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V ^.ir/ FOREWORD 

"It is possible, too, that someone will do a 
first-rate study in the vexed problem of oral reading 
of drama, about which there has been so much trouble
some confusion."^ 

While this statement was made in 1949 by the 

chairman of the Department of Oral Interpretation at 

Northwestern University, Dr. Wallace A, Bacon, certain 

areas of the oral interpretation of drama still present 

some "vexed" problems for study. Since that time a great 

deal of study and writing has been done in the area of 

the individual interpretation of drama. Many text books 

in the field of oral interpretation now contain studies 

and exercises devoted to this area, such as Oral Inter

pretation by Charlotte I. Lee,2 Communicative Reading 

by Otis J. Aggertt and Elbert R. Bowen>^ Oral Reading 

by Lionel Crocker and Louis M. Eich,^ The Oral In

terpretation of Literature by Chloe Armstrong and 

^Wallace A. Baoon, "Graduate Studies in Interpre
tation," The Quarterly Journal of Speech, Vol. V, No. 3 
(October, l^k^) , p. 318. 

^Charlotte I, Lee, Oral Interpretation (Boston: 
Houghton Mifflin Company, 1959) , pp. 291-387. 

^Otis J, Aggertt and Elbert R. Bowen, Communica
tive Reading (New York: The Macmillan Company, 1951), 
pp. if'+Z-bl. 

T^ionel Crocker and Louis M. Eich, Oral Reading 
(2d ed., rev.; Englewood Cliffs, N. J.: Prentice-Hall, 
Inc., 1955) , pp. 413-41. 
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Paul D. Brandes,5 and even one by Dr. Bacon and Robert 

S. Breen, Literature as Experience.^ However, about 

the same time as the above statement was made, a new 

dimension was being added to the "vexed problem." This 

dimension can be identified as the enlarging of the oral 

interpretation of drama to include more than one reader, 

or interpreter. Focus was placed on this new kind of 

performance by the professional production of Shaw's 

Don Juan in Hell in 1951.^ When the writer of this 

paper saw this production on tour at the University of 

North Carolina, her interest in this type of production 

was greatly aroused. 

Since that time the writer has been concerned 

with this new area for study which combines aspects of 

both oral interpretation and theater. Information has 

been gathered from both fields in an attempt to define 

the principles and practices which seem to be developing 

into what may be a new art form. 

This writer is deeply indebted to the Department 

of Speech at Texas Technological College , especially to 

Dr. P. Merville Larson and Mr. Ronald Schulz, for giving 

^Chloe Armstrong and Paul D. Brandes, The Oral 
Interpretation of Literature (New York: McGraw-Hill Book 
Company, Inc., 1963), pp. 235-51. 

Wallace A. Bacon and Robert S. Breen, Literature 
as Experience (New York: McGraw-Hill Book Company, Inc., 
1959) , pp. 251-72. 

^Agnes Moorehead, "Staging Don Juan in Hell," 
Western Speech. Vol. XVIII (May, 1954), pp. 163-67. 
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her the opportunity to experiment in the classroom and in 

directing group work both in oral interpretation and in 

theater. As a result of this study and experimentation, 

the writer has been allowed to adapt Sophocles' Electra 

for presentation in this combination form, and this 

adaptation has been tested in actual production at the 

University Theater, Texas Technological College on May 

8, 9, and 10, 1964. 

To all those who worked so long and so hard on 

this production, i. e., the cooperative cast, the hard

working crews, Dr. Clifford Ashby who designed and directed 

the lighting, and especially Dr. Larson and Mr. Schulz, 

without whose constant support this adaptation would never 

have been produced, this writer wishes to express her 

deepest thanks and appreciation. 
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CHAPTER I 

WHAT IS READERS' THEATER?! 

Before reporting the details of the production of 

Sophocles' Electra at Texas Technological College on May 

8, 9, and 10, 1964, some clarification of the art form of 

Readers' Theater itself would seem to be necessary. 

Allardyce Nicoll has said: 

Almost always we find dramatic genius flowering 
when a particular land in a particular age discovers 
a theatrical form which is new, adjusted to its 
demands, and hitherto not fully exploited.^ 

While Readers' Theater is not truly new, the recent focus 

of attention and experimentation with this form in combi

nation with its rapid growth in the professional, as well 

as the educational, field has created many areas of 

^Among the controversial issues of this form of pro
duction are both the spelling and the punctuation used by 
the writers in the field. The word "theater" is spelled 
"theatre" frequently. The apostrophe forming the posses
sive case in such words as "interpreters'" and "readers'" 
may, or may not, be used. For the purposes of this paper, 
the spelling, "theater," preferred at this college, will 
be used, and the apostrophe after the "s" denoting the 
plural possessive case, "readers'" will be retained. Any 
variation from these forms will conform to the usage of 
the author cited. 

^Allardyce Nicoll, World Drama (New York: Harcourt, 
Brace Company, 1950) , p. 937^ 



confusion. The very fact that this form represents a 

bringing together of the principles and methods of two 

related, but separate, fields of academic study, i. e., 

oral interpretation and theater, tends to increase the 

confusion both in the use of terminology and in styles 

and methods of production. Therefore, this chapter will 

be concerned with a discussion of the terminology to be 

used, a history of its development, a discussion of styles 

of production, and a working definition of this art form. 

Terminology 

In the opening paragraph of her article, "Inter

preters Theatre: Theatre of the Mind,'* Leslie Irene 

Coger states: 

A variety of labels has been used to identify 
this popular way of presenting literature to an 
audience. . . . It is called Multiple Reading, Con
cert Reading, Platform Theatre, Staged Readings, Group 
Reading, and Interpreters Theatre.^ 

Grimes and Mattingly in their book, Interpretation, state: 

In the early part of the present century a sdmilar 
form of presentation was called Library Reading, and 
today it is occasionally called that.^ 

Armstrong and Brandes in The Oral Interpretation of Lit

erature begin Appendix A with this statement: 

^Leslie Irene Coger, "Interpreters Theater: Theater 
of the Mind," The Quarterly Journal of Speech, Vol XLIX, 
No. 2 (April, 1963)J p. 156. 

^ilma H. Grimes and Aletha Smith Mattingly, Inter-
pre tation: Wri ter, Re ader, Audience (San Francisco: Wads-
worth Publishing Company, Inc., 1961), p. 331. 



For the past several years there has been an 
accelerated interest in a new approach to oral inter
pretation, called by some the staged reading, by 
others experimental reading. Some directors use the 
term theater reading to designate the staged reading 
of drama, and chamber theater to indicate the pre
sentation of other forms of Titerature.^ 

Other terms which the writer has seen or heard applied to 

this art form include: Interpretative Theater, Script-in-

Hand Theater, Reading Theater, Play Reading, Group Theat

rical Reading, and Reading-in-Action. In the program 

notes for this production, the term "Theater of the 

Imagination** was used as a purely personal refutation of 

Roderick Robertson's statement: 

The interpreters theatre is probably a theatre of 
the mind--but only after it is a theatre of the ears 
and eyes. And even before that it is a theatre of 
translation.6 

The Quarterly Journal of Speech, the International 

Index, and the Interpretation Interest Group of the Speech 

Association of America all designate this form as Readers 

Theatre. This label appears to be the one most widely 

used among the New York critics, also.^ Therefore, this 

paper will use Readers' Theater, changing the spelling 

Schloe Armstrong and Paul D. Brandes, The Oral Inter
pretation of Literature (New York: McGraw-Hill Book Com-
pany. Inc., 1963), p. 289. 

Roderick Robertson, "Interpreters Theatre," The 
Quarterly Journal of Speech, Vol. XLIX. No. 3 (October, 
1963) , p. 3^5. 

^Keith Brooks and John E. Bielenberg, "Readers 
Theatre as Defined by New York Critics," The Southern 
Speech Journal, Vol. XXIX, No. 4 (Summer, 1954), p. 288. 



and the punctuation to conform to the current usage at 

Texas Technological College. 

In addition to the confusion that exists in the 

labeling of the art form, some confusion also exists in 

the designation of the performers. Brooks and Bielenberg 

make the following point in their article: 

A case in point is the interchangeable use of the 
terms "reader** and "actor** by the critics. The reasons 
for this are rather obvious. In the first place, the 
"readers,** without exception, were famous and accom
plished actors of the first order. As far as the New 
York stage is concerned, there is no such thing as a 
"reader** who is not also an »*actor.** This tends to 
remain true whatever his momentary function might be.^ 

Miss Coger calls them **oral interpreters ,"9 while Mr. 

Robertson drops the "oral" in favor of **interpreters.** 10 

Purely as a matter of conforming to the label chosen, 

this paper will use the term "reader** to designate the 

performers. 

One other area of confusion may exist. The use of 

a chorus in some form is necessary to any type of pro

duction of Greek tragedy. Although the Greek chorus in 

ancient times ts generally believed to have danced and 

sung as well as spoken, within the frame of reference of 

8Ibid., p. 294. 

9coger, The Quarterly Journal of Speech, XLIX, 
No. 2, p. 157. 

^^obertson. The Quarterly Journal of Speech, XLIX, 
No. 3, p. 321. 



this production, the chorus is understood to refer to a 

speaking chorus only. 

All other terminology will derive definition from 

the accepted academic usage in the field of oral inter

pretation and/or the field of theater. 

History 

As has been stated previously, Readers' Theater 

represents a bringing together of features of both oral 

interpretation and theater. This joining of two related 

fields is not surprising, since both have common roots. 

According to Eugene Bahn: 

There . . . arose in Greece . . . a recitative 
art. This was carried on by wandering minstrels known 
as "rhapsodes.** The rhapsode spoke, in a measured 
recitative, portions of the national epics. Some
times he read to the accompaniment of a lyre or other 
primitive musical instrument. . . . There was a 
form of dialogue carried on between two characters, 
read by two rhapsodes. One would read, in the first 
book of the Iliad, up to the quarrel of the princes; 
then a second reciter would step forward and declaim 
the speeches of Agamemnon while the other read the 
part of Achilles. . . . The rhapsodes did not always 
confine themselves to the epic poems. They also read 
the didactic and gnomic poetry of such writers as 
Hesiod. . . . When these poems, which were read by one 
person, had more than one character in them, a type 
of activity which approaches the art of the interpreta
tive reading of plays was developed. When . . . two 
characters were read by two different individuals, the 
drama began.H 

llEugene Bahn, »*Interpretative Reading in Ancient 
Greece," The Quarterly Journal of Speech, Vol. XVIII 
(June, 1932), p. 437. 



Or, since Mr. Bahn uses the specific term "read," he 

might have said that Readers' Theater began. 

Miss Coger traces the further development of this 

art form as follows: 

Drama and interpretative reading were sometimes 
united in medieval times. In medieval times, church 
liturgy was amplified by the addition of mimetic 
action, symbolic costume, and the suggestion of 
dialogue by way of antiphonal chant. This describes 
the drama more than it does the Interpreters Theatre, 
but particularly the Easter trope at first was a 
'*simple chanted colloquy between voices of the choir, 
signifying the two Maries and the responding angels.** 
The Easter trope thus seems comparable to Interpreters 
Theatre. Thus one notes the two forms emerging from 
the same source.!2 

At the beginning of the nineteenth century, Gilbert 

Austin made the following note, which might be describing 

a form of Readers' Theater: 

Another species of dramatic reading has of late 
years been practised in private companies assembled 
for that purpose. It differs from that just mentioned 
(one person reading a play) by limiting each indivi
dual to the reading of the part of a single character. 
In this entertainment, as on the stage, the characters 
of the drama are distributed among the readers ac
cording to their supposed talents; and each being fur
nished with a separate book, either the whole play, 
or certain select scenes from one or more, are read 
by the performers sitting around a table, whilst 
others of the company serve as the audience. The 
reading is performed by each in his best manner, the 
part allotted to each is often nearly committed to 
memory, and such gestures are used as can be con
veniently executed in a sitting position posture. 
Higher efforts are here required in order to keep 
the auditors alive to the interest of the scene, thus 
divided and stript of all that aids delusion, and 

!2coger, The Quarterly Journal of Speech, XUX, 
No. 2, pp. 158-5*91 



mutilated of its complete action. On these occasions 
. . . sometimes dresses are assiamed or modified the 
more nearly to approach theatrical exhibition.!^ 

In the present century, "the impetus for and accep

tance of this communicative art form undoubtedly started 

with Paul Gregory's production of Don Juan in Hell at New 

York's Carnegie Hall in October of 1951,"1^ and has 

continued ever since. The Brooks and Bielenberg article 

gives a survey of the New York criticn' opinions of 

fourteen New York professional productions.!5 Not 

mentioned in this article are such productions as John 

Dos Passes' U. S. A. ; the Royal Shakespeare Company's 

The Hollow Crown; Dylan Thomas' Under Milk Wood; 

Checkhov's Stories; The Diary of Adam and The Diary of 

Eve; and Thurber Carnival. 

