get the buzz”,
as Crimp puts it, and grasp the original meanisgha Scottish dramatist Liz Lochhead
suggests. When the director Graham McLaren asketbtsslapt Euripides’Medeafor
his ‘Greeks’ project? Lochhead “started off by reading all the versionbthe ancient
tragedy

[she] could find. And the footnotes in English retGreek editions arguing the

nuances of particular words he [Euripides] usedjngy to understand

imperfectly, but as exactly as [she] could, whataaticular argument was, the
implications of the imagery he used — and to iritaiprecise ton&®
The same happened with Lochheatreebang2003), based on “the umpteen different
translations” the adapter read, especially “unspklegkold Victorian ones with lots and
lots of footnotes on the Greek?,which helped her to ‘enter’ the original. From ttha

cross-pollination of translated texts, Lochheadatze her own dramatic language to

rewrite the Greeks for the contemporary ScottigtyestThebansalso shows another

' Quoted in Margherita Laera, “Theatre Translatian Gollaboration: Aleks Sierz, Martin Crimp,
Nathalie Abrahami, Colin Teevan, Zoé Svendsen aichad&l Walton discuss Translation for the Stage”,
Contemporary Theatre Revie1 (2011) pp. 213-25 (p. 217).

2 | ochhead’sMedea David Greig's Oedipus the Visionaryand Tom McGrath'sElectra were
“performed in sequence in Glasgow in 2000 by tlkehtbel §ic], directed by Graham McLaren, as a
result of a commission to three leading Scottishywtights to adapt classical texts in the lighttlod
flourishing of theatre arts in the years before &witbwing devolution and the re-convening of the
Scottish Parliament after a gap of almost 300 yebiardwick, Reception Studiepp. 79-80.

13 Liz Lochhead, “Foreword”, in Liz Lochhead afterrpides,Medea(London: Nick Hern Books, 2000),
pp. Vv-vi (p. V).

% Liz Lochhead, “A Note from the Playmaker”, in Llinchhead after Sophocles and Euripidésebans:
Oedipus Jokasta Antigor{feondon: Nick Hern Books, 2003), page unnumbepegithe eminent theatre
scholar and classicist J. Michael Walton points ot¢ have to bear in mind that any translation rof a
ancient play mirrors the idiosyncrasies of pregiod in which it was written?what you notice with Greek
and Roman tragedies and comedies is that theyeatdat the translators’ own period and languagée, no
only to the spoken language, but to the theattam@juage of the time in which they are written. Asad
you get your restoration translations, you get yeghteenth-century, then Victorian versions”. (@abin
Laera, “Theatre Translation as Collaboration”, P92
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possible rewriting strategy, what the playwrightrdedf terms “conflation, and
reduction”?® This play indeed rearticulates in a single text ¥arious Greek narratives
about the Kingdom of Thebes, drawing on Sophoclessalled ‘Theban trilogy’
(Oedipus The KingOedipus at Colonusnd Antigong, Aeschylus’sSeven against
Thebesand Euripides’3he Phoenician WomeAs Lochhead affirms, the fact of being
an adapter rather than a translator, allows hesiderable freedom, as is evident in this
case, where she “was free to use whatever versibbe myths seemed to fit our
purposes™®

As previously discussed, the extensive taxonomgretf by Gérard Genette in
Palimpsesteslemonstrates that there are various (hyper)texanategies that can be
employed to rewrite a literary source. FocusingcBally on dramatic appropriations,
Anette Pankratz — a German scholar working in telel fof British Cultural Studies —
describes four useful techniquemnéchronism fusion structural analogy and meta-
textuality)’’ adopted by contemporary British and Irish playwtig for their
engagements with ancient myths. As far as thedirategy is concerned, “the mythical
plot, the characters and the setting in a distast pre retained, but the text includes
sporadic references to contemporary discourSe$Taking anachronisms a step
further”, she argues, “spatial and temporal fusi@esnbine classical mythic with
contemporary characters, settings and plots tosarmodernbricolage’.’® However,

whereas anachronisms offer only “sporadic aliematidusions permeate the whole

'3 ochhead, “A Note from the Playmaker”

' Lochhead, “A Note from the Playmaker”

7 See Anette Pankrat?Greek to Us? Appropriations of Myths in Contempgraritish and Irish
Drama”, in Crossing Borders — Intercultural Drama and Theaté the Turn of the Millennium
(Contemporary Drama in English 8), ed. by Bernh&ditz and Alyce von Rothkirch (Trier:
Wissenschatftlicher Verlag Trier, 2001), pp. 151-163

'8 pankratz, p. 151.

19 pankratz, p. 153 [original emphasis].
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text”.?° It should also be noted that, if fusion reworkstinigal narratives from the past,
at the same time this strategy “shows its connectih the present and remythifies
and sometimes ritualises present characters amdiqest>* Pankratz’s third rewriting
technique, structural analogy, is more radical thaachronism(s) and fusion(s). While
these two strategies tend to maintain essentialifes such as characters and plots,
“structural analogies transfer the basic structdimmyths to a contemporary setting with
contemporary character&® Pankratz concludes her article by elucidating vehat dubs
meta-text/meta-drama. As she puts it, “[ijn corttrés anachronisms, fusions and
structural analogies, which cross the borders bamtwgast and present, meta-textual
references discover borders to be the result du#adigation. Instead of crossing the
borders, they elegantly deconstruct them”.

As with Genettian hypertextual practices, thesesibdes rewriting techniques are
not separate but generally interact within the sams. For instance, in Howard
Barker'sThe Bite of the Nigh1988), “Brechtian alienation and the oscillatlmgtween
past and present created by anachronisms pardysett with concomitant effects by
textual fusions®® while the latter, Pankratz adds, “go a step furtfie] by
deconstructing binaries and undermining all traistshcal and essentialist
constructions Similarly, in The Love of the Nightingal€1988), Timberlake
Wertenbaker employs both anachronisms and metaaiéxteta-dramatic strategies,

while Sarah Kane combines fusions with meta-reifiastinPhaedra’s Lov&1996)%°

2 pankratz, p. 153.
2 pankratz, p. 153.
22 pankratz, p. 156.
2 pankratz, p. 158.
4 pankratz, p. 152.
% pankratz, p. 152.
% See Pankratz, p. 152, pp. 159-60.
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So far, this section has dealt (almost exclusively)h textual strategies.
However, as is well known, drama and theatre aredides of the same coin, and this
relationship constitutes a further complication.eT¢lose link between dramatic and
theatrical aspects is pointed out by Keir Elam i; deminalThe Semiotics of Theatre
and Drama “the researcher in theatre and drama is faced twib quite dissimilar —
although intimately correlated — types of textualtenial: that producedh the theatre
and that composetbr the theatre® The complexities of this two-faced nature are
equally clear to reception scholars. In this regpkorna Hardwick identifies “two
aspects of staging which raise crucial issues éoeption studies® First, “staging
implies a live performance, a live audience. Eaeh performance is different and it is
impossible to recapture it to allow the kind of lgss and debate about an established
‘text’ that is possible when discussing a poem guainting”? In addition to “the
transitory character of theatrical performantefor Hardwick the second pivotal
feature in Reception Studies “is the relationshgiween text and performance [...]
[which] has become the dominant factor in the apghoto drama in its ancient
context”3!

Staging an ancient tragedy or a contemporary rewgrkf a tragic hypotext

today undeniably presents a significant challedgiapting a useful “problem-based”

approach, inHow to Stage Greek Tragedy Tod@007), Simon Goldhill examines

%" Keir Elam,The Semiotics of Theatre and Dran2¥’ edn (Abingdon and New York: Routledge, 2002
[1980]), p. 3 [original emphasis].

%8 Hardwick, Reception Studieg. 51.

29 Hardwick, Reception Studieg. 51.

% Hardwick, Reception Studieg. 51.

31 Hardwick, Reception Studieg. 54.

%2 Simon Goldhill,How to Stage Greek Tragedy Tod&hicago and London: The University of Chicago
Press, 2007), p. 3.

89



what he defines as “the six most pressing problgraisface any company that chooses
to produce a Greek tragedi’.

The first issue is theatrical space. It is impdrteon bear in mind that Greek
tragedy was conceived for a very specific kindhadatrical space, “fully built into the
writing of Greek plays. The internal dynamics otleglay will be lost in performance
if the logic of this spatial organization is igndte€* As Goldhill suggests, today’s
directors (and dramatists) should not aim “to relpiee the conditions of ancient theater
but to see how the modern theater can respond govithidly constructed spatial
dynamics of the old plays® For instance, among others, EuripideMsdeais a
tragedy that fully exploits the spatial resourcésmcient theatre. One of the original
features that a contemporary production shouldowetlook is the sense of the inside
and the outside, of the domestic and the publiesphin Deborah WarnerBledea
staged at the Queen’s Theatre, London, in 200X &vocative distinction was
maintained and effectively re-articulated. Howevgnoring the vertical axis of the end
of Euripides’s play (Medea, like deus ex machinappears above the house carrying
her children’s corpses on a chariot), Warner’s ivar¢ailed to address the problem of
power relations. On the contrary, Jonathan Ken8921 production of Euripides’s
tragedy, starring Diana Rigg, respected the haglite set, rising thdominatrixabove
her humiliated husband Jastn.

The second aspect is the chorus, probably the distatctive element of Greek
tragedy and, at the same time, “the most vexingaioy modern company”. For

Goldhill, Lee Breuer's New York production ®he Gospel at Colony4985), a gospel

% Goldhill, How to Stage Greek Tragedy Today?2.

3 Goldhill, How to Stage Greek Tragedy Today7.

% Goldhill, How to Stage Greek Tragedy Today 44.

% See GoldhillHow to Stage Greek Tragedy Todap. 21-25.
37 Goldhill, How to Stage Greek Tragedy Togpy45.
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reworking of Sophocles’s traged@edipus at Colonusincluding excerpts from
Antigone provides an outstanding example of “a completatggral and brilliantly
effective use of the chorug®.In Breuer's appropriation, the chorus was maingygd
by a gospel choir, which — singing and interactisga group — reinforced the sense of
community. In his 2004 rewriting of Sophocle$%men of TrachjdMartin Crimp took
a different approach by ‘atomising’ the collectiveice. As will be later discussed,
Crimp affirms that staging this key element of antitragedy poses a thorny problem
and offers a convincing explanation lying in thegmentation of today’s society.
However, the chorus should not be defined excligias an intractable problem.
Rather, contemporary writers and practitioners khdae aware that this classical
feature can also “be an extraordinary and thriltimegtrical resource®

The third problem that Goldhill's study addressethe actor’s role. Focusing on
three main categories (physical action, tragic speand characterisation), he suggests
“some routes through to a more satisfying expedenaehearsal and onstagdé’As he
also observes, with its “long, rhetorical speecl@erspersed with neat one-line
exchanges™ and philosophical or political resonances, Graekedy tends to be “a
disconcerting experienc& for contemporary actors used to contemporary tivat
technigues and roles. In this regard, the wordghefactress Fiona Shaw, who played
Electra in Warner’'s 1988 production of the eponymtragedy, give us a sense of the
physical and mental exhaustion that acting in wggentails: “I was physically wrecked

from it — lame, thin, ill. You're psychically playg with illness, starvation, and burning

3 Goldhill, How to Stage Greek Tragedy Todpy56.
%9 Goldhill, How to Stage Greek Tragedy Todpy79.
0 Goldhill, How to Stage Greek Tragedy Todpy82.
I Goldhill, How to Stage Greek Tragedy Todpy81.
“2 Goldhill, How to Stage Greek Tragedy Todpy81.
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up enormous intellectual energy. It didn’t do mg good, that. It did my soul good, but
| don't think it did my body any good™

The fourth question is the relationship betweere@R)y tragedy and politics, one
of the main concerns of this thesis. In Goldhithiginion, Greek tragedy has “become
such a hot propert§* in recent years thanks to the contemporary apgfetd “political
thrust”** As he states, its focus on

the violence that emerges from the pursuit of peston the corruption of power

in the pursuit of war, on the humiliations and nased confidence of the

aftermath of military victory, on the battlegrountigender within social order,

seems to speak directly to the most pressing aswhajiing of contemporary

concerng?®
Although the politics of tragedy is a complex mattas we will see later in this
dissertation, the inherent capacity of this artrfdo disclose and stage “the fissures and
tensions in political idealism, political power, caeven political hope, is rare in the
public discourse of the modern world, and for tleaison all the more needed tod&y”.

Because of its textual core, the fifth categorynexeed by Goldhill, that is
translation, has already been tackled and includethe (sub)section on rewriting
strategies. However, it may be worth stressindjeasuggests, that this issue is equally
pertinent to themise en scendself: “[a] translation is often the starting poiof a
production, and it will have profound implicatiofts the style of the performancé®.

The last problem identified by Goldhill iHow to Stage Greek Tragedy Today

the onstage representation of unfamiliar and oddadters typical of antiquity, such as

gods, ghosts, monsters, and heroes. As we willGaemp’s Cruel and Tenderevolves

43 Quoted in GoldhillHow to Stage Greek Tragedy Todpy116.
4 Goldhill, How to Stage Greek Tragedy Todpy120.
“> Goldhill, How to Stage Greek Tragedy Todpy120.
“6 Goldhill, How to Stage Greek Tragedy Todpy120.
" Goldhill, How to Stage Greek Tragedy Todpy152.
“8 Goldhill, How to Stage Greek Tragedy Todpy184.
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around the collapse of Heracles, one of the madstbred heroes of antiquity, and
interweaves ancient suffering with its modern reeeations. Even if Crimp’s rewriting
“inevitably played down the divine and supernatwi@iments” of the Sophoclean text,
in Godhill's words, “it made for a fine and movidgama”#°

Finally, before moving to relocation strategies aedhniques, it is worth
focusing on the use of masks as a distinctive feadfi performance in Graeco-Roman
antiquity. The theatre scholar Gregory McCart, wias worked and experimented with
masks for fifteen years (both as a director anddciar), stresses the scarcity of reliable
information on this aspect: “[w]e are frustrated thg paucity of evidence relating to
why it [the mask] was adopted and how it functich®¥dObviously, it is not possible to
reproduce the original conditions of an anciemse en scénehowever, thanks to
various productions/workshops of tragedy and comddgCart has realised that
“particular aspects of those performances coultébied in isolation® As he observes,
masked acting poses an enormous challenge to wdators, “demand[ing] that [they]
work at the limit of their vocal and physical eriesj.>? By contrast, their ancient Greek
colleagues were born into a mask-based theatnigtlre, therefore it was clearly easier
for them to cope with technical difficulties andyglctal efforts: “[t]hey witnessed
performances in mask and as trained performersag the only option available to
them. Acting was masked acting. They did not need unlearn naturalistic

B3

techniques™” As for masked performance in ancient Rome, Mc@atés that “[t]he

theatre of the Roman Empire was eclectic and nfadited, incorporating mime,

“9 Goldhill, How to Stage Greek Tragedy Todpy201.

0 Gregory McCart, “Masks in Greek and Roman TheatreThe Cambridge Companion to Greek and
Roman Theatreed. by Marianne McDonald and J. Michael Waltomr{®ridge: Cambridge University
Press, 2007), pp. 247-67 (p. 247).

L McCart, p. 247.

2 McCart, p. 248.

%3 McCart, p. 248.
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spectacle, recitations, literary drama, and cométie. mask seems to have figured in
most of these entertainmenté”Although we do not find any mention of masked ragi
in the surviving comedies by Plautus and Terertoar leep admiration for the Greek
playwright Menander probably prevented them frogntr[ing] what was such a vital
theatrical component in the production of their toes plays”>® While the comic mask
typical of New Comedy became more naturalistic,e“thpen-mouthed tragic mask
became more stylized in a way that served both Rortragedy and theatre
architecture®® Even if they re-(en)vision Greek sources and mod&tneca’s tragedies
“do[] not rely on stage management but on its ditgrqualities and the demonstrable
power of recitation®® Many scholars indeed argue that “[i]t is highlyutitful that
Seneca’s plays were ever performed in public, nthskeunmasked®® Interestingly,
according to the rhetorician Lucian, the open-medthmask deriving from Greek
comedy and tragedy were not universally apprecig&bme because of its frightening
physiognomy, whereas the close-mouthed masks dfopame seemed to be more
appreciated. In any case, it is appropriate to thay “[m]ask-making was quite an
industry in ancient Rome® as the innumerable reproductions of histrionic kaam a
wide range of objects and monuments demonstrateaRably, this widespread
(visual and material) replication plays a fundamaémble within Reception Studies,

“bequeath[ing] to posterity the enduring symbolgh#atre itself: the grieving mask of

tragedy and the grinning mask of come®y”.

> McCart, p. 262.
%5 McCart, p. 263.
% McCart, p. 263.
>’ McCart , p. 264.
8 McCart , p. 264.
%9 McCart, p. 265.
0 McCart, p. 266.
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The most representative and outstanding examplé¢hefuse of masks in
twentieth-century British theatre is probably Petdall's Oresteia This famous
production, based on Tony Harrison’s translatiome$chylus’s source, was staged at
the National Theatre in 1981 and broadcast by Gélathnn 1983. As pointed out by
Harrison in the published script, the text “wastten to be performed, a rhythmic
libretto for masks, music, and an all-male compatyBeing a trilogy, each of the
tragic plays forming th©resteiahas a different chorus and variadrsmatis personae
Jocelyn Herbert designed individual masks for tl@nntharacters, whereas each actor
in the three separate choruses wore the same kifat® covel? As earlier stressed,
masked acting is extremely demanding and requipemsiderable amount of effort:

It took a good number of weeks in rehearsal to imecaccustomed to the brute

object itself, and it was striking that the actae Hicks, who played Orestes,

managed to develop a stunning expressiveness bystheof gesture and the
angling of the mask into and out of the light thew other members of the cast
achieved?
Thanks to a fruitful collaboration with Peter Hallreg Hicks has continued to explore
the enormous potential of this ancient device, stigating body language and even
incorporating exotic dance and martial arts in® dgting practice. As a result, in 2009
he presentedn Blood at the Arcola Theatre, aapoeirastyled appropriation of

Euripides’s Bacchae which provides a significant example of the expental and

hybrid form that a Greek tragedy can assume today.

®. Harrison quoted in GoldhilHow to Stage Greek Tragedy Today 229.

62 Oliver Taplin, “The Oresteia’ (1981): The Use ofMasks” (available at
https://www.youtube.com/watch?v=xR1eN3JJuak, lasessed 15 October 2015).

%3 Goldhill, How to Stage Greek Tragedy Togdpy62.
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1.2 Relocating

To a greater or lesser extent, the practices ofitiagy and restaging a pre-
existing artefact imply some sort of movement, anere technically — relocation. At a
first level, translation is an inter-linguistic @mter-cultural) journey from “the source
(con)text” to “the target (con)text” More specifically, as Laera notes (by reference to
the theatre theorist Patrice Pavis), translationthe stage “involves a@ransfer of
culture, in both its textual and its gestural cddf@sn other words, the complex process
of transplanting plays “from culture to culture $®en not just as a question of
translating the text, but of conveying its meanaryl adapting it to its new cultural
environment so as to create new meanifijsAs previously said, the strategies of
domestication and foreignisation are considerecd@ally suitable for these dramatic
and theatrical transmigrations. In this light, aimscribing the field of inquiry, the
translator theorist Gunilla Anderman describes th® basic approaches to the
translation of European drama for the English stégiher the translator brings the
playwright to the audience, that is, the text isghaised; or alternatively, all foreign
aspects of the play are left intact and the Englisfience is asked to travel abro&d”.

If relocation usually refers to the transpositidntlte (hypo)text, the idea of a
‘transfer movement’ can also be applied to the rBgwf the source dramatist
(metaphorically brought by the theatre translatothie spectators) and to the receiving

audience (invited to cross spatial and culturaldbms). Therefore, we can affirm that

% Laera, “Theatre Translation as Collaboration2p4.

% Laera, “Theatre Translation as Collaboration”2p3 [my emphasis].

® Hanna Scolnicov, “Introduction”, iThe Play Out of Context: Transferring Plays fromltGre to
Culture ed. by Hanna Scolnicov and Peter Holland (Cangeri€Cambridge University Press, 1989), pp.
1-6 (p. 1).

®7 Gunilla AndermanEurope on Stage: Translation and Theatrendon: Oberon Books, 2005), p. 8.
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dramatic/theatrical relocation operates at differédevels and involves various
categories, including the dramatic/performance ;téx¢ mise en scenethe source
playwright; the translator or adapter; and the ixécg audience).

After these introductory considerations, it is wseb focus on the specific
practice that, in Palimpsestes Genette terms transposition diégétique or
transdiégétisationwhich well exemplifies relocation. Starting fronis definition of
diégésethat is “l'univers spatio-temporel désigné pardeit® or — in other words —
the “cadre historico-géographiqu&”, Genette shows how “une action peut étre
transposée d’'une diégese dans une autre, par exefapke époque a une autre, ou d’'un
lieu & un autre, ou les deux a la fof$”As he points out, on the one hand, a diegetic
transposition entails “inévitablement et nécessad® quelques transpositions
pragmatiques*> However, one the other hand, “il faudra sans doetenir, pour la
caractériser, d’autres éléments que le seul cddrerique ou géographiqué®.Genette
then distinguishes between “transformatidmamodiégétiquésand “transformations
hétérodiégétiqués’™ The first category includes “toutes les tragéditsssiques qui
reprennent un sujet mythologique ou historiqueméme si a d’autres égards elles
transforment largement ce sujet ; les pieces medeldn méme genre, et souvent sur les
mémes sujets [...] et par définition toutes les timmsations quantitatives™ The
French theorist also asserts that, in this casechlaracters’ names (and, consequently,
their identities) are maintained as almost unmsték signs of “fidélité diégétique®.

By contrast, in heterodiegetic transpositions ‘fiae change de cadre, et les

%8 Gérard Genettdalimpsestes. La littérature au second de@éris: Seuil, 1982), p. 341.
% Genette, p. 343.

0 Genette, p. 343.

" Genette, p. 343.

2 Genette, p. 343.

3 Genette, p. 343 [original emphasis].

" Genette, p. 344.

S Genette, p. 344.
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personnages qui la supportent changent d'iderffité”’should be noted that a diegetic
transposition perfectly exemplifies how a multi¢agd strategy such as relocation
works. First, the hypertextual transplant of cleakireferents into a modern or
contemporary context always impliesdsslocation of the source from its original
context of production. Secondly, at a deeper girattlevel, what Genette calls
transdiégétisationmplies a (more or less radical) departure frasrottiginaldiegese It
follows that relocation and subsequent rewritingd(ain the case of plays, restaging)
are meaningful operations which, as the case sudie this dissertation will
demonstrate, have inherently political implicatidogh from a textual perspective and a

performative point of view.

1.3 Remediating

In the first chapter oA Theory of AdaptatignLinda Hutcheon points out that
adaptive practices often entail the use of differeadia and codes:
[iln many cases, because adaptations are to arefffenedium, they aree-
mediations that is, specifically translations in the form aftersemiotic
transpositions from one sign system (for examplerds) to another (for
example, images). This is translation but in a veecific sense: as
transmutation or transcoding, that is, as necdgsarecoding into a new set of
conventions as well as sigffs.
Hutcheon borrows the term ‘remediation’ from JawidaBolter and Richard Grusin,
whose landmark studigemediation: Understanding New Meavas published in 1999.

There, the two scholars state that they “have adi3phis word — deriving from the

Latin verbremederi(to heal) — “to express the way in which one medis seen by our

® Genette, p. 344.
""Hutcheon with O'Flynn, p. 16 [my emphasis].
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culture as reforming or improving upon anoth&Even if the (sub)title of their study
draws the readers’ attention to contemporary meglter and Grusin are fully aware
that remediation is a long-established phenomermi tdid not begin with the
introduction of digital media*? but rather “can [be] identiffied] [...] throughoute last
several hundred years of Western visual representaf Aptly, from Graham Allen’s
intertextual perspective, “[rlemediation [...] appedéike a transposition of the concept
of intertextuality onto the level of media desigmlaanalysis®® In keeping with this,
Bolter and Grusin examine the ongoing dialogue betwdigital media and earlier ones,
stressing the network-like nature of (inter)mediatiand its social-economic
implications:

[n]Jo medium today, and certainly no single mediargyseems to do its cultural

work in isolation from other media, any more thanvorks in isolation from

other social and economic forces. What is new abhewt media comes from the
particular ways in which they refashion older meaia the ways in which older
media refashion themselves to answer the challesfgesw medi&?

Remarkably, what Bolter and Grusin term ‘remedidtitas become an effective
strategy to rework ancient materials. As Lorna Mack argues in hefranslating
Words, Translating Culturegnter-generic translation/adaptation and remeahagare
increasingly common practices to transplant Grd@oeman sources into
contemporaneity. She illustrates her point with sosignificant examples of this
peculiar kind of transmigration:

[rlecent work in both poetry and theatre has inedlv'genre cross-over’,

particularly from epic to lyric (in the poems of dhiael Longley) and to

dramatic monologue (Carol Ann Duffy), from epicdtage drama (in the work
of Peter Oswald, Botho Strauss and Derek Walcothe®dyssey, from poem

8 Jay David Bolter and Richard GrusiRemediation: Understanding New Medi@ambridge, MA and
London: The MIT Press, 1999), p. 59.

" Bolter and Grusin, p. 11.

8 Bolter and Grusin, p. 11.

8 Graham Allen)ntertextuality 2" edn (Abingdon and New York: Routledge, 2011[200p])214.

8 Bolter and Grusin, p. 15.
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to physical theatre (Ted Hughe$ales from Ovid staged by the Royal

Shakespeare Company) and from drama to film poenvdrse film) in Tony

Harrison’sPrometheu$®
As Hardwick adds, Tony Harrison’s “crossover raigesfurther question of the impact
of twentieth-century technology on translationatgbilities, an aspect highlighted in
the experiments with video and multi-media teche&j* Undoubtedly the most
experimental case study examined in this dissertatHarrison’s interventionist
rewriting of Aeschylus’$rometheus Boundot only displaces and relocates the Titan’s
myth to twentieth-century industrial Britain andrBpe, but also transmigrates it from
stage to screen through poetry. This verse-filthiss a unique form of intersemiotic
translation of Greek tragedy through the crossliation of (poetic) words and (cine-
dramatic) images. Another appropriate example tgfrimedia transplant of the classics
is Timberlake WertenbakerBianeira, a radio adaptation of Sophoclesachiniae
first broadcast on BBC Radio 3 in 19%9This rewriting shows how the specificity of
the medium affects the aesthetics of the (re)mediatvork: having no visual
component, radio operates exclusively at an awal| and this fact has a crucial
bearing on Wertenbaker’'s rewriting. The auditorgnéinsion of this medium and the
author’'s penchant for storytelling seem thus teberely in keeping with the peculiar
narrative structure oDianeira. Featuring — among other characters — Wertenbaker
herself and the figure of a blind storyteller nankexhe, this audio play emblematically

“included a narrative within a narrative to explénme relationship between the authors,

the story-teller and the play®.

8 Lorna Hardwick Translating Words, Translating Culturésondon: Duckworth, 2000), p. 113.

8 Hardwick, Translating Words, Translating Culturgs. 113.

% Timberlake WertenbakeBianeira, in Timberlake WertenbakePlays Two: The Break of Day, After
Darwin, Credible Witness, The Ash Girl, Dianeitatroduced by the author (London: Faber and Faber
2002), pp. 321-74.

8 Hardwick, Translating Words, Translating Culturgs. 114.
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2. TRAGEDY AND PoOLITICS

2.1Theatre and Politics

What do we mean by the term ‘politics’ in the sfiecfield of drama and
theatre? In his concise but stimulating boldkeatre & Politics(2009), Joe Kelleher
argues that the search for a satisfactory formanadi this multi-layered concept

is going to turn up a range of different understags, depending for instance on

whether the term is taken to refer to the actisiné government and other social

systems and organizations, or theidy of such activities and systems, or the
processes by which power is distributed — and gteagover — in society more
generally?’

Aptly, Kelleher starts his discussion by providiihg reader with a definition by
Stefan Collini, which proves especially suitable do analysis of the ongoing dialectics
between theatre and politics. In his article “Onridlasness; and on Persuasion”,
published in theNew Left Revievin 2004, Collini defined politics as “the importan
inescapable, and difficult attempt to determinatiehs of power in a given spac&”.
Kelleher finds this formulation is “valuabl&for several reasons. First, Collini focuses
on “questions of power and relatio’S”.Secondly, he implies that “shaping and
determining these questions is not straightforwand is likely to be contested®.
Thirdly, “the process of politics” can be definesi“angoing”, or even “endles$® But

most importantly, although Collini is not concernetth theatrical issues, his idea of “a

given space” seems to be particularly relevantrtoe@amination of the relationship

87 Joe Kelleher,Theatre & Politics (Basingstoke and New York: Palgrave Macmillan, 200. 2
[original emphasis].

% Quoted in Kelleher, p. 3.

8 Kelleher, p. 3.

P Kelleher, p. 3.

%L Kelleher, p. 3.

2Kelleher, p. 3.
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between theatre and politics, whose focus perdgtosakillates “between the ‘given’

space of the theatrical stage and the imaginedesphthe outside world, which the
stage-play world of the theatre relates to in sayr@mplex ways® As | discussed in

the section of my Introduction dealing with theklibetween contemporary British
theatre and society, the theatrical arena proviglesideal locus for a dialectical
encounter between this (onstage) ‘given space’thadffstage dimension. Moreover,
since the “[t]heatre’s context and referent is therld”,®* Amelia Howe Kritzer

suggests that all theatre, in a sense, can beededis political. As the British playwright
and theatre theorist John McGrath states inNaked Thoughts that Roam About:
Wrestling with Theatre, 1959-2001[tlhere is no such thing as a de-politicized

"% and, consequently, it might be argued that a diéigiped kind of theatre

world
cannot exist.

Exploring the interplay between the interwoven disiens of micro- and
macro-politics, this thesis draws upon the ideatld study of politics as the
determination and investigation of power relatiams givenlocus Theatrical space is
indeed a delimited area within which performersrodpce the power dynamics of the
external world in the presence of a community adcsgtors. (Re)enacting the offstage
reality and conjuring up the intersections betwpersonal and public issues in front of
a social body, theatre constitutes a communal amalig art form, which can be
considered inherently political, to a larger orsksextent. Though this does not mean

that theatrical practice is the only art form wagtrong political implications, it can

hardly be denied that it provides us with “a unidoram for the political by involving

% Kelleher, p. 3.

% Amelia Howe Kritzer, Political Theatre in Post-Thatcher Britain: New \ng: 1995-2005
(Basingstoke and New York: Palgrave Macmillan, 20081.

% Quoted in Kritzer, p. 1.
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audiences in a perceptible, if ephemeral, socialityethrough the operation of its

conventions™®®

2.2 Greek Tragedy and Politics

In the opening paragraph of her study of politidaatre in Post-Thatcher
Britain, Kritzer underlines the intrinsic relatidnp between the ‘given space’ of the
stage and a larger (but equally circumscribed) eptat is thepolis. “Theatre’s most
basic political potential lies in its paradigmatetationship to the polis: within theatre’s
space, assembled citizens view and consider repeggmns of their world enacted for
them in the immediacy of live performancé”This close connection between the
theatrical production and the civic dimension iniehhit is embedded is probably the
most appropriate starting point for a discussion tbhé political potential and
implications of tragedy. If we shift our focus teetre in ancient Greece and Rome, it is
nearly impossible to approach this topic withoutamning its socio-political
dimension. Since these two contexts have their peculiarities, it will be useful, at
this stage, to offer some considerations on thpeciic traits in both areas separately.

Nearly all of the surviving Greek tragedies werggioally staged in late fifth-
century Athens at the festival held in honour & god Dionysus, known as Great (or
City) Dionysia, “before a huge citizen-audience vdomstituted a significant proportion
of the city’s direct democracy® Though Deborah Boedeker and Kurt Raaflaub have

correctly pointed out that the exact distributidrtlee performances “over four or five

% Kritzer, p. 1.

9 Kritzer, p. 1.

% Jon Hesk, “The Socio-Political Dimension of Andiéfragedy”, inThe Cambridge Companion to
Greek and Roman Theatnep. 72-92 (p. 73).
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days is much debated® scholars seem to agree that the tragic competiisted three
days. Each of the three shortlisted dramatistsepted three tragedies followed by a
satyr play (“a kind of burlesque on a mythical saif'°%), the so-called ‘tetralogy’.
Significantly, the three playwrights participatimgthe contest, as Goldhill makes clear,
“were selected by the state (tpelis), and full financial support for the productionsva
provided by an individual sponsor, again chosershioulder this considerable tax
burden by the statd®* Even poorer citizens were actively encouragedttend the
performances: a public fund was introdugaécisely to pay for entrance tickets for
anyone who could not afford them. In essence,fih-Gientury Athens, “[g]oing to the
theater was a mass, civic occasion, fully suppdriethe state™®?

The communal, participatory, and ‘egalitarian’ mataf the City Dionysia, “part
and parcel of what it meant to be an Athenidfi”starkly contrasts with the
entertainment-oriented and profit-making idea ofatine “as ‘show-business’, where
‘show’ represents one way (among many) of passing,tand ‘business’ indicates one
way (among many) of making or losing moné$* While, nowadays, West End and
Broadway theatres mainly seek to attract spectatodssell their theatrical product, in
classical Athens theatrical performances were ‘deatacally’ offered to a large public

“as truly a civic event®®® Boedeker and Raaflaub observe that the audienteesé

festivals “consisted mostly of male citizens butluded also resident aliens (metics),

% Deborah Boedeker and Kurt Raaflaub, “Tragedy aity”Cin A Companion to Tragedyed. by
Rebecca Bushnell (Malden (MA), Oxford and Victorfidackwell, 2005), pp. 109-27 (p. 113). Boedeker
and Raaflaub argue that “[w]hatever the exact @ogrit seems that comedies preceded tragedies” (p.
113), while Rush Rehm states that “[t]he final ddiyperformances was dedicated to comedy, with five
playwrights presenting a single play each” (“Fesvand Audiences in Athens and Rome”,Tine
Cambridge Companion to Greek and Roman Theprel84-201 (p. 187)).

10 Bpoedeker and Raaflaub, p. 112.

191 Goldhill, How to Stage Greek Tragedy Todap. 120-1.

192 Goldhill, How to Stage Greek Tragedy Today121.

193 Rehm, p. 188.

194 Rehm, p. 188.

195 Goldhill, How to Stage Greek Tragedy Todpy123.
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foreign visitors, and probably some women and ¥ In actual fact, it should be
stressed that the female presence is an issue ‘lmchwthere is no scholarly
consensus*®’ Even so, we can assume that the fifth-centuryemodi “was a large and
mixed body of people from almost all walks of Grdé, of which Athenian citizens
together with their sons — future citizens — magke thhe largest component, and
foreigners a noticeable minority®® Remarkably, these festivals gathered huge crowds
of spectators around a theatrical space which tepithepolis and its socio-political
stratification in a unique way. As Goldhill puts it
There were perhaps fourteen thousand people presemre citizens gathered
together than at any other point in the calenderept for the most cataclysmic
battles. The theater seating displayed the orgaoizaf the state: political
groups, age classes, outsiders. It was not onlykigs which represented the
city to itself®°
Despite such inevitable class divisions, the egseaim of the annual festival during
which tragedies were staged was to celebrate, ifsolidnd strengthen theolis, as
represented, “both in quantity and distributidtpy the audience. Therefore, it can be

argued that the notions of “[plolis, theater commynand stage were deeply

interconnected” in fifth-century Atherts!