In academic institutions much work is being done in 

the presentation of Readers' Theater both through pro

ductions and through course work offered in the field of 

oral interpretation. Among the institutions offering 

regular course work in this area are Northwestern Uni

versity, Southwest Missouri State College, Baylor 

l^Gilbert Austin, Chironomia (London; 1806), pp. 203-
04, as cited in Mattingly and Grimes, Interpretation, p. 331 

14Bx.ooks and Bielenberg, The Southern Speech Journal, 
XXXIX, No. 4, p. 288. 

!^The fourteen productions surveyed in this article 
are as follows: Don Juan in Hell; Ages of Man; I Knock At 
the Door; Drums Under the Window; John Brown's "Body; The" 

Brecht on 
Oscar; Charles 

__̂ _̂ _̂̂  le Hallway; and 
Bleak House. 
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University, and University of Denver.!6 Productions have 

been given at the conventions of the Speech Association 

of America, and one was presented in the fall of 1964 at 

the convention of the Texas Speech Association. 

Styles of Production 

Styles of production in Readers' Theater are almost 

as varied as is the terminology. Miss Coger states: 

The duality in approach is the source of many 
arguments regarding the form a particular presen
tation should take. Interpretation-oriented leaders 
insist on a written script for the readers, whereas 
theatre-oriented directors accept memorization of the 
lines as the natural approach. Similar argTanents 
arise over whether the readers should look at each 
other on stage, and whether music, movement, and 
lighting are to be used.!^ 

She continues by citing various professional productions 

and concludes: 

The professional productions range in composition 
from four actors with stools, lecterns, and written 
scripts to a group with memorized lines, who use tables 
and chairs as needed, and who use suggestive move
ment . !8 

In Brooks and Bielenberg's survey, the following tech

niques were reported: 

While considerable variety exists in the approaches 
to the medium, a number of basic minimums emerge. The 
first characteristic that all the programs shared in 

!6coger, The Quarterly Journal of Speech, XLIX, 
No. 2, p. 161. 

^^Ibid., p. 159. 

^^Ibid., p. 161. 



common was the claim of their respective adaptors and/ 
or interpreters that they were programs of readings 
and not plays. In every case the printed text was 
present as a symbol of both the source and the approach. 
Whether it was actually read, and if so to what ex
tent, is quite another thing. The most that can be 
said of some of the interpreters with regard to these 
texts is that they pretended to read them--at least 
part of the time. The fact remains that the text was 
present as symbolic of the source of the literary 
experience, if not as a stimulus aid of the moment. 
Also, the readers did without most of the physical 
accoutrements of the theatre and denied lateral move
ment of the stage floor in favor of locating them
selves on a stool behind a lectern. These factors 
formed the minimal requirements.l^ 

Other aspects of staging brought forth the following 

comment: 

When Don Juan in Hell was first presented . . . 
it set a note of scenic austerity and simplicity 
which has been emulated not only by the offerings on 
the New York stage but by Readers Theatre productions 
throughout the country. The basic pattern consisted 
of a high stool and lectern (or music stand) for each 
of the performers, set against a neutral background.20 

They also noted that a few properties were used in some 

productions. In a different article, Keith Brooks again 

states that the theatrical elements should be kept 

suggestive.21 

Text books also point out the necessity of relying 

more upon the imaginations of the members of the audience 

for production details than upon the actual representation. 

!^Brooks and Bielenberg, The Southern Speech Jour
nal , XXXIX, No. 4, p. 293. 

20lbid., p. 296. 

2lKeith Brooks, **Readers' Theater: Some Questions 
and Answers," Dramatics, Vol. XXXIV, No. 3 (December, 
1962), p. 14. 
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Grimes and Mattingly give the following suggestions on 

styles of production: 

Scripts are always used, reading stools may or may 
not be used. . . . Movement to indicate transitions 
may need to be larger than in the solo interpretation 
performance. . , . Whatever is done in Readers' 
Theater . . . should grow out of the demands of the 
literature. . . . It is suggested that only modifi
cations of modem dress are suitable, and lighting 
should be for mood, not for realistic or represen
tative effect. . . . properties seldom if ever, 
are needed. . . . Sound effects likewise are 
generally unsuitable.22 

Armstrong and Brandes have the following suggestions to 

offer: 

It Pleaders' TheateQ encourages more movement on 
the part of the readers than is generally found in 
oral interpretation. . . . It is characterized by 
the simultaneous appearance of two or more readers 
before an audience, using scripts, seated or standing 
in a variety of arrangements. The use of stools and 
lecterns is a fairly common practice. . . . The 
exits and entrances of the several characters may be 
indicated in several different ways. In some situ
ations it may be effective for a reader to make a 
literal exit or to suggest his departure by turning 
to one side or by turning his back to the audience. 
The lowering of the head is another way to indicate 
the exit of a character.23 

In his dissertation, Clark Strang Marlor notes 

three styles of production: (1) the straight reading 

performance with lecterns and stools; (2) the limited 

action performance which allows readers to leave the 

lecterns and which makes use of lighting, stage areas, 

and suggestive set; and (3) the script-in-hand production 

22Grimes and Mattingly, Interpretation, pp. 333-35. 

23Armstrong and Brandes, The Oral Interpretation of 
Literature, pp. 289-91. 
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which makes complete use of all the theatrical elements 

and full stage movement, but the reader carries a script 

in his hand throughout the performance. 2^ 

Miss Coger summarizes the matter of production 

style when she states: 

In examining the professional and educational per
formances of Interpreters Theatre, one discovers that 
they involve a new relationship between performer and 
audience. In most of these productions, scenery and 
costumes are not used, and action is merely suggested 
by the interpreter and is completed off-stage in the 
minds of the audience. Thus, a different t3rpe of 
participation is required in Interpreters Theatre 
from that of regular theatre. The emphasis is upon 
the aural appeal, and the attention of the audience 
is concentrated upon the literature * In both forms, 
the subtext of the material is shared with the audience 
and in both an emotional involvement is achieved* 
• • . It has also been revealed in this examination 
that there is no single established form of presen
tation, that many different approaches are employed, 
and that experimentation is continuing.25 

The point at which Readers' Theater becomes experi

mental theater would appear to be largely a matter of 

semantics. Miss Coger points out the striking similarity 

between Readers' Theater and such forms of experimental 

theater as Thornton Wilder's Our Town and Bertolt Brecht's 

Epic Theatre.2^ Jack Pipps devotes his thesis '*Expres

sionism and the Readers' Theatre'* to exploring this 

24Glark Strang Marlor, "Preparing Plays for Oral 
Interpretation: A Handbook for College Courses in Advanced 
Oral Interpretation" (Unpublished Ed. D« dissertation. 
Department of Education, New York University, 1961). 

25coger, The Quarterly Journal of Speech, XLIX, 
No. 2, p. 163. 

26ibid., p. 162-63. 
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same problem and to defining the parallel aims of the 

two forms.^^ 

The choice of style becomes one of the major pro

blems in planning a Readers' Theater production. The 

director will have no established guide-lines for forming 

his decision. Any such production, by its very nature, 

will be experimental. 

A Definition of Readers' Theater 

Definitions of Readers' Theater are as varied as 

are the labels applied to this art form. Miss Coger 

defines Interpreters Theatre as ". . . a medium in which 

two or more oral interpreters through their oral 

reading cause an audience to experience literature.'*28 

Dr. Johnnye Akin of Denver University says that it is 

". . .a form of oral interpretation in which all types 

of literature may be projected by means of characterized 

readings enhanced by theatrical effects .**̂ ^ Grimes and 

Mattingly say that the form '* • • • employs both dramatic 

^^Jack Phipps, **Expressionism and Readers' Theatre*' 
(unpublished Master's thesis, Department of Speech and 
Drama, University of Portland, 1961). 

28coger, The Quarterly Journal of Speech, XLIX, 
No. 2, p. 157. 

^^Johnnye Akin in a Denver University Brochure 
announcing a contest for Readers' Theater scripts cited 
by Coger, The Quarterly Journal of Speech, XLIX, No. 2, 
p. 157. 
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and non-dramatic literature and has no completely uniform 

methods.''-̂ O Keith Brooks says: *'Readers Theatre is a 

group activity in which a piece of literature is communi

cated from manuscript to an audience through the oral 

interpretation approach of vocal and physical suggestion.*'^! 

Margaret Neilsen is most definitive in the following 

statement: 

Readers Theatre involves oral interpretation of a 
carefully cut.script, usually by three to five readers, 
without memorization, special costumes, lighting, 
props, or sound effects, portraying their roles by 
means of vocal expression and facial expression alone, 
a narrator possibly providing transitional, expository 
lines for clarification.22 

Armstrong and Brandes define it as follows: 

The staged reading . . . is a compromise between 
drama and oral interpretation, in which readers adopt 
a limited amount of the technique of the theater 
without making any pretense of *'giving a playl*'̂ ^ 

Finally, in their article. Brooks and Bielenberg arrive 

at the following definition synthesized from a survey of 

the New York critics' reviews of professional productions: 

How, then, might the New York drama critics define 
Readers Theatre: They might say, "Readers Theatre is 
the combining of expert readers and minimal staging 
with great literature in a manner that is theatrically 
stimulating." Others might say, "Why define it? If 

^^Grimes and Mattingly, Interpretation, p. 332. 

^^Brooks, Dramatics, XXXIV, No. 3, p. 14. 

2%argaret Neilsen, "Suggestions for a Course of 
Study in Theatre Arts at the Secondary School Level," a 
paper presented at the Secondary School Theatre Conference, 
August 21, 1962, Eugene, Oregon. 

Armstrong and Brandes, The Oral Interpretation 
of Literature, p. 289. 
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something is found to work, if it elicits the desired 
response, it justifies itself."^^ 

From all the foregoing discussion, a working defi

nition for the purposes of this study may be stated as 

follows: Readers' Theater may be said to be the conanuni-

cation of any type of literature as a living imaginative 

experience to a cooperating audience by means of more 

than one oral interpreter, reinforced by the suggestive 

use of the theatrical elements. The key words in this 

definition are "communication,'* "cooperating audience,'* 

"suggestive," and '*theatrical elements.** 

The use of '*commTmication" denotes the expressive 

use of the physical body as well as the voice of the 

interpreter. '*Cooperating audience" carries a special 

meaning: because the audience must be an active, 

intelligent group of participants in the production. 

Readers' Theater relies heavily upon the active mental 

and imaginative participation of its audience. The 

audience cannot sit passively and expect to be enter

tained, but must be stimulated into active mental 

creativity, both by and with the readers. **Suggestive" 

is extended to include, not only the differentiation 

between the explicit characterization used by the actor 

^^rooks and Bielenberg, The Southern Speech 
Journal. XXXIX, No. 4, p. 302. 
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and the suggestion of character used by the interpreter,^^ 

but also the use of the *'theatrical element," i. e., 

costume, make-up, lighting, properties, and scenery. 

The suggestive use of the theatrical elements becomes the 

keynote for all production details in Readers' Theater. 

As Mr. Brooks has noted: 

. . . audio and visual cues (sound effects, music, 
dress, etc.) may be used so long as these cues are 
suggestive in nature and assist the audience in its 
function of fulfilling the potential of the literary 
experience in their own minds.^^ 

Theatrical elements should be used to keep the readers in 

that mid-position, identified neither completely with the 

period and character represented by the author as in 

drama, nor with the "here-and-now** situation of the 

public speaker. 

What then is Readers' Theater? This is a question 

which cannot be answered finally and definitively at the 

present time. That an art form which represents the 

bringing together of features of both oral interpretation 

and theater actually exists is indicated by the fact that 

some evidence of such a form can be found throughout 

history from the time of the ancient Greeks to the present 

2^For a discussion and chart of the continuum be
tween acting, impersonative reading, and interpretative 
reading, see Otis J. Aggertt and Elbert R. Bowen, Communi
cative Re ading (New York: The Macmillan Company, 1961) , 
pp. 6-11. 

36 Brooks, Dramatics, XXXIV, No. 3, p. 14. 
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day. Further evidence is found in the experimentation 

being done both in the academic and the professional 

fields today. However, the art form is still in a fluid 

state with its principles, practices, methods, and styles 

of production yet to be determined. Experiment at ion 

needs to be continued, and results need to be reported 

before the final answers can be made. Finally, since the 

roots of this art form can be found in the art of ancient 

Greece, a fruitful area of Investigation would appear to 

be in the drama which flowered at that time. By the 

production of that drama in this art form, perhaps some 

part of the answer to the question, "What is Readers' 

Theater?" can be discovered. 



CHAPTER II 

ADAPTATION OF SOPHOCLES' ELECTRA 

The Greek Theater and Drama 

In his book An Introduction to the Greek Theatre, 

Peter Amott describes the style of production of Greek 

drama as follows: 

The Greek theatre was a theatre of the imagination. 
Simplicity of staging gave full value to the argu
ments and beauty of the verse. Great artists prove 
themselves under limitations, and the Greek drama
tists , by limiting themselves so severely in one 
direction, could give full rein to their abilities 
in another. The simplicity of the Greek theatre is 
not that of incompetence but of artistic restraint. 
Later generations brought a new type of audience in
capable of appreciating the subtleties that had delight< 
ed their predecessors. They demanded satisfaction 
for the eye and not for the mind. So tragedy became 
ornate, spectacle came into its own, and, inevitably, 
the standard of writing was debased. Even revivals 
of old tragedies were tricked out with processions and 
elaborate show to keep the audience entertained. But 
in its greatest days the keynote of the drama was 
economy of effect. When two lines of a speech could 
set the scene, there was no need for anjrthing more.! 

Later, while discussing actors and acting, he 

s Laues: 

. . . Dramatists and producers counted it more 
important to stimulate the imagination than to delight 
the eye, at least for many years. Although actors 

Ipeter D. Amott, An Introduction to the Greek The
atre (New York: Macmillan and Company, Ltd., 1951), p. 46. 

17 
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and chorus were richly dressed, and the great sweep 
of the theatre provided a noble setting, the audiences' 
imagination set the play. It was the words that were 
important--noble speeches, powerful scenes, beautiful 
choruses unequalled in the theatre for centuries to 
come.2 

This commentary on the original intent of the Greek 

theater and drama demonstrates its admirable adaptability 

to a Readers' Theater production. In Readers' Theater the 

appeal is more to the ear and the mind than to the eye of 

the audience; the audience is again required to set the 

scene and to supply the action; the force and beauty of 

the words and language communicate the ideas of the play

wright directly to the minds of the audience. 

Selection of the Play 

Greek drama falls sharply into three categories, 

i. e., tragedy, comedy, and the satjrr plays. In making 

a selection of a play for a Readers' Theater production, 

each of these tĵ P̂ s needs to be examined. Both the only 

extant satyr play, Euripides' The Cyclops, and the 

comedies of Aristophanes and Menander rely more upon 

visible action than upon ideas expressed verbally. As 

John Gassner has said of the original production of Greek 

comedy: 

It was a gorgeous spectacle that the Athenians 
enjoyed as they watched the grotesquesly dressed chorus 
and extravagantly masked actors. . . . Fantasy, 

2lbid., p. 54. 
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whimsy, and an undisguised biiffonery characterized 
the story that unfolded itself.^ 

This spectacle is not easily translated into a pro

duction which focuses upon ideas expressed mainly through 

words. 

Aristotle has defined Greek tragedy as *'. . .an 

imitation of an action that is serious, complete, and of 

a certain magnitude."^ However, Peter Amott warns: 

*'Action*' is another word we must beware of using 
in the modem sense. Greek tragedy has little action 
in our meaning of the word. Though its themes are 
often violent and bloodthirsty, it confines itself 
to narration, discussion, and speculation. . . . The 
excitement of Greek tragedy lies rather in the cut and 
thrust of debate, the thrill of anticipation, the 
gradual realization of inevitable disaster, than in 
the horror of watching a bloodthirsty spectacle.^ 

From these statements, it can be seen that Greek tragedy 

is the best suited of the three categories to a Readers* 

Theater production. 

The next step in the selection of the play was to 

decide which of the thirty-three extant tragedies is best 

suited both practically and aesthetically to a particular 

production situation. For this production, the practical 

aspects were considered first. The number of women 

available for the rehearsal period was greater than the 

2john Gassner, ed., A Treasury of the Theatre, Vol. I 
(rev. ed.; New York: Simon and Schuster, 1951) , p. 8. 

^Aristotle, Aristotle's Poetics, trans. S. H. Butcher 
(New York: Hill and Wang, 1961) , p. 61. 

^Amott, An Introduction . . . , p. 22-23. 
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number of men.^ This fact narrowed the field of consid

eration to those plays which have a chorus of women, and 

in which there is a predominance of women characters. For 

educational purposes the myth of the house of Atreus pre

sents a greater opportunity for student research and anal

ysis , since it is the only one of which there is an extant 

treatment by each of the three tragic plaj^wrights, 

Aeschylus, Sophocles, and Euripides. Of the three plays, 

Euripides' Electra uses a male chorus, and Aeschylus' 

Choephoroe focuses more upon Orestes than upon Electra. 

Aesthetically speaking, Sophocles' Electra presents 

complete drama, while Aeschy|:us' play is the middle third 

of the Oresteia, dependent upon Agamemnon for its begin

ning, and upon The Eumenides for its conclusion. In addi

tion, as John Gassner states: 

There is always a supreme place for art in Sophocles' 
philosophy; substituting order for chaos of the emotions 
and of circumstances, art brings us the sustaining 
sweetness and lift of beauty. Setting himself a crafts
man's rather than a visionary's task, Sophocles culti
vated dramaturgy more skillfully and earnestly than 
any of his contemporaries, maintaining balance in the 
structure of his work and insisting upon harmony between 
feeling and expression. To him belongs the credit for 
advancing Greek tragedy furthest as a dramatic art in
dependent of primitive ritual. He reduced the choral 
narrative and lyric passages of classic tragedy, 
strove for concise and natural dialogue, added a third 
actor to enlarge the scope of dramatic complication, 
and ordered his situations on the principle of pro
gressive action. Without scaling the lyric heights 
of Aeschylus or attempting the psychological and in
tellectual subtleties of Euripides, Sophocles created 

^See the discussion of the relationship of the sex 
of the readers to the sex of the roles in the last section 
of this chapter. Style of Production. 
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the most completely realized dramatic works of the 
ancient world.' 

For all the foregoing practical and aethetic 

reasons Sophocles' Electra was chosen for this production* 

Selection of the Translation 

The selection of a translation presents some inter

esting problems. Hugh Hunt in his book The Live Theatre 

discusses and analyzes some of them: He says, in part: 

A translation is in itself a form of interpre
tation. It is conditioned by the qualities and tem
perament of the translator as well as the outlook of 
the age in which it was made. . . . It is the duty 
of the interpreter of a Greek play to keep the lines 
of contact between the original and the contemporary 
as direct as possible, so that interpretation is made 
directly from one language to another and from one 
age to another. By language is implied not merely 
the translation of words, but of rhythms, expressions, 
and speech mannerisms.8 

All available translations, from that of Lewis 

Theobald published in 1714^ to that of H. D. F. Kitto 

published in 1962,!0 were survej^d. For practical 

reasons, the necessity of supplying some thirty-five 

people with scripts, only the five translations available 

^Gassner, A Treasury . . . , p. 31. 

^Hugh Hunt, The Live Theatre (London: Oxford Uni
versity Press, 1962), pp. 25-27. 

^Sophocles , Electra: A Tragedy with Notes , trans. 
Lewis Theobald (London: B. Lintott, 1714). 

!OSophocles, Three Tragedies, trans. H. D. F. Kitto 
(London: Oxford University Press, 1962). 



22 

in paper-back editions were considered for use in this 

production.!! Primary consideration was given to the 

language, and secondary consideration to the verse forms 

and rhythms because of the relative importance of these 

elements in a Readers' Theater production. 

Kitto says of his translation: 

It is written like . . . [its] . . . original, 
for immediate stage-product ion . . . I have used a 
fairly strict meter, I have not allowed myself a 
greater number of verses than Sophocles used, and 
where he is formal—as in line by liine dialogue—I 
too have been formal. . . . Sophocles' own lyric 
rhythms . . . are so dramatic that it seemed presump
tuous to try to find better ones; therefore I followed 
them as closely as the English language permits.12 

Kitto's language seemed to this writer to be the 

most poetic and contemporary of the five available trans

lations , thereby presenting the most direct lines of 

contact between the original and the contemporary. The 

notes in this edition were also very helpful. The notes 

on pronunciation were used as a guide for uniformity 

and accuracy. 

!!These five editions are as follows: David Grene 
and Richard Lattimore, eds., Greek Tragedies, Vol. 2 
(Chicago^ Phoenix Books, The University of Chicago Press, 
1960); Sophocles, Electra, trans. R. C. Jebb (New York: 
The Liberal Arts Press, The Bobbs-Merrill Company, Inc., 
1950); Sophocles, Three Tragedies, trans. H. D. F. Kitto; 
Sophocles, Electra and Other Plays, trans. E. F. Watling 
(Baltimore, Md.: Penguin Books, i953) ; and "Electra*' 
Eleven Plays of the Greek Dramatists, trans. Sir George 
Young (New York: The University Library, Grosset and Dun-
lap, 1946). 

!2sophocles, Three Tragedies, p. v-vi. 
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Analysis of the Play 

The Playwright 

Sophocles, son of a wealthy Athenian, was bom at 

Colonus, probably in the year 497 B.C. He had the usual 

education of such a person in that period and is said to 

have excelled in wrestling and music. He studied under 

the distinguished musician Lampros. As a boy he took 

part in the celebration of the great naval victory at 

Salamis, leading a chorus in singing a paean to the music 

of the Isnre. 

Since Aeschylus was the leading figure of the 

tragic stage, it was natural that Sophocles should be 

influenced by him. The outer form of tragedy was already 

well-developed, but Sophocles made certain changes in it. 

He added a third actor and may have gone a step farther 

and added a fourth one in Oedipus at Colonus. He 

enlarged the chorus from twelve to fifteen members. 

Another of his important innovations is thought to be the 

changing of the tetralogy to consist of plays on imre-

lated subjects. He improved the stage properties, intro

duced the white shoes of the chorus and actors, and the 

curved staff. Because of his weak voice, he discontinued 

the practice of a dramatist acting in his own plays. 