196 Boedeker and Raaflaub, p. 112. As far as the ositipn of the audience is concerned, Boedeker and
Raaflaub draw on sources such as Eric Csapo ariVil. SlaterThe Context of Ancient Dran{&nn
Arbor: University of Michigan Press, 1995), pp. ZB6Simon Goldhill, “Representing Democracy:
Women and the Great Dionysia”, Ritual, Finance, Politics: Essays Presented to David Lew by
Robin Osborne and Simon Hornblower (Oxford: ClamndPress, 1995), pp. 347-69; Alan H.
Sommerstein, “The Theatre Audience, themos and theSuppliantsof Aeschylus”, inGreek Tragedy
and the Historianed. by Christopher Pelling (Oxford: Clarendond3re1997), pp. 63-79.

97 bavid M. Carter;The Politics of Greek Traged§xeter: Bristol Phoenix Press, 2007), p. 15.

198 Carter, pp. 15-16.

199 Goldhill, How to Stage Greek Tragedy Todpy121.

110 Boedeker and Raaflaub, p. 112.

1 Boedeker and Raaflaub, p. 112.
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2.3Roman Tragedy and Politics

The Italian classicist Alessandro Schiesaro opénsssay on Roman tragedy by
stating that this genre “has the rare, if dubiadistinction of boasting a canonical
birthdate”!*? Indeed, the year 240 BCE is conventionally considehe starting point
of Roman drama and, according to some scholarsnigiet even argue that it coincides
with the dawn of Latin literature. In any caseisitreasonable to assume that the first
Roman play, staged in this year, was a tragedglated into Latin from a Greek source
and staged at theudi Romani one of the oldest festivals held in ancient Rotoe,
celebrate the victory over Carthage. Interestinglwas thesemigraecud.ucius Livius
Andronicus, born in Magna Graecia and probably wagt at the siege of Tarentum,
who translated, staged, and acted in this plays ttecoming the founding father of
Roman tragedy™ All the tragedies subsequently written by Liviusre “Latin
adaptations of Greek originals, an appropriationGoéek plots, dramatic forms and
metres for a Roman audience’. However, as Schiesaro observes, various theatrical
practices

flourished in Rome and other parts of Italy welfdse that date [240] [...], and

the development of Roman tragedy should thus beéegtualized both within

the development of a distinctive local culture, amithin the polymorphous
vicissitudes of postclassical Greek theater, toctwhhe outlying parts of the

Greek-speaking world continued to give their owralvicontribution (Greek

influence on Roman culture had been developingdoturies)-'®

If, on the one hand, Roman tragedy develops in exip context with its local

peculiarities, on the other, the profound impactGokek tragedy and culture on its

112 Alessandro Schiesaro, “Roman Tragedy’Aiompanion to Tragedpp. 269-86 (p. 269).

113 See Anthony James Boylen Introduction to Roman Traged#bingdon and New York: Routledge,
2006), pp. 27-28.

14 Boyle, p. 28.

115 Schiesaro, p. 269.
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development and socio-political implications shootit be overlooked. Indeed, as Jon
Hesk underlines, “[tlhe social-political signifioza of ancient tragedy after the fourth
century BC is bound up with the appropriation o€k culture in the early Roman
Republic and the enduring appeal of Greek tragicagggms under the Roman
emperors™*®

It should be noted that, when they approach bo#ekspostclassical tragedy and
Roman Republican tragedy and seek to retrace theisformations, scholars “are
severely hampered by the need to rely upon scamelly short fragments of what
must have been a rich and varied corpd§However, as Schiesaro adds, we should not
“infer from these accidents of transmission theosdimate position of tragedyis-a-vis
comedy in the Roman literary system, or to prestima¢ Roman tragedians failed to
innovate or compete with their modefé® Rather, the leading tragedians in Republican
Rome (Livius, Naevius, Ennius, Pacuvius, and Aqcitenslated, appropriated, and re-
(en)visioned Greek antecedents in a “creative,ctiete and inevitably politicaf*®
fashion. With its strong “political and ideologicdbrancy”*° Republican tragedy was
able to rewrite and restage its Greek models anchbslate them into “an art form that
spoke directly to, and perhaps questioned or nteditapon, the nature and values of
Romanitas *?* The construction of Roman identity was the core @reek-style kind
of tragedy inspired by mythical narratives, thecaied cothurnata(the term derives

from cothurnus buskins). This subgenre effectively highlighte importance of the

ongoing dialogue between the Roman tragic outpuat igs Greek sources. Another

118 Hesk, p. 86.
117 Schiesaro, p. 270.
18 Schiesaro, p. 271.
19 Hesk, p. 87.
120 Hesk, p. 86.
12l Hesk, p. 86.
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popular type of Republican tragedy was known pagetexta (the toga worn by
magistrates), a different kind of tragic drama ‘lfileg] with episodes from Rome’s
legendary past or contemporary history with a ctédactic purpose*>?

However, when we think of Roman tragedy, we immeediyaassociate it with
the name of the Stoic philosopher, politician, qtaywright Seneca, whose dramatic
texts may be seen both as “the crowning glory omRi tragedy — and its swan
song”!?® Notably, even if they are the only Roman trageditéch have survived in
full, we have to bear in mind that Seneca’s dragnaditput coincides with the sunset of
Roman theatre. Not surprisingly, the fact of besimgultaneously the highest expression
and final instance of Roman tragedy, as well asotilg fully preserved tragic corpus,
puts Seneca’s drama in a unique position. Justteguing is the idea that there is no
consensus on the question of the performability staging of these plays. As Ley
notes: “[i]t remains uncertain whether the tragedieSeneca were composed for public
recitation, private reading and circulation, pemfi@ance in excerpts or in private houses,
or for the Roman public theatre¥” Although Senecan tragedies “lack all traces of
production history** and tend to be defined by many scholars as a fufrrtloset
drama, “political and social-contextual readings [tbfem], can be, and have been,
produced™?® Indeed, the vicious political universe staged bpea’s tragedies mirrors
the decadence and corruption of Imperial Rome. Ewere interestingly, the political
resonances of Seneca’s plays are elusively sulnleoutspoken attack on tyrannical

power would have been too risky for the drama#st.a result, Hesk concludes, “the

122 gchjesaro, p. 273.

123 gchiesaro, p. 277.

124 Graham Ley, “A Material World: Costumes, Propestiand Scenic Effects”, iThe Cambridge
Companion to Greek and Roman Theape. 268-85 (p. 283).

12 sander M. Goldberg, “The Fall and Rise of Romamgédy”, Transactions of the American
Philological Association126 (1996)pp. 265-86, quoted in Hesk, p. 88.

126 Hesk, p. 88.
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‘socio-politics’ of Senecan tragedy looks very drént from that of its earlier Greek
and Roman ancestors because too much ‘specifmityld get an imperial playwright

killed”. 2’

2.4 Contemporary ‘Tragedy’ and Politics

In their essay on the civic dimension of tragedge@eker and Raaflaub suggest
that both Aristophanes and Aristotle seem to actteptraditional idea of the didactic
role of the tragediaff® whereas Plato has a very different view. If, edrlythe
Republi¢ Plato’s ‘mouthpiece’ Socrates accuses tragedictibnally imitating inferior
people, or superior individuals privileging emotiower reason, by Book 10, he states
that this mimetic art form should be forbidden ewdren it reproduces and enacts noble
actions (“Dramatic poetry has a most formidable @owf corrupting even men of high
character, with a few exceptions?. In another of his dialogue§orgias Plato goes
even further when Callicles states that tragedynteotrates on pleasure and on

% in order “to compete successfulf® as Boedeker and

gratifying spectators*?
Raaflaub put it, tragedians “must flatter their fees rather than teach theri™

Therefore, even if he recognises the power of ttpgéhe Greek philosopher firmly

127 Hesk, p. 89.

128 Although, in his mordant comedyrogs, “Aristophanes caricatures both Euripides and Aglsrs
beyond recognition”, his vision is in keeping witle Greek idea of the (tragic) poet as “a teachéhne
people”. Also the philosopher Aristotle “seems tvé accepted the role of the poet-teacher, believin
that tragedy could improve citizens by persuadhmnt to live seriously, virtuously, and thoughtflly
Boedeker and Raaflaub, pp. 109-10.

129 The Republic of Platdlrans. with Introduction and Notes by Francis Manald Cornford (London:
Oxford University Press, 1941), p. 337.

130 plato,Gorgias Trans. with Notes by Terence Irwin (Oxford: Claden Press, 1979), p. 79.

131 Boedeker and Raaflaub, p. 111.

132 Boedeker and Raaflaub, p. 111.
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believes that, “rather than being truly educati¥&this art form should be defined as
“harmful and meretricious*** Remarkably, the fact that Plato’s dialogues higftli
“the threat that performances of a theatrical gm$e to a well-ordered society
suggests something of the destabilising potenfialagedy (and of theatt®ut cour).
Starting from these premises, this final (sub)seciims to examine what remains of
the political force of ancient tragedy in contenggr British society and Western
culture more generally.

Simon Goldhill has rightly observed that “the amtigvorld provides a crucial
framework for understanding the modern potentiand problems — of the political
power of Greek tragedy’® Even so, it would be dangerous to generalise rmpdyithat
the contemporary context merely mirrors its ancieotinterpart. Moreover, as this
chapter contends, the expression ‘the ancient xbraften includes and juxtaposes two
different geo-cultural (and theatrical) dimensiaig Greelpolis and the Roman world,
with their own peculiarities, and this complicatasgs further. Consequently, the best
approach seems that indicated by Carter: “jushnagnat tragedy must be understood in
its own cultural context, so must modern productiba understood in theirs*’

As far as ancient Greek tragedy and its receptrencancerned, Carter argues
that the essential difference between the politids fifth-century tragedy and
contemporary political theatre “has to do with tny in which drama engages with the
state”**® In his opinion, even if eminent British playwrighivho emerged in the Sixties

and were once defined as radical — such as Davitk Hahave become more

133 Boedeker and Raaflaub, p. 111.

134 Boedeker and Raaflaub, p. 111.

135 Kelleher,Theatre & Politics p. 45.

136 Goldhill, How to Stage Greek Tragedy Todpy120.
137 Carter, p. 146.

138 Carter, p. 158.
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mainstream, “it remains the case that, when onesttba phrase ‘political theatre’ in
modern discourse, one is put in mind of politicedtpst’**® As Carter makes clear,
things worked differently in ancient Athens, whdragedy basically supported the
status quoand, in turn, the establishment supported theatperformances. In his
words:
The political function of some modern plays is t@yoke a radical response
from the audience at least, to influence eventa@it, and in either case to set
the drama against the political establishment.hFi#intury Athenian tragedy
essentiallywas part of the establishment: the whole festival wasblicly
appointed and parts of it were publicly financedatldition, for all the assumed
heroic universe, tragic poets were wont to setrtpkilys against the familiar
landscape of the classical Gregtlis, and they tended to treat cities and their
citizens with a degree of respétt.
It should also be noted that tragedy and comedyeplalifferent roles in Athenian
culture. Indeed, while comic dramatists were alldw® say things that were shameful
or unspeakable at all other times, including righlsatire against contemporary public
figures”, the tragic genre “was less well placed dffer criticism of individual
politicians or policies®*! If Greek tragedians could not openly criticize pmdis which
financed the staging of their plays, it is not heoédee why — as previously pointed out
— it was extremely dangerous for Seneca to denoputédicly the corruption of a
dissolute tyrant such as Nero.
After thisexcursuson the socio-politics of Greek and Roman tragédg, worth
focusing on the reasons why this ancient form, artipular Athenian tragedy, is still
(politically) appealing and relevant today. As I|vhaalready remarked in the

Introduction, for Edith Hall, the international m@ssance of ancient Greek tragedy at

the end of the Sixties coincides with a culturalotation, and thus features patently

139 Carter, p. 159.
140 Carter, p. 159 [original emphasis].
“ICarter, p. 160.
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socio-political motivations and implications. Ifig certainly true that “Greek tragedy
was itself born in a moment of political chantfé’and “[t]he late twentieth-century has
reawakened its political potentid*® it is even more important to seek to understand
why this happened. In her Introduction@mnysus since GHall divides the possible
motives into four interrelated categories, thatoisay “social, political, theatrical, and
cerebral™** Though she affirms that this classification is mi¢rarchical, the first
section of the volume, entitled “Dionysus and tlex 8Var”, emphasises her belief that
“the mostobviousreason for the recent renaissance of Greek trage@grformance
has been the rise and continuing impact of the fmnimovement®* For Hall, the
famous slogan ‘The personal is political’

in a slightly different sense, could equally wedhge as a description of Greek

tragedy, where individual, private, intimate, dotrestories of sex, parenthood,

and power struggles within the family, are toldnfréhe collective, communal,

political perspective of the society within whichettragic family resides. In

Greek tragedy the dialectical relationship between individual’s personal

conduct and her or his public conduct is a cemtyahimic'*°

Therefore, Hall believes that the impact and releeaof Greek tragedy today can be
explained by the fact that “its personal stories golitical”**’

Simple as it is, the interpretation offered by tHistinguished classicist may
seem inadequate. In point of fact, in her thougbtspking studyReaching Athens:
Community, Democracy and Other Mythologies in Adigns of Greek Tragedy

(2013), the theatre scholar Margherita Laera affitirat Hall’'s argument “remains on

142 Edith Hall, “Introduction”, inDionysus since 69: Greek Tragedy at the Dawn offtiied Millennium
ed. by Edith Hall, Fiona Macintosh, and Amanda \Wéyg(Oxford: Oxford University Press, 2004), pp.
1-46 (p. 18).

13 Hall, p. 18.

%4 Hall, p. 9.

15 Hall, p. 9. [original emphasis].

16 Hall, p. 10.

" Hall, p. 10.
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the surface™®® In Laera’s opinion, Hall simply states that Atkentragedy provides a

model to investigate a range of topics
which were important areas of public debate in lde twentieth century,
including homosexuality, parenthood, masculinithldc abuse, imperialism,
adoption, immigration, exile, asylum, kidnappingydaeven the Holocaust,
claiming that Greek tragedies offered a way to esthem all*°
For Laera, instead, the reasons for the contempdkéstern appropriation of
Greek tragedy “are to be found in the current idgmlal system, liberal capitalism, and
its allegiance with democracy® In her opinion, in times of crisis, Europeans need
go back to the reassuring narratives offered byeksteagedy — a communal art form
traditionally associated with Athenian democracybecause of their troubles with
(trans)national identity. As she observes, the ngththe ‘classical’ promoted by
ancient tragedies indeed provides us with a comfprimedium “to achieve self-
definition"**! and self-affirmation on a global scale (and stalgl)re specifically,
[tlhe idea that the Athenians ‘invented’ the theatitongside democracy, that
they also ‘discovered’ philosophy and the poligttthese texts were the ‘first’
dramatic scripts in the history of the West, anat titne occasion for their first
performance was an inherently ‘democratic’, comnhama participatory ritual,
providing Athenian citizens with a sense of belaggand political engagement,
constitute the most important factors contributiogsreek tragedy’s popularity
on contemporary European stages. This mythologifimaad late twentieth-
century Western values in the polarized world ef @old War, and continues to
do so in the so-called age of uncertaitify.
In my opinion, both interpretations are valuabldthdugh it is true that her
argument seems more simplistic than Laera’s, Halglanation is far from being less

valid, especially if we consider one of the mosttidctive features of contemporary

British theatre, that is its special relationshiphvthe society in which it is produced.

198 Margherita LaeraReaching Athens: Community, Democracy and Othehdlggies in Adaptations of
Greek TragedyOxford: Peter Lang, 2013), p. 43.

199 aera,Reaching Athen®. 43.

130 gera,Reaching Athen®. 43.

151| aera,Reaching Athenw. 43.

12| aera,Reaching Athenw. 43.
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As | have made clear in the Introduction, postwaitigh theatre mirrors
cultural, political, and societal transformationsa unique way. In addition, the fruitful
dialogue between micro and macrocosm pervadesasternvajority of British plays, in
particular those texts written and staged in thet p@o decades. In the early twenty-first
century, British theatre has oscillated betweenpgrsonal and the public, the local and
the global: a whole wave of plays dealing with thisintegration of the traditional
family in today’s Britain is juxtaposed with a nuerbof texts tackling global-scale
issues such as the economic and financial crisisgrism, and the environment, and
often both dimensions coexist in the same piecerdfbre, it might be argued that
contemporary British theatre combines, stages,exagnines different nuances of ‘the
political’. As Stella Duffy states in a reflectigmece about ‘Noughties’ theatre, “politics

133 |f British plays

is as big as global warming and as small as howreat our lovers
can be political in different ways, the same hagpetth ancient tragedies and their
rewritings. As the three case studies in this diaten will demonstrate, contemporary
British appropriations of Graeco-Roman tragic heped fruitfully move between
domestic and (inter)national politics, gender anblig wars, local and global settings,
specific and universal references. | agree withl Walken she stresses that Greek (and
Roman) tragedies offer dramatic templates to spegeonal stories and their inherently
political resonances, but it should also be remeathéhat we are not merely dealing
with drawing-room plays or what may be defined fsnily drama’. The domestic
component of ancient tragedies should not be tisad and oversimplified: these plays

are deeply embedded in their civic dimension (opanmal context, in Seneca’s case)

and usually represent characters such as kingenqukeroes, and gods.

133 Quoted in  Michael Billington, “All  Our Yesterdays” (available at:
http://www.theguardian.com/stage/2006/aug/03/tleciadditicaltheatre, last accessed 04 July 2015).
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Laera’s perspective is just as intriguing. Her gtaims to investigate “the
mythologies surrounding ‘classical’ Athens, ascatated and disseminated through
theatre and performancg® and to show how these received discourses “might
illuminate how ‘we’, the people of Europe, imagmarselves and negotiate our place in
the world”!*> While Hall's approach is seemingly more convergioand — even if it
does not adopt a specifically national perspectivean be easily applied to today’s
British theatre, Laera’s alternative interpretatitmrows light on issues such as
globalisation and Western identity which are palttdy relevant to (the myth of)
contemporary democratic Europe. This wider perspeaoes not mean that Laera’s
study may not be of use to scholars interestedhé (hotoriously insular) British
context. Rather, it offers an effective theoretit@bl to examine those British plays
which explore more global concerns and raise soment questions about the idea of
identity and community in late-capitalist Westeatisties.

Thus, in this thesis, my analysis of three sigafficrewritings of Graeco-Roman
tragedies (Sarah KaneRhaedra’'s Lovg1996), Tony Harrison'$rometheug1998),
and Martin Crimp’SCruel and Tende(2004)) will draw upon both explanations for the
classical reawakening described above. In particdieveloping the premises sketched
out in this chapter, my close reading of these EBhghnguage appropriations will
explore how some talented British dramatists han®erted the conventions of ancient
tragedy to rewrite the notions of personal and comah identity, and staged (or

screened) exemplary intersections of politics,osthand affect.

14| aera,Reaching Athenp. 1.
15| aera,Reaching Athenp. 1.
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CASE STUDIES:
1. DISMEMBERING SENECA:

ARAH KANE’SPHAEDRA’SLOVE (1996)

In a brief lifespan, Sarah Kane (1971-1999) wrdte fcontroversial plays
(Blasted Phaedra’s LoveCleansedCrave 4.48 Psychos)sand a short film$kin), for
which she was dubbed “the most famous and infarptaysvright of the 1990<”and

"2 The list of graphic atrocities

deemed to have “altered the landscape of Britishttie
and the experimental structure of her debut f&sted first performed at London’s
Royal Court Theatre Upstairs on 12 January 1996¢iics and audiences shocked. It
is little wonder that Kane’s suicide at the eardye af 28 has contributed to lionise this
talented young writer and to canonise her complekablique body of work. Even if it

is extremely tempting to consider her output “aimmation of her life® in his lucid
introduction to Kane’sComplete Playg2001), her fellow Scottish playwright and
friend David Greig warns us about the futility addngers of an autobiographical
interpretation of her dramatimorpus “To read these plays for what they tell us about
their author is, to my mind, a pointlessly forensict. The work’s true completion

comes when the plays are read for what they tedlhasit ourselves® On the contrary,

for Edward Bond, who defendétlastedwhen it was savagely attacked by critics in the

! Catherine Rees, “Sarah Kane” Ntodern British Playwriting: The 1990&d. by Aleks Sierz (London:
Methuen Drama, 2012), pp. 112-37 (p. 112).

2 Ken Urban, “An Ethics of Catastrophe: The Theatf&arah Kane”PAJ: A Journal of Performance
and Art 23 (2001), pp. 36-46 (p. 36).

®Rees, p. 112.

* David Greig, “Introduction”, in Sarah Kan&omplete PlaysBlasted Phaedra’s Love Cleansed
Crave, 4.48 PsychosiSkin(London: Methuen Drama, 2001), pp. ix-xviii (p.i}Rv
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mid-Nineties, “[tlhere is no barrier between lifadadrama. They are one reality, a
cause in one is an effect in the other. Sayingratise is Philistine aestheticism. Sarah
Kane's last play was as total as her firs¥Vhile, on the one hand, | think that it is
essential not to sensationalise and idealise agictdeath, on the other hand, we cannot
help considering the intimate connection betweemda tangled life and her
controversial career. Bearing this in mind, thisuier will focus on Kane’s radical
appropriation of the Phaedra myth, loosely basedeneca’s version as well as on
other sources. The first part of my analysis aimg@xamine the genesis Bhaedra’s
Love and the palimpsestic nature of Kane’s contemporanyiting, which juxtaposes
classical hypotexts with modern Continental refesenAfter exploring the
dismemberment of Seneca’s tragedy and Kane's parsoermemberment’ of the
textual body, | will consider the question of geoaecrosspollination in a rewriting
which is interspersed with black humour and charés®d by the ostension of the body.
Especially in the final scene, by staging phystiamemberment, Kane’s play indeed
inverts, subverts, and intermingles generic caieg@uch as the tragic, the comic, and
the grotesque. Oscillating between personal anc romyadly sociopolitical issues, her
‘in-yer-face’ Phaedra, which belongs to the wava@phic Nineties plays, effectively
stages the ongoing intersection between an equdjlsfunctional micro- and

macrocosm.

® Edward Bond, “Epilogue: The Mark of Kane”, 8arah Kane in Contexed. by Laurens De Vos and
Graham Saunders (Manchester: Manchester Universitys, 2010), pp. 209-20 (pp. 218-9).
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1. TEXTUAL BODY AND HYBRIDIZATION

1.1"I've Always Hated Those Plays”: Kane and Ancient Tfagedy

After the scandal caused by the Royal Court’s pctidn of Blasted defined by
the Timescritic Kate Bassett as “the biggest theatrical since [Howard Brenton’s]
The Romans in Britait® reviewers and theatregoers “were agog to see {hae’s
next full-length play would look like®. They did not have to wait lon§haedra’s Love
a short play divided into eight brief scenes améaled by the dramatist herself, was
first performed at London’s Gate Theatre on 15 NI896, exactly sixteen months after
Kane’s (in)famous first play. As this section wshow, the genesis of this rewriting of
the ancient tale of Phaedra and her stepson Hipmolg extremely relevant to the
texture of the play. Notably, the fact that Kanddse her subject somewhat arbitrarily
and [...] with little sense of an ideological burd®wpened up a range of intertextual
possibilities. Everything started with a commissioom the Gate, a small but lively
theatre based in Notting Hill, planning a new seasb adaptations of “[tjhe most
beautiful and profound ancient European myths amdes” by “[tjhe most exciting and
celebrated young British writer€"entitledNew Playwrights, Ancient SourcEskane’s

agent, Mel Kenyon, recalls what happened:

® Kate BassetfThe Times22 May 1996Theatre Recordvol. XVI, no. 11 (1996), p. 651.

" Frances Babbag®&e-Visioning Myth: Modern and Contemporary DramaWgmen(Manchester and
New York: Manchester University Press, 2011), [¥.19

8 Babbage, pp. 197-8.

° | have consulted the season’s programme at thkiveof Performances of Greek and Roman Drama,
based in the Classics Centre at the University>dbfd.

1% The New Playwrights, Ancient Sourcesason also included Paul Godfreyise Invisible Womara
contemporary rewriting of a comedy by Terence, Alick Ward's The Decamergnan adaptation of
Boccaccio’s tales.
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If I can remember correctly, the Gate rang us ake@ Sarah if she’d like to do

an adaptation of a classical drama. | encouragedtdhelo it because after

Blastedshe was very exhausted and upset. Second playstmgously difficult

to write anyway. So | thought it would be a goodberxence — she’d flex

different writing muscles. | also saw it as a wékeeping her going as a writer

—and | don’t just mean financially.

Kane’s first choice was Georg Blchnekgoyzeck but, as she declared in a
1998 interview, the Gate was “actually planningdim a season of all of Biichner’s
plays, soWoyzeckwvas out’*? Being deeply interested in that nineteenth-cenpiay,
Kane suggested Bertolt BrechBaal, a text that was freely based WoyzeckAgain,
they rejected Kane’s idea owing to “all the possiptoblems with the Brecht estafg”.
At that point, the Gate itself encouraged Kaneetorite a Greek or Roman text. It is
important to stress that thenfant terrible of contemporary British theatre was not
particularly enthusiastic about adapting an anctesmgedy. Believing in the ethical
value of the visual and in the truthfulness of ¥iseeral, Kane instinctively detested the
lack of immediacy of that kind of theatre: “I'vevadys hated those plays. Everything
happens off-stage, and what's the poirif?th spite of her initial reluctance, she opted
for a Senecan play because she had really apmédidryl Churchill’s translation of
Thyestes‘| read Phaedra, and surprisingly enough it iesézd me™°As she stated, that
was the only time she examined her main sourcenty read Seneca once. | didn’t

want to get too much into it — | certainly didn’ant to write a play that you couldn’t

understand unless you knew the original. | wantéal $tand completely on its own®.

1 Quoted in Graham Saundertove Me or Kill Me’: Sarah Kane and the Theatre Bktremes
(Manchester and New York: Manchester UniversitysBre002), p. 149.

2 Quoted in Graham Saundek&ne on Kane: The Playwright & the Wofkondon: Faber and Faber,
2009), p. 67.

13 Quoted in Saunder&ane on Kangp. 67.

* Quoted in Saunder&ane on Kangp. 67.

!> Quoted in Saunderkane on Kangp. 67.

'8 Quoted in Saunderkane on Kangp. 67.
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Kane’s words are particularly revealing about tlaure of her practices of
rewriting. Believing that her “only responsibilitivas] towards the truth® Kane
rewrote the myth of Phaedra in order to exploreliinés of theatrical performability
and visibility by showing her audience what (sheudht) ancient tragedians were
reluctant to stage. Though Dominic Dromgoole haswtd that Kane’s “knowledge of
theatre history, ancient and modern” was “comprsivefi*® some of the young
writer's “misconceptions® about ancient Greek and Roman tragedy, as Matgheri
Laera suggests, may be “key to the understandinghafedra’s Love?® In her
demythologising and thought-provoking study, Laexamines what she calls “the false

21 of the word ‘obscene’, that is to say the shanedebroneous assumption

etymology
that this term refers to what is “kept offstageoifr the Latinob, ‘off’, and scaena
‘stage’) for its ‘indecent’ contenf? Even though | am not going to focus on
philological questions, | think that Laera’s argurheffers an insightful and daring
reading of Kane’s ‘spontaneous’ appropriation aflassical myth. Although | do not
want to diminish a talented writer's stature and’kyd believe that Kane’s affective —
and inevitably personal — response and approadetoclassical sources, especially
Seneca, was mainly instinctive. For instance, thetisB playwright does not
differentiate between Greek and Roman theatre ipes;t oversimplifying and

universalising the notion of ‘the classical’. Evéit is true that Athenian tragedies tend

to avoid onstage death, it is equally inaccuratartue that Senecan drama — staged or

" Quoted in Saunder&ane on Kangp. 96.

'8 Dominic Dromgoole;The Full Room: An A-Z of Contemporary Playwritifig@ndon: Methuen, 2000),
p. 162.

19 Margherita LaeraReaching Athens: Community, Democracy and Othehdlggies in Adaptations of
Greek Tragedie§Oxford: Peter Lang, 2013), p. 171.

L aera, p. 171.

I Laera, p. 133.

22 aera,p. 133.
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not staged — spurns violence. Rather, as the cisis&loland Mayer points out in his
study ofPhaedra
[d]eath on stage may in fact have been commoner dlba extant Greek scripts
suggest, and it may have become a more accepteddce in later drama. At
any rate, Senecan characters kill or commit suiqigiee often on stage, and we
should probably regard this as evidence for a tegeossness of sensibility in
the Roman audience (even one at recitation), asgess encouraged by what
they encountered in the amphitheatre. Death agaspeavas a Roman pastime,
and even though Seneca himself deplored it in agueint letter (number 7 in
the Lettersto Lucilius), he was to some extent infected gy tdste?®
Similarly, in his essay “Grotesque Vision: SenecB'agedies and Neronian Art”, the
art historian and classicist Eric R. Varner distiispes between the dark dramatic
landscapes of Seneca and those of the Greek teageditressing the importance of the
performative quality of the Roman playwright’s laage and his penchant for the
grotesque and the macabre:
Seneca’s tragedies are remarkable for their vigtchospheric descriptions of
macabre and grotesque events. The strikingly vishatacter of his language,
especially apparent in the depiction of gruesonmmuwences, clearly separates
Seneca as a tragedian from his fifth-century Grpeddecessors, Aeschylus,
Sophocles, and Euripidés.
This is well exemplified by the fact that, in oné lis most emblematic tragedies,
Phaedra Seneca challenges the notion of theatrical dgcenecisely by “featur[ing]
macabre descriptions and graphic onstage imageshinong mimetic representation
and sensational messenger accoufit&s we shall see in due course, in the sixth and
final act of his tragedy the Roman writer stageadelna’s suicide, while — unexpectedly
— Kane keeps this graphic action offstage, thus@msbering the texture of the classical

hypotext. And even if, in the fifth act #thaedra Hippolytus’s violent death is merely

reported by a messenger, his dismembered body hsequently exposed to the

% Roland MayerSeneca: Phaedré_ondon: Duckworth, 2002), pp. 31-32.

4 Enric R. Varner, “Grotesque Vision: Seneca’s Trige and Neronian Art”, iSeneca in Performange
ed. by George W. M. Harrison (London: DuckworthQ@y) pp. 119-36 (p. 119).

% Laera,p. 156.
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audience. In addition, the final act features Thespainfully ‘re-membering’ the
remains of his son’s body for the funeral.

Before starting my analysis of Kane’s rewritingRe#neca’s tragedy, it might be
useful to summarise the Phaedra myth. As the Sanggecialist Anthony J. Boyle
writes in the Introduction to his translation of dartommentary on the Roman
(hypo)text, “[t]he story of a married woman wholgain love with a young man, finds
her advances rejected and pre-empts denunciati@tdysing him to her husband is a
common folk-tale theme® This mythic narrative has been rewritten in vasidorms,
but the most popular version is the story of Phaead Hippolytus, a legend probably
originating in Troezen, a coastal town in the neatstern Peloponnese in which
Poseidon and Hippolytus were worshipgéd.

It should be noted that Seneca’s version represhatsifth re-interpretation of
Phaedra’s incestuous passion for Hippolytus, a npy@wviously rewritten once by
Sophocles, twice by Euripides, once by Lycophrom dy Ovid?® Even more
interestingly, the Phaedra tale seems to be #ily velevant today. Indeed, as far as
contemporary British theatre is concerned, we dantify various re-enactments which,
to a lesser or larger extent, re-vision the origgmarces. Graham Saunders has usefully
listed some of the most important English-languagdigurations of this mythic
narrative:

Examples include Tony HarrisonBhaedra Britannica(1975) which sets the

play in the context of the British Raj; Brian FigelLiving Quarters(1977)
locates the play to Ireland and is sub-titled ‘Aftdippolytus’; Timberlake

% Anthony J. BoyleSeneca’s Phaedra: Introduction, Text, Translatiord aNotes(Liverpool: Francis
Cairns, 1987; repr. Leeds 1992), p. 15.

2" “ts main elements are clear: the married womahae®ra, is the young man’s, Hippolytus’,
stepmother; he rejects her advances (or anotherfeobehalf); Phaedra accuses him to her husiiaad;
husband curses Hippolytus and invokes Poseidorépt{ie’s) aid; Hippolytus is killed, while driving
his chariot, by a monstrous bull from the sea; Bhrakills herself’. Boyle, p. 15.

8 See Hanna M. Roisman, “A New Look at Sene@iaedrd, in Seneca in Performanced. by George
W. M. Harrison (London: Duckworth, 2000), pp. 736 73).
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Wertenbaker’'sThe Love of the Nightingal€l988) uses the Hippolytus myth
more as a secondary source to another Greek mtjtht-of Philomele, Procne
and Tereus. The same territory is also exploredoanna Laurens’s plajhe
Three Birds(2000)*

In Phaedra’s Love Kane dislocates this myth from its original contand
relocates it to Nineties Britain. In order to urgtand to what extent she rewrites the
conventions of ancient tragedy, in particular Safeeadramatic architecture, it is
interesting to explore her characterisation offdreale and male protagonists, as well
as their complex interaction. A good starting pdon this analysis is the title of the
play. As some commentators have pointed out, iemg@lly generates ambiguities:
indeed, Phaedra’s Lovecan indicate both love in an abstract sense anoke m
concretely, Phaedra’s object of desire, that isphliptus>° Despite this polysemy, her
German literary agent and translator Nils Tabefirras,* Kane wanted to refer
exclusively to Phaedra’s stepson:

Sarah was worried at one stage about the GermamtiPhaedra’s Lovevhich

for her means Hippolytus. It's more the object dfaPdra’s love which she

wanted to underline rather than the emotion itdelfzermany the play is called

Phaidra’s[sic] Liebewhich, when you first hear it, is more about theo&on of

love. But then I think it's the same in English wheearingPhaedra’s Lové?
Tabert’s words confirm that, although Phaedra pkgsucial role in this contemporary
appropriation, Kane aimed to focus primarily on tiearacter of Hippolytus. As she

declared in an interview with David Benedict, sie rabt find Seneca’s depiction of the

main male figure very appealing. Thus, she decided dismember Seneca’s

9 Saunderskane on Kangp. 149.

% See Maurizia MatteuzziPhaedra’s Lovedi Sarah Kane (1996): una cruda riscrittura traifide e
Seneca’”, irFedras de ayer y de hoy. Teatro, poesia, narragicine ante un mito clasiced. by Andrés
Pocifia and Aurora Lopez (Granada: Editorial Unidkrd de Granada, 2008), pp. 613-7 (p. 615) and
Anja Miller-Wood, “The Fatal Effects of Phaedra’sve: Sarah Kane”, itMyth and Violence in the
Contemporary Female Text: New Cassandred. by Sanja Bahun-Radunéwind V. G. Julie Rajan
(Farnham and Burlington: Ashgate, 2011), pp. 97{p12.03).

%1 Tabert collaborated on the German translatioriéanie’sCleansedandCrave

%2 Quoted in Saundert,ove Me or Kill Me’,p. 140.
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characterisation of his virginal Hippolytus andmembered this figure according to her

taste:

This supposedly beautiful young boy [...] is, to mind, totally unattractive and
other than the influence of the gods | couldn’t 8d¢® Phaedra would fall in
love with him. | wanted that same drive towardstidesion at the end but |
didn’t want the passion imposed by the externatdanf the gods. | wanted to
give it to the characters, to make it a human tggeo | turned him into
something quite differert.