Sophocles won his first victory in the dramatic 

festival at Athens when he was twenty-eight years old. 
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He won the tragic prize twenty-four times, came in second 

many times, and was never third. A very prolific writer, 

Sophocles is credited with between 123 and 132 plays, of 

which seven are extant, i. e.; Ajax, Antigone, Oedipus 

Tyrannus, Oedipus at Colonus, Electra, Philoctetes, and 

the Trachiniae. 

Evidently a man of kindly disposition, Sophocles 

had a happy family life. He had several children, and 

the dramatic tradition seems to have continued in the 

family for several generations. One of his sons, lophon, 

won a reputation as a tragic poet; another, the younger 

Sophocles, was also a dramatist; and in the third century 

B. C., there was a third Sophocles who won fame as a tragic 

and a lyric poet. 

Sophocles was not only a poet, but also a prominent 

citizen of Athens, holding several public offices. His 

devotion to the city is attested by the fact that, 

although many kings sent for him, he was unwilling to leave 

his native land. He was also devoted to his religion, 

being a priest of one of the dieties of healing. As 

Athens was not a large city at that time, Sophocles 

doubtless knew personally all the literary men of note 

living there. Upon hearing of the death of Euripides, 

he is said to have donned mourning and led his chorus 

and actors uncrowned at the funeral. 
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Sophocles died at the great age of ninety-one. 

Several stories are told about the cause of his death, 

but perhaps we need not look for any other cause than 

his advanced age, or in his own words from Oedipus 

Tyrannus, '*Such a little accident as puts the old to 

sleep."!2 

He was buried in his ancestral tomb on the road 

to Decelea. At that time Lysander, the Spartan, was 

besieging Athens, but he permitted the burial to take 

place as soon as he learned that it was Sophocles who 

had died.!^ 

The Play 

Sophocles' Electra dramatizes the events of the 

myth of the house of Atreus and thus is associated with 

both Aeschylus' Choephoroe and Euripides' Electra. The 

exact date of writing is not known, but it is generally 

accepted to be about 420-10 B. C. It follows the 

Trachiniae and precedes Philoctetes in the chronological 

order of Sophocles' plays. Much scholarly controversy 

exists as to whether it preceded or followed Euripides' 

play, but no definite conclusion seems to have been 

reached. Considerable influence of Homeric and later 

!3Sophocles, Theban Plays, trans. E. F. Watling 
(Baltimore, Md.: The Penguin Classics, 1957), p. 52. 

^^illiam N. Bates, Sophocles: Poet and Dramatist 
(Philadelphia: University of Pennsylvania Press, 1940), 
pp. 1-12. 
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epic poetry is observable in the play.!^ 

Structurally the play consists of a prologue, a 

parados, five episodes, and four stasima. The prologue 

presents the exposition, the first, second, and third 

episodes delineate character, the fourth episode presents 

the turning point, and the fifth contains both the 

climax and the denouement. 

The setting is Mycenae in front of the palace of 

Agamemnon. The time is some fifteen or twenty years 

after his return from the Trojan War and his murder at 

the hands of his wife, Clytemnestra, and Aegisthus, his 

cousin and her paramour. 

The Plot 

In the prologue, Orestes, the son of Agamemnon and 

Clytemnestra, accompanied by his friends, Pylades and 

the Paedagogus, returns from Phokis to avenge the death 

of his father. In obedience to the oracle of Apollo, 

he plans to kill both Clytemnestra and Aegisthus by 

stratagem. His plan is for the Paedagogus to relate a 

false message of his death to his mother. Later, he and 

Pylades will bring a burial urn of his supposed ashes as 

proof of his story. Meanwhile, Orestes and Pylades will 

visit the tomb of Agamemnon to offer libations there. 

!^For a complete discussion of the sources of 
Electra, see Philip Whaley Harsh, A Handbook of Classical 
Drama (Stanford, Calif.: Stanford University Press, 1950), 
pp. I32ff. 
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As they depart, Electra is heard crying off-stage. 

She enters and recounts the story of Agamemnon's murder. 

She tells how she saved Orestes from the same fate as his 

father by sending him to Phokis in the care of one of her 

father's loyal slaves. She cries out against her ill-

treatment by the murderers since that time and prays to 

the powers of Death for vengeance. 

The chorus enters in the parados and offers its 

sympathy, but advises her against such outbtirsts of 

lamentation and grief, lest she further incur the wrath 

of the murderers. 

In episode one, Chrysothemis, Electra's sister, 

enters on her way to offer gifts from Clytemnestra at 

the tomb of Agamemnon. Clytemestra has sent these gifts 

because she has dreamed that Agamemnon will return to 

seek revenge for his murder. A sharp contrast in the 

characters of the two sisters is shown as Electra pleads 

with Chrysothemis not to take Clytemnestra's gifts, but 

to substitute offerings from the two of them. Chryso

themis agrees to the substitution and leaves to present 

these new offerings at the tomb. 

In stasimon one the chorus offers a prophecy of 

doom for Clytemnestra and Aegisthus. 

The second episode presents the further delineation 

of the character of Electra, this time by contrasting her 

to her mother. Clytemnestra enters with an offering for 
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Apollo, and a vicious quarrel ensues between mother and 

daughter, terminated only when Clytemnestra states her 

wish to be left in peace to pray. Electra keeps silent 

while her mother prays ambigtiously for Apollo's 

blessings upon her actions both past and present. At 

the end of the prayer, the Paedagogus enters and tells 

his false story of Orestes' accidental death while 

chariot-racing in the Pythian games. Clytemnestra 

rejoices at the news and invites the Paedagogus to enter 

the palace with her. 

The chorus offers comfort and attempts to console 

Electra for the loss of her brother in the Commos. 

Episode three reinforces the contrast between the 

two sisters when Chrysothemis returns from her father's 

tomb joyfully sure that Orestes has returned because of 

gifts which she has found there. Electra allows her to 

finish her glad news before repeating the Paedagogus' 

story. Electra then reveals her plan to slay Aegisthus 

herself and asks Chrysothemis' aid. Chrysothemis refuses 

and in turn admonishes Electra, attempting to dissuade 

her from such a foolish plan. Electra scorns her sister's 

position and sends her away. 

In the following stasimon, the chorus commends 

Electra's proposed course of action and prophesies success 

for her. 

Orestes and Pylades enter in the fourth episode, 
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carrying the burial urn. Orestes does not immediately 

recognize his sister, but upon her request gives her the 

urn. Electra reveals her identity in her beautiful lament 

for her brother. Orestes then gently reveals himself as 

still alive. Electra's joy at her brother's return is 

so great that she almost betrays the plot. The Paedagogus 

enters to warn them and te urge immediate action, as 

Clytemnestra is alone within the palace. The men enter 

the palace, leaving Electra to offer a short prayer for 

success, after which she joins them inside. 

The chorus then foretells the coming action in 

symbolic language in the fourth stasimon. 

Electra returns to begin the fifth episode with a 

description of the action occurring within the palace 

in accompaniment to Clytemnestra's death cries. Orestes 

and Pylades return to report the success of their mission, 

only to retreat into hiding as Aegisthus enters. Aegis

thus inquires of Electra concerning the death of Orestes. 

Electra tells him that the messengers are within the 

palace. Aegisthus then commands the doors to be opened 

and the body displayed. This is done, and he turns back 

the face-covering to reveal the face of Clytemnestra. 

Orestes then reveals his identity, and he and Pylades 

force Aegisthus into the palace that he may be killed 

on the same spot of Agamemnon's murder. 
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The final choric ode is brief, stating simply that 

the curse upon the house of Atreus is finally ended with 

this act of vengeance. 

The Characters 

The analysis of character will include the physical 

appearance of the character as well as the mental and 

spiritual aspects, since the reader must be able to 

visualize every physical detail of the character in 

order to convey this image to the minds his audience. 

If the reader lacks a clear image of the character in 

his own mind, he cannot hope to evoke a clear image in 

the minds of the members of his audience. While the 

reader need not possess any of the physical character

istics of the role, he must be capable of suggesting 

these characteristics to his audience through his reading. 

Therefore, before casting for Readers' Theater, the 

director must analyze the characters himself. The com

plete picture should be formed primarily from the words 

of the author, but supplemented by critical evaluations 

of other writers, if such are available. The evaluations 

by others is especially important if the work to be pro

duced is one on which scholarly criticism is available. 

In addition, since Readers' Theater focuses upon ideas 

expressed verbally, the type of voice which will best 

suggest the character must be considered. 
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The Paedagogus.- The Paedagogus is identified by 

Kitto-*-" in the cast of characters as "an old slave, 

personal attendant of Orestes.*' The only line which 

gives any physical description speaks of his grey hair 

(46). He calls Orestes *'my son" (9), and Electra says 

that she will call him *'father** (1335), but these terms 

need not indicate great age, Orestes compares him to a 

thoroughbred horse (26), and his vigorous and colorful 

speech would indicate that he is far from decrepit. The 

very fact that he has made the long journey to Mycenae 

with the two young men would tend to support this inter

pretation. Since he has raised Orestes from a baby to 

manhood (14-16), it can be assumed that he has functioned 

as his mentor and tutor. As such he probably had charge 

of Orestes' training as a warrior as well as his intel

lectual education. He is a man of action, as shown by 

the many times he urges action upon Orestes (23, 89, 

1312, 1343). That he is well acquainted with the Greek 

physical contests is attested by his long and detailed 

description of the Pythian games (672-755). His out

standing trait is loyalty (24, 1325). His is the older, 

cooler head behind Orestes* plans. He has hidden the urn 

of ashes (58), and he is the one who will undertake to 

!^In the following sections, the source of all per
sonal analysis is H. D. F, Kitto's translation of Electra 
found in Sophocles, Three Tragedies, a copy of which ap-
pears in Appendix A of this paper. The nximerals enclosed 
in parentheses, (0), indicate the line number which sup
ports the preceding statement. 
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carry the false story of Orestes' death to Clytemnestra 

and Aegisthus (4lff.). It is he who cautions Electra and 

Orestes against their outburst of joy (1302). He follows 

Orestes' plan (51) exactly, except for one detail. He 

does not give a false oath when reporting Orestes* death 

to Clytemnestra. This omission indicates that he is a 

man of honor. 

John Gassner says of this character: "The 

Paedagogus or tutor is a single-minded representative 

of primitive law who is nevertheless capable of humor 

and understanding."!^ 

These facts seem to indicate probably a man of 

middle-age, about fifty years old, large and still 

vigorous, dressed in the armor of a Greek warrior. He 

would be bearded and grey haired. His voice should be 

deep and rather dark, a bass or low baritone in range, 

and capable of a great variety since he will have to 

hold the audience's attention through the long descrip

tion of the Pythian games. Something of the quality of 

an excellent sports-caster would be desirable. 

Orestes.- Kitto sets the date of the play as some 

fifteen or twenty years after the murder of Agamemnon. 

The Paedagogus says that Orestes was a baby at that time 

(13), but Electra states that he was old enough to call 

!^John Gassner, Masters of the Drama (3rd ed., 
rev.; New York: Dover Publications, 1954), p. 49. 
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her sister (1129). No physical description of Orestes 

is given. He is a pious young man who has consulted the 

oracle of Delphi before undertaking his task (34), and 

who prays for the success of his mission on two different 

occasions (74, 1261). On both occasions his prayer is 

simple and direct. He is motivated, first, by his duty 

to avenge his father (34, 77, 1480), second, by his desire 

to gain his rightful position as king of Mycenae (79, 

1261), and last, by desire to rescue his sister from her 

pitiful position (87, 66ff., 1403-04). 

S. M. Adams says of him: 

Orestes is very young and unacquainted with the 
larger world. . . .He means to exact vengeance in 
kind and so to cleanse his father's house. He has 
no thought of involving Electra. And he has no con
ception of what matricide will mean. . . . Orestes 
kills his mother as much to free his sister as to 
avenge his father.18 

Thus Orestes can be pictured as a young Greek war

rior about eighteen or nineteen years old, of dark com

plexion to show a family relationship to Electra and 

Clytemnestra. He would be fairly tall and of a frank, 

open countenance. His voice should be lighter than 

Electra's and of a tenor range. 

Pylades.- In the original play, Pylades is a mute 

character about whom little is said except that he is a 

friend of Orestes. Each time Orestes appears on the 

^^S. M. Adams, Sophocles the Playwright (Toronto: 
University of Toronto Press, 1957), p. 50. 
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stage, Pylades accompanies him, and he aids in the 

slaying of both Clytemnestra and Aegisthus. Since a 

mute character would have little place in a Readers' 

Theater production, a decision about this character must 

be made. Either he should be left out of the cast, or 

he should be given some lines. Either decision necessi

tates some alteration of the original script. For this 

production Pylades was given lines, some taken from 

Orestes, and some from the Paedagogus. Lines 1083-84, 

1086, 1198-99, 1246-47, 1252, 1298-99, 1316-17, 1401-02, 

1411, 1448, and 1466-67 originally spoken by Orestes, 

and lines 85-86 originally spoken by the Paedagogus were 

given to Pylades. These lines were chosen to create a 

character who is perhaps a year or two older than Orestes; 

one who cautions him from time to time; and who is a 

constant aide and companion in the accomplishment of his 

act of vengeance. He is probably somewhat taller than 

Orestes, more mature, and possibly blonde to lend visual 

contrast to Orestes. His voice should be of a medium 

quality between that of Orestes and the Paedagogus, and 

of a baritone range. 

Electra.- Little physical description of Electra is 

given. She says only that she is dressed like a slave 

(1159, 1918). The character of Electra is extremely com

plex. The basic tragedy of the play is the perversion of 

a young, sensitive girl who witnessed the murder of one 
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parent by another (101 ff.) into an avenging Fury who, 

upon hearing her mother's death cries, can shout, "Strike 

her again, if you have strength enough" (1393), and who, 

when Aegisthus asks for time to speak, can say: 

. . . Kill him at once I And when 
You've killed him, throw the body out of sight. 
And let him have the funeral he deserves. 
Animals shall eat him. (1461-64) 

Her most outstanding characteristic is her singleness 

of purpose. Never once throughout the play does she 

deviate from seeking to avenge her father's murder. 

Her ability to love is shown by her mourning for her 

father (101 ff.) , her grief upon hearing of Orestes' 

death (802 ff., 1109 ff.), and her joy at his return 

(1210 ff.). This ability to love must be shown if her 

hatred is to have any great depth by way of contrast. 

Her hatred of her mother is shown as a perversion of 

love, a fact of which Electra is well aware and ashamed 

(219 ff., 250, 597, 605). This hatred stems not only 

from the murder of Agamemnon, but also from Clytemnestra's 

relationship with Aegisthus (121, 122, 260-72, 298-99, 

575-84). Her hatred of Aegisthus is mixed with fear of 

him. While she dares to quarrel openly and bitterly with 

her mother (503 ff.), she never quarrels openly with 

Aegisthus (309, 315, 385, 503, 613, 1282, 1379-80). 

Electra despises the position taken by her sister 

Chrysothemis, but she does have some affection for her, 

as shown by the form of address which Electra uses (434, 
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867, 871, 875, 908, 912), and by the fact that she seems 

to link herself with Chrysothemis, seeking her aid in both 

scenes with her (326 ff., 859 ff.). 

H. D. F. Kitto says of the role of Electra: 

At this point begins what must surely be not 
only the longest but also one of the most exacting 
and exciting of all dramatic roles. Electra appears, 
and except for about twenty seconds she is on the 
stage for the rest of the play, always acting, always 
at the centre of the action, going through the whole 
gamut of the great human emotions: pure grief, 
weariness, impatience, anger, scorn, contempt, despair, 
heroic elation, iron determination, unrestrained joy, 
pitiless hatred.!^ 

Electra probably is about thirty years old, tall, 

slender, and of dark complexion to symbolize her pre

dominately dark role. She will need a great vocal range 

and endurance because of the length and variety of the 

role. She should be in the mezzo-soprano vocal range. 

Chrysothemis.- The only physical description given 

of Chrysothemis concerns her station (359-60) , and thus 

implies her attire. She would be dressed as a Grecian 

princess who loves pretty things. She is not the direct 

opposite of Electra, since she, too, has a family 

loyalty (330, 397, 859 ff.). While she disagrees with 

Electra's course of action, she apparently loves her 

sister as shown by her warning of Electra's impending 

imprisonment (377-85) , her change of the grave offerings 

^%. D. F. Kitto, Sophocles: Dramatist and Philoso
pher (London: Oxford University Press, 1958), pp. 5-7. 
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(474), her offer of assistance before she knows Electra's 

plan (932), and her refusal to reveal that plan (1027). 

The contrast to Electra lies in her opposing attitude 

concerning the position and abilities of women (332 ff., 

391, 478, 998-1008). 

S. M. Adams describes Chrysothemis as *'fully and 

firmly an exponent of 'safemindedness'**20; while Hugh 

Hunt calls her the *'more feminine and timorous sister.*'2! 

The picture created of Chrysothemis is probably of 

a younger sister, about twenty-three years old. She 

would be somewhat shorter and prettier than Electra, 

possibly a blonde to emphasize the contrast in their 

characters. Certainly she should have a softer, lighter 

vocal quality in the soprano range. 

"̂  Ciytemnestra.- Clytemnestra is instantly recog

nizable as a queen (656). She must be a physically 

strong woman, since she assisted in the axe-murder of 

Agamemnon (107, 195, 204, 407, 449, 513, 570, 808, 1223-

23) , and since two yoxmg warriors require some time, and 

at least two blows, to kill her (1381-95). She is, of 

course, old enough to be Electra's mother, but young 

enough to have borne children to Aegisthus (579). She 

apparently has a great deal of sexual appeal, since, as 

has been stated, this relationship with Aegisthus draws 

^^Adams, Sophocles the Playwright, p. 68. 

^̂ Hirnt, The Live Theatre, p. 21. 
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repeated attention. J Electra says she is her bitterest 

enemy (258), and calls her *'abandoned" (269), *'brazen»* 

(271), "a dog** (298), *'insensate" (443), **dishonorable" 

(448), "malign" and *'wicked" (607), "unnatural" (781), 

and *'violent*' and "oppressive" (1178). The very first 

lines of the chorus designate her as **pitiless" (127) 

and "treacherous" (131). Electra says that Clsrtemnestra 

does not fear the gods (271-72), but Chrysothemis says that 

she is frightened by her dream (409, 428). Certainly she 

follows a superficial practice of religion (404-05), 424, 

618 ff.) , but her prayer to Apollo is a classic example of 

hypocrisy (626 ff.). There is, however, one soft aspect 

to her character; she does have some love left for her 

children. She has endured Electra's tirades for many 

years; she justifies the murder of Agamemnon on the basis 

of his sacrifice of their daughter at Aulis (515 ff.); she 

asks Apollo to "let me live with my children round me*' 

(644); and her first reaction to the news of Orestes' 

death reveals this same mother instinct (758 ff.). 

William N. Bates says of her: 

She is depicted as the wicked queen whose con
science does not trouble her for her crimes; but she 
is apprehensive lest she be punished for them. She 
is superstitious. . . . She pretends to be distressed 
at the news of her son's death, and yet acknowledges 
that she is relieved. In fact Clytemnestra conforms 
to the usual conception of her by the tragic poets. 
She is, however, not as blood-thirsty as she is repre
sented in the Agamemnon, although she acknowledges 
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her part in the murder of her husband without any 
feelings of remorse, and attempts to justify the deed.22 

Clytemnestra would seem to be a rather tall, 

queenly woman about forty-eight years old. She is still 

beautiful, despite her age and her several children. She, 

too, is dark in keeping with the darkness of her nature, 

with flashing, black eyes. She would be strikingly gowned 

with a great deal of barbaric jewelry. She should have a 

deep, dark voice in the contralto range. 

Aegisthus.- Sophocles has made this man the main 

villain. His death, coming as it does after that of 

Clytemnestra, is the climax of the play. No physical 

description is given of him, but he must be a powerful 

man. He has assumed the throne of Agamemnon (133, 263-

66, 420, 992, 1085, 1263, 1446). Electra calls him a 

coward (300) , but he does not appear as a coward when 

faced with death (1449 ff.) ; even then he is able to 

answer Orestes with taunts (1468-69, 1472-73, 1475, 1477-

78). Clytemnestra uses him to threaten Electra (503, 

613) and calls upon him for aid as she is being murdered 

(1385), Chrysothemis fears him (992), as does the 

chorus (309 ff., 1405). He is a passionate man (489, 

1068), and one who rules absolutely (1432-37). 

Cedric H. Whitman says, *'The death of Clytemnestra 

is only an introduction to the death of Aegisthus; and 

Sophocles, so far as we know, is alone in placing the 
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murders in this order.*'23 p. L. Lucas makes the same 

point, *'For Sophocles, however, the climax, very signif

icantly, is not the matricide; he lavishes his most 

pointed tragic irony on the more difficult killing of 

Aegisthus."2^ S. M. Adams says of him: 

It has been said that in Sophocles no one is 
an utter villain, not even Clytemnestra. Aegisthus 
is not. Ruthless he may have been, but he goes in to 
his death, politely sneering, a very perfect Dorian 
nobleman.^5 

Tall, powerfully built, darkly handsome, Aegisthus 

probably is somewhat younger than Clytemnestra, about 

forty-five years old; a man who exudes animal magnetism. 

His voice should be deep and powerful in the bass range. 

The Chorus.- The chorus in Greek drama assumes the 

role of an individual character. In this play, they may 

be said to stand in loco parentis (230) to the children 

of Agamemnon. Described only as the women of Mycenae, they 

probably are of many different types. They express the 

attitudes and responses of the community to the action 

of the play. Electra calls them her *'noble and generous 

friends" (137), and they address her as *'my child*' (160, 177, 

23Gedric H. Whitman, Sophocles: A Study of Heroic 
Humanism (Cambridge, Mass.: Harvard University Press, 1951), 
p. 152. 

24 
F. L. Lucas , Greek Drama for Everyman (New York: 

The Macmillan Company, 1954) , p. 211. 
^^Adams, Sophocles the Playwright, p. 79. 
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232, 823, 1213) and "my daughter** (821, 1071). Chryso

themis calls them "friends*' (371, 982), and they address 

her also as *'my child*' (472). They condemn the actions 

of Clytemnestra and Aegisthus (131 ff., 1390, 1400) and 

prophesy retribution (168 ff., 480 ff., 817 ff., 1051 ff., 

1360 ff., 1413 ff.). They lend comfort to Electra (144 ff., 

160 ff., 177 ff., 817 ff.) and admonish both Electra (212 ff., 

232, 369-70, 823, 980-81, 1008-09, 1152-54) and Chryso

themis (472-73). They sorrow at the report of Orestes' 

death (756-57) and rejoice in his return (1212-13), 

They warn Electra and Orestes of the return of Aegisthus 

(1405, 1409-10) and close the play still in loco 

parentis: 

Children of Atreus, now at last 
Your sufferings are ended. You have won 
Your own deliverance; now once more 
Is the line of your fathers restored. (1483-86) 

A. J. A. Waldock says of them: 

The Chorus, representing normality--representing, 
that is to say, the hiimdrum, everyday outlook, moving 
on the level of proverbial maxims, t5^ifying ordinary 
homespun morality--vent the criticisms we naturally 
expect from them,26 

E. F. Watling, in writing of Sophocles' dramatic 

use of the chorus, states: 

For him, the dramatic action is vital and to a 
great extent realistic, but the Chorus is also essential 
to the play both in its capacity as an actor in the 
events of the drama, and as a *'presenter" of its domi
nating theme in Isrric terms; and a particularly subtle 

26A. J. A. Waldock, Sophocles the Dramatist (Cam
bridge, Eng.: The Cambridge University Press, 1951), p. 175. 
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and interesting feature of his technique is the way 
in which the Chorus, distinctly characterized, . . . 
bridge the footlights, as it were, between spectator 
and stage, their presence and participation in the 
acted events heightening the vividness and urgency 
of the action. . . . The tragedy, whatever its 
subject, is our tragedy. We, like the chorus, are 
both in it and spectators of it.27 

The chorus represents a mixture of ages, tjrpes, 

and voices. The main principle to be observed should be 

that of balance. They should not be dominated, physi

cally or vocally, by any one person or group of persons. 