In Phaedra’s LoveSeneca’s Hippolytus becomes a repulsive and apatbrince, who

“[fill[s] up time” ** by watching Hollywood films impassively,** eating junk food

(e.g. hamburgers, peanut butter, and sweets), rhasing into a sockwithout a flicker

of pleasur&® and having occasional sex with women and men. Hisnthropic

character seems to be totally unable to feel emsti®espite all of this, or maybe

precisely because he is in pain, Phaedra adorestégson. Since she “[c]an’t deny

something this big®’ in the middle of the play she confesses her fgslfor him:

PHAEDRA: | love you.
Silence.

HipPOLYTUS Why?

PHAEDRA: You're difficult. Moody, cynical, bitter, fat, @aadent, spoilt. You
stay in bed all day then watahall night, you crash around this
house with sleep in your eyed mot a thought for anyone. You're
in pain. | adore you.

HipPOLYTUS Not very logical.

PHAEDRA: Love isn't™

The queen’s words vividly illuminate her unhealtijationship with the cynical prince:

while Phaedra loves everything about her stepseery @vhat most of us would find

% Quoted in Saunder&ane on Kangp. 69.

% Sarah KanePhaedra’s Lovein herComplete PlaysBlasted Phaedra’s LoveCleansedCrave, 4.48
PsychosisSkin(London: Methuen Drama, 2001), pp. 63-103 (p. 79).

% Kane,Phaedra’s Lovep. 65.

% Kane,Phaedra’s Lovep. 65.

" Kane,Phaedra’s Lovep. 71.

% Kane,Phaedra’s Lovepp. 78-79.
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reprehensible and repugnant, Hippolytus sharplyadisages her. In fact, the (seeming)
brutality of Hippolytus’s reply shows his relentéesincerity.

The dominance of this disarmingly frank characterthe play, sustained by
Phaedra’s obsession with him, contrasts with themdtic architecture of Seneca’s
version, in which the tragic heroine takes centeges until the end. In keeping with
Seneca, later appropriations of the myth such ais Bacine’?hedre(1677) and Tony
Harrison’sPhaedra Britannicg1975) have tended to focus on the female charaate
their titles make clear. Kane instead reversesttaigl by concentrating on the pririce.
Hippolytus’s dominant role demonstrates that éxgremely difficult to separate Kane’s
personal life from her writing career. Indeed, wiere was working ofPhaedra’s
Love the young dramatist was severely depressed, anthterest in the character of
Hippolytus was generated by her troubled stateinfimAt the same time, however, she
felt real empathy for Phaedra’s unrequited love:

| suppose | did set out to write a play about degio; because of my state of

being at that time. And so inevitably it did becomere about Hippolytus —

except that it was also about that split in my g@nsonality: of the fact that I'm

simultaneously Hippolytus and Phaedra, and botkeththings are completely

possible — that lethal cynicism coupled with obs®sd love for someone who
is completely unlovabl&
In the end, writing the play and feeling immersed the opposite conditions of
Hippolytus and Phaedra had a therapeutic effeth@®ryoung dramatist:

So everytime | wrote a scene | was writing mysetbirather opposite states,

and what it's like when these two people come togietThe act of writing the

play was to try to connect two extremes in my ovead — which in the end
wasn’t only a depressing experience, but also libeyating**

%9 See Babbage, p. 198.
0 Quoted in Saunderkane on Kangp. 71.
“l Quoted in Saunderkane on Kangp. 71.
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Kane’s interest lies in what Babbage terms “the agyit between them, whereby
obsessive love meets a blank wall of cynici$hn trying to connect these two
dramatic and psychological extremes, Kane showthaisit is possible to identify a
common trait in these two seemingly conflicting qmralities. For, in different ways,
both Hippolytus and Phaedra are totally open antesioabout what they think, feel,
and need. In this light, if we reconsider the scefin@haedra’s declaration of love, as the
classicist Erica Bexley suggests, the young pritiags to understand Phaedra at a
fundamental level: what seems like rhetoric to isrperfectly real to her; she is just as
honest about her feelings as he*s”.

The relentless pursuit of honesty will lead botta&tra and Hippolytus to their
tragic deaths. In this section, | will principalfgcus on the female heroine’s suicide,
whereas Hippolytus’'s grotesque dismemberment anectagular death will be
examined later in the chapter. As | have alreadytimeed, while the heroine stabs
herself in the presence of the audience in thel fata of Seneca’'f?haedra her
twentieth-century (more uninhibited) counterparhde herself behind the scenes just
after confessing her passion to the prince ancparfg oral sex on him as a birthday
present. In Scene Four, Hippolytus, witores in her mouth without taking his eyes off
the television* upsets Phaedra by admitting that he has previcwatlysex with his
stepsister, her “less passionate but more praéfsedughter Strophe (who has also
had a secret affair with her stepfather Theseus]), aldly suggesting the queen she

should see a doctor because of his gonorrhoea. iE¥@me declared “I read Euripides

“2 Babbage, p. 199.

3 Erica Bexley, “Show or Tell? Seneca’s and SarahekePhaedraPlays”, Trends in Classics3 (2011),
pp. 365-93 (p. 371).

“ Kane,Phaedra’s Lovep. 81.

5 Kane,Phaedra’s Lovep. 84.
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after I'd written Phaedra’s Love And I've never read Racine so fdf",Phaedra’s
subsequent suicide, accompanied by a note accuipgplytus of rape, has clear
Euripidean resonanc8§Also, the offstage death of the contemporary qusequite
unusual for a dramatist rooted in the visual andh@ same time, the heroine’s suicide
is far from being grandiose and spectactflavioreover, if we consider that Kane’s
Phaedra kills herself towards the middle of theypleer character may seem less fully
developed than the protagonist, who dies on staghea very last scene. Yet, Kane
herself points out that her Phaedra is not a pasai vague character, but “the first
person to become active in the play — her accusatim suicide liberates Hippolytus
and sets off the most extraordinary chain of evde#gling to the collapse of the
monarchy™® Phaedra’s offstage suicide thus constitutes airtgrpoint in the play:
after being accused of rape, the apathetic prinaéises that his stepmother’s feelings
were true (“She really did love ni&). Moreover, for the first time Hippolytus seems to
feel grateful (“Bless her®) to the woman who, as Laurens De Vos has rightly
observed, bravely

sacrifices herself to tear her stepson out of ¢iisalrgic state of nonexistence.

[...] Unlike the useless presents he had receir@d the people on the occasion
of his birthday, his stepmother’s sacrifice isrt or bric-a-brac; it is proof of

“® Quoted in Saunderkane on Kangp. 67.

4" See EuripidesHippolytus with Introduction, Translation and Commentary Michael R. Halleran
(Warminster: Aris & Phillips, 1995), pp. 107-11. tinis regard, the German anglicist Stefani Brusberg
Kiermeier observes: “Strangely enough, Kane doésenthis suicide take place on stage. The maaher
Phaedra’s death is changed back to the way it w&iipides’ play, the heroine of the play depriwéd
her heroic death”. Stefani Brusberg-Kiermeier, “Réng Seneca: Sarah KaneRhaedra’'s Lovg in
Crossing Borders — Intercultural Drama and Theaaethe Turn of the Millennium(Contemporary
Drama in English 8), ed. by Bernhard Reitz and Alyon Rothkirch, (Trier: Wissenschaftlicher Verlag
Trier, 2001), pp. 165-72 (p. 170).

“8 Kane believed that theatregoers deserved to sgthing, even violent deaths: “I mean, if you'ret n
going to see what happens, why pay poundssid) o not see it?”. Quoted in Brusberg-Kiermeier, p.
169.

9 Quoted in Saunderkane on Kangp. 72.

¥ Kane,Phaedra’s Lovep. 91.

®l Kane,Phaedra’s Lovep. 91.
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hersuznconditional and undying love for him that gheilling to pay for with her
life.

Kane’s (re)depiction of Hippolytus and Phaedrarisbpbly the most profound
change that Seneca’s hypotext has undergone, het elements of structural and
ideological re-vision of it should be considered. thedramatispersonadist shows us,
Hippolytus, Phaedra, and her husband Theseus aremnly classical figures that the
young playwright relocates to twentieth-centuByitain, whereas Seneca’sutrix
(nurse), chorus, anduntius (messenger) are omitted or, at least, transforrméadl i
someone else (e.g. the contemporary character n8tngohe). Moreover, Kane adds a
series of supporting characters such as the ramabd a priest, two policemen, and an
angry crowd?

It is worth concentrating on the character of Pha&sddaughter, Strophe,
introduced to replace the queen’s confidante amdctiorus. The most amiable and
generous character in the play, Strophe is a yoworgan who deeply loves her mother
and cares for her stepbrother Hippolytus and hepfather Theseus, even if the bond
that links them is not one of blood. Despite hardkiess and noble feelings, like the
other main characters, Strophe is entrapped imys&inctional dynamics of this royal
family:

STtrROPHE I'll die for this family.

HiPPOLYTUS Yes. You probably will.
| told her about us.

°2 Laurens De VosCruelty and Desire in the Modern Theater: Antonitte@d, Sarah Kane, and Samuel
Beckett{Madison and Teaneck, NJ: Fairleigh Dickinson én$ity Press, 2011), p. 94.

%3 Brusberg-Kiermeier suggests that Kane includesetheinordramatis persona¢o adapt the mythic
narrative to a twentieth-century context, and sunisea the role they play iRhaedra’s Lovepointing
out some of their ideological implication§A priest represents the clergy and changes the fiél
discussion of morality. Two policemen stand forr(apt) law and order: their behaviour serves to
illustrate that even official representatives ratjzén in the cruel mob than fulfil their duty. Thengry
mob that takes revenge on the putative rapist isogied by two women, two men and some children.
The doctor who talks to Phaedra about Hippolytugtlypadakes over the role of Phaedra’s nurse”.
Brusberg-Kiermeier, p. 168.
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STROPHE You what?
HipPOLYTUS Yes. And | mentioned that you'd had her husband.
STROPHE No.
HipPoLYTUS | didn’t say you fucked him on their wedding nightit since he
left the day after —
STROPHE Mother>*
Although her sexual conduct is obviously not irggmhable, Strophe remains a likeable
and sympathetic figure, probably because readexsdors tend to consider this young
woman a victim of the sexual appetites of her psmmbus stepbrother (“Not my sister
after all. One of my victims®) and of the rage of Theseus, who — in the lastesoé
the play — inadvertently rapes and kills his steyghter before cutting his own throat:
THESEUS I'm sorry.
Didn’t know it was you.
God forgive me | didn’t know.
If 'd known it was you I'd nevaave —>°
It is important to note that, besides serving apratic function, the character of
Strophe has meta-dramatic and meta-theatrical a@ees, emphasised by her evocative
name. As Pankratz suggests in her article on cquiesny appropriations of myths in
British and Irish drama, Phaedra’s young daughtayspthe part of the ‘strophe’ of
Greek tragedy (that is the first part of a chordé)“acting as a dialogue partner to
Phaedra and Hippolytus. Strophe’s rape and murgerheseus then might allude to
tradition’s appropriation of myths, to Kane’s retwrg and to reactions to Kane's
rewritings”>’ With these classical and meta-theatrical echdes,figure of Strophe

triggered Edith Hall's critical reaction. In hewiew of the play, which appeared in the

Times Literary Supplemenn 7 June 1996he classicist could not help commenting on

> Kane,Phaedra’s Lovep. 88.

%> Kane,Phaedra’s Lovep. 88.

* Kane,Phaedra’s Lovep. 102.

" Anette Pankratz, “Greek to Us? Appropriations ofthd in Contemporary British and Irish Drama”, in
Crossing Borders — Intercultural Drama and Theaatthe Turn of the MillenniunfContemporary
Drama in English 8), ed. by Bernhard Reitz and Alyon Rothkirch (Trier: Wissenschaftlicher Verlag
Trier, 2001), pp- 151-163 (p. 159).
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what she considered a clumsy mis-appropriation ofet tragedy, stressing the

inaccuracy of Kane’s choice of the young charasteeme and criticising her radical

rewriting at large:
The Greek word ‘strophe’ originally meant a ‘turahd came to be used as the
technical term for the first in a matching pairrotisical stanzas in a dramatic
chorus. But there is no reason for Kane’s choic&twbphe’s name. The play
uses neither music nor chorus, and Strophe’s cterdoes no ‘turning’, since
she is drawn with marginally less flagrant incotesisy than the others in the
play. The gesture her name makes towards the dsantassical ancestry is

indicative of the entire work; it is an attempt desguise what is essentially
inconsequential with a thin layer of allusive obrseuism®

Even if Hall's argument might be convincing fronctlassical/philological perspective,
Kane’s instinctive and unorthodox approach to GmaRoman referents, correctly
defined by Babbage as “both highly partial and wmislgy irreverent®® should not be
discarded as uninteresting or unproductive. Ratkane’s vivid theatrical imagination
re-visions the ancient source in a highly creatinvd personal way, which illuminates
both the classical hypotext and the contemporapehgxt and, at the same time, their
fractured but fertile dialogue.

On the one hand, it is of course true that thig@mpation radically re-interprets
(and sometimes even mis-interprets) the Roman dsaggexley rightly observes that,
for this reasonPhaedra’s Lovecannot be appealing to those reception scholacsamd
mainly interested in classical philology: “Sinceeté is little textual correspondence
between Seneca’s version and Kane’s, classicistkimgpon reception cannot, in this
instance, employ their usual techniques daellenforschundstudy of sources]® In

this regard, it is interesting to note that the tr@sdent Senecan resonance appears in

Scene Four of Kane’s play, just before Phaedraessefs to Hippolytus that she loves

*8 Edith Hall, “A Real Turn-Off, StropheTLS 7 June 1996, p. 20.
%9 Babbage, p. 200.
%0 Bexley, p. 390.
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him. The heroine is increasingly nervous and icstnely reacts when the prince calls
her ‘Mother’:

HipPOLYTUS Come onMother, work it out.
PHAEDRA: Don't call me that.

[-.]
HipPoLYTUS Why shouldn’t | call you motheMother? | thought that's what

was requiréd.

If we compare this passage with its counterpatténthird act of SenecaRhaedra the
textual similarities are striking:
HippoLYTUS Committe curas auribugjater, meis.
PHAEDRA: Matris superbum est nomen et nimium potens;

nostros humilius nomen affectaset.

me uel sororem, Hippolyte, uehtdam uoca,

famulamque potius; omne seruitfenam.
HipPoLYTUS Commit your troubles to my earsother
PHAEDRA: Motheris a proud name and much too great;

A humbler name better fits oweliiegs.

Call me sister, Hippolytus, onsmt,

Better servant; I'll bear all gitnde *?
In this specific passage Seneca’s Phaedra is ewea autspoken than Kane’s, who
“[d]oesn’t respond® to Hippolytus’s question: in Latin the two desitjoas proposed
by the queen (sister and servant) “can have eovtctones, especially the latter which
suggests the ‘servitude of love’ motif, common iotie poetry”®® In addition to the
overall scarcity of textual congruences, as Bexpeynts out, those few “Senecan
elements surfacing iRhaedra’s Lovere mediated not only by translation, but als@aby

» 65

performance tradition rooted in twentieth-centdrgdry”,”” and this complicates things

further.

¢l Kane,Phaedra’s Lovep. 78 [my emphasis].
%2 Boyle, pp. 80-81 [my emphasis].

%3 Kane,Phaedra’s Lovep. 78.

% Mayer, p. 27.

% Bexley, p. 390.
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However, on the other hand, Kane’'s disrespectfattytemporary rewriting
demonstrates that it is possible to dismember areantext maintaining, at the same
time, some of its essence. Indeed, in unique wiigsyoung British dramatist and the
Roman tragedian “display similar aesthetic and @timgualities in their work®® such
as an interest in the corruption of human nature;representation of physical, sexual,
and emotional violence; the penchant for the goptes the macabre, and the
paradoxical facets of the tragic; and the desireexplore and push the theatrical

boundaries to the limit.

1.2 (Inter)Textual Cross-pollination: Brecht and Canus

Since this dissertation deals with contemporaryi®rire-visions of Greek and
Roman tragedies, the first — and largest — sedias focused on the relationship
between Kane and Seneca. However, it is importanétognise thaPhaedra’s Love
also draws upon other textual sources, which weetioned by Kane herself but have
not been examined by scholars so far (the only phiae being Saunders’s first
complete study of Kane’s output, which briefly cioless the European hypotexts of her
rewriting) ®” This section thus aims to address this gap inlacstup in order to suggest
other intertextual directions in Kane’s dramaticrido

As far as her influences are concerned, Kane isuinédly an interesting and
complex writer. Like her fellow playwright Martinrnp, she is one of those theatre
innovators who have been more appreciated in Cemi#h Europe than in Britain. The

most obvious reason behind this hostile recepnatheir own country is that both Kane

% Bexley, p. 390.
%7 See Saunderkpve Me or Kill Me; pp. 72-74, 77, 81.
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and Crimp have been profoundly influenced by Cantial writers and theorists. As
Kane herself declared in a 1998 interview with Nisbert:
[1] mainly [read] non-English stuff, except for Bém, Barker and Bond. It's
mainly European literature. | think with everythihgvrite there are usually a
couple of books that | read again and again whetingr With Cleansedt was
Woyzeck Nineteen Eighty FoyrTwelfth Nightand Strindberg’'sThe Ghost
Sonata Blasted was King Lear and Waiting for Godat It was strange with
Blastedbecause for me there are three sections: theofiessivas very influenced
by Ibsen; the second one by Brecht and the thiedlgnBeckettPhaedra’s Love
was Brecht'sBaal, and CamusThe OutsiderCravewas The WastelandAnd
the new one4.48 Psychos]st's Artaud °®
| have quoted Kane's words at length to give a senfisthe heterogeneity of her
influences, ranging from literature to theatre, nircEnglish-language classics to
Continental plays, novels, and theories. In thighvéesides Seneca’s tragedy, the
sources ofPhaedra’s Lovis are twentieth-century European works: Bertoled@it’'s
first full-length play, Baal (1918), and Albert Camus’s first novel’Etranger (The
Outside) (1942).
Baal was the result of Brecht's hostile reactioner Einsame(The Lonely
Oneg (1917), a play written by the Expressionist autHanns Johst, staging the life of a
late Romantic dramatist, Christian Dietrich Grabé®the stereotypical representation
of a misunderstood genius.Dier Einsamewas the trigger for Brecht's first play, many
commentators have noted tH2aal was, at the same time, a product of the historical
period in which it was written, namely the end bé tFirst World War. As Ronald
Speirs points out:
the imprint of the war is apparent not only in fretagonist’s intense appetite
for life but also in an all-pervading sense of '#féransience, a theme that runs

through the whole of Brecht's Twenties work as dndimg mark of the
existential shock administered by the War.

% Quoted in Saunderkane on Kangpp. 38-39.
% Ronald SpeirsBertolt Brecht(Basingstoke and London: Macmillan, 1987) , p. 17.
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Althoughit was the dramatic debut of a twenty-year-old ypuman, reverberating with
autobiographical echoes and imbued with the atmerspbf its time,Baal played a
crucial role in the development of the German di&stia ideas on theatre by
“adumbrat[ing] concerns and techniques which weréd central to Brecht’'s writing
for the rest of his life”°

From a formal point of viewBaal has an episodic structure, which will later
become a distinctive feature of Brecht’'s Epic Thealts rapid cinematic succession of
short scenes was, in turn, influenced by Blchn@fts/zeckone of Kane’s favourite
plays. As the British dramatist admitted in an iview, even before proposing a new
version ofBaal to the Gate, she had already started working orotwa adaptation of
Brecht’s first play:

before I'd even asked the Gate about ddagl I'd already done some work on

my version of it, so | had these scenes with Badl\arious people. And when |

looked at them again | actually thought this is shene character, so | can just
use this material foPhaedra’s LoveThe scene with Hippolytus and the Priest
was originally written foBaal.”*

A description ofBaals eponymous protagonist, named after an anciedtajo
fertility, will be useful to illuminate his strikmp similarities to Kane’s Hippolytus.
Defined by Brecht himself as “antisocial (asozialjn antisocial society” Baal is an
amoral, lazy, fat, drunken, and lecherous poeindgivea bohemian life devoted to
pleasure. In Speirs’s terms, this Dionysian chardtives as an animal who ‘dies as all

animals die’, a bundle of appetites, drives andsatons, the seat of an unceasing

organic process of consumption and decay, for whimenenjoyment of this process is

° Tony Meech, “Brecht’s Early Plays”, ifihe Cambridge Companion to Brecht’ edn, ed. by Peter
Thomson and Glendyr Sacks (Cambridge: Cambridgevedsity Press, 2006; repr. 2008%[&dn
published in 1994]), pp. 65-77 (p. 70).

> Quoted in Saunderkane on Kangp. 68.

2 Quoted in Ronald Gra@recht: The DramatistCambridge: Cambridge University Press, 197621p.
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all the ‘meaning’ there can be in lifé®.Baal’s uninhibited life is entirely self-centred.
This voracious man considers people just as objedtsr a sexual intercourse, any
woman merely becomes an anonymous and empty $kiellHaufen Fleisch, der kein

Gesicht mehr hat* of which he wants to free himself as soon as ptessi

Like Kane’s Hippolytus, Baal is (probably) bisexuialter in the play he spends
more and more time with his friend Ekart and adrtiith mag kein Weib mehr..*
The proverbial blindness of Phaedra’s illicit passseems to echo Ekart’s feelings for
Baal: when a minor character, Watzmann, affirms Baal “wird immer ekelhafter®®
Ekart's entrenches himself behind unconditionaleloVSage das nicht. Ich will das
nicht héren: Ich liebe ihn. Ich nehme ihm nie irdeas tbel. Weil ich ihn liebe. Er ist
ein Kind".”” However, love will not save Ekart: in a fit of Jeasy, the object of his
desire will turn into his butcher by stabbing hiondeath, just as Hippolytus will be the
primary cause of Phaedra’s suicide.

In addition, it is reasonable to assume that Hipoisls deeply cynical attitude
harks back to Baal: the relentless honesty of theggr-than-life figures makes them
the most sincere characters in both plays. Theghktfarward nature of the hedonist
poet staged by Brecht elicits a sympathetic respdnem the audience: like the
lecherous and laconic prince Phaedra’s Love he seems to “become reluctantly
likeable despite the abundance of unappealing tipgl{] heap[ed] upon him and
notwithstanding the destructive impact of his bétiaen other characters®. In both

plays, the reader’s/spectator's empathy reachadimex in the final scenes, when the

3 Speirs, p. 20.

4 Bertolt Brecht,Baal, in Bertolt Brecht,Erste Stiicke: Baal, Trommeln in der Nacht, Im Rickder
Stadte(Berlin: Suhrkamp Verlag, 1965), p. 32.

> Brecht,Baal, p. 94.

® Brecht,Baal, p. 102.

" Brecht,Baal, p. 102.

8 Babbage, p. 199.

136



death of the protagonist takes centre stage. Vihilelippolytus the grotesque spectacle
of his death is the most exciting event in hisrerilife, Baal merely accepts his demise
“say[ing] nothing passionaté®. However, in a similar way, “he does express a
reflective appreciation of life in general, in Hisal grunt. He is not heroic, or stoical,
but amused and analytical, without self-pi{”.

Baal and Hippolytus also display a considerablerekgof affinity with
Meursault, the protagonist of Camus’s first nolétranger, one of the masterpieces
of French literature. This enigmatic text, set 88Qs Algeria, “among a working-class
pied-noir community”®* tells the story of Meursault, a French citizeringyin North
Africa, who — after the funeral of his mother — teypeditatedly kills a martThe first
striking feature that Meursault shares with Baad ddippolytus is his complete
indifference towards other people. After receiviagelegram informing him of his
mother’s death, Meursault is emotionally anestledtend totally alienated from reality.
Blurring temporal boundaries, he does not even kmdwen she died: “Aujourd’hui,
maman est morte. Ou peut-étre hier, je ne saisJesecu un télégramme de l'asile :
‘Mere décédée. Enterrement demain. Sentimentsndists’. Cela ne veut rien dire.
C’était peut-étre hier®® Instead of expressing grief over his mother’s ldekteursault
drinks coffee and smokes a cigarette next to tH&ncdAfter the funeral, he even
assumes, with disarming nonchalance, that, “somm#et il n'y avait rien de

changé™?

" Gray, p. 18.

8 Gray, p. 18.

81 Adele King, “Introduction: After Fifty Years, Skik Stranger”, irCamus’sL’Etranget. Fifty Years On
ed. by Adele King (Basingstoke and London: Macmill2992), pp. 1-15 (p. 7).

8 Albert Camus,L’Etranger (Paris: Editions Gallimard, 1957 [1942]), p. 9.

8 Camus|'Etranger, p. 41.
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Although he is less lustful and narcissistic thha bther two characters, like
Baal and Hippolytus, the protagonist OEtranger is not capable of loving another
person. Though his lover Marie wants to spend és¢ of her life with him, Meursault
feels emotionally dry: “[...] elle m’a demandé siljaimais. Je lui ai répondu que cela
ne voulait rien dire, mais qu'il me semblait queh® For him, Marie is just a face in a
female crowd, nothing more than an anonymous olgéctesire among many others
populating his mind: “Je ne pensais jamais a Mpagiculierement. Mais je pensais
tellement a une femme, aux femmes, a toutes lesnstances ou je les avais aimées,
que ma cellule s’emplissait de tous les visagee @euplait de mes désifs”.

Possibly the most significant textual similaritletween Kane’®haedra’s Love
and Camus’d’Etranger might be identified in their final pages. EverKiéine affirms
that the scene featuring Hippolytus and the prigas originally written for her
adaptation ofBaal, thus acknowledging her debt to Brecht, there ipaasage in
Camus’s obliqgue work that is even more resonantvards the end of the novel, the
condemned protagonist receives the unannounced¥idie prison chaplain, who tries
vainly to convince him to repent of his sins — exiyi in keeping with what will happen
in Phaedra’s Love Just like Hippolytus, Meursault does not belieneGod and is
visibly irritated by the priest’s affected compassi He points out that the chaplain is
not his father, thus he should not address hins@s’:' “ll a essayé de changer de sujet
en me demandant pourquoi je I'appelais ‘monsietiman pas ‘mon pére’. Cela m'a
énervé et je lui ai répondu qu'il n'était pas margi®® In Scene Six oPhaedra’s
Love Kane clearly rewrites (and enacts) Camus’s texkier typically sparse style:

PrRIEST. Son.

* Camus)'Etranger, p. 59.
% Camus|Etranger, p. 121.
8 Camus|'Etranger, p. 182.
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HiPPOLYTUS You're not my father. He won't be visitirfg.
In addition, the visionary sentence closih@tranger seems to anticipate the final
scene in Kane’s play, staging Hippolytus’s brutaiching by an angry mob: “il me
restait a souhaiter qu’il y ait beaucoup de speatatle jour de mon exécution et qu’ils
m'accueillent avec des cris de haiff®"In her final scene, as we shall see in the

following sections, Kane graphically translate®iattion Camus’s obscure words.

2.BODIES ON STAGE : GENERIC AMBIGUITY AND CONTEMPORARY POLITICS

2.1 When Funny Means Redeeming: The Tragic, The Can) and the Grotesque

When | asked Graham Saunders what Sarah Kane keas& smiled and said:
“She was very nice. And funny. Really funriy?’Then he told me a couple of amusing
anecdotes. | think that Saunders’s words are peatiy revealing, in that they offer an
unusual description of thenfant terribleof British theatre, grasping the true — and
seemingly contradictory — essence of the young woamal writer. In spite of what has
too often been said and written on her, Kare®gousis indeed the output of a gentle
soul and a lively and witty mind. Her irreverentdagark humour never let her down:
even when she was extremely unhappy, it was actefeweapon against the darkest
depths of her mind. This is well exemplified by tpenesis oPhaedra’s Lovedefined

by the author herself as “a comed{and a play that Kane wrote when she was “deeply

87 Kane,Phaedra’s Lovep. 92.

8 Camus).'Etranger, p. 186.

8 personal conversation with Saunders (London, 2e8eger 2015).
% Quoted in Saunderkane on Kangp. 70.
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depressed® Indeed, for Kane humour had “a life-saving” quaft The dramatist
declared that when she was considering writingaeredra, she
read an article in a newspaper written by a man’avibeen suffering from
clinical depression for three years. And he sa& dhly thing that he’d had to
hang onto was this really morbid sense of humduwas the only thing that
made him bearable to be with. And that kept hintedol suppose that was the
thing with Phaedra’s Lovel think when you are depressed oddly your sefise o
humour is the last thing to go; when that goes tymncompletely lose it. And
actually Hippolytus never ever losesit.
The figure of the debauched and cynical prince blyips gives a sense of the
redemptive value of humour in her life and work:€’sla complete shit, but he’s also
very funny, and for me that's alwaygdeemingl think there are people who can treat
you really badly, but if they do it with a sensehoimour, then you can forgive therf{”.
Pointing out what, in tragic terms, could be ddiires the cathartic potential of the
comic, Kane blurs and overlaps traditionally amiit categories. In doing so, in a
sense, she hints at the idea of generic crossapbthn, which is one of the most
intriguing and less studied aspects of her worktilUow, the vast majority of critical
studies on Kane’s output has tended to focus on peerchant for violence and
bleakness, rather than considering how this interatth the dark humour pervading
her dramas, especialBhaedra’sLove.
The first and, to my knowledge, only thorough aselyf the pivotal role played
by the comic in Kane’s work is Ken Urban’s essatitiea “The Body’s Cruel Joke:

The Comic Theatre of Sarah Kane” (2007). Here, braggues that the “somewhat

monochromatic portrait of her plays, where her paithenticates or validates her

1 Quoted in Saunder&ane on Kangp. 70.

%2 Quoted in Saunderkpve Me or Kill Me! p. 78.

% Quoted in Saunderkpve Me or Kill Me; p. 78.

% Quoted in Saunderkane on Kangp. 71 [my emphasis].
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"9 is deeply influenced by the enormous impact ofgremature death. The tragic

work
nature of Kane’s suicide thus seems to cast a glairadow even on the funniest lines
of her plays. What Urban aims to demonstrate i§ thaKane’s dramatic output, “the
laugh is as important as the gasphecause it forces the audience to reconsider graph
violence, “not as a release from the intensityhef $pectacle, but as a reinforcement of
its spectacular power. Urban’s book chapter revolves around the idea lthaghing
often hurts and stresses the intimate relationdlgfween comedy and the body,
“reaffirming the cruelty at the heart of the humiotit However, strangely enough, he
focuses primarily onBlasted and Cleanse¢ mentioning Kane’s ‘comedy’ just in
passing.

It is no surprise that, when it comesRbaedra’s Lovethe majority of scholars
mainly concentrate on the intertextual relationshgtween Kane’s version of the
ancient myth and her classical sources which | fetensively discussed in the first
part of this chapter. Instead, attention is rarpbid to the multilayered generic
architecture of this contemporary rewriting, in athi“preconceived notion%” such as
the tragic and the comic often overlap, elicitingnaed and discomforting response
from the audience. Drawing on Urban’s premise timaKane’s theatre, the comic often
springs from the corporeal, this section seeksdtiress another gap in scholarship by
exploring the generic intersections in this play.

The mixed reaction of the reviewers is particulargvealing about the

ambiguities permeatin@haedra’s Love Nearly all theatre critics who saw the first

% Ken Urban, “The Body’s Cruel Joke: The Comic Theatf Sarah Kane”, ih Concise Companion to
Contemporary British and Irish Dramad. by Nadine Holdsworth and Mary Luckhurst (Mald MA,
Oxford, and Chichester: Blackwell, 2008), pp. 149({@. 166).

% Urban, “The Body’s Cruel Joke”, p. 150.

" Urban, “The Body’s Cruel Joke”, p. 150.

% Urban, “The Body’s Cruel Joke”, p. 151.

% John L. StyanThe Dark Comedy: The Development of Modern Conmagddy 2™ edn (Cambridge:
Cambridge University Press, 1968 [1962]), p. vi.
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production of Kane'$?haedraat the Gate in 1996 were disgusted by the “catedomf
masturbation, oral sex, rape and castratf8f'Nevertheless, at some point in their
reviews, they used similar words to indicate theusimg quality of the play. The
Independens Paul Taylor, for instance, described Kane’'s wgtas “laconic, often
blackly funny”°* entirely in keeping with Michael Billington’s wosdn theGuardian
(“her dialogue is often laconically funny*j? In What's On Samantha Marlowe even
defined the play as “riotously entertainind® while the Evening Standard Kate
Stratton affirmed that Kane brought “just the rigdatonic inflections and dark comic
edge to her materiat®® It is no hard to see why: iRhaedra’s LoveKane writes some
of her funniest dialogues. Despite his despicaldstyle, the most comic character in
the play is undoubtedly Hippolytus. As Phaedra élérsuggests in Scene Two, the
remarkable popularity of the lecherous prince dyeddpends on his humorousness:

PHAEDRA: He’s very popular.

DocTor Why?

PHAEDRA: He'’s funny*®®
With his cynical comments and disarming honestyppdlytus almost always
guarantees a laugh. On the whole, Kane’s sharpy,waimd unadorned speech, her short
scenes and (mainly) domestic setting could be tA@mingredients of a contemporary
sitcom featuring the Royals. It is interesting totenthat a couple of scholars have
placed Kane’s radical rewriting within the quintessally English tradition of black

humour and mentioned the influence of Monty Pythad their re-invention of British

comedy. For Brusberg-Kiermeier, Kane's play “couidt have been written and

190 Aleks Sierz Tribune 31 May 1996 Theatre Recordvol. XVI, no. 11 (1996), p. 651.

191 paul Taylor)ndependent23 May 1996Theatre Recordvol. XVI, no. 11 (1996), pp. 651-2 (p. 652).
192 Michael Billington,Guardian 21 May 1996Theatre Recordvol. XVI, no. 11 (1996), p. 652.

193 samantha Marlow&)hat's On 29 May 1996Theatre Recordvol. XVI, no. 11 (1996), p. 652.

104 Kate StrattonEvening Standard21 May 1996 Theatre Recordvol. XVI, no. 11 (1996), p. 653.

195 Kane,Phaedra’s Lovepp. 66-67.
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performed without the strong cultural impact of “Mgp Pythons’ Flying Circus*®®
Similarly, Sean Carney argues that this Ninetieseldha “is a thoroughly comic play, as
if the Pythons had decided to stage a parody oRibyal family by starring them in a
Roman tragedy*®’ The opening lines in the play are a good instarfddippolytus’s
kind of humorousness:

HipPOLYTUS When was the last time you had a fuck?

PHAEDRA: That's not the sort of question you should askrygiepmother.

HippoLYTUS Not Theseus, then. Don't suppose he’s keepidgyieither

Even if the comic peppers the entire play, reduélhgedra’s Loveao a comedy
might be simplistic and misleading. Indeed, Kanesdoot limit herself to transforming
an ancient tragedy into a postmodern comedy. Rabhediscarding the rules of the
noblest dramatic genre, the dramatist intermingfiaditionally irreconcilable modes.
While Hippolytus seduces the readers/audience migthunny and witty lines, the most
overtly tragic figure in the play is Phaedra, “g]lonly person” — as Carney puts it —
“who doesn’t know she is in a parody of traged}’ Phaedra’s story is a sad tale of
unrequited love for her stepson (“[a] spear in ritesburning”)'*° When she reveals
her blind passion to Strophe, who in this scenetfans as a classical chorus, in the
best romantic tradition the queen is convinced #h&t and her son are destined to be
together: “PIAEDRA: There’s a thing between us, an awesome fuckingythean you
feel it? It burns. Meant to be. We were. Meant &.%" Cursed by this obsession,

Phaedra “[c]lan’t switch this off. Can't crush ita€t”.**?Acting like a proper tragic

heroine, the queen hangs herself in the name oflicgrlove. Things come full circle

1% Brusberg-Kiermeier, p. 169.