They should have the widest possible age range, from 

about eighteen to about sixty years old. The same wide 

range should attain in the vocal area. 

Planning the Production 

Style of Production 

The keynote of a Readers' Theater production, as 

has been stated, should be suggestiveness. The portico 

and facade of the new University Theater building at 

Texas Technological College first suggested this pro

duction to this writer. While the Theater building is 

not Grecian in architecture, its arches and steps suggest 

the classical background of the Greek theater. The choice 

of setting and play tends to set the style of production. 

27sophocles, The Theban Plays, pp. 10-11. 
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The very size of the reading area would make com

plete exits and entrances within the performance imprac

tical. The only broad movement necessary to suggest the 

action of the play would be the first entrance of each of 

the readers and the final exit. The readers exiting and 

re-entering dxiring the performance would need to be pro

vided with a retiring spot, so to speak. This could be 

provided by placing benches at the back of the portico. 

The use of the steps for placing the chorus would 

necessitate some other method than reading stands for 

holding their scripts. The use of such a large area 

would eliminate also the use of microphones and would 

limit the seating area to the vocal range of the readers. 

Both evening and afternoon performances would appear to 

be desirable, in order that reactions to performances 

under both natural lighting and artificial lighting 

might be noted. 

Any attempt at completely representative theater 

should be avoided. Since the ancient Greek theater was 

a presentational theater and relied heavily upon the 

imaginations of the members of the audience, the drama 

of the fifth century B. C. would seem to offer excellent 

material for a Readers' Theater production. Many of the 

visual conventions of that period, such as the masks, the 

elaborate costumes, and the dancing of the chorus, could 

be dispensed with in a production that would focus upon 
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ideas expressed through words. These conventions would 

be so incongruous as to intrude upon, rather than 

enhance, the imaginations of a modem audience. 

In the fifth century B.C. , the masks were used 

not only to make a character's features visible to the 

hû e audience, but also as a disguise. By the use of 

this conventional disguise, the all male cast could 

portray both male and female characters, and one actor 

could play several parts simply by changing his mask. 

Such a disguise is unnecessary if both men and women 

readers are used, and each reader interprets only one 

role. 

Because of the formal structure of Greek drama, 

formal evening dress would seem to be appropriate. The 

women's dresses should suggest Greek attire. For the 

men, suggestion of the ancient period is impossible. 

The complete divergence between the lines of the two 

periods are so incongruous as to be ludicrous when com

bined. No make-up or properties should be necessary. 

The colors of the Theater building, mixed shades of 

brown and beige brick accented by terra-cotta plaster, 

seem to be appropriate to the mood of the play. 

The entire production should be styled to suggest 

the heroic scope of Greek drama, just as the new Uni

versity Theater building suggests the simple and symmetrical 

style of classical architecture. 
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Cutting the Script 

Only two major cuts were made in the Electra script 

as translated by H. D. F. Kitto. These are indicated in 

Appendix A by a large *'X** being drawn through the lines 

deleted. The first cut was the Epode sung by the chorus 

in lines 494-512. The mythology of this section was not 

felt to be very generally known nor to have great 

relation to the plot of the play. The second cut was 

made in the long speech made by the Paedagogus describing 

Orestes' death in the Pythian games. The long list of 

competitors in the chariot race, lines 694-701, was cut, 

and some of the details of the race itself were omitted, 

lines 713-33. These two cuts were made because of the 

extreme length of the speech, and because they can hold 

little interest for a modem audience. 

The alteration of the script to provide lines for 

Pylades has already been noted. In Appendix A, this 

alteration is noted by placing the name of the character 

to whom the lines belonged originally in brackets 

following Pylades' name. 

The cuts and alterations necessitated changing a 

few words here and there. These changes are as follows: 

line 85, son was changed to friend; line 734, chariot to 

chariots and he to Orestes; line 1106, Men to Sir; line 

1251, we to 22H5 ^^^® 1315, I am to he is; line 1412, I 

to we; line 1466, me to us; line 1467, my to our; and line 
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1470, me to lis. These changes are noted in the Appendix 

by showing the original word or words in brackets following 

the words substituted for this production. 

The lines of the chorus in the Appendix are set in 

the segments assigned to the person, or group of persons, 

for the performance. These lines are assigned only to 

the chorus as a whole in the original script. The lines 

originally designated for the chorus leader are assigned 

to the leader of a specific group of the chorus. 

From the preliminary analysis of Greek drama in 

general, and Sophocles' Electra in particular, a 

Readers' Theater production of this play would appear to 

be completely feasible. The dramatic form seems very 

suitable for the production form. The physical action 

of the plot need not be seen, since the lines of the 

play describe, or imply, all the necessary action. The 

ancient theatrical conventions are not an integral part 

of the drama and are not necessary to the understanding 

of the ideas expressed by the plaj^wright. A Readers' 

Theater production may dispense with them without doing 

violence either to the script, or to the intent of 

the plajwright. 



CHAPTER III 

PREPARING THE PRODUCTION 

Preparation for the production of Electra presented 

two major problems: (1) scheduling tryout sessions, 

rehearsals, and performances; (2) financing the production. 

These problems are not unique to a Readers' Theater pro

duction. In any crowded educational program where 

financial problems usually exist, these two problems may 

occur. Therefore, a short discussion of this specific 

situation may suggest solutions for others in comparable 

situations. 

The problems of scheduling performances of this 

production were the usual ones of fitting an extra pro

duction into a crowded educational program. An out-of-

doors production in West Texas presented an additional 

problem. The climatic conditions of this section of 

the country, especially the prevalence of sand and wind 

storms in the early spring, made the latest possible 

date in the spring semester the most advantageous. The 

new University Theater was to be opened with performances 

of Romeo and Juliet in the middle of April; therefore, 

Electra could be scheduled during the final week before 

campus activities were restricted prior to examinations. 

47 
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The performance dates were set for May 8,9, and 10, 

1964. These dates permitted some two and one-half weeks 

of rehearsal after the closing of Romeo and Juliet. Until 

this time, the University Theater building would not be 

available for rehearsal use for the Electra production. 

As has been stated earlier, both night and afternoon 

performances were felt to be desirable, and these dates 

allowed for performances on Friday and Saturday evenings 

at 8:15 P. M. and on Sunday afternoon at 6:00 P. M. 

These dates at the end of the semester also solved 

another scheduling problem: the long rehearsal period 

necessary for training a speaking chorus. The solution 

was found to be in offering a one-hour activity course 

(Speech 319 - Theater Activities) at a regularly 

scheduled class hour (1:00-2:30 P. M. on Tuesdays and 

Thursdays) for the entire spring semester. 

The scheduling of rehearsals in this manner 

necessitated setting the casting, or try-out, meetings 

before registration for the spring semester. While 

participation in the two productions need not be mutually 

exclusive, it could be mutually limiting. Since the 

rehearsal period for both productions would cover 

approximately the same calendar time, try-outs for the 

two productions were coordinated to take place on the 

same dates: January 7, 8, 9, and 10, 1964. They followed 

an alternating schedule: Romeo and Juliet, January 7th 
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and 9th at 7-9 P.M. , and January 8th and 10th at 3-5 P.M.; 

Electra, January 7th and 9th at 3-5 P.M., and January 

8th and 10th at 7-9 P.M. With try-outs held in this 

manner and on these dates, the casts for both productions 

could be posted before registration for the spring 

semester. 

The second problem, that of financing a production, 

is an ever-present one. At Texas Technological College 

all costs of a thesis production must be met by the 

graduate student presenting the thesis. The facilities 

and materials on hand in the Department of Speech are 

available to the student without charge, but any 

additional expenses must be met by him. Sale of tickets 

would supply a source of income, but, since Electra 

would be the first thesis production, the first Readers' 

Theater production, the first out-door production, and 

the first production of a Greek drama on this campus, 

the amount of this income was impossible to estimate. 

Production costs for Readers' Theater, relying as it does 

upon suggestiveness, are not normally as large as for 

a theatrical production. The use of the facilities and 

materials of the Department could be expected to cover 

most necessary items except royalty payments, scripts, 

and costumes. Covering these expenses in a college 

situation is simplified somewhat by the nature of the 

educational situation. Text books are normally required 

frE)(AS TECHNOLOĈ ICAL COLLEGE 
LUS'.OCK. TtXAS 
LIBRARY 
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for college courses; therefore, the students could be 

required to buy their own scripts. As this publication 

contained three Sophoclean tragedies and was available 

in a paper-back edition, this expenditure was not con

sidered prohibitive. In addition, many college women 

welcome an excuse for enlarging their wardrobes, and the 

costumes for Electra were to be modem evening dresses 

suggestive of the ancient Greek period. Thus, the cast 

could be required to supply their own costumes. The 

only remaining item was the royalty passents, and the 

sale of tickets could be expected to cover this item. 

With these problems solved, the production of 

Sophocles' Electra in Readers' Theater form was ready 

to begin. 

Casting 

The procedure for casting a Readers' Theater 

production need not vary from the usual procedure in 

casting a theatrical production. The requirements and 

limitations for participation in the production were 

explained fully at each try-out period. A general 

outline of the material and a brief resume of the demands 

of each role were given. All students were given an 

opportunity to read for the roles of their choice, as 

well as for those which the director designated. 

The major consideration in casting a Readers' 

Theater production must be vocal quality, since the 
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performers are to be readers, not actors. For this 

particular production, vocal stamina also needed to be 

considered, especially in the role of Electra. In 

casting a chorus, the director should be guided by the 

principle of balance. However, in this case, the 

chorus was left open to all women students who could 

meet the general requirements for participation in this 

production. The size of a chorus can be flexible, and 

the director wished to offer an opportunity for parti

cipation to as many students as possible. Fortunately 

for the production, a number of townspeople freqiiently 

enroll for special courses at this college, and a 

number of them wished to participate in Electra. 

Therefore, a wide age range, from approximately eighteen 

to fifty years, was available for use in the chorus. 

The final number used in the chorus was eighteen. 

Some thirty to thirty-five students tried out 

for Electra, and twenty-five appeared in the final 

production. 

Rehearsals 

The previously discussed rehearsal schedule 

allowed for forty rehearsal periods. Thirty of these 

were of one and one-half hours' duration, and the 

remaining ones were of about three hours' duration the 

last ten days before performance. 

The schedule was divided into sections on the basis 
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of the requirements for this particular production. A 

Readers' Theater production, especially one to be staged 

out-of-doors, should concentrate first upon vocal tech

niques. Once these have been mastered, the next step 

is vocal interpretation based upon analysis of the 

material. Only after these two steps have been com

pleted should the final movement be blocked. Blocking 

should not be done earlier, since any and all physical 

movement which aids in achieving the desired vocal 

effect can, and should be, used up to this point. The 

theatrical elements to be used should be added as the 

final step in the rehearsal schedule. This order of 

procedure may help to avoid any possible reliance upon 

the latter, instead of upon vocal interpretation by the 

readers. 