197 Sean CarneyThe Politics and Poetics of Contemporary Englislagedy (Toronto, Buffalo, and
London: University of Toronto Press, 2013), p. 272.

198 Kane,Phaedra’s Lovep. 74.

199 Carney, p. 273.

110 Kane,Phaedra’s Lovep. 69.

1 Kane,Phaedra’s Lovep. 71.

112 Kane,Phaedra’s Lovep. 71.
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in Scene Seven, when Phaedra’s body, whi@s “on a funeral pyrecovered,*'?

actually ‘goes up in flamé&d* as the result of that burning passion consumimdbert
and souf*®

While Phaedra, as we have seen, is rooted in thbaijc dimensiort*® from
the outset, Hippolytus is defined by his spoiledygovhose ostension opens and closes
the play. The first scene stages the decadenteyralone, watching TViti a darkened
roont.*” Kane’s stage directions are extremely detailegipbliytus ‘s sprawled on a
sofa surrounded by expensive electronic toys, emngp and sweets packets, and a
scattering of used socks and underi€af This bodily position provides us with a clue
about his equally lecherous and nihilistic attitutsprawled” like a lascivious Roman
Emperor, Hippolytus does not care about anythingawyone but himself, and is
governed by his appetites. He is eating unheatiby fand watching a violent American
film without any emotional involvement:

He sniffs.

He feels a sneeze coming on and rubs his nosepatst

It still irritates him.

He looks around the room and picks up a sock.

He examines the sock carefully then blows his nose

He throws the sock back on the floor and contirtaessat the hamburger.

The film becomes particularly violent.

HipPOLYTUSWatches impassively.

He picks up another sock, examines it and discérds

He picks up another, examines it and decidesirtts f

He puts his penis into the sock and masturbataEhantomes without a flicker

of pleasure.
He takes off the sock and throws it on the floor.

113 Kane,Phaedra’s Lovep. 97.

114 Kane,Phaedra’s Lovep. 97.

115 “phaedra repeatedly describes her desire for Hjjpmoas burning — “You burn me” (84) she tells
him. This emotional experience is, after her s@icidanslated into a physical one when her bodhist
on a pyre”. Clare WallaceSuspect Cultures: Narrative, ldentity & Citation 990s New Drama
(Prague: Litteraria Pragensia, 2006), p. 219.

118 See Bexley, pp. 371-3.

117 Kane,Phaedra’s Lovep. 65.

118 Kane,Phaedra’s Lovep. 65.
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He begins another hamburg€r.

| have quoted the opening stage directions at lebgtause they accurately describe
Hippolytus’s degraded body, which might be defiasdgrotesque in Mikhail Bakhtin’s
terms. The figure of the decadent prince starkiptasts with the perfection and
stability of the classical image of the body, &-sehtained system characterised by a
“closed, smooth, and impenetrable surfat®acting as a barrier between the body and
the outer reality. Hippolytus’s mechanical sequertfe actions (eating, sniffing,
sneezing, blowing his nose on a sock, masturbatitoganother one, and eating again)
enacts the constant interchange between his bodytren world through permeable
borders: “[a]ll these convexities and orifices haveommon characteristic; it is within
them that the confines between bodies and betwkenbbdy and the world are
overcome: there is an interchange and an intetatien”.*?* Food entering his mouth
(“through which enters the world to be swalloweddf) and fluids (mucus and semen)
oozing from his nose and genital organs blur thendaries between the organic
dimension and the inorganic space. As a resultptimee’s body is highly ambiguous:
on the one hand, his physical desires may seera tibebaffirming, while on the other,
his fat, motionless, and disturbing body suggdstsidea of decay. One of the defining
characteristics of the grotesque is indeed thefusf contrasts: the audience is equally
amused and disgusted by a depraved body that chaflesaughter and discomfdft
This grotesque representation of Hippolytus’s baall exemplifies Kane’s constant

interplay between tragipathosand comicbathos In the first scene of the play, as

119 Kane,Phaedra’s Lovep. 65.

120 Mikhail Bakhtin, Rabelais and His Worldtrans. by Héléne Iswolsky (Bloomington: Indiana
University Press, 1984), p. 317.

121 Bakhtin, p. 317.

122 Bakhtin, p. 317.

123 See Philip Thomsorfhe GrotesquélLondon: Methuen, 1972).
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Carney puts it, “[tJragic representation has beegded down beyond the level of the
body and into the realm of soiled underpants ané food”*** Hippolytus’s grotesque

body produces another anticlimax in Scene FourerAfbnfessing her unconditional
love, Phaedra performs oral sex on the prince vidsert-mindedly receives her carnal

present, tvatch[ing] the screen throughout®

The pathosof Phaedra’s declaration of
love is thus subverted by a sexual act which ismmegess for Hippolytus.

However, the scene in which generic cross-pollomatis most evident is
undeniably the final one, staging Hippolytus’s litg “[o]utside the court?® The
number of deaths in Scene Eight (Strophe’s, Théseasd Hippolytus’'s) would
probably qualify the ending of the play as the exrof a tragedy. Nevertheless, the
amount of extreme bodily violence — whose functiot be discussed in the following
section on the politics of dismemberment — doespmetent us from detecting some
comic elements in the scene.

As we have seen, the result of this merging of sgpanodes is the grotesque,
an aesthetic category which triggers off a typicalnbivalent, mixed reaction. In this
final bloodbath, Hippolytus’s body takes centregstaafter being strangled with a tie by
an unnamed man and subsequenHicKed by thelNOMEN as he chokes into semi-
consciousne&s?’, the prince is deprived of his genitals, which gretesquely grilled:

MAN 1 pulls downHIPPOLYTUS trousers

WOMAN 2 cuts off his genitals

They are thrown onto the barbectfé.

The atrocity of this mutilation is followed by thishd of cruel laughter which, as Urban

would suggest, enhances the violent spectacleggMace in the theatrical arena. The

124 Carney, p. 273.

125 Kane,Phaedra’s Lovep. 81.

126 Kane,Phaedra’s Lovep. 98.

127 Kane,Phaedra’s Lovepp. 100-1.
128 Kane,Phaedra’s Lovep. 101.
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laughter here is even crueller and more disturbeapsidering that it comes from
children:
The children cheer.
A child takes them off the barbecue and throws thieamother child, who
screams and runs away.
Much laughter
Someone retrieves them and they are thrown to d4dog
After that, Hippolytus is savagely cuirém groin to che&t*° and his bowels are torn
out and thrown onto the barbec¢d&, then — in an escalation of violence — hekisked
and stoned and spat oi*? Clare Wallace points out that this dismembermethighly
symbolical: “[tlhe very organs he has overused abdsed with indifference (his
genitals and stomach), are those which are vigleéaten from him™>® Notably, in a
Bakhtinian perspective, these two bodily parts,pghallus and the bowels,
play the leading role in the grotesque image, ansl precisely for this reason
that they are predominantly subject to positiveggesation, to hyperbolization;
they can even detach themselves from the bodyemadldn independent life, for
they hide the rest of the body, as something seyridf
Besides the bowels and the genitals, Bakhtin aissses the importance of the nose,
the mouth, and the anus. Except for the lattethake areas of Hippolytus’s body, to a
larger or lesser extent, are referred to in thg.pAats such as
[e]ating, drinking, defecation and other eliminati(sweating, blowing of the
nose, sneezing), as well as copulation, pregnatisgnemberment, swallowing
up by another body [...] are performed on the corsfiokethe body and the outer

world, or on the confines of the old and new boflty.all these events the
beginning and end of life are closely linked angiwoven !

129 Kane,Phaedra’s Lovep. 101.
130 Kane,Phaedra’s Lovep. 101.
131 Kane,Phaedra’s Lovep. 101.
132 Kane,Phaedra’s Lovep. 101.
13 wallace, p. 219.
134 Bakhtin, p. 317.
135 Bakhtin, p. 317.
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The final moments of Scene Eight stage the dismesdh@ince being eaten by vultures
like a twentieth-century Prometheus, who — in aiplemic revelation — smiles and
affirms: “If there could have been more moments likis”**° Oscillating between life
and death, this powerful image reinforces one ntiare the intermingling of the tragic

and the comic, gbathosandbathospeculiar toPhaedra’s Love

2.2 Corrupted Bodies: The Politics of Dismemberment

The history of theatre is also the history of spegtar violence and provocation
at large!®” More specifically, Dan Rebellato points out tHa British stage has always
had a

a long fascination with distorting, injuring, muaiing and dissecting human

bodies. It goes back as far as the earliest forinserpted theatre in Britain, in

the representations of the Crucifixion from the reedl pageant plays, and of
course is evident in the gouging out of eyes inkBhpeare’King Lear or the
many atrocities that punctuaféus Andronicug®®
More than at any other time in its history, in {h@st two decades British theatre has
been characterised by “a proliferation of imagesolving bodily mutilation and
dismemberment**® Examples of this theatrical display of physicatoeities may
include Martin Crimp’sThe Treatmen{1993) with its a powerful eye-gouging scene

strongly reminiscent oKing Lear, and one which possibly inspired later plays by a

136 Kane,Phaedra’s Lovep. 103.

137 For “A Brief History of Provocation”, see Alekse8t, In-Yer-Face Theatre: British Drama Today
(London: Faber and Faber, 2001), pp. 10-30.

138 Dan Rebellato, “Violence and the Body: Dissectitepent British Drama”,Anglo Files 126 (2002),

pp. 15-26 (p. 15).

1% Dan Rebellato, “Because It Feels Fucking AmaziRgcent British Drama and Bodily Mutilation”

in Cool Britannia? British Political Drama in the 1990ed. by Rebecca D’'Monté and Graham Saunders
(Basingstoke and New York: Palgrave Macmillan, 2008. 192-207 (p. 192).
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younger generation of dramatists, including Markvé&will and Sarah Karné?
Between 1995 and 1998, also Kane’s first three gliamgleed prominently featured
mutilation and dismemberment. Blasted lan’s eyes are sucked out, bitten off and
subsequently eaten; iRhaedra’s LoveHippolytus is entirely dismembered; and in
Cleansedthe bodies of the characters are broken apaat $gdistic ‘doctor’, Tinket**
The beginning of the new millennium provides newtamces of bodily dissection, as
Rebellato implies. David GreigSan Diega(2003) features the character of Laura who
cuts bits of herself off, cooks them and feeds th@mher boyfriend, while the
protagonist of Ravenhill's dystopian play, evocalyventitledThe Cut(2006), performs
an ambiguous surgical procedure.

As said, the proliferation of cruel images enactimig obsession with the body
is the most distinctive feature of the so-calledyer-face theatre’, which, in the words
of Aleks Sierz, was characterised by “its intensity deliberate relentlessness and its
ruthless commitment to extreme$® However, in Nineties Britain, taboo-breaking
images did not proliferate exclusively on the stdget — more widely — “in the art
world; in the work of the Young British Artists, Oes were distended, preserved,
miniaturized, parodied, punctured and transplant&iThis is well exemplified by
Sensation, the controversial art exhibition of GdaSaatchi’s contemporary collection
— including various artworks by the YBAs — whiclokoplace at the Royal Academy of

Art, London, in 1997 and later toured to Berlin d¥elw York. Rebellato stresses some

140 «Before the in-yer-face 1990s playwrights emerg@dmp anticipated this contemporary sensibility:
the scenes iThe Treatmentwhen Jennifer performs oral sex on Andrew and tEts the contents of
her mouth into an ashtray, or when Anne and Clifftear out Clifford’s eyes, anticipate the shocking
stage images of Sarah Kane and Mark Ravenhill’ké\I8ierz,The Theatre of Martin Crimp2™ edn
(London and New York: Bloomsbury Methuen Drama, 20p. 168.

141 On the role of the body in Kane’s second pBlgansed see my article “Dealing with Bodies: The
Corporeal Dimension in Sarah Kané$eansedand Martin Crimp’sThe Country, JCDE: Journal of
Contemporary Drama in Englisi (2013), pp. 137-48.

192 Aleks SierzIn-Yer-Face Theatrgp. xiii.

143 Rebellato, “Because It Feels Fucking Amazing’, pp3-4.
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considerable similarities between the imagery afsagon and Kane’s sensational and
shocking images:

Kane’s Cleansedseemed to pick up — perhaps unconsciously — orstibe/’s

images of bodily distortion and dismemberment, astlez Butterworth’s1ojo

seemed to tune into the mixture of brutality anthedy in Quentin Tarantino’s

films Reservoir Dog$1992) andPulp Fiction(1994)4
As these examples suggest, in Nineties Britain, lboey was the tempting and
vulnerable target of several writers and artistspwWab)used and corrupted it through
their creative violence: “Throughout the cultur@dles were under attack: distorted,
distended, dismembered® Deprived of their limbs and organs, these mutlate
physical beings were far from being meaninglesgeabj Rather, as grotesquely devoid
shells of a fragmented, postmodern Self entrappedlysfunctional relationships with
the Other, their borders became more permeabldjtdang the intersections and
clashes between the body, culture, and societyther words, as Colette Conroy puts it
in herTheatre & the Body2010), “[the body is a way of thinking about theints of
connection between the person and the world. dtwsy of thinking about the flesh or
matter or morphology or biology of a person, anadubhow that conflicts with,
connects with or constitutes culturé®,

In Phaedra’s LoveHippolytus’s figure provides a striking instancé those
bodies savagely assaulted in the theatrical a\atéle the affective impact of Kane’s
graphic violence has been extensively discussedtiyr scholars, my concern in this

section lies with the political overtones of thébjpei dismemberment of a contemporary

prince corrupted by lust and power. First idealised idolised as frequently happens

144 Rebellato, “Because It Feels Fucking Amazing’1p4.
15 Rebellato, “Because It Feels Fucking Amazing’1p4.
146 Colette ConroyTheatre & the BodyBasingstoke and New York: Palgrave Macmillan, @0p. 32.

150



within celebrity culture, Hippolytus’s body is swogiently torn into pieces by the
discontent of those who previously admired it.

As seen above, from the very first scenéPbbedra’s Lovethe protagonist is
dysfunctional, overweight, voracious, yet his ap#th body becomes the pivot on
which the play revolves. Though he is extremelyysapamong his subjects (8€oPHE
“They do love him. Everyone loves him*}’ the lecherous and unemotional prince
(ironically defined by his stepsister and formevedpas “a sexual disaster ar&4 is
aware that his considerable appeal lies exclusivehis royal blood: “Everyone wants
a royal cock, | should know. [...] Or a royal cunthfat’s your preference™®

Despite the tragic events unfolding outside hisutiously claustrophobic
cocoon, the celebration of the prince’s birthdaythe only thing that matters, as
Hippolytus himself cynically claims: “News. Anotheape. Child murdered. War
somewhere. Few thousand jobs gone. But none of niagers 'cause it's a royal
birthday” *° However, this alienated and depressed prince oesare about ordinary
people and ignores the birthday presents they bonthe palace gate — the barrier
between royalty and the rest of the world. In essghe despises them for loving him:

PHAEDRA: People brought them to the gate. | think theikd to have given

them to you in person. Taken photos.

HipPOLYTUS They're poor.

PHAEDRA: Yes, isn't it charming?

HipPOLYTUS It's revolting. (He opens a presehtWhat the fuck am | going to

do with a bagatelle?

What's this?He shakes a preseptetter bomb. Get rid of this
tat, give it to Oxfam, | don’t need'it.

147 Kane,Phaedra’s Lovep. 72.
18 Kane,Phaedra’s Lovep. 73.
199 Kane,Phaedra’s Lovep. 74.
%0 Kane,Phaedra’s Lovep. 74.
131 Kane,Phaedra’s Lovep. 75.
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Paradoxically, everybody wants Hippolytus’s grotesdpody — the more repulsive he
gets, the more sex he has:

HiPPOLYTUS [...]
Women find mechumore attractive since I've become fat. They
think | mustvesa secret.

(He blows his nose on the sock and discards it.)

I'm fat. I'm disgusting. I'm miserable.
But | get lots of sex. Therefore. %

By contrast, however, he seems to start fallinguhlic esteem:

PHAEDRA: It's a token of their esteem.
HiPPOLYTUS Less than last year:

This becomes evident towards the end of the pldagnwunnamed members of
an angry mob, hugely disappointed by Hippolytusiper charge, wait for the prince
outside the court. The theatrical space is transorinto a spectacular arena where the
whole community gathers to see (and participatethiy public show. This crowd is
formed by people coming from various parts of tbentry who are eager to ‘attend’
this spectacular trial and attack Hippolytus:

THESEUS Come far?

MAN 1: Newcastle.

WoMaAN 1: Brought the kids.

CHILD: And a barby. [barbecue]
MAN 1: String him up, they should.
WOMAN 2: The bastard.

MAN 1: Whole fucking pack of them.
WOMAN 1: Set an example.

MAN 1: What do they take us for?
WOMAN 1: Parasites.

MAN 2: We pay the raping bastard.
MAN 1: No more***

152 Kane,Phaedra’s Lovepp. 77-78.
133 Kane,Phaedra’s Lovep. 75.
14 Kane,Phaedra’s Lovep. 98.
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The subjects accuse their prince of being a “bditar reiterating this epithet like a
refrain throughout the final scene. Their harshdsoshow how the reputation of the
monarchy is crumbling and the public support f@ tayal family inexorably declining.
But the crowd is not formed exclusively by ordingrgople. Theseus, who disguises
himself and joins the mob, believes his son guwftyaping his wife Phaedra. Driven by
a desire for revenge, the head of the Establishraetntely participates in the public
execution of “the corrupting elememt® of the family. When he finally emerges,
Hippolytus ‘breaks free from th@oLICEMEN holding him and hurls himself into the
crowd'.*®’ The prince literally offers his corrupt body teethostile men, women, and
children who are increasingly impatient to infligtolence on him. In doing so,
Hippolytus's body becomes “a zero, a mere site dchvsociety [...] can inscribe
itself”.**® And yet, interestingly, before being tortured bhistBacchic community, the
prince ‘falls into the arms™° of the head of the family, Theseus:
MAN 1: Kill him. Kill the royal slag.
HippoOLYTUSloOkS intoTHESEUS face
HIPPOLYTUS You.
THESEUShesitates, then kisses him full on the lips arghpa him into the
arms ofMAN 2.
THESEUS Kill him.
MAN 2 holdsHIPPOLYTUS
MAN 1 takes a tie from around a child’s neakd puts it around
HPPOLYTUS throat He strangledHippoLYTus who is kicked byhe
WOMEN as he chokes into semi-consciousness.
WoMaAN 2 produces a knifé®°

Here, Kane’s imagery veers towards the religiousetision: as Bexley observes, the

prince “becomes a kind of Jesus figure”, while #weg “resembles Judas when he

1% Kane,Phaedra’s Lovep. 98.

1%6 Kane,Phaedra’s Lovep. 99.

157 Kane,Phaedra’s Lovep. 100.

138 Rebellato, “Because It Feels Fucking Amazing’1p5.
159 Kane,Phaedra’s Lovep. 100.

10 Kane,Phaedra’s Lovepp. 100-1.
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kisses Hippolytus before throwing him into the flesarms of the waiting crowd™**
But Theseus is not the only member of the royalilfapresent in this scene. His
stepdaughter and former lover Strophe is hiddehercrowd (in disguise) to defend her
beloved Hippolytus (“I'll stand by you™? “Ill help you hide™®3. Defined by
Hippolytus “as a pseudo-princess? the young woman is the only one who has not
been corrupted by royal power and is willing torgee herself for the “[s]ake of the
family” 1>
HipPOLYTUS Strange. The one person in this family who haslain to its

history is the most sickegijnloyal. Poor relation who wants to

be what she never Wifl.
Strophe meets her end in a tragic way: she is rapddilled by the king, who fails to
recognise her in the crowd. Having no royal blabe, young woman is just a faceless
subject among others, repudiated by the dysfunatiéamily she wanted to keep
together and physically abused by those ‘legitityaie power.

Even more interestingly, in the first (gory) protian directed by Kane herself,
the spectators could be considered part of theustmob as well. The theatrical
boundaries between the stage and the audiencebiered by Kane, who placed the
perpetrators of violence in the middle of the andes as Christine Woodworth notes:

Planting actors in the audience implies that we raot only complicit in the

violence enacted before us, but that we participatg as well. Despite the

knowledge that the audience turned mob was plabhtfdrehand, the scene
positions the “real” audience members in the midshe violence®’

161 Bexley, p. 379.

162 Kane,Phaedra’s Lovep. 88.

183 Kane,Phaedra’s Lovep. 91.

184 Kane,Phaedra’s Lovep. 87.

185 Kane,Phaedra’s Lovep. 88.

16 Kane,Phaedra’s Lovep. 88.

167 Christine Woodworth, “Summon Up the Blood’: Theyfized (or Sticky) Stuff of Violence in Three
Plays by Sarah KaneTheatre Symposium8 (2010), pp. 11-22 (p. 16).
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Therefore, the audience at the Gate Theatre didmmerely attend a shocking and
visceral performance staging blood, violent deathd physical dismembermefit but
also felt part of that community aggressively reagagainst the body of power. In that
tiny theatrical space, bodies intermingled, oveskh and interacted with one another,
generating a network of corporeal reverberatiotis in political echoes.

Before concluding this section, it is worth straegsthat the politics of Kane’s
drama is never explicit. In line with other critiddrban has rightly observed that “her
work is not political [...] in any traditional semsNo programme is espoused; no
solutions are proposed. Characters do not represgntlear divide between good and
evil, victim and victimizer; there is no clear mage, no commitment to a specific
goal”**° Phaedra’s Loveperfectly exemplifies this point: Kane does notéa political
agenda and it is reasonable to argue that she megeides the audience with easy
solutions. Since she blurs ethical boundaries, difficult to distinguish clearly between
the abused and the abusers. Hippolytus, for inetaafter abusing his body and his
sexual partners’ emotions, is in turn physicallyjusdd by the social body. This
ambiguity does not merely concern tleamatis persongebut also the blurred
relationship between the onstage and the offstage.

Bearing this in mind, | have deliberately been g about drawing explicit

parallels to the House of Windsor. Initially, it svaempting to compare Kane’s

168 «\\e made a decision that | would try to do thelefwe as realistically as possible. If it didn’t ko
then we’d try something else. But that was thetisigqupoint to see how it went. And the very firshé
when we did the final scene with all the blood #mel false bowels by the end of it we were all selyer
traumatized. All the actors were standing thereeced in blood having just raped and slit their #tsp
and then one of them said, ‘this is the most disggsplay I've ever been in’, and he walked out.tBu
because of the work we'd done before, all of uswknieat point was reached because of a series of
emotional journeys that had been made. So nones deltiit was unjustified, it was just completely
unpleasant... And it turned out to be a lot easiantjou would think it is. | mean you write somethin
like his bowels are torn outind that seemed an incredibly difficult thingdtm But actually audiences are
really willing to believe something is happeningyifu give them the slightest suggestion that it is”
Quoted in Saunderkpve Me or Kill Me; p. 80 [original emphasis].

%9 Urban, “The Body’s Cruel Joke”, p. 155.
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characters to some glamorous members of the Britighl family and examine this

170

theme in detait.” After all, Kane herself stated:

It [Seneca’sPhaedrd depicts a sexually corrupt royal family so it'snspletely
contemporary. This was long before Diana [Princdéd&/ales] died. But there is
all that stuff in the last scene Phaedra’s Loveabout the most popular person
in the royal family dying and so on. Now would beeally good time for a
production here [in Britainj’*
Even if it is perfectly reasonable to justify thid of association, focusing on the
scandals surrounding the Windsor family in the yead mid Nineties might be
misleading. Kane’s play has a wider scope: hergaet of British royalty, in a sense,
relocates and reframes Seneca’s veiled attack ercdiruption of the Roman power
elite. As the classicist Zina Giannopoulou obsert/€ke ruthlessly honest portrayal of
a spoiled prince, given over to the joyless congionpof material goods and to an
appreciation of the world as depicted on televisechoes the morally and politically
complacent Rome of Seneca’s tinté®. Crossing temporal and spatial borders,
Phaedra’s Lovds not a state-of-the-nation play. Dismemberind a&-membering its
hypotext/s, Kane's palimpsestic critique of powehiaves much more universal

» 173

overtones. Her typical “lack of geographical spety prevents the

170 Some distinguished Kane scholars have already rshbis association. Saunders, for example, has
identified some similarities between the femalerabgers in the play and the Princess of Wales: &an
also uses the characters of Phaedra and Stroptmariment upon and draw parallels to the British koya
family. Both mother and daughter are depicted asiders to the royal household, and in a cynicaveno
are brought in by the old order in an attempt foegh and restore its mystiqué’ove Me or Kill Me; p.

75. Brusberg-Kiermeier, has been more daring: “Kiam@ies that a royal stepmother falling in lovetlwi
the princely stepson is a plot construction thaigssts itself when the royal family of your owniaat
can boast of a prospective king with a beloved nesst, a prospective queen who enjoys sex with her
equerry in the royal stables and a princess whohleadoes licked by a lover in a fashionable seasid
resort” (p. 168).

"1 Quoted in Saundersbout Kanep. 67.

172 Zina Giannopoulou, “Staging Power: The PoliticsSefx and Death in Senec@saedraand Kane's
Phaedra’s Lovein Sarah Kane in Contexpp. 57-67 (p. 58).

7% Hallie Rebecca Marshall, “Saxon Violence and SoBiatay in Sarah KaneBhaedra’s Loveand
Tony Harrison’sPrometheus Helios 38 (2011), pp. 165-79 (p. 171).
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audience/readers from isolating a well-defined exnand particular references, adding

a transnational and transhistorical dimension ¢éopiblitics of her plays’*

3. SARAH KANE: “A CONTEMPORARY WRITER WITHA CLASSICAL SENSIBILITY ”

Mark Ravenhill opened thindependenbbituary he wrote after Sarah Kane’s
suicide by stating that she “was a contemporaryewmith a classical sensibility who
created a theatre of great moments of beauty areltgr a theatre to which it was only
possible to respond with a sense of awé'His words vividly describe the paradoxes
permeating the output of a young and talented wadtsstantly oscillating between
biographical, dramatic, and theatrical extremegweéen literary tradition and her
instinctive dissection and original re-assemblaigda® canon.

Focusing on her appropriation of a mythical navetin Phaedra’s Lovethis
chapter has explored Kane’s penchant for a radkiced of intertextuality. The first
macro-section has concentrated on her textual admyaement and re-memberment of a
body of hypotexts, especially Seneca’s ancientettggbut also a couple of European
sources. The second part, instead, has examinaolthef the body in Kane’s drama,
showing how her rewriting is rooted in a generibigisation largely derived from her
peculiar use of the physical. Here, | have suggdeittat Kane’s pervasive ostension of
the dismembered body, a distinctive feature ofi@ritheatre in the ‘Nasty Nineties’, is
a major vehicle for her satire on the emotionalrahand sexual corruption of power.

Staging a “dramatic world [which] oscillates betwdeonical topicality and mythical

17 See Anette Pankratz, “Neither Here nor There: Trlued Space in Kane’s Work”, iSarah Kane in
Context pp. 149-60.

1 Mark Ravenhill, “Obituary: Sarah Kane”)ndependent 23 February 1999 (available at
http://www.independent.co.uk/arts-entertainmentiaghiy-sarah-kane-1072624.html, last accessed 06
October 2015).
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universality”}’® Kane cleverly points to the dysfunctional royamfly of her country

but, at the same time, crosses national and hislokorders through her personal

demythologisation of ‘the classical'.

176 pankratz, “Neither Here nor There”, p. 152.
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CASE STUDIES:
2.DEMYSTIFYING AND REMEDIATING AESCHYLUS:

TONY HARRISON'S PROMETHEUS (1998)

Reception Studies examine the journey of classietdrents, a multifaceted
transmigration which, as previously noted, is natlyoinvolved in the ongoing
interchange between the past and the present/dauinaa kind of “lateral’ dialogue in
which crossing boundaries of plaoe language or genre is as important as crossing
those of time™ Hardwick’s three categories (place, language, @jemnd the respective
strategies (relocation, rewriting, and remediatitmgt have been discussed earlier in
this thesis, will underpin my exploration of theriguing routes by which the myth of
the philanthropic Titan who stole fire from the Gdd give it to humankind has moved
from its classical roots to contemporaneity.

More specifically, this chapter will focus on Tomjarrison’s ambitious and
provocative reworking of — among other source®Premetheus Boundhe tragedy

attributed to Aeschylus.In a unique way, this contemporary appropriatiat only

! Lorna Hardwick, Reception StudiegOxford: Oxford University Press, 2003; repr. Caiuge:
Cambridge University Press, 2009), p. 4.

2 “Aeschylus wrote several plays about Promethensluding his Prometheus Unboundh which
Heracles freed the Titan generations after theoaaf Prometheus Boundand at least one satyr play
about the original theft of fire. He may have veiitta tetralogy of which our extant play is the only
surviving constituentPrometheus Unboundhrough Shelley’s synonymous lyrical drama (1888pired

by what he had learned from the fragmentary remairthe ancient tragedy), has been one of the most
influential lost plays in cultural history. Manytsmars have doubted that the wonderful play thatdwe
have is by the same poet responsible for the gilasss attributed to Aeschylus. The proportion of th
play performed by the chorus is indeed much smahan in the other Aeschylean tragedies; the
Oceanids perform a percentage of the verse whickvewdd expect in one by Sophocles. There are also
differences from the rest of Aeschylus in the wagttdialogue and verse forms are handled, as well a
stylistic idiosyncrasies; in terms of content, #shbeen argued that the picture of Zeus is incabipat
with that in theOresteiaand that the Protagorean influence on Athenianghbd usually thought to have
commenced in the 440s — postdates Aeschylus’ death6 BCE. But none of these supposed objections
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rewrites, displaces, and relocates the figure ofrfetheus to twentieth-century Britain
and Europe, but also transmigrates the Greek nyth tifferent medium (cinema)
through the art of poetry. This peculiar kind ofbhgisation thus provides an
outstanding example of remediation and, at the dames exemplifies the versatility of
one of the leading British authors. As the formé&edor of the National Theatre
Richard Eyre observes, “[p]oet and playwright aseially seen as mutually opposed
roles — the poet a solitary figure answerable tom® but his own talent and conscience,
the playwright a collaborator, colluding in the gmaatism and expediency of
production, and the approval of the audientefowever, Harrison does not believe in
these kinds of categories: he hates “being calledt/gramatist/translator/director”
because, for him, the term “poet covers it all’day ‘all he means his “inwardness,
[...] tenderness, [and] [...] political rage®).

Harrison’s 1998 interventionist film/poem (a hybadd innovative art form on
which | will concentrate later in this chapter), dgvscreened at some esoteric venues,
broadcast on UK Channel 4 television, and subsdtyudisappeared almost completely
from public view. Outside the UK it has made litilapression® For Edith Hall,

Harrison’s audacious version of the Prometheus mythde on a small budget of 1.5

to Aeschylean authorship is insuperable, sinceaa gmet can change his style to suit his subjedtema
and we know almost nothing about the intellectudtuce of the 450s. The sheer cosmic scale of the
thinking in the play certainly parallels that ofet@resteia as does the grandeur of the imagery and
diction. | suspect that we have a play by Aeschithas may have been radically revised in perforreanc
like most Greek tragedies, before they were finalhitten down in what was intended to be canonical
form late in the fourth century BCE". Edith HalGreek Tragedy: Suffering under the S{@xford:
Oxford University Press, 2010), p. 230 [originalgrasis].

% Richard Eyre, “Tony Harrison the Playwright”, Tony Harrison Loiner, ed. by Sandie Byrne (Oxford:
Oxford University Press, 1997), pp. 43-48 (p. 43).

* Quoted in Stephen Moss, “Tony Harrison: Still Offen Business”,Guardian 26 February 2015
(available at: http://www.theguardian.com/books/2/db/26/tony-harrison-celebration-winner-2015-
david-cohen-prize, last accessed 17 October 2015).

® Edith Hall, “Tony Harrison’sPrometheusA View from the Left”, Arion, 10 (2002), pp. 129-40 (p.
129).
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million pounds and produced in association withAnes Council of England,is one of
contemporary British cinema’s best-kept secretsabse of the radical nature of this
rewriting, which “draws epic inferences from a vesgecific and very controversial
political event, albeit the landmark conflict inish postwar socio-economic history”.
Indeed, althouglPrometheuss set in the 1990s, it openly hints at the 197193 1980s
fights between the Conservatives and the commsniiieniners, Margaret Thatcher’s
so-called “enemy within”. Harrison places some @usocio-political references at the
very beginning of his film: recurring close-ups af copy of theDoncaster Star
announcing the imminent closure of the last Yonesipit — with a picture of the Tory
politician Michael Heseltine — and reviewing theners’ struggle from 1984 to the
1990s, and a collection of press cuttings abowstigsue inadvertently destroyed in the

fire by a young boy.

1. PLACE: THE POLITICS OF RELOCATION

In his recent volumé&reek Tragedy on Screg013), the classicist Pantelis
Michelakis argues that, in filmic adaptations oflleleic plays, landscapes “at the
crossroads between the actual and the symbolipetsonal and the collectiviedre not
mere backdrops to the cine-dramatic plot and cherscFar from being a simplistic
aesthetic device, (re)location is thus an extremelportant strategy in Harrison’s

rewriting of Aeschylus’s tragedyPrometheus BoundThe film/poem opens in

® “Sometimes it shows. Some of the most cataclyseguences, when the whole world seems involved
in endless struggle and conflagration, might welé profited from sleeker production values. B th
tiny budget may have had a beneficial impact: ldami believes that great art requires almost
preternatural effort, and the fact that the filmswahysically extremely arduous to make [...] probably
enhances the sense of exertion and struggle whicbnveyed throughout”. Hall, p. 138.

"Hall, p.132.

8 pantelis MichelakisGreek Tragedy on Scre¢®xford: Oxford University Press, 2013), p. 193.

161



Yorkshire, at dawn, wheritlhe sun [is] ris[ing] between steaming coolingwers’,® as
Harrison himself indicates in the screenplay pilgdsby Faber and Faber (1998). This
is a crucial day for the local mining communityetpit is about to close.

Harrison portrays three male generations of amargifamily, equally affected
by this traumatic event: the Old Man (a retired enir afflicted by lung cancer — who
will embody the twentieth-century Prometheus), $is working his last day in the
local mine, and his grandson, a schoolboy who @&nieg about the philanthropic
Titan’s myth, a lively kid who will never work irhe pit, sadly “doomedjoomed]...]
destined [...] to baowt!”.'° The first sequence of this verse-film is visuathpted in
Northern England’s historical and geo-cultural dnsien, a crucial component in the
poet’s work. As Sandie Byrne suggests,

Leeds and Yorkshire provided the social and cultar@umstances necessary

for Harrison’s development into the poet he is, irerthaps because it is a county

of wild beauty and industrial decay, poor weathat poverty, a strong sense of

selfhood and strongly marked dialects, Yorkshiso aksembles an extension of

the Harrison persona, a huge site of contradictibns
From the very beginning, the iconic Yorkshire coglitowers, tvheez[ing]like a giant
version of a smoker's lungs, the lungs of the OLBN¥™ show the unhealthy
consequences of the destructive fire of technolagyg the brutal impact of man’s
irresponsible industrializatioon the local environment. In a couple of shots, the
concrete steaming towers stand out against a Blyeeshancing the contrast between
the beauty of nature and industrial degradatiore ®pening scenes are interspersed

with specific references, such as the above-meadiorewspaper cuttings about the past

and present strikes, which help the audience tatéoElarrison’s rewriting. In addition,

® Tony HarrisonPrometheugLondon: Faber and Faber, 1998), p. 3.

9 Harrison,Prometheusp. 55 [original emphasis].

* sandie ByrneH, v. & O: The Poetry of Tony Harriso(Manchester and New York: Manchester
University Press, 1998), p. 113.

2 Harrison,Prometheusp. 4.
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the interior and exterior of the miners’ housesklalistinctively British and the band
playing in the street might be considerea $traggling remnantof a once great
tradition, promenading and playing out the last shift of thsing colliery.*

Apart from the Kirkby pit, in the first part of H&on’s Prometheuswe are
presented with other meaningful places embeddéleihocal dimension, including the
Oceanus fish factory (where a group of women frbm mining community work), a
bus wrecking yard, and the derelict Palace Cinamtaniottingley. After a row with his
father, who flings the pages of his Prometheus @blook into the fire (“Yer bloody
fire-giver's gone up t'flue*, the boy runs away from home. Once he reachebuke
wrecking yard, he enters the cab of an abandongéibd pretends to ‘drive’ it. The Old
Man, who — in the meantime — has joined his grandddes to make the boy
understand that his father’s behaviour is causetthéyoss of his job at the pit:

Bov

He chucked my schoolbook into t'fire an all!

OLD MAN

He's lost his job, love! He feels sméil.

In this desolated space, two seemingly distant rgéio@s meet, strengthening
the male bond between the members of the familyaoasm. Their tender complicity
is evident when the man says goodbye to his grandgsst before going to the derelict
cinema site. The old miner asks the boy not tohisllwife where he is and promises
that he will keep the secret as well. This givesausense of the conventional gender
divisions and roles within this kind of patriarchfaimily: if the male members hang

around, their female counterparts are traditionsillgposed to stay at home (at least in

the opinion of the older members of the mining camity):

3 Harrison,Prometheugsp. 7.
* Harrison,Prometheusp. 10.
' Harrison,Prometheusp. 17.
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OLD MAN
By ’eck, lad, this bus is bloody slow.
At this rate I'll be missing t'picture show.
I'll walk there under mi own steam.
Stay in your broken bus and dream.
Boy
Tha can talk, grandad. Tha’'s never seen
a single picture on that Palace screen.
It closed down forty year ago.
OLD MAN
I’'m off, or else I'll miss mi show.
Don't tell thi grandma where | am.
And I'll not tell on thee. She’s mad, thi mam.
I'll not let on that tha’s been skiving.
Or that tha’s got no licence and tha’s driving.
By andOLD MAN make a silent agreement to conni¥e
Even if the boy remains in this abandoned ared & end of the film/poem,
he dreams of leaving himots behind to take newoutes (“And, me, I'm off to
Greece®”). Tired of ‘driving’ the bus, he enters a wrecled-engine, pulls the levef
a cracked bell on the roof, which starts tollingg amitates the fire siren. This recurring
image/sound will become a sort of refrain during filmic journey of Prometheus
around the landscapes of Europe. The Old Man,adstwalks to the cinema, passing
through various gloomy locationsiéminated by the cooling towét8 threateningly
looming over him. He sits in one of the few seafsih the abandoned building, where
he stays in the dark, smoking one cigarette aftetheer while watching a ‘film within
the film’. The sequence of powerful images projdabato the screen are indeed those
we are simultaneously seeing, commented by Herthesaustic ‘spin doctor’ of Zeus.
In the darkness of this beloved place, which besoare intimate space for him, the
retired coal miner is faced with the film of his wwPromethean) life until he

significantly dies in a fire caused by one of his§ cigarettes.

' Harrison,Prometheuspp. 23-24.
" Harrison,Prometheusp. 24.
'8 Harrison,Prometheusp. 25.
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However, the author crosses the spatial (and @ljtbloundaries of Yorkshire
throughout the film, opting for a non-linear kinfirarrative, divided into different but
intermingling threads, and oscillating between Bngl and (post)industrial Europe,
microcosm and macrocosm, personal and communaestdrhe redundant miners are
captured and their bodies brutally melted down Begiman foundry in order to build a
golden giant statue of Prometheus. The metamorphossubstance and form that the
workers undergo”, Michelakis suggests, “is casteirms of the labour process within
the capitalist mode of production — its coercivel afienating nature and the capital’s
self-valorization™® This monumental version of the Titan travels dmugk driven by
Hermes’s henchmen, Kratos (Force) and Bia (ViolgneHectively described by Hall
as “masked nuclear power workers, looming menagitiglough the steam of cooling
towers”? Travelling across national borders, the statueléutakes an alternative kind
of grand tour through the industrial and militanastelands of Europ& (Germany,
Czech Republic, Poland, Slovakia, Hungary, Romaamal, Bulgaria) on its way to the
archeological site of Eleusis, the birthplace ofsétgylus. All these places, from
Dresden to Cao@a Mica (“once the most polluted town in Romania and maife
world"?%), have been devastated by the Promethean firdieggtrogress but, at the
same time, causing destruction and human suffering.

Harrison’s reworking of the ancient tragedy is rinhvisually striking images,
such as those showing the metamorphosis of theogrbiforkshire women working at
the Oceanus fish factory and depicting their owserahtive journey back to Greece

through the waters of Europe. These female worlages thus transformed into a

9 Michelakis, p. 167.

2 Hall, p. 130.

I Michelakis, p. 204.

2 Tony Harrison, “Fire & Poetry”, ifPrometheuspp. vii-xxix (p. xviii).

165



contemporary version of the Aeschylean chorus a&aDas’s daughters. They raft down
the River Humber to follow the route of their huss, who are about to be melted
down in Germany:

HERMES

This choir’s just Zeus’s little quirk.

They handled scales so well at work.

What sport to squeeze these lumpen proles

into the choral corset of posh roles,

to warble a mournful little number

as they start drifting down the Humber,

just as their menfolk start their route

to death down a scrap metal chute,

and drift through Europe all the way

to Elefsina for my play [..%
Hall's description gives us a sense of the lyricthis female chorus, conjuring up an
image suffused with melancholy. In her words, tloe&hids wear

pale veils of fishnet (what else?) fluttering asread, beautiful masks designed

by Jocelyn Herbert. They float on a raft down theeR Humber, in one of

Britain’s industrial heartlands, to Richard Bladd®s atmospheric music,

sounding forth from the Humber Bridge’s suspensiables>
It might be argued that these watery shots showiegDaughters of Oceanus drifting
down the river fluidly expand the permeability dfet (inter)national boundaries of
Harrison’s film/poem.

After crossing the German border, the radiant stattiPrometheus arrives in
Dresden, “city of destructive flam& savagely bombed by the Allies during the
firestorm of 13-14 February 1945 (“35,000 in twoysld perished in the Dresden
blaze®®). Here, the golden giant is placed in the empogtiall stadium. This seemingly

anonymous space becomes the stage for a movingiaeye With his silver caduceus,

% Harrison,Prometheuspp. 34-35.
2 Hall, p. 130.

%5 Harrison,Prometheusp. 41.

% Harrison,Prometheusp. 42.
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Zeus’s ambassador evokes the ghosts of the deadstatt whispering all the names of
the war victims:

HERMES

Now to summon up the choir
of thousands perished in the fife.

Three German boys join thisifiti-PromethearCHoruS * conducted by Hermes. As it
“reaches a climax® a shot from a helicopter (representing the omeipioéye of Zeus)
shows the golden statue, alone, standing in th&lmiof the stadium. From this aerial
perspective, the giant Titan effectively loses prndeur by gradually becoming
“smaller and smallér®

Harrison’s transmigration of classical referentsnierspersed with many other
powerful images of significant places/spaces acihgastern and Western Europe.
Particularly relevant to this textual and visualrjoey is the emblematic character of the
Boy’'s Mam, a contemporary version of the AeschylEariwhose frenzied wandering”,
as the theatre scholar Hallie Rebecca Marshall iputis a central strand of the film’s
narrative”>> When her son leaves home because of the quartel his father, the
miner’'s wife runs out of the house and starts Ingkior him in every corner. After
wandering through Yorkshire, Mam/lo crosses vari@usopean borders in order to
escape Kratos and Bia, who are chasing her. Howéeertroubled journey ends in a
Bulgarian abattoir, where she is slaughtered lik€ri@sian cow and subsequently

cremated in a cattle-burning place. Following hathp we visit the Gothic Church in

Most, Czech Republic, where she hides and findsesomer peace; then we leap with

" Harrison,Prometheusp. 46.

8 Harrison,Prometheusp. 48.

29 Harrison,Prometheusp. 48.

% Harrison,Prometheusp. 49.

31 Hallie Rebecca Marshall, “Mythic Women in TonyrHson’s Prometheus in Ancient Greek Women
in Film, ed. by Konstantinos P. Nikoloutsos (Oxford: Oxffddniversity Press, 2013), pp. 235-51 (p.
243).
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her on a tram and reach the derelict foyer of tlad® Hotel in Usti Nad Labem, where
she lights a (Promethean) fire and falls asleegerLm the film/poem, we see her
finding a seat on a Romanian train, looking forgitadity in a gypsy village, entering a
monastery and silently begging for some bread Bulgarian bakery, just before being
brutally killed. At the same time, the images fey the character of Hermes and the
statue of Prometheus provide us with alternativbut intersecting — routes which
transgress national borders and pass through lysaradl emotionally evocative places
such as a crematorium oven in Auschwitz, the eo&aof Birkenau, the industrial
complex of Nowa Huta, and a derelict Romanian aaffiactory in Copa Mica.

Before concluding this section, it is worth considg the final sequence of the
film/poem, in which Harrison opts for a physicaldametaphorical relocation of the
statue of the Titan, which significantly comes bdokits Greek origins. The giant
Prometheus is indeed transported to the ancienbtleusis:

HERMES

There’s one bastard passing by

to end up being chained on high,

so that the world can come to mock

Goldenballs chained to the rock,

helpless, hopeless, heaped with scorn,

here, where Aeschylus was born,

the other bastard (maybe worse!)

who hymned Prometheus in his vetse.
The statue of the philanthropic fire-bringer, whaggdden surface shines under the
Mediterreanean sun, is chained to a majestic rblckvever, as Hermes states, in this

late twentieth-century refiguration of the myth,ofetheus is not condemned to be

eaten by a voracious eagle for eternity. Rathers peinished for giving fire to mankind

%2 Harrison,Prometheusp. 80.
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by facing the catastrophic consequences of thentdobical progress that his
Promethan flame has brought:

HERMES
[...]
We need no eagle now to gnaw
when conscience can consume him [Prometheus.mor
More rending than the eagle’s beak are
Dresden, Auschwitz, Cea Mica.
He’'ll have to brood there on his rock
on fire and~euer, Pozhar Foc,
fire that poisons and pollutes

[ ]33
The impact of pollution becomes evident in thise(aangly uncontaminated) rocky
landscape: a pool of petrol leaves a smear on Hesnsdver boots, just before Zeus’s
ambassador himself turns into a statue. In thisiegpsequence, the space of the Palace
Cinema, where the old miner is watching the Proegthfilm, overlap with Eleusis.
When the Old Man triumphantly flicks his half-smdkeigarette into the petrol pool
projected onto the screen, the fu@riites with a great rodr* and burns the silver
statue of Hermes:

OLD MAN
[...]
He’s stood in t'petrol and my hand

s holding t'lit Promethean brand

and if them boundaries don'’t exist

one flick of this arthritic wrist

11 mek that servile silver wet

sizzle with this cigarette!

| commit you, Hermes, in the name

of Prometheus to the power of flarfie.
The Old Man'’s face is initially flushed with exament and pride, but he soon realises

that the fire is spreading to the chorus of the dh#ers of Oceanus and to the rock to

which the statue of Prometheus is bound. At theadnidis provocative appropriation of

% Harrison,Prometheusp. 82.
% Harrison,Prometheusp. 84.
% Harrison,Prometheusp. 84.

169



Aeschylus’s tragedy, everything goes up in flanibs, statues are entirely consumed
and the only remnant is the right fist of the Tjtamich is obviously highly symbolical
and laden with leftist political overtones. Simukausly, the derelict cinema in
Knottingley burns down and the old miner dies. iam thus draws another close
parallel between the conflagration of the spat@lindaries of the classical myth and
those of its twentieth-century demystification.

In Harrison’s radical reworking, the British Promnetis is unbound, both
physically and metaphorically. Even if the Old Mdhe contemporary working-class
version of the Titan, is rooted in his local cortexd never leaves Yorkshire, the
cinematic journey of the golden Promethean statugarsported across Europe —
starkly contrasts with the immobility of Aeschylasmmortal protagonist, who remains
chained to a Scythian rock. Significantly, Harrisoradaptation was originally
conceived for the stage, more precisely for an @atdperformance, as the author
himself stated: “In fact, many years ago, | had t@dno stage the original play of
Aeschylus in Yorkshire, as one of what have bededay kamikazeperformances, on
a Caucasus of coalslack on some colliery spoil leage to a power statiofi®. This
shows how the medial transplantation of Harrisae\sriting has overcome its initial
spatial (and cultural) constraints, entirely in jpieg with the idea of crossing and
blurring borders that is a distinctive aspect ongnéilms adapting classical tragedies.
The ongoing interplay between roots and routesli@sation and foreignisation,
geographical specificity and liminality pervadesriton’s Prometheusin most of the
cinematic transpositions of Greek tragedies, “[B]@paces that initially appear to be

readily available for contemplation or domesticafifor discovery or conquest, turn out

% Harrison, “Fire & Poetry”, p. xxii.
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to be haunted by memories and desires, scarredlgnue, defying interpretation and
control”3” Harrison’s version thus succeeds in showing hdmidi spaces can become

138

“transitional™® and, in a sense, transnatiodati, in which time and timelessness,

history, and myth intriguingly converge.

2. LANGUAGE: THE POLITICS OF REWRITING

As we have seen in the fourth chapBetween Theory and Practiceshen
approaching classical sources, many British writers faced with a considerable
linguistic challenge. Harrison’s case can be carsd the exception rather than the
rule. Holding a BA degree in Classics from the Wmsity of Leeds? the Yorkshire
author is fascinated by ancient literatures — imtipadlar Greek tragedy “2 and
demonstrates a sound knowledge of classical larggudiyg on the one hand, he is rooted
in (and fiercely proud of) his Northern origins, the other, Harrison is a polyglot and
truly cosmopolitan poet. In the words of Eyre: “Migual (Greek, ancient and
modern, Latin, Italian, French, Czech, and Hausaich travelled — a citizen, as they
say, of the world, living, often rather precarigyshetween London, Florida, Greece,
and Newcastle. An expert in many cultures, withidosity about many otheré™,

It might be said that (the politics of) languagehe pivot on which Harrison’s

poetry revolves. Indeed, he is deeply interestethénsocial stratification of “class-torn

3" Michelakis, p. 215.

¥ Michelakis, p. 215.

%9 In 1958 Harrison began a PhD, that he never caethle

“0 Byrne defines Greek literature as “an ever-rengveiaurce for Harrison, providing not only material
for translation/adaptation, narrative frameworksg dormal models, but also precepts for life”. Sand
Byrne, “Introduction: Tony Harrison’s Public Poétrin Tony Harrison Loiner, pp. 1-27 (p. 6).

“LEyre, p. 44.
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Britain”,** and in his work language shapes and determinesatess and communal

hierarchies. This is perfectly exemplified by thecis-linguistic gulf screened in

Prometheuswhile the eloquent Hermes, interpreted by Michiaeast, exhibits a cut-

glass accent of Southern England, chooses snollmstis, even quotes from ancient
Greek and reads modern foreign languages —

HERMES

[...]

| do hope you don’t mind if | gloss

such foreign words we come across,

| hate to flaunt my language skill,

and wouldn’t have to, if yours weren't nfff,
the redundant miners “speak in a broad Yorkshiededt, replete with glottal stops,
reductions of ‘the’ to ‘t’, and unaspirated ‘h’s any other features* as Marshall
suggests.

In PrometheusHarrison also highlights the stark differencessMeen male and
female voices. As some commentators have point¢d®>de clearly gives men and
masculinity prominence: the dialogues among malaratiers take centre stage,
whereas the main female figures (Mam, Grandma tlaadwelve Daughters of Ocean)
are almost voiceless throughout the film/poem. NigtaMarshall stresses how this
choice can be connected with the patriarchal sirecnd socio-cultural peculiarities of
the mining communities across the UK (and Eastenofie). During the Thatcher era,

in these grim contexts women were mainly relegatedomestic roles and, at the same

time, had to cope with their husbands’ uncertaiatyxiety, and frustration caused by

“2 Harrison,Prometheusp. 56.

3 Harrison,Prometheusp. 75.

4 Hallie Rebecca Marshall, “Saxon Violence and SobBiacay in Sarah Kane’Phaedra’s Loveand
Tony Harrison'sPrometheus Helios 38 (2011), pp. 165-79 (p. 170).

% See Steve Woodward, “Voices in the Past and inRttesent: Tony Harrison’s Reworking of the
Prometheus Myth” (available at:
http://www2.open.ac.uk/ClassicalStudies/GreekPlagk/99/woodward99.html, last accessed 30
October 2015), pages unnumbered, and Marshall, iMdyomen in Tony HarrisonBrometheus
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the closure of local pits and the subsequent lb#iselr jobs. However, Harrison’s focus
on the male figures does not aim to diminish tfemale counterparts. On the contrary,
it seems to emphasise their silent suffering antarkable resilience:

This narrative, like life in these communities, tes on the male characters,

son, father, grandfather, but Harrison also tefissqually compelling narrative

of the suffering of women in these communities bgpming their narratives

onto the female roles in AeschyluBrometheus Boundhe chorus of Nereids

and lo%
Even if these female figures have no distinctiveces, it can be argued that, in
Harrison’s filmic rewriting, women are given a stgpvisual presence. As discussed
above, the images featuring the chorus of the Qdsare indeed extremely powerful.
Initially, the twelve women riding on a bus to tBeeanus factory speak to one another,
but the audience cannot hear what they are satying,we tend to identify them merely
as a group of faceless workers. Significantly, egach miner is given his own voice,
their wives are defined by their choral functionh&¥ they enter the fish factory, they
become even more anonymous, as Woodward sugggstbitfiey don garments that
dehumanise them to the extent of covering their had bodies in identical blue
uniforms”?’ After their metamorphosis into (post)classical atwees, the
Oceanids/Nereids wear stylised masks and theironm®cal expression exclusively
consists of unscripted melodies, whereas in thelGhgpotext the Daughters of Ocean
constantly support and console the Titan.

Even more interestingly, a central character sisctha Boy's Mam speaks only

a few words at the beginning of the verse-film ¢klacome back. He didn't mean it.

He’s upset, your Dad*§ and whispersNein’*® in German while she is sleeping in the

6 Marshall, “Mythic Women in Tony HarrisonRrometheus p. 242.
“"Woodward, page unnumbered.

“8 Harrison,Prometheusp. 11.

“9 Harrison,Prometheusp. 59 [original emphasis].
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derelict Palace Hotel in the Czech Republic. Howekier lack of eloquence does not
mean that she is inexpressive: Fern Smith, theetathactress playing her role, is a
mistress of non-verbal language, conveying herirfgel through intense bodily
gestures, especially when she keeps running awadyesren more evidently, when she
is captured, transformed into an animal, transpoiriea cattle-track to the abattoir and
slaughtered like a coW.Again, Harrison’s choice is opposed to Aeschylutie Greek
lo, who visits the chained Prometheus, is a pasitwvd talkative figure, with an
enquiring attitude. After narrating her endless dexings and expressing her distress
through words, Aeschylus’s lo — who has been t@anstd into a heifer — forms an
emotional bond with the suffering Titan, whom sheksato predict her future.
Prometheus gives her hope by saying that, aftederamg for many years, one of her
descendants will set him free.

We might reasonably assume that Harrison’s silgnointhe female characters
iIs connected with the emotional and physical almugtered by women in twentieth-
century society. Arguably, his film/poem aims tabwitness to the silenced condition
of the marginalised by emphasising the inherenttditions of their unvoiced social
positions. In this respect, Hardwick suggests asroitisightful interpretation related to
the specificities of cinema itself, a uniqgue medwirich has the capacity to provide the
speechless characters with a ‘voice’ of their ohwough the striking images projected
onto the screen: “It could also follow from the pavof the medium — film can give a
‘voice’ to the silenced without the necessity foern to speak®

Although Harrison silences the female charactersoider to screen their

narratives by making them speak through their athasel dehumanised bodies, women

0 «“Again no words are spoken, but through her beddhppearance and movements the female actor
conveys the terror of captivity”. Woodward, pageumbered.
* Lorna Hardwick Translating Words, Translating Culturésondon: Duckworth, 2000), p. 134.
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are not the only minority to which he wants to giee prominence. With all their
blatant masculinity, the Yorkshire miners also beloto the category of ‘the
dispossessed’. If, on the one hand, linguistic rdjgancies and accent variations
emphasise class stratification in Britain, on tieeo hand, at least ione sequence of
Prometheus prosody seems to be a democratic weapon. Indaddthugh Hermes
assumes that only Olympian gods have the righpéalsin poetic form —

Poetry of this posh sort’ll

never come from a mere mortal.

It's quite beyond mere mortal reach,

this pure Olympian form of speech.

It's a pure Olympian privilege

forbidden folk from Ferrybridgé —,

even the unnamed coalminers about to be slaughserpdsingly start using verse:

MINER 1
Have you noticed summat?
MINER 2
What?
MINER Evemye

we make a sentence it ends up wi’ a rhyrhel!
Used to speaking exclusively the “local lingoff’the mineworkers feel uncomfortable
with Shakespearean rhythm:
MINER 1
[...]

| don't like it. It’'s more than bldg queer
spouting bloody poetry like King Leat.

In spite of the initial reluctance and embarrasdmdmwever, their clumsy
appropriation of poetry is revealing about Harrisamti-elitist approach.
In this respect, Hall has shrewdly observed thaarfidon’s scholarship never

stands between him and the real people with whorns ldealing. His classical heroes

*2 Harrison,Prometheusp. 21.
>3 Harrison,Prometheusp. 36.
** Harrison,Prometheusp. 21.
%5 Harrison,Prometheusp. 37.
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never overshadow his local hero&%"This observation perfectly applies to his
representation of the Yorkshire working-class comityy and — in particular — of the
sick Old Man who delivers a nostalgic 100-line miogoe on the pleasure of smoking
in cinemas.” For this twentieth-century counterpart of Promathethe cinema was
once a glamorous place, whose power of seductios ilwviked to “the erotic
connotations of smoking in the movies of classitallywood”.>® Hall also stresses the
link between the act of smoking cigarettes andsctamsciousness: “[tjo smoke is a
sign of working-class identity and even solidafgynoking is very much a class issue in
the UK), and the ultimate sign of the personalripevhich the Old Man refuses to
yield to his capitalist masters®. As we have seen, this metatheatrical, or — more
precisely — metafilmic sequence, shot in the das&nef an abandoned cinema in
Knottingley, is extremely powerful: Walter Sparr@mex-miner is confronted by his
antagonist Hermes, who appears on the screen asgrs the “smoke-demolished

160

Socialist™ and the audience with the images of the statumisngy across Europe.

Harrison pointed out in his prefaéare & Poetry that one of the reasons behind this
kind of remediation is precisely
the way the size of the cinema screen can giveihstature to the most humble
of faces, and this became an essential requiremeatfilm where the most

unlikely wheezing ex-miner is slowly made to repmsPrometheus himself.
Men projected onto large screens could become Fitagods?

* Hall, p. 132.

" See HarrisorPrometheuspp. 27-29.

® Kenneth MacKinnon, “Film Adaptation and the Mythf dextual Fidelity” (available at:
http://www2.open.ac.uk/ClassicalStudies/GreekPlagk(99/mackinnon99.html, last accessed 31
October 2015), page unnumbered.

> Hall, p. 131.

% Harrison,Prometheusp. 56.

®1 Harrison, “Fire & Poetry”, pxxii.

176



3. GENRE: THE PoLITICS OF REMEDIATION

Since this dissertation mainly focuses on dranthgetrical rewritings of
ancient tragedies on the contemporary British stagamining a film/poem may at first
seem a curious choice. However, | have decideddinde Harrison’®rometheudor
two reasons. First, this radical rewriting is atreme example of ‘genre cross-over’, a
practice stressing the subtle interdependence ketwidferent literary/artistic forms,
perfectly in line with the generic hybridisation mh is so common in today’s
appropriations of the tragic form. At the same tirdarrison’s remediation highlights
the enormous potential and permeability of thisiemic narrative, which has been
reworked in various media over the twentieth centlrSecondly, but not less
importantly, as we have seen, Harrison’s provoeateworking of the Promethean
narrative had theatrical origins: as Michael Kustpaints out in hisGuardian article
“Burning Ambition” (1999), this contemporary appra@tion was initially intended to
be staged in a Yorkshire coalfield: “Ferrybridgeswas site, with its coal mountains
and cooling towers. The slag would become the Gaugcego which Prometheus would
be chained®® Therefore, it is particularly interesting to examihow a British poet
with a classical background, author of various dtatons and theatrical adaptations of

ancient sources, transmigrates the myth of thenTaahe screen through vefe.

%2 See HardwickTranslating WordsTranslating Culturespp. 128-9. The reception scholar provides the
reader with some interesting examples of Prometheaediation, which, in her words, “demonstrate the
versatility and plasticity of the myth across aganof media and also point to the way in which
transmission (including subject matter, style aordtent) involves various kinds of intratextual aimder-
textual relationships” (p. 129).

%3 Quoted in Marshall, “Saxon Violence and Social &¢cp. 166.

% See the chapter entitled “Translations, Adaptatiand Theatre Work” in Luke Spencer’s stuithe
Poetry of Tony HarrisofHemel Hempstead: Harvester Wheatsheaf, 19941 366.
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Being convinced that “film and poetry have a greal in common® Harrison
is probably the main exponent — if not the invertasf a distinctive genre. This “early
and avid film devotee®® as he defines himself, affirms thRtometheusallows his
theatrical and cinematic experiences to convergmitih the co-mingling of poetry and
childhood memories: “It became a cinema ventureabge of a feeling | had that my
poetic reveries in front of our living room coatdiand my earliest experiences of films
were connected®’

This hybrid genre, as the scholar Peter Robinsggesis, is entirely in keeping
with Harrison’s

guest for a public poetry, particularly the wayvitich he is concerned with

reinstating an oral sense in order to draw theemadi in and facilitate their

engagement. In fact, by making these classical @israccessible he is inviting

a wider participation in those aspects that presliipphad been cordoned off in a

preserve of high cultur®,
Notably, this kind of public poetry is characteddgy what Harrison defines “a sense of
shared intimacy amongst the viewers sat at homé¢hen settees in their twos and
threes™® connecting the private and the public spheresefivg) a sense of empathy in
the audience, and creating emotional bonds withcommunity. By using demotic
expressions, rhymes, and reiterations, Harrisors &aommake the classics, and literature
in general, immediate and accessible to those with® traditional education,

demystifying the canon and denying any elitist favhcultural appropriation, a kind of

approach which is in line with the public naturetlod filmic medium. As we have seen,

% Harrison, “Fire & Poetry”p. xxiii.

% Tony Harrison, “Flicks and This Fleeting Life”, ilony Harrison,Collected Film Poetry with
introduction by Tony Harrison and Peter Symes (lamd-aber and Faber, 2007), pp. Vii-xxx (p. Vii).
" Harrison, “Fire & Poetry”p. xxii.

% See Peter Robinsorkacing Up to the Unbearable: The Mythical Method Tiony Harrison's
Film/poems(available at:http://www2.open.ac.uk/ClassicalStudies/GreekP{agk(99/robinson99.htm,
last accessed 3 November 2015), pages unnumbered.

% Quoted in Robinson, page unnumbered.
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Harrison’s deep indebtedness to the ancients newestitutes an obstacle preventing
the readers/viewers from emotionally interactinghwhis visionary exploration of
human suffering. Rather, poetry becomes an egalitaweapon — a democratic view
that Zeus’s spin-doctor ironically does not seershare:
VOICE OFHERMES
Constant theft! First fire, now this —
pinching poetic artifice!
How can Olympus stay intact
if poetrycomes tdPontefrac?’®
Moreover, Harrison was completely dissatisfied witle way his poetry was
often juxtaposed with unsuitable images on “F\Nonetheless, after some inaccurate
and clumsy TV renditions of his poems, Harrisorrtethto appreciate the intimate
connection between what is written and what canshewn, between orality and
visuality: “I began to see that there was a claseespondence between the way rhythm
unfolded in film and rhythm unfolded in strict versnetrical systems that | use in
poetry”.”? The editing process is thus crucial to his workwiich images and words
are carefully matched: the poet works closely wilie film/video editor at the
association between sound and visual sequences.

Harrison’s personal involvement in this procedunatcasts with the method of

his precursor, W. H. Auden, who was plausibly tingt fauthor to compose verse for a

O Harrison,Prometheusp. 23 [original emphasis].

" “My hesitations about the creative co-existenc@aétry and film were deepened when my first book
of poemsThe Loinerswon the Geoffrey Faber Memorial Prize in 1972 &edause of that was given
some minutes on a TV arts programme. | read sorenpmn camera and someone went out and shot
some images to go with the reading that were smsily and clunkily cut into the text that | had to
switch the programme off. It was as if the ‘direttoad only read the nouns in the poems and decided
that we wouldn’t understand them without a show-tetidpicture. Over thirty years later that kind of
clumsy illustration can still be seen accompanyiogtry. It is everything a film/poem shouldn't @éhat
experience made me wary of entrusting poems natifsgaly written for it to TV until Richard Eyre
directed my reading of my long poemin 1987 for Channel 4, with a great sensitivitjthe poetic text”.
Harrison, “Flicks and This Fleeting Life”, pp. xiix

"2«Tony Harrison — Film Poetry”, Channel Four Filnght Programme, presented by Janice Forsyth
(available at:  http://www.dailymotion.com/video/xfigh_tony-harrison-film-poetry_creation, last
accessed 3 November 2015).
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screen documentary. It is interesting to note #aden’s Night Mail (1936), which
traces the journey of the mail train from LondonSwotland and juxtaposes the poet’s
words with Benjamin Britten’s music, was revisiteyg Harrison himself in his 2002
film/poem Crossing first broadcast on ITV'§he South Bank ShoW@ne of the main
differences betweeiight Mail and its contemporary rewriting, as Hall observss,
precisely the fact that Harrison composed poetrsinduthe recording and editing
phases, while Auden wrote verse “to accompany Ristieg footage™? For the Anglo-
American poet, traditional metrical structures weog suitable for movies because of
the difficulty in combining audio-visual materialBherefore, he wrote verse only after
the film was edited: “The generally accepted matriorms cannot be used in films,
owing to the difficulty of cutting the film exactlyaccording to the beat without
distorting the visual contenf® By contrast, in his in introduction tBrometheus
Harrison states that in his own film/poems he haea for the quatrain of Grayslegy
and Fitzgerald’Rubaiyat of Omar Khayyanalong with octosyllabic couplets. As he
points out, it is important to remember that Audesrked in the Thirties, “before the
video machine made it possible to have frame-ateunme code and easily re-played
sequences. And perhaps the new digital editingrhade it possible to experiment
much more with the relations between poetry anch’fil® Despite the obvious
technological limitations which were still presentthat period, this early pioneer was
eager to experiment with crossover and excited tatiwi possibilities offered by the
encounter between cinema and poetry:

[Auden] seems to have been willing to apprenticedelf to all the processes,

with a view to doing what I, in fact, have endeddging in my own film/poems
— being there as a constant presence during that shth a very sympathetic

3 Hall, p. 135.
™ Quoted in Harrison, “Fire & Poetry”, p. xxiv.
S Harrison, “Fire & Poetry”, p. xxiv.
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colleague like Peter Symes, and then, followingltiggc of the organic process
developed during our collaborations, directingfilras myself’®

Besides Auden, Harrison mentions some other twibAtientury figures who
experimented with cinema and verse, such as thestBrdocumentary film-maker
Humphrey Jennings, “also a poet both on the paddrahis cinematic practicé” the
Russian film director Sergei Eisenstein, wha@dexander Nevskylrew upon John
Milton’s epic poemParadise Lostand the Italian Pier Paolo Pasolini, “a poet befoe
was a film director”® who distinguished the cinema of prose from theemia of
poetry’®

If, on the one hand, Harrison throws light on tpeal affinities between the
language of film and poetry, between images anddsyoon the other hand, he is
equally aware of the differences between the citiemaedium and its theatrical
counterpart. Harrison has always considered tradisma’ of the vivid images projected
onto the screen more emotionally involving than‘fleéionality’ of the actions enacted
on the stag&® Despite his abiding love for the theatre, the idesharing the live space
with ‘real’ actors embodying théramatis personae the presence of an audience can
be rather exclusive for Harrison, who feels likedl@tached observer of dramatised

action. In his personal experience, a theatricafopmance, with itshic et nunc

dimension and what Samuel Taylor Coleridge termim ‘willing suspension of

® Harrison, “Fire & Poetry”, p. Xxv.

" Harrison, “Fire & Poetry”, p. Xxv.

8 Harrison, “Fire & Poetry”, p. Xxv.

" Harrison points out that the first attempt towdra distinction between these two kinds of cinéenat
constructions was by the Russian literary criti&t®i Shklovsky, in his 1927 “Poetry and Prose ia th
Cinema”.

8 “when | first saw a play in a proscenium theaike the old Theatre Royal in Leeds, with actorsyonl
addressing each other and pouring drinks and smakgarettes, | felt bored and excluded. But | doul
enter into the realism of cinema because it wasardte exchange. The actors didn’t know | was éhér
grew up loving both cinema and theatre, but bec#iusefelt so conscious of how different they reall
are, | have always hated any video recording of theatrical works, and when | have deliberately
embraced the ancient ephemerality of the one paebce of a theatre piece, as withe Trackers of
Oxyrhynchusin the stadium of Delphi ofhe Kaisers of Carnunturm the Roman amphitheatre of
Petronell-Carnuntum, | have forbidden any filmirfgtd Harrison, “Flicks and This Fleeting Life”,.px.
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disbelief’, is a more artificial and less partidipey process than the filmic rendition of
‘real’ suffering onto a large screen, a medium \Whi@s the capacity to give increased
prominence and realism to an im&ge.

In his cinematic transposition of a dramatic hyggteélarrison fully explores the
inherent potentialities of film and its fruitful eounter with verse narratives. His unique
and elaborate combination of images and words,edisas his use of music and colours
ranging from the achromatic greyness of coal mine$e shininess of the Prometheus
statue, vividly transfer the classical source ttwantieth-century medium. Harrison’s
dynamic, creative, and multi-layered process of rgehybridisation thus offers
contemporary audiences an exciting form of ‘tramsh@l’ metamorphosis of the
Promethean myth, demystified through the crossnmilbn of (poetic) words and

(cine-dramatic) images.