In accordance with the above requirements, the 

first five weeks of rehearsal were devoted to exercises 

in relaxation, breathing, projection, articulation, 

unison speech, and unison movement. In the main, the 

exercises found in Reading Aloud by Wayland Maxfield 

Parrish were used.! However, other exercises, some 

brought by the students, and some developed by the group 

itself, were used also. 

The next period of rehearsal lasted from the sixth 

!Wayland Maxf ield Parrish, Reading ^oud (3rd ed., 
rev.; New York: The Ronald Press Company, 1953) , 
Chapters IX and X. 
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week to the twelfth week and was devoted to vocal inter

pretation. During the sixth week the entire cast read 

and discussed the play. Up to this point, the individual 

readers and the chorus had met and worked as a group. 

Following the discussion period, i. e., the seventh week 

of rehearsal, the script was divided into rehearsal scenes. 

The chorus continued to meet at the regular class period. 

The individual readers were scheduled for rehearsal 

periods at different times and no longer required to meet 

the chorus rehearsals except when involved in a choral 

scene. This division of the script is noted in Appendix 

A by a line drawn completely across the page. Each scene 

is numbered directly below this line. The structure of 

Greek drama, with its alternation of stasima and episodes, 

facilitates the formation of this type of rehearsal 

schedule. During the seventh week of rehearsal, the 

chorus was divided into four groups on the basis of 

vocal range. These groups were labeled as follows: High, 

Medivim High, Medium, and Low. The Low and Mediimi groups 

each consisted of three members and a leader. The High 

and Medium High groups each consisted of four members and 

a leader. The segments of the verses of the chorus, as 

assigned to these groups and leaders, are noted in Appendix 

A. 

Beginning the seventh week, the individual readers 

also began work on the vocal interpretation of their roles. 
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They began with a written analysis of the physical, 

mental, and spiritual characteristics of each role. 

Rehearsal schedules were worked out in order to avoid 

conflict with the students' academic programs. 

The ninth week, a preliminary tape recording of the 

entire play was made during the choral rehearsal period. 

This tape was played back and discussed at the following 

class meeting. 

The eleventh week, all the final movement of the 

play was blocked on the actual performance site. Until 

this time, because of weather conditions, rehearsals had 

been held indoors. From this point through the per

formances , as many rehearsals as the weather permitted 

were held on the portico and steps of the University 

Theater building. When weather conditions necessitated 

indoor rehearsals , these now were held on the stage of 

the University Theater. These indoor rehearsals, which 

included one technical rehearsal, were necessary to 

prepare the cast for the possibility of an indoor perform

ance. Such a performance would be necessary if weather 

conditions at performance time were inclement. 

During the twelfth week, a second tape recording 

was made and discussed. 

The final rehearsal period began the thirteenth 

week. This week was devoted to polishing both the vocal 

interpretation and the blocking. The technical rehearsals 
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began the fourteenth week, and the schedule then followed 

that of a theatrical production. The seventh technical 

rehearsal was held in the afternoon on the portico. The 

eighth technical rehearsal was held on the indoor stage. 

An audience of friends and newspaper critics was invited 

to attend the final dress rehearsal. 

The complete rehearsal schedule was as follows: 

Ist week - exercises in relaxation 

2nd week - exercises in breathing 

3rd week - exercises in projection 

4th week - exercises in articulation and unison 
speech 

5th week - exercises in unison movement 

6th week - reading and discussion of play 

7th week - separation and work in groups (indivi
dual readers began separate rehearsals) 

8th week - work in groups and individual scenes 

9th week - preliminary tape recording made and 
discussed 

lOth week - work in groups and individual scenes 

11th week - blocking 

12th week - second t^e recording made and discussed 

13th week - polishing 

14th week - technical rehearsals began 
1st tech - lights, set 
2nd tech - lights, set 
3rd tech - lights, set, props 
4th tech - lights, set, props 
5th tech - lights, set, props 
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15th week - 6th tech - lights, set, props, make-up 
7th tech - (day) set, props, make-up, 

costumes 
8th tech - (indoors) lights, set, props, 

make-up, costumes 
9th tech - full dress 
lOth tech - final dress (invited audience) 
Performance - night 
Performance - night 
Performance - afternoon 

16th week - Final tape recording made - (a copy of 
this tape can be found bound inside the 
back cover of this thesis.) 

Preparation for a Readers' Theater production 

differs more in degree than in kind from that for a 

theatrical production. The problems of scheduling and 

financing must be solved before casting and rehearsals 

can take place. The casting and rehearsal schedules will 

be determined by the demands of the material to be pre

sented. A schedule which includes the training of a 

chorus usually will require a long rehearsal period. 

The rehearsal schedule should concentrate, first, upon 

developing the vocal techniques, and next, upon vocal 

interpretation of the material. After these have been 

mastered, the blocking of movement should be introduced, 

and, finally, the theatrical elements can be added. When 

these elements are added, the schedule will follow the 

same type of schedule as that of a theatrical production. 



CHAPTER IV 

REPORT ON THE PRODUCTION 

When a Readers' Theater production is ready to add 

the theatrical elements, it becomes essentially a theat

rical production. The reporting of the production 

details covers the same items as does a theatrical pro

duction. Even the tape recording, which gives probably 

the most accurate report of the performance, is 

frequently tised to report a theatrical production. For 

the purposes of this paper, the production details are 

understood to be those areas which Readers' Theater 

shares with a theatrical production: publicity, house 

management, box office, set and scenery, properties, 

lighting, costume, and make-up. 

Publicity 

Publicity for the Electra production followed the 

routine method of handling publicity for major productions 

at this college. Mimeographed letters were sent to the 

theater mailing list annoimcing, and briefly describing, 

the production. Announcement cards were sent to the 

entire faculty of the college. Form letters of infor

mation were sent to all the local radio and television 

57 
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stations and to the local newspapers. Included in this 

mailing was a different form letter to the college radio 

station, the college newspaper, and the college public 

information service. Forty posters were printed and 

distributed over the campus. Large signs were made for 

the signboards at the four entrances to the campus. A 

public service signboard was reserved for the week prior 

to and during the production. 

The college newspaper carried three stories during 

the rehearsal period. On the opening day, it carried 

a front page story accompanied by a six-column picture 

taken at dress rehearsal. The college radio station car

ried spot annoiancements several times daily for a week 

before and during production. 

The local newspaper carried a story accompanied 

by a three-column picture in the Fine Arts Section on 

the Sunday prior to production, and a three-colimin 

picture and announcement on the opening day. Several 

of fehe local radio stations carried spot announcements as 

a public service prior to the production. 

The production was reviewed by both the local 

newspaper's Fine Arts editor, and the college Fine Arts 

editor. The review appeared in the local newspaper on 

the opening day, and in the college newspaper on the 

second day of performance. Copies of both of these 

reviews may be found in Appendix B of this thesis. 
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House Management 

House management for this production presented a 

special problem. Seating area was limited by the vocal 

projection of the readers to one hundred and sixty-two 

folding seats. These had to be set up and taken down 

for each performance. The surrounding area had to be 

roped off and policed. The portico and steps had to 

be swept clear of dust just prior to each performance. 

Finally, the ushers were responsible for handing out 

and collecting the evaluation forms, as well as the 

programs, at all performances, including the final 

dress rehearsal. A copy of the program and of the 

evaluation form designed for this production by the 

director can be found in Appendix C. 

Box Office 

Because folding seats were used for this pro

duction, only general admission tickets were reserved 

and sold. The sale of these tickets was limited to 

the number of seats available for each performance, 

one hundred and sixty-two, and the admission price was 

seventy-five cents per ticket. The box office was open 

daily for a week prior to the production from 8 A. M. to 

5 P. M., and on the performance dates from 8 A. M. to 

9 P. M. Attendance for the three performances totaled 

468, and an additional 42 attended the final dress 

rehearsal. The house was sold out for the two evening 
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performances, and 141 attended the Sunday afternoon 

performance. This performance had to be moved indoors 

due to inclement weather. 

Set and Scenery 

The set for this production was the portico and 

steps of the University Theater building at Texas 

Technological College. The building is constructed of 

brick in varying shades of brown and beige. Two flights 

of fifteen steps with a landing at the mid-point of each 

flight lead up to the portico which is framed by five 

arches. The tile of the portico and the top of the inner 

arches on the back wall are done in terra-cotta. Below 

the arches, plate glass forms the back wall of the 

portico and the front wall of the foyer. Since the 

readers would be visible through this plate glass from 

the time they entered the foyer, this glass was covered 

with corrugated paper painted to match the back arches. 

The steps are divided in the center with a raised 

planter section which extends to the front limits of 

the steps. This section was used for the three music 

stands for the individual readers. The chorus was placed 

on both sides of this raised section. 

Properties 

The only set properties used were three black metal 

music stands, placed in the position previously described, 

and two wooden slat benches. The benches were placed just 
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in front of the two columns forming the central arch of 

the portico. 

All seven individual readers read from three typed 

scripts contained in black binders. Orestes, Pylades, and 

the Paedagogus each carried one of these scripts to the 

proper music stand on their first entrance. Orestes, 

Electra, and Aegisthus each carried one off on their 

final exit. These three scripts were not removed from 

the music stands at any time during the performance. 

Each member of the chorus carried her script 

throughout the performance. These scripts were mounted 

on a backing in the form of a scroll. The scrolls were 

constructed of cardboard and papier-mache, painted brown 

and fitted with note-book rings for holding a typed 

script. This method of mounting the choral scripts was 

used to eliminate the necessity of using eighteen 

reading stands, and to provide a script which could be 

carried in one hand and handled easily. They were 

designed to blend with the costumes of the chorus in 

order that they might cause as little distraction as 

possible. 

Lighting 

Lighting for this production was handled by 

Dr. Clifford C. Ashby, designer and technical director on 

the staff of the Department of Speech. No special effects 

were used. General illumination of the stage area, both 
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for the purpose of lighting the readers and for providing 

sufficient light for them to read their scripts was used. 

No colored gelatins were used on the lights. The light 

level remained stationary from the opening of the house 

until the audience had departed. For the indoor perfor

mance, the house lights were set at about three-fourths 

of full light, and the stage area lights were set at the 

same time. Both auditorium and stage light levels 

remained stationary until the audience had departed. 

Costumes 

The women's cost\nnes were modem evening dresses 

made following Vogue pattern #5624, Fall and Winter 

Catalogjue, 1963-64. The dresses were constructed of 

double knit cotton jersey in the following colors: 

for the Chorus - Low Group, dark brown; Medium Group, 

medium brown; Medium High Group, medium beige; High 

Group, light beige; for the individual readers - Electra, 

deep wine; Clytemnestra, scarlet; and Chrysothemis, pink. 

Long tight-fitting sleeves were added to the top 

of style D and combined with the floor length skirt of 

style C to make the dress for all of the chorus. None 

of the chorus wore any jewelry or accessories. 

The dresses for the individual women readers were 

constructed following style C. Trim was added to the 

bottom of the skirt drape and to the outer edge and 

bottom of the blouse drape. For Electra, this trim was 
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a two-inch black fringe; for Clytemnestra, two-inch border 

of gold jewel cloth cut in the design of a Greek key; for 

Chrysothemis, a double border of gold braid. Electra wore 

a black head band. Clytemnestra wore an antique gold 

pendant on a heavy gold chain, a matching bracelet, and 

a small gold hair ornament. Chrysothemis wore a heavy 

gold and pearl chain and pendant, a matching bracelet, 

and a narrow pink head band. 

Clytemnestra and Chrysothemis wore evening 

sandals which matched their dresses, and all other 

women wore thong sandals. 

The men wore single-breasted tuxedos with black 

tie accessories. The color for Aegisthus and the 

Paedagogus was midnight blue, and for Orestes and 

Pylades, black. 

Make-up 

All women wore straight platform make-up, and the 

men wore no make-up for this piwduction. The women used 

their usual hair styles. 