4. THE PROMETHEAN POLITICS OF TONY HARRISON

Not surprisingly, the story of the mythological &t who brought the fire of
progress to mankind has inspired a wide array airé@mor less political) adaptations
across the centuries. This powerful figure resgstmy form of tyranny traditionally
spans different generations and media, while miainig his iconic status through the

ages. In the words of the Romantic scholar Stuartad, the extraordinariness of this

8 «|t was there [in a small cinema, the News Theflteeds)] just after the Second World War ended tha

| saw the newsreel footage of the Nazi concentmatamps. | don’'t remember who took me [...] but there
was something overwhelming in seeing such teriibkges on a large screen, much bigger than life siz

I think my reaction was almost on the scale of ¢hearly viewers of the Lumiére Brothers’ film ofth
train arriving in a station in 1895. It wasn’t tHatied to escape from the heaped corpses moewgrds

me, but | felt that the jumbling cascade of bulleddzmaciated Belsen bodies were being dumped on the
Art Deco carpet of the cinema and into my consaiess for ever. It almost blighted my life, it hadls

a powerful effect on me [...]. | have never forgottlat introduction to the filming of real life an this
case, real and terrifying death”. Harrison, “Fligksd This Fleeting Life”, pp. ix-X.
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emblematic character resides precisely in its rabllgy and capacity to become a
universal symbol: “Prometheus always stands forething else — character, principle,
idea — never for himself? Specifically, as Harrison himself suggests, the
transhistorical and Protean quality of the protasfoof this mythical narrative largely
depends on the extended temporal boundaries oAd#lsehylean tragedy and on the
amount of endless suffering staged in this andesta:

No play in the ancient repertoire works over a kEmigme scale thaRrometheus

Bound Or deals with more unbroken suffering. Its spannot, as in the

Oresteia the ten fateful years of the Trojan War, buttthimillennia: thirty

millennia of tyrannical torture, thirty millenniaf @efiance. And so it is not

surprising that at times of the collapse of iddss might have created liberty
and equality the figure of the chained Titan, Prtiraes, is remembered. Nor is
it surprising that for those who dramatise histay dialectical struggle

Prometheus has come to embody the tyrannicallyaiesti champion of the

downtrodden and oppressed. When men feel themselvesains the myth of

the Titan re-enters histofY.

Tony Harrison’s 1998 reworking of the ancient mytiscribes itself into this
multi-faceted literary and artistic tradition, deetpoet himself points out in his preface
— whose initial draft was produced in the BathsGaracalla, Rome, where Percy
Bysshe Shelley composed his own passioRatenetheus Unboundt the end of the
second decade of the nineteenth century. At theedane, Harrison’s version offers an
extremely personal re-interpretation and de-mystifon of Greek tragedy, by re-
mythologising the Promethean tale for a wider puldnd stressing the inherent
everyday quality of the classics. Robinson telyndgfines the eclectic British author as
“an oral storyteller incorporating, adapting andpresenting inherited traditions (the

classical forms/myths), making up and telling sierfthe films) to people who have no

written literature, (who don’t read poetry}*In a unique way, this film-poet relocates,

8 Stuart Curran, “The Political PrometheuStudies in Romanticisra5 (1986), pp. 429-55 (p. 429).
8 Harrison, “Fire & Poetry”, p. viii.
8 See Robinson, page unnumbered.
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rewrites and remediates the philanthropic Titamghmshowing how classical referents
can be invaluable sources for current reflectionstwentieth-century Britain and
Europe. Aeschylus’s play thus becomes a templata feew hybrid artefact, which both
quotes and deconstructs its main hypotext by doocatsty and, at the same time,
defamiliarising it. As Michelakis suggests, Harn® film/poem investigates
contemporaneity by (re)placing the ancient Greeks®

within specific histories of the present not ordyauuthenticate these histories but

also to reveal their complexities, limitations, aaqbrias. Greek tragedy returns

in cinema not as a past relic to be revered oreptetl but as a figurative device
working within narrative understandings of hist6?y.

However, Aeschylus’s tragedy is not the only sownfcthis provocative artwork,
which is palimpsestic and multi-layered. Harrisotvientieth-century reception of the
myth is indeed filtered through the various Romgnénd subsequently Marxist,
reverberations of Promethean politics. In his Rref the published screenplay of his
film/poem, as Hall observes, Harrison himself stessthe affinities between his work
and his precursors’ re-enactments and re-figuratafrthe Titan’s myth:

It [the film/poem] is a late twentieth-century gitonal response to Shelley’'s

Prometheus Unboundwith all its choric plurality of voices, its frtrated

revolutionary power, and its sense of the tormeicit in the march of human

history.[...] But he [Harrison] also points out thmportant relationship between
the Prometheus myth and the history of Marxisttmsli and some of the film
feels like a rhapsody on ideas developed in thesida of Marxist theor$?

As said above, Harrison significantly sketches grisface in an archeological
site, the Roman Baths of Caracalla, that ShellépSe as his alfresco study in which to
write his play Prometheus Unbouiitf” 180 years previously. For Harrison, who

contemplates the landscape with a copy of Shelllgyisal drama in his pocket, this

place — exceptionally rich in classical echoes evigles a stimulating environment to

8 Michelakis, p. 169.
8 Hall, p. 131-2.
8" Harrison, “Fire & Poetry”, p. ix.
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reflect on how political power is inevitably preimars and corrupted by time. The
abandoned ruins surrounding Harrison are a remiofdre fact that even the mightiest
empires are destined to fall:

The ruins of the ideals of the French Revolutiameéa Shelley to the myth, and

the famous posthumous painting by Joseph Sevem,imdhe Keats-Shelley

House in Rome, shows him working on Risometheus Unbounih 1818/19 in

the ruins of the Baths of Caracalla. Such ruingaéd to Shelley the proof that

even the greatest of powers come to an end, abkiitanbience in which to
compose hisPrometheus UnboundAnd the Baths of Caracalla is still an
appropriate place in which to contemplate the r@hsme and the collapse of
empire [...]%
Totally immersing himself in the evocativeness bistarcheological site, Harrison
adopts and adapts an intermediate nineteenth-geswurce which was in turn inspired
by this place, intermingling Romantic political etenes with the brutality of post-
Holocaust history and its catastrophic effects erspnal and communal stories.

Not surprisingly, many Romantic poets were deepascinated by the
mythological figure of the Titan, a philanthropi@agt bound to a Caucasian rock by the
despotic Zeus and universally adopted as a symbthieofierce struggle for freedom
against tyrannical power. In 1816, Lord Byron paithute to Prometheus in his
eponymous poem, while Mary Shelley's best-known ehdwrankenstein; or, The
Modern Prometheusas published in early 1818. However, the greatesiter of the
Promethean art and politics was undoubtedly hebdn, variously defined by critics
as “a nonviolent moral reformer, a political revadmary, an anarchist, a socialist, a
democrat, and so off®. P. B. Shelley'sPrometheus Unboundwith its title clearly

evoking an image of freedom from the chains of eppion, was composed between

September 1818 and December 1819, and not publisitédAugust 1820. Even if it is

8 Harrison, “Fire & Poetry”, p. ix.
8 Harry White, “Relative Means and Ends in Shellegscial-Political Thought”Studies in English
Literature, 22 (1982), pp. 613-31 (p. 613).

185



considered “Shelley’s most ambitious and experimlenbrk”,*® Prometheus Unbound
sold just a few copies and was never performedven €onsidered a play. Like other
dramatic texts written by his fellow Romantic pgetBis piece of work is often
discarded as “untheatrical and unplayaSfeMoreover, Shelley’s visionary lyrical
drama, and his poetry at large, might seem obdmecause “its vision of transforming
human social existence is inseparable from itsceddphilosophical idealism and
stylistic experimentalism®

Despite its complexity and hostile recepti®npmetheus Unbounaffers one of
the most radical reinterpretations of the mythatagifigure which has inspired various
generations of writers, artists, and revolutiorarteroughout the ages. In higed
Shelley Paul Foot argues that there is a close connedteiween Shelley and his
depiction of the fire-giver defying any kind of &my: in this nineteenth-century text,
Prometheus is “more than just a rebel. He representtured, intellectual man;
scientific man who has made discoveries which ¢emge the world. He represents, in
short, Shelley as he imagined himself. He is wksag, brave. But he is also a god, a
Titan [...]".%% If the fire-giver seems to mirror the qualities the Romantic poet,
Shelley himself, in turn, assumes Promethean staod later becomes a patron saint of
socialism. Tellingly, Karl Marx is reported to hagaid that he regretted Shelley’'s
premature death at the age of twenty-nine becaeiseh “a thorough revolutionary and

would have remained in the van of socialism alllifé. **

% william Keach, “The Political Poet”, ifthe Cambridge Companion to Shelleg. by Timothy Morton
(Cambridge: Cambridge University Press, 2006),128-42 (p. 123).

! Harrison, “Fire & Poetry”, p. Xiii.

92 Keach, p. 134.

% paul FootRed ShelleyLondon: Bookmarks, 1984), p. 192.

% Franz MehringKarl Marx, The Story of His Lif¢London: Allen and Unwin, 1939), p. 504, quoted in
Foot, p. 227.

186



This radical political background is entirely inéfgng with Harrison’s leftist
roots. According to the Yorkshire poet, the (sgciatt of rewriting is inherently
provocative: “He seems to be suggesting that tasinsl and adaptation can provide
allegories and satire which will slip through thet rof official scrutiny, canonic
policing, moral watchdogs, or other censors, whf&irding a rich sub-text to the acute
audience®™ especially in oppressed cultures, in which “therksoof the past are
continually read as if they were written yesterddyFar from being a neutral and
disengaged imitation of an ancient teRtometheuserfectly exemplifies Harrison’s
way of conceiving socio-political commitment as ater: his heteroglossic film/poem
gives voice to the silenced, simultaneously remgiticapital-H’ History and polyphonic
(hi)stories. It offers a liminal site of struggladadivisions in which overlapping fe/male
narratives show how the public and the personatllewvegemony and subjugation,
despair and hope, oblivion and awareness bothghkvand, in a sense, converge into a
thought-provoking aesth/et(h)ical experience. Asngynotes, “[a]lthough he refers to
his poetry as political, he does not claim thabffers a radical perspective on the
underlying determinants of social injustice, nomttit can change anything®.
Harrison’s witty lines perfectly juxtaposed withshprovocative images never provide
the audience with ready-made solutions, but aralggable to speak the unspeakable,

bear the unbearable and, possibly, even redeeontiedeemable.

% Byrne,H, v. & O, p. 160.
% Harrison quoted in Byrnéd, v. & O, p. 160.
" Byrne,H, v. & O, p. 162.
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CASE STUDIES:
3. REFRAMING SOPHOCLES:

MARTIN CRIMP’S CRUEL AND TENDER (2004)

Like Sarah Kane and Tony Harrison, Martin Crimp589 is a dramatist who is
capable of merging his Britismoots with wider Europeanroutes Tellingly, his
multifaceted, elusive, and challenging dramatic patyit aimed at exploring the
deepening crisis of subjectivity in a late capgtalvorld, has long been regarded with
suspicion in Britain and, at the same time, widappreciated on the Continent. As
Sierz states in the Introduction to hitie Theatre of Martin Crim2006), the first
study of one of Britain’s most talented and negdgplaywrights, “all over mainland
Europe, from Berlin to Paris, from Milan to Lisband from Copenhagen to Ljubljana,
his [Crimp’s] nhame can be glimpsed on the billbcaod the best theatres, yet, in his
own country, most theatergoers have scarcely hefahim”.! Despite his conspicuous
success on the Continent (largely due to his hgé&reous influences and taste for

formal experimentalisnf),Crimp is well aware of the inherent Britishnesshisf work

! Aleks Sierz,The Theatre of Martin Crimp2™ edn (London and New York: Bloomsbury Methuen
Drama, 2013 [2006]), p. 1.

2 “Crimp doesn't fit neatly into the theatre studiesuld where you can list which playwright influeac
which of his plays. With him, influence takes tleerh of osmosis. [...] you can occasionally detect the
inflection of another playwright here or there, lotherwise his tone is original and personal. Qftem
has been inspired by modern art rather than byralatic theatre, Marcel Duchamp rather than George
Bernard Shaw. The plastic arts tend to be ‘moreegwrgental’ than mainstream theatre. But Crimp also
inhabits the world of books. He might mention hdw banter between Don Quixote and Sancho Panza in
Cervantes’ novel must have influenced the rappettvben Viadimir and Estragon in Becketiiiting

for Godot or he might discuss Proust’s sense of time. lde’fkely to talk about Paul Auster or Patrick
White as about Tolstoy or Flaubert. He’s read Bi#ladd, but he’ll talk about him as a poet rathieah as

a philosopher. When, ittempts on Her Lifea ‘Chinese proverb’ is quoted — ‘the darkest @lscalways
under the lamp’ (p. 251) — you're reminded thatd®al Barthes is one of his favourite writers:An
Lover's Discoursethe same proverb occurs. He tends to like writdre are distant from what he does.
He’s read French minimalists; he admires Peter Kan@ther writers have percolated slowly through hi
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and hates being defined exclusively as a Europeamatist: “That doesn’t appeal to
me at all. That's because all good writing is cutly specific, even if you aim to have
a dimension that will take it beyond your immediatdtural barriers. So | am definitely
a British playwright Oscillating between national and transnationalceons, the
private and the public, tradition and innovatioritmp’s position”, as Clara Escoda
Agusti points out, is thus “a hybrid one that defey strict categorizatior”.

The complex palimpsestic quality of Crimp’s outmuiin line with the versatility
of this prolific author, who has experimented walifferent literary forms and artistic
media and enjoyed a parallel career as a theatnslator/adaptor. After graduating in
English from Cambridge University in 1978, Crimpwad to London with the ambition
of becoming a writer. While working “in various deand jobs™ he wrote a noveltill
Early Days and a collection of short storiesn Anatomy which were both rejected by
publishers. At the beginning of the Eighties, hngd the Orange Tree Theatre in
Richmond upon Thames, in South-West London, whease finst six plays were
produced In the same years, Crimp also wrote a few playsrdolio. In 1990, he
obtained an Arts Council playwriting bursary andrtgd his long-term collaboration

with the Royal Court Theatre, where his most imguirtplays have been staded.

Among them Attempts on Her Lif¢1997), one of the most experimental texts of the

consciousness. All have gone into Crimp’s theatadbiox, which includes devices on loan from longsco
Beckett, Pinter, Mamet and Churchill, and theseehsgrved him well for the past two decades and
more”. Sierz, pp. 160-1.
® Quoted in Stephen Gallagher, “Crimp and Craways International (June/July 2004), pp. 12-14 (p.
14).
* Clara Escoda Agusti, “Short Circuits of Desirengaage and Power in Martin CrimpAttempts on
I5—|er Life’, Ariel: A Review of International English Literatyrg6 (2005), pp. 103-26 (p. 124).

Sierz, p. 3.
® Living Remaing1982),Four Attempted Act&1984),A Variety of Death-Defying Actd 985),Definitely
the Bahama$1987),Dealing with Clair(1988), andPlay with Repeat§1989).
"No One Sees the Vidét090), The Treatment1993),Attempts on Her Lifé1997), The Country(2000),
Face to the Wall2002), Fewer Emergencie§2005), The City (2008), In the Republic of Happiness
(2012).
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Nineties, deserves special mentfofiranslated into more than twenty languages and
performed all over the world, this postmodern (arfid; some commentators,
‘postdramatic’{ play rewrites theatrical conventions by deconsingcthem. Crimp’s
later career is permeated by this strong desirenfaw forms and generic cross-
pollination. Thanks to his experience as a profesgdimusician, in 2000, he translated
Franz Lehar'sThe Merry Widowfor a production at the New York Metropolitan Ogper
and later wrote the librettos for the British cormppoGeorge Benjaminisito the Little
Hill (2006) andWritten on Skin(2012). In addition, Crimp wrote the screenplay fo
Francois Ozon’s 2007 filmM\ngel adapted from Elizabeth Taylor's eponymous novel
(1957).

If, on the one hand, Crimp is setting new agendas @xploring different
directions, on the other, he indefatigably contswue write original plays and to
translate/rewrite a variety of dramatic hypote®g.virtue of the fruitful collaborations
with many British and European theatres, comparaesl, practitioners, it might be
argued that Crimp’s sideline as a translator han s successful that it has even
“threatened to eclipse his main work’Everything started after the productionTdfe
Treatment(1993), when Crimp, who was experiencing a creatimpasse, tried to
“sidestep the block by journeying back in time amtlating a European classic”.
Written exclusively for Crimp’s own amusement andemal refreshment,The

Misanthrope(1996), which set Moliére’s 1666 play in Ninetlasndon, got him “out of

8 More preciselyAttempts on Her Lifgremiered at the Ambassadors Theatre in the Wedt &hich
replaced the Royal Court Theatre Upstairs. As Sieakes clear, “the Court, an early recipient of the
National Lottery bonanza, had rented two theatrélse—other was the Duke of York's — as temporary
bases while its crumbling Sloane Square building leing refurbished” (pp. 50-51).

° For instance, see David Barnett, “When is a PlatyanDrama? Two Examples of Postdramatic Theatre
Texts”, New Theatre Quarter|y\24 (2008), pp. 14-23.

1% Sjerz, p. 70.

" Sierz, p. 45.
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a kind of black hole [...] of writing®* This radical rewriting was the first of many
Crimpian (hyper)texts based on French (hypo)tekts followed, such as Eugene
lonesco’sThe Chairs(1997) andRhinoceros(2007), Christophe Pellet®ne More
Wasted Yea(1997), Bernard-Marie KoltesBoberto Zuccq1997), Jean GenetBhe
Maids (1999), Pierre Marivaux'3he Triumph of Lové1999) andThe False Servant
(2004). This translation activity has provided Qpirwith that kind of regular income
that writing original plays cannot guarantee: ‘lays say, ‘Unless you're a genius or
mediocre you’re not going to write a play a yearyso have to do something else’.
Many people write for film or TV; | translate frofrench. French is my film or T\V*3
Recognising the importance of this parallel car€emp himself distinguishes between
straight translations and radical rewritings ofgoral sources, in which his “sense of
ownership” is inevitably “very strong® More precisely, he divides his work into three
different categories (contemporary appropriatioha bypotext, direct translations from
a language he understands, and translations basateanediate versions):
The first is where | set out to write a new playdh on a pre-existing text. In
what | have done there are only two examples af: tiihe Misanthropge
originally by Moliére, and a play calle@ruel and Tenderln doing this, my
only aim is for me, Martin, selfishly, to write dag, because the material is
already there: a sense of structure, a sense cdateaand a sense of situations.
[...] The second category is what | would call aigtiatranslation, particularly
a straight translation from a language which | wstsd. And apart from
English, the only language that | understand isi€meSo | have made a number
of translations from French, and in those my aintoigrovide a window, |
suppose, onto the original text. [...] The third gate is one that | swore |
would never do. And that is doing a transparerdigiit translation based on an

intermediate text, i.e. working from a text thatdn’t understand: it might be a
Russian or a German text.

12 Crimp quoted in Sierz, p. 45.

13 Crimp quoted in Sierz, p. 70.

14 Crimp quoted in Sierz, p. 70.

> Quoted in Margherita Laera, “Theatre Translatian Gollaboration: Aleks Sierz, Martin Crimp,
Nathalie Abrahami, Colin Teevan, Zoé Svendsen aicha&l Walton discuss Translation for the Stage”,
Contemporary Theatre Revig®1 (2011) pp. 213-25 (pp. 216-7). Crimp’s appiagsn of Euripides’s
The Phoenician Womeliirst staged at the Deutsches Schauspielhaus tigmdnd directed by Katie
Mitchell in 2013, should be included in the firsttegory: Mitchell's intention was indeed to offerirGp
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This chapter will focus on Crimp’€ruel and Tenderan early twenty-first-
century appropriation of Sophocles’s most neglettagedy,Women of Trachigalso
translated a3rachiniad.'® The play was commissioned by the Wiener Festwqahen
Chichester Festival Theatre, and the Young Vic Thee&£ompany, and was first
presented, in a co-production with the ThéatreRtms#ffes du Nord and Ruhrfestspiele
Recklinghausen, at the Young Vic Theatre, Londam,50May 2004. That between
Crimp and Sophocles was an unexpected encounter.SWiss director Luc Bondy,
who directedThe Country(Auf dem Langin Zurich in 2001, was interested in the
possibility of working in England and suggestedt tGaimp should read a couple of
Greek tragedies about the mythological figure ofagtes’’ As Crimp himself declared

in an interview, he was immediately struck by therdness of Sophocles’s (hypo)text:

a solid template to experiment with. It is intenegtto note that Crimp’s text was directly transthinto
German Alles Weitere kennen Sie aus dem Kioo the first production, published in French2ial5 (e
reste vous le connaissez par le cingrbat not yet in English. See Vicky Angelaki's ahti “Alles
Weitere kennen Sie aus dem KiMartin Crimp at the Cutting Edge of RepresentadticContemporary
Theatre Reviey24 (2014), pp. 315-30.

'®«The fierce subject-matter &/omen of Trachis what was done by and to its awesome hero dihimg
last, violent episode of his life on earth — hasrbeonsistently confused with Sophocles’ purposk an
methods in writing it. This has led to the playrgejudged a ‘raw’ and ‘primal’ artwork and indeedit
receiving an early date relative to Sophocles’ othéant dramas. Many have felt not only that pides

a far distant heroic age somehow more irrationaljage, and closer to nature than the Argos of
Sophocles’Electra or the Thebes of his plays about Oedipus and An#g but that the play itself ‘is’
somehow more crude, irrational, elemental, and gavhan they are. This view is derived from the
influential set of lectures on drama published byWA Schlegel between 1809 and 1811, who dismissed
the play in a single paragraph, claiming that iswalikely that Sophocles wrote it at all. It wasrlpaps
Ezra Pound’s idiosyncratic 1956 version which gt play on the literary map. Since this culminated
the announcement of the dying superhero, oncedugnéized the fulfillment of the oracles, and has pu
all the available information together. ‘What smlear, it all coheres’, it subsequently began to be
fashionable to emphasize the themes of knowleddélate learning’ in the play. Its sophisticatiorasv
demonstrated in Pat Easterling’s magnificent comargn published in 1982; there have also been
several fine productions and adaptations in théepsional theatre and other media”. Edith H@lieek
Tragedy: Suffering under the S(@xford: Oxford University Press, 2010), pp. 317-8

" “In Vienna, Festwochen artistic director Luc Bondgd always wondered what it might be like to
direct a play in English. In England, David Lantleé Young Vic wanted to invite Luc Bondy to maks hi
first-ever piece of theatre in the UK. Ruth Mackienfor whom Luc had directed when she ran Scottish
Opera, introduced them and then, when she was rtgpodne of the Artistic Directors of the Chicheste
Festival Theatre, became, with the Wiener Festwoclome of the three principal producers of the
project. But Bondy needed a reason to work in BhgliAn English play. In France Bondy’s artistic
collaborator, Geoffrey Layton, and Stéphane Lissfethe Aix Festival (and the Bouffes du Nord in
Paris) were trying to persuade Bondy to undertaletaging of Handel'dHercules an English music
drama by a German composer. The director was rétiecause of the oratorical form of the piece. But
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[...] out of the blue, Luc called me and said, ‘litd you to read two Greek
plays.” One was [Euripides’sThe Madness of Heraklesd the other was the
Trachiniae So | read both and called him back and said, Gitne | really like is
the Trachiniaebecause it’s just so strange, and somehow fitsnatality.” So,
we had a deal — even though at that point we haidle® where the thing was
going to go-°
Even if Crimp’s rewriting does not spring from aostg personal interest in the classics
and, in many ways, departs from the original, ibidd be noted that, in Elizabeth
Sakellaridou’s terms, “[t]here is a strange alch&thypetween Sophocles’s hypotext
and Crimp’s (commissioned) hypertext.

Similarly to what has been done in the previoupt#ra, my analysis will start
by examining the fractured and intimate relatiopshétween the ancient text and its
contemporary counterpart, focusing specificallytlom (dis)placement of the source and
on Crimp’s reworking of selected classical elemefiteen, | will show how, irCruel
and Tenderthe public enters the domestic and how genderetypbs play a crucial
role in shaping war and vice versa. The fourthisacwill deal with the effects and
affects of onstage fe/male bodies and/at war, wheefifth will shift to the macrolevel

of international war(s) and mediatised terror idags globalised world. I will conclude

with some final remarks on Crimp’s politics of rétvg.

having once heard Handel's music he wanted to knawe, and turned to its inspiration, Sophocles’
Trachiniae He was in Zurich at that time, his birthplacegedting a production cfhe Countryby Martin
Crimp, a play about a couple who leave the citytfar country and the impact on their lives of aroth
woman. Despite a career which might suggest théragn Bondy says he can find few contemporary
plays he wants to direct. In Crimp it was cleahbd found a writer he wanted to work with. Theydreg
to discuss what SophocleEfachiniaemight look like today. To use the ancient pattericut a play from
the material of contemporary life. Meanwhile anott@logue was taking place, between Vienna, Paris,
London, Chichester and Recklinghausen, to map quiduction which could find a home in each of
these cities and to assemble a creative team wh@hd include old associates of Bondy's such as
Richard Peduzzi and new ones such as Kerry Fox. yi@eos in the makingCruel and Tenders the
result of a fusion of many relationships, old amdvnacross borders and across time”. “It's a Stiry
Europe, Old and New”, programme of the first pradéucof Crimp’sCruel and Tender have consulted
this material at the Archive of Performances ofékrand Roman Drama, University of Oxford.

18 Crimp quoted in Sierz, p. 106.

19 Elizabeth Sakellaridou, “Cruel or Tender? Proteaifl Atrocity, New and Old"Contemporary Theatre
Review 24 (2014), pp. 361-70 (p. 361).
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1. “SOPHOCLES AT THE AIRPORT”": (DIS)PLACING GREEK TRAGEDY

As we have seen, the process of rewriting and gegjaa source text always
implies some kind of linguistic, textual, and cuétushift and, consequently, a wide
range of relocation techniques and strategieshi regard,Cruel and Tendemvell
exemplifies what Geérard Genette termdransposition diégétique (or
transdiégétisation?® Crimp indeed dislocates the Greek hypotext from gtiginal
spatio-temporal frame, relocates the battlefietanfithe Middle East to Rwanda and — at
the same time — displaces the Sophoclean souramptiyg for a vague (but equally
symbolic) Western setting, that is to saytamporary home close to an international
airport”.?* Apart from these parallel transmigrations, thegioal architecture of the
ancient tragedy has been largely maintained. YemgChimself points out that, in this
rewriting process, he has actively reacted to Soelsprather than passively adhering to
his text: “It's a rewriting of the original play drso the structure of the play has been
kept. But the structure is something that | workeginst and made my own play in
reaction to the original text? One of the most significant Sophoclean featurastich
Crimp remains faithful is the split between the &enand male protagonists, who never
meet in the play. As Escoda Agusti observes, Sdesisctragedy “is made up of two
basic thematic parts, each devoted to one protatjdfiithe first section focuses on
Deianira (whose twenty-first-century counterparnamed Amelia), while the second

centres on her husband Heracles (in Crimp’s revwgitthe General). From a structural

2 See pp. 97-98 of this thesis.

2L Martin Crimp,Cruel and TendetLondon: Faber and Faber, 2004), page unnumbered.

22 Interview with Martin Crimp, conducted by DominicCavendish (available at:
http://www.theatrevoice.com/audio/interview-martinmp-12-the-playwright-talks-to-domini/, last
accessed 3 December 2015).

8 Clara Escoda AgustiMartin Crimp’s Theatre: Collapse as Resistance w@tel Capitalist Society
(Berlin and Boston: De Gruyter, 2013), p. 231.
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point of view,Cruel and Tenders divided into three main parts: the first tweoqti on
Amelia and the last one on the General. Whereas ®a& and Two are respectively
subdivided into three and two scenes, Part Threat&ins no scene division at all, and
works in the manner of an epilogu@”.

Sophocles’s tragedy, called after its chorus ofngpwomen, is set in the ancient
Greek city of Trachis, where Deianira and some efadles’s children live in exile. Its
main theme, as the classicist C. M. Bowra summgrise“a woman'’s tragic love for
her husband. In her desire to keep him for hesd®df kills him without meaning to do
so, and has to kill herself®. Deianira, who is rooted in this (liminal) domestic
environment, sends her son Hyllus to find his fgathéo is away from home. Shortly
after, a Messanger announces that Heracles hagheobattle and is coming back to
Trachis. The hero’s herald, Lichas, brings in augraf captured young women,
Heracles’s war booty, among whom is King Eurytugasighter, lole. The Messanger
tells Deianira the whole truth: in fact, this befutprincess is the reason why Heracles
has sacked and destroyed the city of Oechalia. léntb cope with the domestic
presence of Heracles’s concubine and impatienettngr husband back, Deianira sends
him a robe soaked in what she imagines is a loweephHowever, the potion turns out
to be the Centaur Nessus's poisoned blood, whianodes the hero’s body and
damages his mind. At that point, Deianira realiggst she has inadvertently done.
Consumed with guilt, she commits suicide just beftme dying Heracles arrives.
Having returned home, the hero orders Hyllus tpare his funeral pyre and to marry

lole.

24 Escoda AgustiMartin Crimp’s Theatrep. 231.
%5 Cecil Maurice BowraSophoclean TragedDxford: Clarendon Press, 1944), p. 116.
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Crimp’s appropriation of Sophocles’s tragedy bottiogs and adapts its
classical source. As the theatre critic CharlesnSgewrites in hisDaily Telegraph
review, the British dramatist “sticks closely” toet ancient plot, but, at the same time,
“drag[s] the action into the 2century”®® As a result, Crimp inevitably dismembers
and re-members the mythical narrative by reframang relocating it. In this light,
focusing on the “ruptures” in Crimp’s text(ure), idiia Aragay affirms tha€Cruel and
Tenderis a drama

of many fractures. Most obviously, perhaps, [...]fractures the classical
narrative of Heracles, his wife Deianeira, theim sdyllus and Heracles’s
prisoner of war lole, by updating it to the eanyenty-first-century context of
the global ‘war on terror and by introducing aisserof changes to both the
characters and the narrative itself that have loéem noted, not least by Crimp
himself?’

The play begins with Amelia sharing her maritallpeons with a contemporary
chorus, formed by a housekeeper, a physiotheramigt, a beautician. She appears
extremely anxious because her husband, a Genegaged in a war on terror and
subsequently accused of “[c]rimes against humagityias been away from home “for
over a year? Amelia thus sends their young son James (Hyllosthe original
version) to Africa to find his father. A journalistamed Richard (Sophocles’s
Messenger) brings her “the good netflsthe General is coming back soon. In the
meantime, the government minister Jonathan (Lichasits Amelia with two African

children, Laela and her little brother. Althougmathan defines them as “survivots”

of the General’s military attack, Richard laterarths Amelia that the two children are

% Charles SpenceRaily Telegraph 15 May 2004 Theatre Recordvol. XXIV, no. 10 (2004), pp. 633-4
(p. 633).

" Mireia Aragay, “A Mirror of our own Anxiety: Civikation, Violence, and Ethics in Martin Crimp’s
Cruel and Tendér Atlantis: Journal of the Spanish Association of lBafmerican Studies33 (2011),
pp. 75-87 (p. 76).

8 Crimp, Cruel and Tenderp. 64.

29 Crimp, Cruel and Tenderp. 2.

%0 Crimp, Cruel and Tenderp. 9.

31 Crimp, Cruel and Tenderp. 12.
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32 of another kind of assault, “a sexual ofie”Jonathan is compelled to

“the spoils
confess that the twenty-first-century Heracles Ihased the city of Gisenyi and
massacred its entire population exclusively to pssd aela, the young daughter of the
African leader Seratawa. In order to win her husback, Amelia sends him a pillow
in which she has concealed a love philter. In fdug gift turns out to be a chemical
weapon with deleterious effects on the Generaltyylsmd mind. When James describes
his father's unbearable amount of suffering, Am&lls herself offstage. The third and
final part ofCruel and Tenders entirely devoted to the return of a disabled ahell-
shocked General, who is forced to accept the fuilsequences of his behaviour. Before
giving him up to justice, James is asked by thegBario take Laela and to be the father
of the small child.

This comparison between the two narratives shows @Gomp’s contemporary
appropriation both quotes, reshapes, and re-(eopgsts classical source, which, in his
own words, “provided me with a vessel in which wwup my feelings about current
events, while having a very human story at thereeat it".>* The Greek tragedy, in
other words, functions as a template that the ®ritdramatist deconstructs and

reconstructs in order to comment upon the publitsequences of today’s international

politics and their private reverberations.

%2 Crimp, Cruel and Tenderp. 17.
% Crimp, Cruel and Tenderp. 21.
% Crimp quoted in Gallagher, p. 14.
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2. “ALL THIS INTRACTABLE GREEK STUFF — CHORUSES, MYTHS, CENTAURS,

HEROES": CRIMP’SREWRITING /RESTAGING STRATEGIES

When a (hypo)text is transplanted into a differemitext, a number of fractures
and changes are necessary, if not inevitable. AgetBe points out ifPalimpsestes‘le
mouvement habituel de la transposition diégétigsieum mouvement de translation
(temporelle, géographique, sociafgpximisante: I'’hypertexte transpose la diégese de
son hypotexte pour la rapprocher et I'actualiser geux de son propre publié®. In
“Rewriting Moliere”, the Preface tdhe MisanthropeCrimp himself stresses the need
to depart — to a greater or lesser extent — froen gburce text, reconsidering and
reworking some vulnerable elements in order to ijok@the receiving audience with an
accessible product, suitable for the world theg liv

[...] how do you ‘translate’ (literally ‘move from enplace to another’) an

artefact that is so much a product of seventeeeaiitucy Paris and Versailles?

One answer — and the one I've attempted here e @pt for a contemporary

setting, and then explore the consequences, whatlevéations and departures

from the original that may involv&.
In this light, the adaptor’s fresh approach becomesgn of respect towards his/her
literary precursor rather than an act of misreadingn arbitrary fracture:

[...] if, three hundred years later, reflecting thentemporary world has meant

taking certain ‘liberties’ with the text, this isly in the belief that — at this

distance in time — reinvention, rewriting of oneiter's work by another, is

‘fidelity’ of the truest and most passionate kifid.

Some years later, Crimp observes that every cormiganp author reacts to ancient

Greek literature in a different way. If a poet sahTed Hughes slips into the textual

% Gérard GenettePalimpsestes. La littérature au second de(faris: Seuil, 1982), p. 351 [original
emphasis].

% Martin Crimp, The Misanthropgin Crimp, Plays Two: No One Sees the Video, The Misanthrope,
Attempts on Her Life, The Countiptroduced by the author (London: Faber and Fab@d5), pp. 95-
196 (pp. 97-98).

37 Crimp, The Misanthropgep. 98.
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skin of the original and leaves the classical disi@m largely untouched, Crimp
confirms that his own urge is to write a dramatiefact which is the product of today’s
world and, at the same time, has the capacity li daonirror to contemporaneity:
Every writer writes/re-writes the Greeks in hish@r own image, and to satisfy
an artistic need. Ted Hughes, for example, resptmdse poetry of Aeschylus
as a poet, by tying his own knots into the origifaddric, and leaving the ancient
world intact. For me it was more important to wiiglay than to write poetry,
and | couldn’t imagine writing a play that wasniitclinguistically, culturally,
from the material of contemporary Iife.
This section will thus examine Crimp’s own straesgto update what he defines as “all
this intractable Greek stuff — choruses, mythstauans, heroes®
In the first place, the adaptation of choruses, @n&e most distinctive features
of Greek tragedy, constitutes a thorny problem dontemporary playwrights, and
Crimp’s reaction is highly revealing in this regaiff on the one hand, the British
dramatist does not seem to be much interestedsrclssical convention (“We don't
really do choruses, or it is not really somethihgttl do or am particularly interested
in"%9), on the other hand, he feels both compelled drallenged to reconsider this
theatrical element (“So it was something that liobsly had to — | wanted to deal with
it, because it is a kind of challenge. | wantediéal with it in some way or othéf).
Crimp’s words thus give us a sense of the commanipivalent response to the chorus,
nowadays perceived as a problematic device whmhyéarious reasons, is prone to
become awkward, defamiliarising, and even distuybiRirst, from an aesthetic and
strictly theatrical perspective, in a naturalisticse en scenthe chorus appears to be an

artificial and anachronistic element. Secondly,cé&n hardly be denied that this

convention is laden with socio-political overtondsdeed, the fifth-century tragic

% Martin Crimp, “Sophocles and the War Against TetrGuardian 8 May 2004.
%9 Crimp, “Sophocles and the War Against Terror”.

0 Quoted in Laera, “Theatre Translation as Collationd, p. 222.

“l Quoted in Laera, “Theatre Translation as Collationd, p. 222.
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chorus, “performed by twelve to fifteen citizensigng their lines in unison while
dancing to music in the orchestra, the circularaa® the stage in Greek
amphitheatres*? evoked a strong sense of community which has pssiyely been

lost in our late capitalist society based on indlinalism. As Crimp himself perceptively
notes, “I do think there is an issue about chorusesl | think it is to do with the

society we live in, because | think we live in aisty of individual units. And | think

that we find it harder to accept the chorfrs”.

In Cruel and Tender Crimp rewrites Sophocles’s chorus by adopting “a
problem-solving approach [...], coupled with one’srotaste™* The British playwright
replaces the original group of local women withethrfemale characters — the
Housekeeper (Rachel), the Physiotherapist (Cating,the Beautician (Nicola) — who,
despite their vague characterization intervenerséglg, defying the idea of a collective
voice speaking in unison. Moreover, Crimp decidesdd a couple of recordings of
Billie Holiday singing “My Man” and “I Can’t Give ¥u Anything But Love”, “given
that the original chorus danced and safigdlso, as Clara Escoda Agusti observes, in
the unpublished version of the play (modified dgriehearsals), Amelia’s personal
assistants, who form Crimp’s late capitalist ahtiws, are merely indicated by the
numbers 1, 2, and 3, a fact which emphasises depersonalization and identification
with a subordinate role

Identifying them by numbers seems like a more cafteoption if one bears in

mind Crimp’s intention throughout the play to emptyese characters of

subjective traits. He presents them as depoliticizeings who simply perform
the roles they are ordained, unquestioningly partpkof the values of

2 Margherita LaeraReaching Athens: Community, Democracy and Othehdlggjies in Adaptations of
Greek TragediegOxford: Peter Lang, 2013), p. 65.

43 Quoted in Laera, “Theatre Translation as Collationg, p. 224.

4 Quoted in Laera, “Theatre Translation as Collationd, p. 222.

“5 Crimp, “Sophocles and the War against Terror”.
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consumerism and bent on teaching Amelia and Laeteelhave like the wives of
a man of status by making them concentrate on buelies and appearante.

While in Sophocles’s tragedy the young women othirgempathise with Deianira and
wholeheartedly support her throughout, Crimp’s ‘@pgrone group of in-house
staff",*” as | will discuss later in this chapter, mainlyncentrates on Amelia’s body,
which needs to be disciplined and made to confarthe beauty ideals expected by our
image-based society.

The appropriation of the tragic chorus is not the/@hallenge that Crimp faces
while rewritingWomen of Trachjssince several other elements of Sophocles’s afthi
narrative also require to be adapted to the twérgircentury frame in which they are
inserted. This is well exemplified by the transfatrman of the ancient tunic soaked in
Nessus'’s blood into a powerful chemical weaffba, functional metamorphosis that
Genette would ternransformation pragmatiquéor the French literary theorist, these
kinds of practical reworkings are inevitable consmtpes of aransposition diégétique
“‘on ne peut guere transférer une action antiqué&podue moderne sans modifier
quelques actions (un coup de poignard deviendrp dewpistolet, etc.)*

The ‘domestication’ of an anachronistic elementhsas the robe sent to
Heracles frequently implies a parallel reinterptietaof some characters. In this case,

the mythological Centaur Nessus is replaced byndeocoporary figure named Robert, a

6 Escoda AgustiMartin Crimp’s Theatre p. 238. | thank her for sharing the unpublishedsion of
Cruel and Tender

“"Laera,Reaching Athen. 61.

“8 When interviewed by Sierz, Crimp declared thatittea of a chemical weapon was his daughter’s: “I
was on holiday in France, in the sea, and | waskihg about how to find a modern equivalent of the
poisoned shirt, and my daughter had this brillidet of psychotropic drugs. It was only after lidished
writing that | found this web page about recenttRgon research into using psychotropic drugs taded
happy states to mentally disable your opponents. drieadful thing is that you just have to dream up
some kind of awful imaginary weapon — and someanalieady developing it. Of course, in the play
Amelia has been tricked. The chemical isn't thepihd drug she think it is, but one of the
organophosphates, which were banned by the Genawae@tion, although countries are still developing
them. And we're not talking about Iraq, we're talgiabout the UK and the USA". Quoted in Sierz, p.
108.

9 Genette, p. 360.
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left-wing lab researcher who has developed thetel@beis psychotropic drug and given
it to Amelia as a present:

He told me that this

whatever it is

chemical

that this chemical

his baby

took the will to fight out of a soldier

by making the soldier yearn for a safe place

making him feel the need of a safe place

an absolute need

for the love and the reassurance

of the person he was closesf{o.

Besides the Centaur, other supporting charactetergn necessary transformations: in
Cruel and Tender Sophocles’s Messenger becomes a journalist, Richahereas
Lichas mutates from Heracles’s herald into a tweinsg-century spin doctor, Jonathan.
These two figures, especially the government nenjisare highly revealing about the
fragmentation and inconsistency of contemporarysjoommunication, a web of half-
truths — when not obvious lies — constantly intgted by mobile phones ringing and
interspersed with flirting attempts.

The two main characters in Sophocles’s tragedy eapeally reshaped and
updated by Crimp, as we will see in the followingctons. As a result of this
transposition diégétiguehe mythical hero Heracles and his wife Deiaaimtaken out
of their original context and effectively (dis)pétin a liminal and globalised space,
whose non-specificity is in line with their exiledndition in the source. Crimp affirms
that, in his appropriation of the play,

“exile” becomes the classic non-place of the deved world: the no-man’s-
land of food-preparation sheds, long-term car-pakd corporate hotels that

cluster round a perpetually illuminated internaéibairport. Close to the airport
we're close to the sacred sites of retailing, a#l a® to the X-ray machines

%0 Crimp, Cruel and Tendepp. 29-30.
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which allow us to examine the entrails of our luggafor favourable or
unfavourable omens.

Despite the distinctively contemporary flavour afiip’s ‘globalised’ rewriting (one
that intriguingly redeploys Marc Augé’s notion ofiet non-liey,”* the classical
resurfaces in several places @ruel and TenderIn keeping with this authorial
approach, the first production of the play was nd@bly successful at merging
antiquity and contemporaneity from a visual andfqrenative point of view, as the
dramaturgEdward Kemp notes:
What the production found, in a very satisfying wasas a visual and acting
language that inhabited all three time zones otlteatre event: the period when
the play was written; the world today; and the wodf the archetype. For
example, designer Richard Peduzzi created a sdt vilas a completely
anonymous hotel room on the edge of an interndtiamport but its colours
alluded to the classical age: the ash-grey and iliemrsuggested Pompeii. On
the wall was a relief of an archetypal classicahge and this was both an
allusion to archetypal myths and a comment on whatcivilisation does with
them: we frame them and put them on the wall aica>
This anonymous, minimalist, and equally stratifsedting, (dis)located at the crossroads
of various routes, offered the appropriate context fertile cross-pollination between
the classical and the contemporary, and — at tme $eme — a suitably neutral space for

the gender(ed) war between Amelia and the Genatad, mirror the female domestic

sphere and the male military world, respectively.

3. GENDER(ED) WARS: WHEN THE PUBLIC ENTERS THE DOMESTIC

Crimp is deeply fascinated by the inherent modgraftan ancient tragedy in

which the two protagonists, Heracles and Deiardral the opposed dimensions they

> Crimp, “Sophocles and the War against Terror”.

2 Marc Augé,Non-Places: Introduction to an Anthropology of Supedernity trans. by John Howe
(London and New York: Verso, 1995[1992]).

%3 Quoted in Sierz, p. 208.
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stand for, are caught up in a constant fight buenactually meet on stage: “Two and a
half thousand years before the invention of psymiml Sophocles had the brilliant idea
of writing a play in which this gender split is dixjt: not only do male and female live
in separate worlds, but husband and wife, in taigiqular drama, don’t even meéf”.
For the British playwright, just as intriguing iset fact that his Greek precursor devotes
the largest portion of his dramatic text to theeinstruggles of the female character,
while Heracles, the most celebrated hero of artiigappears only later in the tragedy,
his body wracked with intolerable pain:

He [Sophocles] shows us the man only in the fimggs of the text, broken and

angry (the fate of so many traumatised soldierg)ing like Kafka’'s abandoned

beetle, while he devotes the major part of the gkyd in this he seems so

modern) to a woman who struggles to deal with tf@’'snabsence, violence,

and infidelity>®

As previously said, Crimp maintains Sophocles’s nthgcally-fractured
structural configuration: in line with the tragiggotext, Amelia dominates two thirds of
Cruel and Tenderwhile the General is confined to the final sectiblowever, despite
Amelia’s predominance, it is important to stress thhe two main figures are intimately
connected throughout the play. And, as with higemporary counterpart, Sophocles’s
Heracles is always present, despite his dramatit theatrical absence. As Bowra
observes,

though Deianira is on the stage longer than Hesaslee is not more important

than he is. He is always present in her mind armuis. Throughout we think of

her in relation to him and of him in relation torhEven at the end, when his last

hours almost absorb our attention, she is notaptabsent from our thoughts.
The subject of the play is the single, shared dgstf a man and a womah.

>4 Crimp, “Sophocles and the War against Terror”.
%5 Crimp, “Sophocles and the War against Terror”.
*Bowra, p. 116.
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If, on the one hand, the destiny of Deianira/Amelml that of Heracles/the General are
clearly intermingled and interdependent, in botisis of the play, the tragic hero and
his wife can be considered two antagonists by @iditheir opposed characteristics.
While the female protagonist is trapped in a claystobic domestic
environment (“4MES: You don’t even leave / thieouse [...] It's like you live in a /
bunkef®"), her male opponent is an absent husband engaggdilic affairs’ away
from home. More precisely, Crimp’s Amelia is anraitive and strong woman
restlessly wandering around the temporary houswhith she is forced to live in
captivity (“she’s like a bird in a boX®), whereas the General is said to have been
abroad for over one year fighting terrorism — dr,least, we might argue that this
international war has provided him with a convehexcuse for ignoring his family:
AMELIA

[...]

Because my husband is sent out

on one operation after another

with the aim—the apparent aim—

of eradicating terror: not understanding

that the more he fights terror

the more he creates terror—

and even invites terror—who has no eyelids—

into his own bed®
This powerful image conjured up by Amelia shows hbe play blends the public, or
even global, dimension of terrorism and its capatit enter the most private and
intimate of spheres. As a matter of fact, the ampterary war fought by the General
intermingles with a distinctively (and disturbinylgersonal conflict, provoked by the

consequences of his dangerous obsession with difoeawb-Saharan girl. Initially

conquered by the warrior-hero, Laela, in turn, ades Amelia’s privacy and colonises

" Crimp, Cruel and Tenderp. 42 [original emphasis].
%8 Crimp, Cruel and Tenderp. 6.
%9 Crimp, Cruel and Tenderp. 2.
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her territory, arousing the woman’s jealousy. Instinespect, as Vicky Angelaki
observes, this rewriting of Sophocles’s tragedycanstructed around a striking
metaphor — “marriage as war, which enabled Crimpexamine domestic conflict
through the prism of the military one and vice @€ The theatrical stage thus
becomes an arena in which the magnetic persomabfieAmelia and the General, as
well as the diametrically opposed worlds and setatdies they convey, violently clash.
From her first appearance at the beginning of tag, Amelia, “one of Crimp’s
particularly memorable, larger than life female retiéers™' imposes herself as a
strong, intelligent, and charismatic woman. Desgte her familial troubles, she
resolutely refuses to be considered a victim of dperessive patriarchal system to
which she has been subjugated since her childhood:
AMELIA

There are women who believe

all men are rapists.

| don’t believe that

because if | did believe that

how—as a woman-could | go on living

with the label ‘victim'?

Because | am not a victioh no—

that's not a part I'm willing to play-believe mé?
This excerpt from the opening monologue gives uwse@se of Amelia’s uncommon
dignity and eloquence, and confirms that languagadeed the most powerful weapon
with which she is arme¥. However, Amelia’s stubborn resistance and fierce

determination to save her broken marriage shoutdeaa us to think of her as an evil

figure such as Clytemnestra or Medea, two revehgetumen who intentionally Kkill

% vicky Angelaki, The Plays of Martin Crimp: Making Theatre Stran@@asingstoke and New York:
Palgrave Macmillan, 2012), p.125.

®1 Angelaki, The Plays of Martin Crimpp. 124.

%2 Crimp, Cruel and Tenderp. 1.

%3 See Vicky Angelaki, “The Private and the Publicré/aA Play by Martin Crimp”Platform, 1 (2006),
pp. 32-41 (p. 34).
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their husbands (and even innocent children). ltukhdoe noted that, i'Women of
Trachis Sophocles had already reworked and mitigatedotiginally wild figure of
Deianira, whose name translates as ‘the destrdyeerdiusband’. As Bowra points out:
If the name Deianira [...] conveys anything about ¢niginal character of its
possessor, it suggests that in the oldest legeneisnda was a kind of
Clytaemnestra who slew her husband, perhaps oyeabusy for another
woman. Or it may have a different origin and bermmted with the common
epithet for an Amazon [...]. In that case Deianirauldobe a woman with the
strength of a man, and a faint echo of this mayigerin a statement that she
drove a chariot and practised war. But these dintshiell very little. If they
were known to Sophocles, he neglected them ancemes quite a different
Deianira®
Crimp himself is well aware of Sophocles’s reintetption of the original female
figure, a woman who finds herself in an extremeRiallt and increasingly stressful
situation and just struggles to find a possiblausoh: “Sophocles creates a character
that seems to be less woman as constructed by witoh-pitch-predator) and more
woman as women more frequently see themselvesiergsiroblem-solvers® It might
be reasonably argued that, like Sophocles’s D&an@rimp’s Amelia is not a
dangerouslominatrixready to punish her man by torturing him to dehbtit,a present-
day woman facing the devastating consequence®giritate echoes of a public war.
At the beginning of the play, Amelia dominates céetgly the domestic
environment in which she is embedded. This is exdmplified by the promptness and

(seeming) devotion of her trio of servants, alwayiing to wait on their mistress.

However, when Jonathan brings in Laela and the Isaidlld, the domestic power

% Bowra, p. 117.

% «“And Amelia’s problems” Crimp adds, “are numerodsrandom act of violence by her husband —
what today we would call a war crime — means shetn put into “exile”, ie forced to set up tempgrar
home in another city-state @olis. Her son treats her with adolescent disdain. Thessengers’ who
bring Heracles’s girlfriend into her house lie trlout of kindness, or tell the truth out of maliBait as
each illusion about her husband is removed, famfaumbling, she confronts the new situation and
looks for ways to win back his love. There’'s antacsense of her domestic confinement, of the exdrem
difficulty of acting on the external world, whenathworld, and even the information about it, isnigei
controlled by men. Amelia resists control, rejettte label ‘victim™.“Sophocles and the War against
Terror”.
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dynamics are subverted. Amelia offers the guestemeis hospitality and, at the same
time, tries to ‘westernise’ these two captives fralarkest Africa by giving them
educational toys:

| want these children washed and given beds. | whaetm given thick

sheets—cotton ones-white ones—and a light—they must have a light in the

room—pink perhaps-and toys. Find them some of Jamie’s old teymit

nothing frightening, pleaseno guns, no helicopters. And bodKs.
The more they adapt to the material comforts of ti@w environment, the more Amelia
loses control of her private space. Significanthe second part d€ruel and Tender
opens by staging the General’s concubine whigxattly like Amelia in the earlier
scenejs being given beauty treatment by the Beauticiash Rhysiotherapi&t®’ Shortly
after, Amelia appears and notices that Laela igiwgder necklace. While the woman
Is annoyed, her personal assistants empathiselvataninvited guest:

The girls all laugh. Amelia appears. They go quiet.

AMELIA: What's that round your neck, Laela?

PHYSIOTHERAPIST You'd left it in the bathroom.

AMELIA: I've told you: she’s not to take my things.
HOUSEKEEPER She doesn’t mean any hafth.

Convinced that “[a] man can have two wives undes blanket™® the ‘colonised’ girl
from Gisenyi transforms herself into a Western ocider’, eager to invade Amelia’s
domestic territory and to obtain what she thinke s& entitled to. While Laela
comfortably shares Amelia’'s space and seems to deadase in this embarrassing
situation, the General’s wife — at this stage at with everybody else in the house — is
evidently more and more distressed and struggléefiend her dominion. In his review

of the first production of the play, the theatréic Jeremy Kingston effectively stresses

Amelia’s territorial defensiveness by comparing tea feline: “[Kerry] Fox presents

% Crimp, Cruel and Tenderp. 14.
67 Crimp, Cruel and Tenderp. 25.
% Crimp, Cruel and Tenderp. 26.
% Crimp, Cruel and Tenderp. 27.
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her as a figure of wonderfully fierce and frustdaiatelligence, stalking her territory
like a panther™®

In Part Three, this all-female environment becoaregnaginative battlefield for
the shell-shocked returning General. While the bbokl staff are relaxing with beauty
treatments and women’s magazines and chatting abBowtlia’s recent suicide,
Heracles's counterpartén be heard approaching, half speaking, half sigfi* some
lines of “I Can’t Give You Anything But Love”. Remkably, Crimp declared that this
first appearance of the General and the intrigugieg of his madness were inspired by
some lyrical ‘explosions’ in the tragic hypotext:

In the first place, | whizzed through the Penguamslation, but it was really

interesting to look at the Greek original becalmd are some strange things in

it. When Herakles is brought in, injured, the vegees completely mad. Odd

little onomatopoeic phrases express his distrasmult have been the most

extraordinary thing at the time because he’s usiieglyric form that’s usually

reserved for the chorus. This is why, when he comge$ have him sing the

Billie Holiday number’?
The present-day Heracles thus becomes a physiaatlymentally disabled veteran,
experiencing excruciating pain and suffering frooms form of post-traumatic stress
disorder (PTSD), which results in paranoid behavialienation, emotional numbness,
sudden changes in mood, and occasional outburst®lehce. In his damaged mind,
the horrific memories of the conflict merge withri@nt everyday life and the domestic
territory is turned into an appendix of the wamareAs a result, the General is on guard
all the time, always ready to start fighting:

GENERAL: Then tell me something, Jamie: why is it so ghiete? When is the

attack?
JAMES: You're at home, Dad.

0 Jeremy Kingston, “Greek Tragedy for a Vengeful ModWorld”, The Times15 May 2004, p. 25.
> Crimp, Cruel and Tenderp. 50.
2 Quoted in Sierz, p. 106.
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GENERAL: | know where | am. And | know what’s it's like foge the attack.
Sometimes it's so quiet you can hear the ants ngnrover your boots.
(Smile3.”

The General’s disconnection from reality is mirgt®y his incoherent and inconclusive
lines, diametrically opposed to Amelia’s. “Speakiing fragments”, Escoda Agusti
observes, the combat veteran “keeps fighting aghilssdecomposing mind, trying to

note everything down in a diary, and talking abauight schedule he has to adhere

t0":74

GENERAL (to Housekeepgr
Now listen:
tell Amelia we’re having lunch at the Chineselizssy
then at three o’clock
put this in the diary
because at three o’clock
I’'m talking to the minister about helicopters
because there are not enough helicopters
and | have men dying because of it and theml&iplast four
this should be in the diary
at half past four | am appearing on television
until half past five when a car is taking Amediad myself
and make sure this car is booked
because we need to go directly to the airport
for a meeting at the United Nations in New Y&tk.

In this rambling speech, interspersed with repetgj the General intermingles past,
present, and possibly future events (even ignattiag his wife has killed herself). In
Cruel and Tenderas Angelaki suggests, different kinds of monoksyaim to present
two antithetical dimensions: “The first world restghin the private, domestic domain
and unveils the tensions of this environment witdgeence. The second world inhabits

the public, military domain of the battlefield aretords its brutality with crudenes®”.

73 Crimp, Cruel and Tenderp. 59.

"4 Escoda AgustiVartin Crimp’s Theatrep. 257.

'S Crimp, Cruel and Tenderp. 51.

® Angelaki, “The Private and the Public Wars”, p. 36
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As we have seen, the gender split around which Esirplay revolves (and
evolves) derives from its tragic hypotext. The Bhtdramatist admits that it was thanks
to a groundbreaking book he was reading at thag,tdoshua S. Goldsteindar and
Gender(2001), that he could understand the importancgeofler roles in Sophocles’s
Women of Trachis'What was interesting was that the Greek playronéd the gender
archetypes in this book. So the play begins withwiloman staying behind to maintain
the home, than you see what happens to the manismunditioned to fight wars”
What Goldstein’s interdisciplinary study demonssgais the fact that “[tjhe gendering
of war [...] results from the combination of culilly constructed gender roles with real
but modest biological difference&®In other words, even if men are biologically bette
equipped for war, the historical record shows tlvatmen are capable of fighting as
well. Therefore, it might reasonably be argued tptdered (war) roles are cultural
artefacts, rooted in the idea that men, who needédoconditioned to perform
successfully in combat in order to overcome thdierent aversion to war, are the ones
who have to do the killing and protect the femalendstic environment. Going through
initiation rituals, men construct their masculineyd become brave fighters, eager to
dominate and ‘feminise’ their enemies. For Crintge historical evidence of this ‘re-
gendering’ of the defeated was particularly intengs “In the 1991 Gulf war US
soldiers wrote on bombs ‘Bend Over Saddam’; comfasewith a vase painting from
425 BC showing a victorious Greek, erect penisand) rushing to penetrate a defeated

(male) Persian®?

" Quoted in Gallagher, pp. 13-14.
"8 Joshua S. Goldsteikyar and GendefCambridge: Cambridge University Press, 200183, p.
0 Crimp, “Sophocles and the War against Terror”.

212



Even if War and Gendepgave Crimp an “intellectual way of understandihg t

play”,®° the British writer declared that it was easierHon to interpret the character of

Deianira, a woman confined to her domestic spaak thos reinforcing the gender
archetypes, than Heracles, an aggressive maleefignat he found profoundly
disturbing. Being an instinctively anti-war pers@rjmp could not understand soldiers
and the reasons which pushed them to kill. Theeefbe had to do a lot of reading
about the topic and it was only when he realiseat #oldiers were victims of the
patriarchal system trained and conditioned to dmatural things that he could
understand Sophocles’s hero and rewrite this figao®rding to his own taste:

| started with the original. In the play, Heraklegjuite repulsive, which is why
— |l assume — it is so rarely performed. So thelehgé was to understand him. |
went to the British Library and read books on Vain and post-traumatic
stress. There’s a book callgkthilles in Vietnam which tries to show how
accurate Homer was about the behaviour of soldiecombat. And, of course,
the more | read about soldiers, the more | undedstbat killing hardly ever

comes naturally to people, which is why militargiting is so intense — you
have to train young men to behave in this way. Armatestimony of returning

veterans was particularly disturbing: men who’d gptregularly through the
night to ‘patrol’ their homes, who saw their lovedes as if they were looking
through ‘a dirty pane of glass’ (an image | neveurfd a place for,

unfortunately), and of course men with paranoidations about ‘the

government’. So | came to see the General very msdavictim of his political

master$!

Crimp’s approach to rewriting is highly revealingthat it shows how, starting from a
close reading of the source and drawing on intenglisary critical material, a present-
day dramatist can rework an ancient text in an lkgaacurate and subversive fashion,

mixing tragic roots with their distinctively cont@orary reverberations.

8 Interview with Crimp conducted by Cavendish.
81 Quoted in Sierz, p. 107. See also Jonathan $twhjiles in Vietnam: Combat Trauma and the Undoing
of Character(New York: Scribner, 2003 [1994]).
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4.FE/IMALE BODIES AND/AT WAR: EFFECTS AND AFFECTS

As discussed in the previous secti@muel and Tendemterweaves the violent
consequences of a large-scale conflict and themredtic echoes. This stratification and
metastatic spread of war, as well as the consegumaunter between global terror and
emotional terrorism, inscribes itself onto the fésmaand male bodies, that
metaphorically collide on stage. Considering thelyb@as a protean and permeable
structure, created and shaped by external forcésaltural constructions, this section
aims to explore the effects (and affects) of maard micro-politics on the physical,
focusing on the ways in which onstage bodies caatlvear with themselves and each

other in today’s Western society.

4.1 Disciplining Female Bodies

In the first two parts of the play, the (self)regfidn of Amelia’'s body takes
centre stage. Her opening monologue, as Aragayshakows that the female
protagonist “has experienced from an early agestmabolic violence late capitalism
exercises on bodies, particularly those of womenit drills them into submissiorf®
When still a teenager, a man she did not know akkedather for her hand in marriage:

| was just fifteen

living with my father

living very very quietly with my father

when the first man came to my father

wanting me. He described to him

the various ways he wanted me

while | listened outside the door in the very slsbitt
and the very high-heeled agonising shoes

8 Aragay, p. 80.
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| had begged and begged to be allowed to {ear.
Amelia, who was eavesdropping on their conversatielhh upset about the detailed
description of the forms her suitor’'s sexual desissumed and “ran up to [her] room.
Locked the door. Stopped eatirfj’Feeling that she was nothing more to him than an
object, the girl deliberately inflicted damage agr lown body by refusing food. In an
attempt to rebel against the oppressive (and ptralic) patriarchal system, Amelia’s
self-punishment is, in fact, the direct result bbge “highly efficient mechanisms of
interpellation” — typical of late capitalist Westesociety — “that discipline bodies into
exercising strict self-regulation, even in the fooh self-directed violence® Early
anorexia is merely the first example of Amelia’<lination towards self-damage.
Indeed, in the powerful scene closing Part Two, wlenan tightly ‘tlenches her fist
around one of the shattered wine-glasses on thke tabd squeezes as hard as she
car’’.®® In addition, we cannot help feeling that her sgosat suicide, which happens
behind the scenes in keeping with Greek theatdoalentions, is the final act of the
self-destruction process of a woman who has giyehear dreams to become a ‘good’
wife and mother:

| am eighteenth years old and | have a house

a husband and a bed

a bed with white pillows-

and a child.

| abandon my course at university

to become the mother of a chid

even if he—the father

the soldier who is by now of course the great garer

only sees this child at distant intervals

like a farmer inspecting a crop
in a remote field’

8 Crimp, Cruel and Tenderp. 1.
8 Crimp, Cruel and Tenderp. 1.
8 Aragay, pp. 79-80.

8 Crimp, Cruel and Tenderp. 46.
87 Crimp, Cruel and Tenderp. 2.
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It might be argued that Amelia’s self-damaging hebar is coupled with a
certain narcissism. Always accompanied by a trigea¥ants devoted to her body care
and stress management, Amelia spends the daysldisw her body through beauty
treatments, exercises, and tension-releasing messalys Escoda Agusti indicates, all
that Amelia can do in order to hold on to her husband maintain her role in the house
is to conform to contemporary beauty ideals:

As the wife of a man of status, Amelia is dependemther husband’s living

standard, and domesticity, motherhood and the boglyhe sole areas where she

is supposed to invest her narcissism. Yet, at #meestime, having no status

besides that of being the wife of a powerful mde body is all that Amelia

has®
Like many other women, in order to be attractive el uses a plethora of beauty
weapons, including dresses, shoes, jewellery, amtlipes, seduction objects which
recur throughout the play. As we have seen, whenvas just fifteen years old, she
already begged to wear a very short skirt and méhg high-heeled shoes. Now Amelia
iIs a woman in her forties, awaiting her husbanthat red dress he wanted her to put on
the night she confessed she betrayed him withdkergment minister:

When | slept with you

Jonathan

| told him the same evening

and after he’'d punched his fist through the bathreall

he made me put on my red dress

and took me dancing.

In the second scene of Part Two, Amelia entergdben in the same, evocative dress,
asking the Beautician to zip her up. Both Nicold dames observe that the red dress,

that Amelia smoothes [...] over her hips* is probably too tight for her:

JAMES: [...] Nice dress.

8 Crimp, Cruel and Tenderpp. 5-7.

8 Escoda AgustiVartin Crimp’s Theatrep. 245.
0 Crimp, Cruel and Tenderp. 22.

°1 Crimp, Cruel and Tenderp. 35.
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[...]
Maybe a bit tight.

AMELIA: What?

JaMES: Tight. Maybe a / bit tight.

AMELIA: That's the style. It's a tight styf8.
These comments make patent Amelia’s struggle teceradbto contemporary beauty
ideals by adapting her body to a provocative drébgy also seem to imply that the
woman is not only at war with herself but also wille sensuous body of Laela, which
has inflamed the General. Amelia thus spends nfdstratime trying to look young and
attractive, while her husband’s concubine — a fprecreature who initially did not
speak English properly — becomes more and moreutate, invades her domestic
territory, and takes on her role by appropriatimg $ame seduction weapons and beauty
rituals:

BEAUTICIAN: That's very good, Laela. Did you learn Englistseool?

LAELA: Only boys go to school. | learn English at Tusarub. (Turns paggof

a women’s magazine].) Oh, look at this dress! |wihis dress!

BEAUTICIAN: What's Tuseme club?

LAELA: Tuseme club is HIV Aids learning club. You thihle’ll buy me this

dress?

PHYSIOTHERAPIST Only if you're nice to him.

LAELA: Oh, I'm always nice to hirf’
Remarkably, just before Amelia’s suicide, the tw@men seem to negotiate an
unexpected armistice. Amelia, who is getting sligtdrunk, fantasises about going
shopping at the airport with Laela in order to lainpes and luggage on wheels. She
then delivers one of her most vivid, if not visiopamonologues: the woman imagines
Laela and herself being X-rayed at the airport atigppped because of “some sharp

object / some spike / something inside of [theM]tike two terrorists, the two women

would have deliberately concealed this dangeroyscoin their bodies, thus revealing

92 Crimp, Cruel and Tenderpp. 37-38.
% Crimp, Cruel and Tendermpp. 25-26.
% Crimp, Cruel and Tenderp. 45.
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the potentially violent nature of the feminine. §tdcene is a turning point, in that it
demonstrates how the seeds of violence can gemnieskerywhere, even in a
traditionally nurturing and docile female body. Mower, in a final twist, Amelia’s
speech might be considered, as Aragay suggests,atanof testimony [...] that
implicates the two women in a thoroughly ethicaldm@f being and relating, a bond of

mutual responsibility®>

4.2 Unsexing and Re-Gendering the Male Body

Even if it is kept ‘offpage’/offstage in both Padne and Two, the General's
body looms large oveCruel and Tendemntil its appearance in Part Three. The
(im)materiality of its absence raises the expewtati of the readers/audience and
arouses their curiosity about the image of thisemporary (anti)hero, who has tried to
fight terrorism by enhancing it. The inherent amiitig of this controversial character,
of which both Sophocles and Euripides were wellrawis underlined by Sakellaridou:

There is [...] an unexpected reversal of the traginon in the way the two

Greek tragedians [...] approach, in their respecplays, the personality of

Herakles, a towering figure in Greek mythology amdemblematic one in the

western cultural tradition. Herakles was apothembkias the supreme hero of

antiquity, a semi-god who first fought terror irettvorld: a warrior, a victor, and

a protector of humanity. However, he was also adngith having committed

unholy and criminal acts against cities and indraild — not excluding members

of his own family: his wife and children. This carge image places the Greek
hero at the other end of terror, as its instighto}. *°
In keeping with Sophocles, Crimp explores the ptaisinmaking of this great warrior-
hero, whose body is severely damaged and, at tme $eme, emasculated by the

pernicious consequences of a public war becomiivgter.

% Aragay, p. 84.
% Sakellaridou, p. 361.
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At first, the evocative absence of the Generalde@dders/spectators to conjure
up the image of an invincible, bellicose, muscubargd phallic hero, who is eager to
penetrate women and ‘feminise’ defeated soldiers,ai those men, in Amelia’s words,
“whose minds are blank / who fuck you the way thegk the enemy- / | mean with
the same tendernes¥”However, in the second scene of Part Two, the e
image we have built up crumbles when confrontech wiames’s description of the
catastrophic impact of the chemical weapon on dlisefi’s body. His words about the
episode taking place in Africa verbally enact theats of Amelia’s fatal gift in a
highly visible way. When James wakes up and cam thea General vomiting in the
bathroom, his son blames the Tex-Mex African piZzhat snake-meat enchilada
dished up at the victory celebration in the offteranteen’® But he soon realises that
Mexican food cannot annihilate his father, thatagieero “who can walk into firé®
and is now “sucking in at#sucking and sucking in the air [...] like he’s drowgiin
his own spit™:°® Even more disturbingly, the General seems to lssgssed by an alien
force which has invaded his body. James’s speecbnbes increasingly rambling and
fragmented:

it's crawling under his skir-like an animal, Mum, trying to slide out from

underneath-which is the chemicalthe animal under the skinthe pair—the

chemicalthe thing your friend broughtthe gift—the gift / your friend
ts)li(i)#%r;t—[...]—the gift of pain—the chemicalyour chemical under the

The warrior-hero has turned into a dehumanisedtureawith frightening, cat-like

eyes, and James is horrified to see this metamsigho

" Crimp, Cruel and Tenderp. 7.

% Crimp, Cruel and Tenderp. 39.
% Crimp, Cruel and Tenderp. 39.
190 Crimp, Cruel and Tenderp. 40.
191 Crimp, Cruel and Tenderp. 40.
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it's worked its way up his spine and into his eyd®’s got these eyes like a cat
in the sur—pin-point eyes-he isn't human, Mum-that's what you and your
friend have done to him{...]—not even human. Which is why when he talks to
me—when he says ‘It's going dark: give me your harahen he says ‘Help
me, help me, give me your fucking hand’ there isnay | am going to let this
persor—no—sorry—thing—no way | am going to let this thing with the pin-
point fucking eyes that used to be my dad eeeichme” %
Despite James’s evident reluctance, it should besstd that the destruction of the
General’'s body has an ethical potential, becaugardes this vainglorious man to see
himself, for the first time, as a fragile humanrggia victim who needs to be helped by
others. This means, as Escoda Agusti observes,thibathemical weapon, “which
renders the General vulnerable and dependent, slydaeakes him realize the
destructive effects of the war. He thus returns &oim a shell-shocked state of
collapse™®
The General’s first appearance is anticipated bgtailed stage direction at the
beginning of Part Three, describing a nurse kitere’s a new object in the room: a
small stainless-steel trolley containing items {@otwool pads, bottle of alcohol,
medication, towels, thermometer, plastic gloves) éccare for an invalid®* When the
‘hero’ finally enters the scenedfessed in a trackstijt®® half speaking, half singing a
Billie Holiday song and surveying the room in agraid fashion, we can immediately
realise to what extent the war has affected hig/ladl his mind. Slightly later in the

text, Crimp adds another pivotal stage directionpse “affectivity® has been pointed

out by some critics:

192 Crimp, Cruel and Tenderp. 40 [original emphasis].

193 Escoda AgustiMartin Crimp’s Theatrep. 253.

194 Crimp, Cruel and Tenderp. 47.

195 Crimp, Cruel and Tenderp. 50.

19 sakellaridou, p. 366. “How affective the actualtgiof Herakles in his excruciating pain was fag th
Greek audience of the fifth century BC one can ojigge by proxy. However, through a close
examination of the original Greek text one can hawymod guess at the histrionics of pain and suaffer
contained in Sophocles’ highly performative langeiagvhich titillates its audience with continuous
promises of breaking the canon of decency and imingiolence and terror to the fore. There is such
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During the preceding speech Beautician has whe#bedtrolley over to the

General, knelt to pull down his jogging-pants, @ugg a urine-bag strapped to

his leg, drained the bag into a jug and pulled gants back up again. On his

last line he grips her by the hdif’
Crimp’s words arouse opposed feelings in us, congethe same sense of cruelty and
tenderness juxtaposed in the title of the play. phallic-centred body of the General
has indeed become one of those vulnerable and pbtenBakhtinian bodies discussed
earlier in my analysis of KaneRhaedra’s Love

As Escoda Agusti puts it, “Crimp deliberately pays the General’s body as a
fluid surface. The sick, disordered body is actughotesque by definition, because it is
dependent and unsettles the distinction betwedderand outside*® If, on the one
hand, the agonising General relies on female cosipason the other, his need for
women’s help does not prevent occasional outbwfsiglence, a typical behaviour, as
Goldstein points out in his study, of veterans WRMSD, who “may direct their
aggression at the very women they depend on feraad connection®®

The demise of the General’s victimised body thussans the gradual unsexing
and parallel dissolution of the hero’s masculirdtyd its progressive conflation with the
feminine. In her fascinating studecoming Female: The Male Body in Greek Tragedy
(2008), Katrina Cawthorn argues that this procéssimaking virility and re-gendering

the hero — well exemplified by the transformativéfering experienced by Heracles in

Sophocles’drachiniae— is a typical feature of classical Athenian traged

richness in the modality of speaking atrocity, e tvord-scapes of violence, which are always réltde
the authenticity of testimony — that of an actugt-eor ear-witness — but also raise expectationsafo
possible visual disclosure directly for the audi&rc..] What is obvious [...] is that, being fully ameaof
the protocols of censorship, Sophocles still findsy to overcome the limitations of visual repreaéinh
by verbally manipulating the voyeuristic drivesto$ audience and catering for their imaginatioraim
affective way”. Sakellaridou, p. 366.

197 Crimp, Cruel and Tendemp. 52.

198 Escoda AgustiMartin Crimp’s Theatrep. 254.

19 Goldstein, p. 262.
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One of the primary or iconic models of the bodydarced in tragedy is that of
the fatally feminised, suffering male body, woundbbteding, altered in form
from the pure masculine. The male body morphs atfeminised body via
tragedy’s discourses and actidhs.
More generally, therefore, the metamorphosis of wlaerior-hero tells us something
interesting about the rewriting process and thattieal nature of gender. In their
appropriations of the tragic narrative featuringrdtdées and Deianira, both Sophocles
and Crimp indeed maintain and explore the archétgpader(ed) split necessary to
prosecute war without crystallising the inherenpisotean, fluid, and performative

notion of gender, which is particularly prone to bewritten, re-staged, and re-

negotiated.

5.INTERNATIONAL WAR(S): MEDIATISED TERROR IN THE AGE OF GLOBALISATION

As we have seen in this chapt€ruel and Tenderevolves around the ongoing
dialogue between personal and public war(s). Exengithe relationship between the
play and the sociopolitical context in which it hbsen commissioned, written and
produced, this section shifts its focus from thendstic microcosm wherein the marital
conflict takes place to the international macrocagaging the war against terror — a
contemporary monster that Crimp compares to a nggical creature: “What else is
the Hydra — the multi-headed snake which, for evexgd Heracles severed, grew two

in its place — but a strange foreshadowing of tesme?”

110 Katrina CawthornBecoming Female: The Male Body in Greek Traggandon: Duckworth, 2008),
p. 9.

111 Crimp, “Sophocles and the War against Terror"Ciuel and Tenderthe General makes the same
parallel: “for every head | have ever severed / hage grown in their place / and | have had toandt to
cut and to cut / to burn and to cut to purify ther\d” (p. 58).
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Crimp’s response to the global war against the tyvérst-century Hydra
produced various pieces of writing. We might evegua that, in a sense, the British
dramatist second-guessed the effects and affectsrair by exploring a fear-ridden
culture well before 9/11. By some strange coincigeRewer Emergencies the short
drama giving its title to the trilogy which premeer at the Royal Court in 2005 — was
written on 10 September 2001, “one of those vemng mays when writing seems
effortless. [...] The following day the twin towers New York were destroyed®?
After the 9/11 attacks, when the US President Geuvg Bush declared a war on terror
and subsequently invaded Iraq in March 2003, Brigkywrights were united in their
response to a pointless and imperialist militarifomc One of the results of this anti-
Bush theatrical protest wa#/ar Correspondence“a week of performances, poetry
readings and platforms with free admissidfi'brganised by the Royal Court in April
2003, which included poems by Tony Harrison, a doentary piece by Caryl
Churchill, short plays by Rebecca Prichard and Matrimp, and talks by journalists
and scholarsAdvice to Iragi Womerthe fiercely satirical piece presented by Crimp o
this occasion, was also published in theardianon 12 April 2003 and “performed
again for another special event, the Royal CouktRoyal Welcomewhich coincided
with the American President’s London visit in Noveen 2003

Bush’s (and Blair's)War on Terror, as John Ginman observes, “provokped]

significant body of theatre work in Londof*® exemplified by Nicholas Hytner's

12 Quoted in Sierz, p. 68.

113 Angelaki, The Plays of Martin Crimpp. 121.

114 Angelaki, The Plays of Martin Crimpp. 121.

15 John Ginman, Cruel and TenderMetaphysics and Performance in a Time of TerraWestern
European Staged 6 (2004), pp. 113-8 (p. 113).
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modern-day adaptation of Shakespeaktesry \**° performedat the National Theatre
in 2003, and by some verbatim documentary playduding Richard Norton-Taylor’s
Justifying War: Scenes from the Hutton Inquignd Victoria Brittain and Gillian
Slovo’s Guantanamo: ‘Honor Bound to Defend Freedomiespectively staged at the
Tricycle Theatre in 2003 and 2004 — as well as Balare’sStuff Happenspresented
at the National Theatre in 2004.

Even more interestingly, the Iraq war years wereakedh by an unexpected,
parallel revival of Greek tragedy and a specialenest in Euripides’s drama,
demonstrated by Katie Mitchell’s production bfhigenia at Aulisat the National
Theatre (2004) and by two versionshécuba the first at the Donmar Warehouse in
2004 and the second — a Royal Shakespeare Comparodsiction based on Tony
Harrison’s translation and starring Vanessa Redgraperformed at the Albery Theatre
in 2005. Critics tend to consider Crimp’s rewriting part of this wider reaction to the
War on Terror, as Nicholas de Jongh writes in &igew ofCruel and Tender

Classical Greek tragedy is all the rage just now.amdon, with four major

productions impending. The reason for the resurgeridhese ancient, mainly

forgotten plays, as Crimp’s mordant adaptation mak@arent, has surely to do
with realisation of how close to those ancient werive have come in the last

war-laden three years. The barbarous warfare anders) the terrorising and

violence of Aeschylean, Euripidean and Sophocleaméd now strike familiar

chords?!’

18«geveral of William Shakespeare’s plays are set fime of war, but especially in the second teggl
war is the central motif. Its final playenry V(1599) has long been regarded as the ‘benchmarklag

in English-language theatre. Many of the succeegiags can be traced to the exemplary portraitrof a
ideal sovereign and warlord who became a modelfar literature in general [...]. Until the 1940s,
Henry has been regarded as a heroic fighter indewig service; the patriotic content renderignry V
especially attractive in times of political crise8nly since the Second World War has it often been
reinterpreted as an anti-war play ”. Julia Bdlhe New War Plays: From Kane to Har(Basingstoke
and New York: Palgrave Macmillan, 2013), p. 22.

7 Nicholas de JongtEvening Standardl4 May 2004 Theatre Recordvol. XXIV, no. 10 (2004), p.
632.

224



It can hardly be denied th&ruel and Tendegrew out of the zeitgeist and
“[o]bviously [...] needed the war in Iraq to makehiappen™'® However, despite the
close relationship between the play and its soditigad frame, this drama should not
be regarded as a purely polemical work about thgidrconsequences of the Western
invasion of Iraq: “We started working on this piene2003 and the War on Terror was
in full swing, but | was concerned not to reduce pifay to an anti-war diatribé*® For
this reason, Crimp shifted the geo-political axishis play from West-East to North-
South by relocating the war-zone from the Middlst&a the Rwandan city of Gisenyi
(“I wanted to create an imaginative space for theience”)'?° Thanks to its departures
from the original (con)text and lack of specifider®nces to current events, Crimp’s
play, Angelaki suggests, “acquire[s] greater urgettough the range of issues it
handles*** and “hinders direct analogies for spectators, kmgba wider field of
interpretation™??

Drawing on Sophocles and, at the same time, remattie Iraq war with the

Rwandan genocid&® Crimp seems to point out that, in our globalised anedia-

118 Crimp quoted inBritish Theatre of the 1990s: Interviews with Di@rs, Playwrights, Critics and
Academicsed. by Mireia Aragay, Hildegard Klein, Enric Manfe, and Pilar Zozaya (Basingstoke and
New York: Palgrave Macmillan, 2007), p. 60.

119 Crimp quoted in Sierz, p. 107.

120 |nterview with Crimp conducted by Cavendish.

121 Angelaki, The Plays of Martin Crimpp. 124.

122 Angelaki, The Plays of Martin Crimpp. 124.

123«[\W]hen the dying General sees Laela, he sayse ®imks I'm a cockroach’ (p. 62), the term used fo
Tutsis by Hutus during the Rwandan genocide ofigk 1990s”. Sierz, p. 66. Interestingly, Boll draas
parallel with the Congolese atrocities: “Crimp sposes the war to Africa and specifically refers to
Gisenyi in Rwanda (Crimp 4). And thus, far fromrzggifocused mainly on questions of family loyalty
and private betrayal, the story of a warlord rughlg killing the inhabitants of a whole city because
lusts after the daughter of the local ruler becomesrtrayal of, simultaneously, the atrocities oatted
during the genocides in Rwanda and Congo and ties dlie questionable ‘blanket’ resolutions readily
passed by Western countries involved in the wateamor. [...] The General displays similarities wttie
notorious Congolese rebel Laurent Nkunda: the saotsisation ‘You have wiped people off this earth
like a teacher rubbing out equations’ (57) may dedras a reference to Nkunda’s past as schoolteache
as may be the accusations of leading child soldosbattle (13)”. Boll, pp. 117-9.
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124 3s Julia Boll would define

ridden world, war becomes a universal and “palirapsé
it, phenomenon. In her recefhe New War Plays: From Kane to Harr(2013), the
German scholar indeed argues that contemporarytattags of classical tragedies have
the remarkable capacity “to highlight the paralleésween the structures of ancient and
contemporary warfare and thus demonstrate how the Wars are, in fact, the return
of something very old*?® The crossing of boundaries is what defines thpsteqtially
never-ending) postmodern wars, which, as theoigetfary Kaldor inNew and Old
Wars: Organized Violence in a Global Erfl999), are characterised by the
deconstruction of a series of traditional dichotesni“a blurring of the distinctions
between war [...], organized crime [...] and large-sc@blations of human right§®
and “between public and private, military and giwiternal and external, also call[ing]
into question the distinction between war and péed”.*’

Contemporary global(ised) conflicts such as the @faferror are also rooted in
the world-wide proliferation and consumption of mea celebrating the gruesome
spectacle of war. Jenny Hughes observes that “fifvf@rmance-like, theatrical nature
of war and terrorisnt®® has been noted by various commentators from difter
backgrounds. Among them, the French sociologist @imntbsopher Jean Baudrillard
stresses the theatrical nature of the terrorisicktin New York, enacted through the
highly ‘spectacular’ collapse of the Twin Towersusig the death of over three

thousand civilians: “it is the radicality of theespacle, the brutality of the spectacle,

which alone is original and irreducible. The speletaf terrorism forces the terrorism

124Boll, p. 16.

125 Boll, p. 10.

126 Quoted in Boll, p. 13.

27 Quoted in Boll, p. 15.

128 Jenny Hughes, “Theatre, Performance and the ‘WaFesror’: Ethical and Political Questions Arising
from British Theatrical Responses to War and Ténot, Contemporary Theatre Review7 (2007), pp.
149-164 (p. 150).
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of spectacle upon us. [...] This @ur theatre of cruelty, the only one we have left
[...]". **° With their immediate transmission and global congtion, images become a

powerful weapon sustaining a sophisticated war macix

the terrorists exploited the ‘real time’ of imag#ir instantaneous world-wide
transmission, just as they exploited stock-markpecalation, electronic
information and air traffic. The role of imageshighly ambiguous. For, at the
same time as they exalt the event, they also takestage. They serve to
multiply it to infinity and, at the same time, theyre a diversion and a
neutralization [...]. The image consumes the eventhé sense that it absorbs it
and offers it for consumption. Admittedly, it givésunprecedented impact, but
impact as image-evefit’

The affective impact of war images played a crumé in the genesis @ruel
and Tender Before starting to rewrite Sophocles’s tragedyimp collected and
carefully examined photographs of contemporary wahe fact that the three pictures
selected by Crimp show different conflicts confirthe epidemic, endless, and stratified
nature of postmodern warfare. Crimp’s relocatedbaglised, and multi-layered war thus
results from the conflation of past and presenbcdies and blends old with new
suffering. In “Sophocles and the War against Téyribve British dramatist provides an
accurate and affectively charged semiotic readifighe photographic documents
forming his visual palimpsest, which is worth qugtiat length:

| began by collecting photographs. In one, a Lérerfgovernment commander’
— a boy of about 20 — leaps into the air with aaremous smile to camera as if
he’s just scored a goal, rather than fired a ropkepelled grenade. In the
foreground, next to the spent cartridges, a blpeflibp. In another an American
soldier ‘carries an Iraqgi child from a house inawva raid’. The soldier, whose
eyes are lowered in concentration and who seemddly 6- to be wearing

rimless glasses, has one arm round a small cryaggAt the centre of the black
doorway, and of the photograph, is the soldiert gove. In a third a woman
runs along a Sarajevo pavement — from what? srig? mortar rounds? —
while a UN soldier takes aim with his rifle at sotheeat out of the frame. The
woman'’s clothes are tight to her skin: even her lsaup, exposing her neck;
conversely, the man’s body is covered and distoltgdhe armour of war:

129 Jean Baudrillard, “The Spirit of Terrorism”, ifhe Spirit of Terrorism and Other Essaysans. by
Chris Turner (London and New York: Verso, 2012 [2D0p. 23 [original emphasis].
130 Baudrillard, p. 21.
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helmet like Don Quixote’s shaving bowl changing gi@ape of his head, torso
boxed in by a flak-jacket. This photo articulatée tgender roles universally
required to prosecute war. The man is specialipéchand specially dressed to
legitimate killing (a job for which evidence showsen to be biologically little
better equipped than women), while the woman stagsed in and helps to
define the civilian world?*
Crimp’s photographic analysis articulates the difecpotential of these pictures by
focusing on the body language of the subjects hadlbmesticity of war violence. The
banality of atrocity is indeed mirrored by the eativeness of some everyday objects
such as an abandoned flip-flop, a red glove ofehwale clothes of a war victim. Aptly,
Sakellaridou suggests that Crimp’s technique iy wemilar to that of contemporary
anthropologists such as Nancy Scheper-Hughes, \atie &dopted a new approach to
the examination of violence, “especially the hiddsstes of quotidian violence and its
causes. Her reported examples and suggestions ofeep reflect Crimp’s own
preliminary stages of research and affective engagé with his topic* Moreover, it
is worth noting that, in Crimp’s opinion, the thimicture perfectly exemplifies the
impact of gender(ed) roles on warfare, a vision beborrows from Sophocles and re-
works in his contemporary appropriation of the Grigagedy.
In this case, images are an invaluable referermlehping us to investigate the
effects and affects of war in our media-ridden dggt, at the same time, they can
become dangerous weapons. The unleashed prolifieratid consumption of replicas

can indeed legitimise war violence and filter reaénts, preventing the viewer, who is

overwhelmed by visual inputs, from interpretingrtheds Baudrillard puts it, “[t]here is

131 Crimp, “Sophocles and the War against Terror”.

132 sakellaridou, p. 369. On Nancy Scheper-Hughedisrapological approach, see her “Sacred Wounds:
Making Sense of Violence”, ifftheatre and Violengeed. by John W. Frick (Tuscaloosa: University of
Alabama Press, 1999), pp. 7-30.
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no ‘good’ use of the media; the media are parth&f évent, they are part of the

terror” 132

In Cruel and TenderCrimp stages the political overtones of this rpatative
use of communication through the figure of the spattor Jonathan, a government
minister who constantly lies and distorts realljoreover, towards the end of the play,
the shell-shocked General is obsessed with cameh&s,only medium able to
immortalise the grandeur of his past labours:

(softly) I killed the Nemean lion

oh yes—

with these handswith these hands

and the dog

and the dog with the three heads

| collected it from hell in front of the cameras

| have visited the dead in front of the cameras
remember?

(Points to himself proudlyKallinikos. Kallinikos***

In keeping with this, the final scene of the playeetively blends contemporary
mediatisation with ancient motifs. Just before ¢apture, the General insistently asks
Jonathan about the presence of cameras and g®ideotite house:

GENERAL: And are there cameras?

JONATHAN: Of course there are cameras.

GENERAL: Ask.

JONATHAN: What?

GENERAL: Ask.

JONATHAN (into mobilg: Hello?>—yup—Ilisten: he wants to know if there are
cameras...okay, okay...excellentta(General)Yes, there are cameragots of
cameras behind the steel fereeameras / and lights.

GENERAL: And the gods?

JONATHAN (to Genera): What?

GENERAL: And the gods? Will the gods be watching?

loLAoS: The gods are always watching, General.

GENERAL: Ask. (Slight pausg ASK THEM.

133 Baudrillard, p. 24.
134 Crimp, Cruel and Tenderp. 58. As Crimp explains in a notéallinikos — an epithet traditionally
applied to Heracles — means ‘Glorious victor’.
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JONATHAN (into mobilg: Okay...Now he wants to know...Listen: he wants to
know about the godsgods, the godsyup yup yup yup, obviously.td
Genera) The gods will be watching: you have my ward.
Playing with classical echoes, this scene illusgdhe typical strategies of Jonathan’s
ambiguous communication and the warlord’s obsessitinthe media exposure of his
public persona. The government minister distragtedlordinates the General’s arrest
while speaking on the phone and displays friendéneven when he ridicules the
General, a mentally disturbed veteran charged wihn crimes who — after all — is
merely a victim of his political masters:
And | will explain into the microphones
that my labours are at an end
that what | have done
is what | was instructed to do
and what | was instructed to do
was to extract terror like a tooth from its ostinking gums-3°
Jonathan’s duplicity is even more obvious whendpin doctor gives his (unreliable)
word. If, one the one hand, the General's questitl the gods be watching?” might
seem “anachronistic®’ on the other, letting the classical shine throtigmay suggest
a parallel between the omnipresent eye of the caraed the omnipotent/omniscient
eye of ancient gods, for whom there is no placeunconsumer society lacking moral
principles. As Ginman sugges@ruel and Tendetimplies that we, the viewing public,
and the media corporations that package data fadtumsately bear the responsibility
for creating, and continuing to create, the valpelic and private, by which we try to

live”. 138

135 Crimp, Cruel and Tenderpp. 66-67.
136 Crimp, Cruel and Tenderp. 67.

137 Ginman, p. 117.

138 Ginman, p. 117.
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6.MARTIN CRIMP’SPOLITICS OF REWRITING

As argued in this chapter, Martin Crim@ruel and Tendeboth adopts and
adapts Sophocles’®/omen of Trachidy largely respecting the architecture of the
source and, at the same time, radically reworkimdy @pdating various elements of the
hypotext. In doing so, the British dramatist inteewes today’s obsessions and ancient
echoes in a highly original and effective way, “ntain[ing] a balance between
classical and contemporary as its timely critiqnel @hgagement with current affairs
take advantage of the enduring relevance of Gregjety”** In line with its source,
focusing on the original fractures (and intersewjobetween the feminine and the
masculine and drawing a striking parallel betweenrrage and waiCruel and Tender
articulates the gender(ed) roles universally remlito sustain the war machinery and
encourage violence in both the public sphere aadotlvate dimension. Therefore, the
play constantly oscillates between macro- and mpaidics, showing how large-scale
actions have domestic reverberations and vice versa

Even if Cruel and Tendeis inspired by the War on Terror, it deliberatalyoids
explicit references to current events. This apgnaaquintessentially Crimpian, in that
it revels in elusiveness. Crimp is indeed a wnitbo stimulates his audience

without ever delivering any ready-made and finaveers. He dares to challenge

social conventions, avoiding a mere demonizatiothefabusers, and trying to

understand their dark sides and often miserabl&goaands. The playwright
never offers easy solutions to complex issuese#ust he explores the most

disturbing aspects of human nature and stages thetoreaking taboos and
fostering a broad debat&

139 Angelaki, The Plays of Martin Crimpp. 123.

190 Maria Elena Capitani, “Blurring Ethical Boundariedm)moral Ambiguity in Martin Crimp’s
Characters”Performing Ethos: An International Journal of Ethim Theatre and Performanc2 (2011),
pp. 65-68 (p. 67).
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As a result, critics find Crimp’s output ambiguarsd compelling and tend to argue that
he is not a political writer in the traditional sen since he does not have a clear-cut
political agenda. However, Angelaki makes cleals ttoes not mean that his plays are
characterised by a lack of “political sensibilitgr that Crimp himself is socially
detached — far from it. Rather, he conceptualibespolitical differently: his tools are
not what we might expect, not social realism, vénbadocudrama, agitprop, or even
conventional satire*** As demonstrated by this chapter, Crimp’s subtfer@ach to the
politics of rewriting and to politicstrictu sensuis well exemplified byCruel and
Tender Creating a palimpsest laden with intertextualoeshand able to blur geo-
political boundaries, the playwright provides higleence with a provocative theatrical
product whose ‘displaced’ politics “achieves a reswe which has the potential, like

the material that inspired this adaptation, to eettf?

141 Angelaki, The Plays of Martin Crimpp. 121.
12 Angelaki, The Plays of Martin Crimpp. 126.
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CONCLUSION

Is tragedy dead today? Without any doubt, Georgen&t would say yes,
insistently reaffirming the thesis articulated ins h1961 book, which solemnly
announced the demise of the noblest literary aathdtic form. Despite his reactionary
approach and dogmatic tone, if we consider tragesyan absolute, non-negotiable
structure adhering to a number of cardinal prires@s Steiner does, we can understand
why he argues that the most prestigious dramaticegdn its highest rendition, no
longer exists (or — at least — is extremely rakQwever, the inherent capacity of
tragedy — and of theatre in general — to reinveslfi throughout centuries is highly
revealing about a natural resilience typical ofstlairt form, which should not be
overlooked. As Margherita Laera observes,

[tlheatre returns, it always does. [...] Theatre alsarites. It constantly does.

[...] Above all, theatre repeats, and incessanthits@peats itself and the act of

returning and rewriting, as though it were strugkaln obsessive compulsion to

reiterate and re-enact, again and again, the esstf its past. In so doing, it
adapts itself to present contingencies and sitngtidike an animal species
struggling to survive through evolutidn.
The theatrical urge to self-reiterate is not theemesult of a survival instinct. Rather,
Laera adds, it highlights the two-way relationshgtween theatre and the society in
which it is produced, as well as the transformagigever of this medium: “Theatre [...]
does not reshape its coordinates simply to renlaia ar to remain itself through time,

but also to change the world around it. Theatre, @vuld say, never stops adapting its

features to the world and the world to its feattifes

! Margherita Laera, “Introduction: Return, RewriRepeat: The Theatricality of Adaptation”, Tineatre
and Adaptation: Return, Rewrite, Repead. by Margherita Laera (London and New York: @tsbury
Methuen Drama, 2014), pp. 1-17 (p. 1).

% Laera, p. 1.
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The extraordinary ability of theatre to re-preséself by re-figuring its past
relics and adapting its conventions to current iffdnelps us to understand the
permanence — and proliferation — of re-(en)visiomedms of tragedy on the
contemporary stage. | agree with Sarah Annes Bnohen she associates tragedy with
“a dynamic of transition® Tragedy is indeed a more permeable and fluid fitvam we
usually think, which — “work[ing] at the limits ofepresentatiorf” — constantly
deconstructs its well-established structure bysiagssing its own boundaries. Besides,
this protean genre seems to have been enhancedrogmts of historical transition and
crisis, holding a mirror to cultural, social, andlipcal mutations (and even second-
guessing future changes).

This multi-faceted process of transition, migratiand re-definition of tragedy
is demonstrated by the three case studies anailygbis thesis, which exemplify some
of the innumerable and unexpected forms that ahtiagedy can assume today. Sarah
Kane’'s Phaedra’s Loveprovides a striking instance of generic crosstpation,
intermingling the tragic with the comic and the tgsmjue. If this rewriting of Seneca’s
Phaedra— defined as a comedy by Kane herself — blendmisggy irreconcilable
genres, Aeschylus’®rometheus Boundindergoes an inter-semiotic transformation,
being rewritten in verse for the screen by Tonyrldan. Last but not least, Sophocles’s
hypotext Women of Trachiss dis-placed in a (liminal) Western setting by rita
Crimp, who — in John Ginman’s words — “creates abf@m play rather than a

n5

tragedy”:

% Sarah Annes Brown, “Introduction: Tragedy in Tiging”, in Tragedy in Transitioned. by Sarah
Annes Brown and Catherine Silverstone (Malden (M@%ford, and Victoria: Blackwell, 2007), pp. 1-15
(p. 1).

“ Catherine Silverstone, “Afterword: Ending Tragedyi'Tragedy in Transitionpp. 277-86 (p. 278).

® John Ginman, Cruel and Tender Metaphysics and Performance in a Time of Terraiestern
European Staged6 (2004), pp. 113-8 (p. 117).
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In their re-figurations of the tragic form, theseitBh authors adopt different
approaches. Commissioned by the Gate Theatre, Kali®memberment of Seneca’s
tragedy and re-memberment of a body of hypotertduding post-classical European
sources, is probably the most radical of the threeritings examined in this
dissertation. Originating from a declared antipathgd prejudice) towards Greek and
Roman classics, Kane’s visceral and disruptive tr@acto her ancient referents is
mainly affective. Even so, the instinctive qualitiyKane’s (re)writing should not lead
critics to diminish the talent of a visionary youwgter, who pushed theatrical limits to
the extreme, challenging the notion of represemtatiself. By contrast, Harrison’s
appropriation of the Titan’s myth considerably Wé@sefrom the author’s classical
background and deep interest in ancient literafurdsch enable him to rework the
source in a very accurate and, at the same tingajyhoriginal fashion. Transposing a
theatrical product to cinema through poetry, Hamis film/poem Prometheusis
undoubtedly the most experimental and ambitiousngf case studies. It might be
argued that Crimp’s rewriting method is halfway vbe¢n Kane’'s and Harrison’s
approaches: even@ruel and Tendels a commissioned theatrical work which does not
spring from a strong personal interest in Graecoi&o sources, Crimp reacts to
Sophocles’s tragedy by finding a balance betweeamuty and contemporaneity,
which are fruitfully interwoven throughout the plaRReframing and refracting the
mythical narrative of Heracles and Deianira throwgh extensive research process,
Crimp offers a highly resonant contemporary reensihat comments on current affairs
by re-figuring the past.

Despite the differences among the approaches séttieee British authors to

the classical and their own stylistic peculiaritigss important to note th&haedra’s
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Love Prometheus and Cruel and Tendershare common features and concerns.
Oscillating between the personal and the publie khcal and the global, these
contemporary re-interpretations of the myth campie or less explicit) socio-political
overtones. Re-(en)visioning the classics throughléhs of Romanticism and Marxism,
Harrison’sPrometheuswhich — for Edith Hall — “offers the most impant adaptation

of classical myth for a radical purpose for yedrs’ clearly the most overtly political of
my case studies. Even if, at first glance, Harrisdihmic reworking of the story of the
philanthropic Titan does not have much in commoth Wiane’s dramatic appropriation
of the tale of Phaedra and Hippolytus, both writeess Hallie Rebecca Marshall notes —
“engage with issues of class, though in differerdysy and the ever expanding
ramifications of those structures in post-Thatdeertngland, spreading from the
destruction of individual family units to more pesive issues of social decayln a
similar fashion, Crimp’ruel and Tendestages the erosion of the marriage between
Amelia and the General under the increasing pressifirboth private and public
conflicts. If the journey of Prometheus repeatedigsses British boundaries, Kane’s
and Crimp’s rewritings convey a similar sense adpticement. Despite its veiled
allusions to the scandals surrounding the Hous®/midsor, apart from a couple of
references to BritainPhaedra’s Loveis characterised by a lack of geographical
specificity, enhancing the potential of the playaichieve wider resonance. The same
can be said o€ruel and Tendera drama which is vaguely set in a temporary home

close to an international airport, a typical noaga of our globalised society.

® Edith Hall, “Tony Harrison’sPrometheusA View from the Left”, Arion, 10 (2002), pp. 129-40 (p.
129).

" Hallie Rebecca Marshall, “Saxon Violence and Sobiatay in Sarah KaneRhaedra’s Loveand Tony
Harrison’'sPrometheu$ Helios 38 (2011), pp. 165-79 (p. 169).
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The constant crossing and blurring of differentdsinof boundaries and the
fruitful interplay between national and transnatibnconcerns pervading these
rewritings seem to derive (and simultaneously sjréke permeability, malleability,
universality, and timelessness of the classicssahastiges of the Western past which
maintain their relevance and poignancy in todayltuce. Obviously, this thesis has not
aimed to cover all the multi-faceted aspects of tlesriting phenomenon in
contemporary British theatre, and the three cas#ies examined here merely serve as
significant examples of textual reworking and crdturansmigration specially written,
staged or screened between 1996 and 2004, asdiexpimy Preface.

Indeed, in light of this chronological purview, beé concluding, it might be
interesting to expand slightly my focus in orderaffer some final remarks on the
current proliferation of Greek drama on the Britsshage. In this respect, 2015 — the year
in which the threat of a ‘Grexit’ from the EU becarmore concrete than ever — was
undeniably arannus mirabilisfor Greek tragedy in Britain. On 5 July 2015, they of
the Greek referendum to accept the bailout comditianposed by the European
Commission, the IMF and the European Central BBak, Rebellato wrote:

[...] in British theatre, we have the opposite. Wave a Grentranc015 looks

likely to be the year of the Greeks. The Almeida hest opened Robert Icke's

re-telling of Aeschylus’©resteia.lt’s following that up withThe Bacchaand

Medea a reworkedLysistrata and a one-off performance of the whole of

Homer'slliad. The lliadis also going to be the given epic theatrical shiap

Mike Pearson for the National Theatre of Wales.r&lsea re-working oMedea

at The Gate, who gave us the faux-classidamoneudsic] last year. We've

had the classical tragedy AfView from the Bridgen the West End already this

year. There ar®resteiasalso at Shakespeare’s Globe and Home Manchester

and rumours of another coming from National Theafr8cotland. The Unicorn
also has a ‘Greek season’ with retellings of thedthur and Odysseus myths.

® Dan Rebellato, “Enter the Greeks”, personal websit(available at http:

Ilwww.danrebellato.co.uk/spilledink/2015/7/5/entiee-greeks, last accessed 13 January 2016).
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In addition, at the end of the summer, a néecubaby Marina Carr, one of Ireland’s
leading playwrights, was staged at the Swan Themtr&tratford-upon-Avon. At
present, this classical burgeoning shows no sigabating. Following successful runs
in Cardiff and Edinburgh, the Welsh dramatist Gamyen'’s reworking of the Iphigenia
myth, entitlediphigenia in Splottwill premiere at the National Theatre’s Temporary
Theatre on 27 January 2016. In June 2016, at thbiddm Theatre, the celebrated
French actress Isabelle Huppert will play the afla twenty-first-century Phaedra in a
drama based on Kaneé®haedra’'s Lovend incorporating extracts from J. M. Coetzee’s
novelElizabeth Costellp as well as new material from the Lebanese-Canadia
playwright Wajdi Mouawad, adapted and directed lbgysztof Warlikowski.

This amount of British productions, adaptationsd anore or less radical
rewritings of ancient sources gives a sense o$tibstantial impact of Greek tragedy on
twenty-first-century British stage. Yet, even ifsmemarkable phenomenon seems quite
extraordinary, it is not completely unusual. Rathéris revival is something that
happens cyclically, as the classicist Emma Coledis&rved during a recent debate at
the Gate Theatre about re-interpreting the cladsicthe contemporary stagen the
first half of 1995, for instance, more Euripides swperformed in London than
Shakespeare. Ten years later, a new wave of Grag&dies was the theatrical response
to George W. Bush’s declaration of the War on TelfdNhat is probably different
today, Cole suggests, is the shift of focus from plays to epic narratives (e.g. various
Medeaslinking back to the myth of Jason and the Argosaand manyOresteias as

well as live readings ofhelliad and The Odyssgy Therefore, the urge to go back to

® Christopher Haydon and Emma Cole, “Reimaginings€its”, Gate Debate with Classics Scholar
Emma Cole, 27 November 2015 (available at httpwilugatetheatre.co.uk/blog/2015/11/gate-debate-
with-classics-scholar-emma-cole, last accessedi@ary 2016).

1% See the Introduction to this thesis, pp. 29-32.
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ancient Greece, the cradle of Western civilisat&eems to be a recurring impulse. In
this endless cycle, every journey back to clasgiiaéns and to the roots of theatre is a
new experience which provides us with illuminatingights:

Whenever we think about theatre we always reintieattheatre. It's not as if

there are permanent and unambiguous features @kGiays that we always

return to. Every visit to Ancient Greece, we seavith fresh eyes, find new
things, pull out new features and find new partghaflse plays and that world
that resonate for Us.

Strangely enough, this need to look back and timsexuent explosion of Greek
tragedies in contemporary British theatre doesseetn to have aroused much scholarly
interest, as | have pointed out in the Introductiddhile, in recent years, some
monographs have been devoted to the impact of Gragic drama on contemporary
German, American, Irish, and African stages, irtdni, theatres and theatre critics are
more attracted by the classical invasion than anade This fact is not easy to explain,
considering that the phenomenon is still far fraeseding into history, and — at this
stage — we can only try to formulate some hypotheseould suggest that this lack of
scholarly output is revealing about an ambiguousidBrattitude towards the classical
canon. On the one hand, it can hardly be deniedttumy’s British stage is highly
receptive to classical archetypes; however, orother, it is important to bear in mind
that, compared to the explosion and prominenceeof writing (the driving force of
British contemporary theatre), the practice of iBag is a minor phenomenon.
Though, in June 2016, the Barbican Theatre willgestarzysztof Warlikowski's
appropriation of the myth of Phaedra based on KsaRkaedra’'s LoveBritish theatre

critics and audiences are far more excited abaaitfitst major revival on a London

stage of Kane’s ‘original’ plagleansed1998), directed by Katie Mitchell, which will

! Rebellato, personal website.
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be first presented at the National Theatre on Irlsey 2016. This closing example
may demonstrate how, despite having conquered fiaae in contemporary British
theatre, ancient tragedies in revised form do postitute a major contender to, nor do
they hinder the vitality of new writing. Insteadhely constitute a further voice
contributing to the polyphony of a dramatic andathieal tradition which, even in times

of crisis, has not lost its immense creative paaént
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