CHAPTER V 

EVALUATION OF THE PRODUCTION 

For this Readers' Theater production of Sophocles' 

Electra, four methods of evaluation were used: (1) a 

check-sheet was given to members of the audience!; (2) 

critical papers were written as an optional class 

assignment; (3) two newspaper critics reviewed the pro-

duction2; (4) box office reports were evaluated. 

The check-sheet for audience reaction contained 

four sections: (1) Name, optional; (2) Audience Com

position including: General Audience or Student: Tech, 

Public School, Other, and Audience Classification 

including Faculty, Graduate, Undergraduate, School, and 

Major; (3) Background including statements of previous 

attendance at a production of ancient Greek tragedy. 

Readers' Theater, and study of ancient Greek tragedy; 

(4) Opinion of the Production which asked for a com

parison of this Readers' Theater production to a conven

tional theatrical production. 

!A duplicate of this check-sheet may be found in 
Appendix C of this paper. 

^A copy of both reviews may be found in Appendix B 
of this paper. 
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Ninety-four check-sheets were returned to the 

director. The results of this method of evaluation were 

as follows: 

I. Name, optional 
A. Signed 71 
B. Unsigned 23 

II. Classification 
A. Audience Composition 

1. General Audience . . . . . . . . . 2 1 
2. Student 73 

a. College 66 
b. Public School 3 
c. Other . . . . . 3 

B. Audience Classification 
1. Undergraduate 59 
2. Graduate 4 
3. Faculty . . . . . 1 
4. School 

a. Arts and Sciences 58 
b. Business Administration . . . . 4 
c. Home Economics 3 
d. Engineering 3 
e. Agriculture 2 

5. Major 
a. Education 14 
b. English 9 
c. Speech 8 
d. Liberal Arts . . . . . 6 
e. Mathematics 4 
f. Psychology, Journalism, 

Government, 3 each 9 
g. Language, Architecture, 

History, Sociology, 2 each . . . 8 
h. Agronomy, Finance, Chemistry, 

Agricultiiral Education, 
Accounting, Merchandising, 
Management, Anthropology, 
Economics , Art, Pre-Medicine , 
1 each . . . . 1 1 

6. Not Checked 1 

I I I . Background 
A. I have seen a production of ancient Greek 

tragedy 
1 . Yes 46 
2 . No 46 
3 . Unchecked 2 
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B. I have seen a production of Readers' 
Theater 
1. Yes 24 
2. No 68 
3. Not checked 2 

C. I have studied ancient Greek tragedy 
1. Yes 67 
2. No 25 
3. Not checked . . . . . 2 

IV. Comments (summarized) 
A. Favorable . . . . . . . . 5 6 
B. Unfavorable . . . . . . . . . . . . . 2 

C. No comment made . . . . 3 6 

Of the comments made: three stated that the cos

tuming was good; two said that it was poor; ten were 

disturbed by the noise from the parking lots surroimding 

the area; five commented upon the weakness of Orestes' 

interpretation as compared with the rest of the cast; 

eight had trouble hearing the readers; one compared the 

outdoor performance favorably to the indoor performance; 

twelve preferred a Readers' Theater production to a 

theatrical one; one stated that the readers should 

relate more to each other. The remainder of the comments 

were of praise for the production, the individual readers, 

and/or the chorus. 

Of those members of the audience filling out the 

check-sheet who had seen a production of ancient Greek 

tragedy, thirty-two comments were favorable, one comment 

was unfavorable, and twelve made no comment. Of those 

who had not seen a production of ancient Greek tragedy, 

twenty-seven comments were favorable, one was unfavorable. 
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and nineteen made no comment. Of those who had seen a 

Readers' Theater production, nineteen comments were 

favorable, one was unfavorable, and seven made no comment. 

Of those who had not seen a Readers' Theater production, 

forty comments were favorable, one was unfavorable, and 

twenty-four made no comment. Of those who had studied 

ancient Greek tragedy, forty-four comments were favorable, 

one was unfavorable, and twenty-five made no comment. 

Of those who had not studied ancient Greek tragedy, 

fourteen comments were favorable, one was unfavorable, 

and seven made no comment. Two check-sheets were not 

marked in the above categories, and neither sheet had 

any comment on it. 

The second method of evaluation utilized was an 

analysis of a set of critical papers presented in 

Speech 231 - An Introduction to Theater and Cinema 

taught at the college by Mr. Ronald Schulz. The members 

of this class were assigned a written critical analysis 

of the production from an audience viewpoint as an 

optional theme. They were not informed that these papers 

would be reviewed as a part of the evaluation of this 

production. Twenty-two class members elected to write 

a theme on Electra. Of these themes, eighteen were 

favorable, two were unfavorable, and two were undecided. 

The most controversial point in these papers concerned 



68 

the costuming of the production. Ten writers commented 

unfavorably on the costtmiing, ten commented favorably, 

and two made no comment. Eight of the writers stated 

that Orestes was the weakest of the readers. Seventeen 

of the writers were distracted by the noise from the 

parking areas and had difficulty hearing the readers at 

times. No comparisons were made between a Readers' 

Theater production and a theatrical one. 

The third method of evaluation consisted of com

paring the two published reviews of this production. 

One newspaper review was written by a professional 

reviewer, the Fine Arts Editor of the Lubbock Avalanche-

Journal. The other reviewer was a senior journalism 

major, the Fine Arts Editor of the campus newspaper, 

The Daily Toreador. The only adverse criticism of the 

production by the Avalanche-Journal reviewer concerned 

the light voice of Orestes. The only adverse criticism 

of the Toreador reviewer concerned the traffic noise. 

Both reviewers commented favorably on the costuming, but 

both identified the women's dresses as ancient Greek 

costumes. 

The last method of evaluation to be used was an 

analysis of the box office reports. These reports indi

cated a generally favorable reaction to the production. 

All available seats for the two evening performances were 
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sold several days before the production opened. All 

seats for the afternoon performance were reserved, but 

twenty-one reservations were not used. The inclement 

weather conditions were probably a factor contributing 

to the latter circumsj:ance. The financial returns far 

exceeded expectations. The net profit on the production 

was sufficient to begin a graduate scholarship fund for 

the Department of Speech. 

Measured by these four methods of evaluation, the 

Readers' Theater production of Sophocles' Electra was 

very successful. Several major criticisms were made. 

The most controversial point in the production was the 

costuming. The director tends to agree that the women's 

dresses, while following a modem evening dress pattern, 

were too suggestive of theatrical costuming for tiae in the 

Readers' Theater form. The second major criticism 

concerned the distracting noises from the adjoining 

parking areas. Control of this noise was outside the 

province of the director. Two additional factors 

should be considered in connection with this criticism. 

Several of the comments stated that the respondent had 

become accustomed to this distraction by the end of the 

performance, and several commented upon the effectiveness 

of the outdoor production. In addition, both the 

director and the entire cast agreed that, from their 

point of view, the outdoor performances were both more 
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exciting and more effective than the indoor performaces. 

If these additional factors are taken into account, it 

would seem that the advantages of the outdoor performance 

outweighed the distraction of the noise factor. The 

last major criticism concerns the weakness of Orestes in 

comparison with the rest of the readers. This criticism 

represents a failure on the part of the director in 

bringing this reader up to the level of performance 

attained by others in the cast. 

As has been stated, no comparison could be made 

between the performances under artificial and natural 

lighting, due to the inclement weather conditions on 

the day of the afternoon performance. Therefore, one 

of the standards of evaluation for this production could 

not be utilized. 



CHAPTER VI 

CONCLUSIONS AND RECOMMENDATIONS 

Conclusions 

Evidence of an art form which utilizes elements 

of both theater and oral interpretation can be traced 

throughout history from the time of the fifth century 

B. C. to the present. This art form has been given many 

labels, but the most prevalent one at the present time is 

Readers' Theater. A great many Readers' Theater pro

ductions have been and are being presented both academi

cally and professionally today; however, not a great deal 

of reporting has thus far been done which might aid in 

defining the principles and practices of the art form. 

Since the roots of Readers' Theater have been 

found in the culture of ancient Greece, a production 

of the drama of that period may be used as an experiment 

for defining some of the principles and practices of 

this art form. These principles and practices then may 

be evaluated by the response of the aiidience to such a 

production. The Texas Technological College Readers' 

Theater production of Sophocles' Electra on May 8,9, 

and 10, 1964 was such an experiment. 
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The main principles which governed the above pro

duction were the principles governing the use of vocal 

and physical techniques in the field of oral interpre

tation combined with the principle of suggestion in the 

use of the elements taken from the area of theater. The 

practice was to use all of the elements of the theater, 

i. e., costume, make-up, setting, and lights, as well as 

broad stage movement. The main focus of the production, 

however, was placed upon the use of techniques from the 

field of oral interpretation. 

The evaluation of the production was based upon the 

response of the general audience, student critics, pro

fessional critics, and box-office reports. The overall 

evaluation foimd that the production was successful in 

all areas except two. First, the costumes worn by the 

women readers, while a modem design, were too frequently 

identified by the audience as costumes of the ancient 

Greek period. Second, one reader was never brought to 

quite the same performance level as the rest of the cast. 

The conclusion drawn from this experiment is that 

Readers' Theater offers an excellent form for presenting 

ancient Greek tragedy to a modem audience. The princi

ples of keeping the theatrical elements suggestive, and 

the focus upon the techniques of oral interpretation were 

found to be valid. 
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Re commendat ions 

Further study and experimentation should be 

continued concerning this art form before any firm 

decisions are made concerning the final limitations of 

the form, especially in the area of styles of pro

duction. Some areas which might prove fruitful in 

defining the limitations are as follows: 

1. Other periods of presentational tragedy, such 
as the Elizabethan, the French Neo-Classic, 
and the modem poetic. 

2. Other types of literature, such as the novel, 
narrative poetry, biography, and essay. 

3. Forms of non-literary writing, such as textbook 
material, expository articles, and letters. 

Most especially is it necessary that the experi

mental work done in this area of interpretation be 

reported through all the media available for such 

reporting. More publication of results would greatly 

facilitate future productions and reduce the duplication 

of effort in attempts to define the limitations of the 

art form known as Readers' Theater. 



y 

BIBLIOGRAPHY 

Books 

Abbott, Evelyn (ed.) . Hellenica. London: Longmans, Green 
and Company, 1880. 

Adam, James. The Religious Teachers of Greece. Edinburgh: 
T and T Clark, 1908. 

Adams, S. M. Sophocles the Playwright. (The Phoenix: 
Journal of the Classical Association of Canada, 
Supplementary Volume III). Toronto: University of 
Toronto Press, 1957. 

Aggertt, Otis J., and Bowen, Elbert R. Communicative 
Reading. New York: The Macmillan Company, 1956. 

Aristotle. Aristotle's Poetics. Translated by S. H. 
Butche"?! New York: Hill and Wang, 1961. 

Armstrong, Chloe and Brandes, Paul D. The Oral Inter
pretation of Literature. New York: McGraw-Hill 
Book Company, Inc., 1953. 

Amott, Peter D. An Introduction to the Greek Theatre. 
New York: Macmillan and Company, Ltd., 1951. 

Bacon, Wallace A., and Breen Robert S. Literature as 
Experience. New York: McGraw-Hill Book Company, 
Inc., 1959. 

Bates, William Nickerson. Sophocles. Poet and Dramatist. 
Philadelphia: University of Philadelphia Press, 
1940. 

Bieber, Margaret. The History of the Greek and Roman 
Theater. Princeton, New Jersey: Princeton University 
tress, 1961. 

Boardman, Gail. Oral Communication of Literature. New 
Jersey: Prentice-Hall, Inc., 1952. 

74 



75 

Bowra, Cecil Maurice. Sophoclean Tragedy. Oxford: The 
Clarendon Press, 1944. 

Brooke, Iris. Costume in greek Classic Drama. New York: 
Theatre Arts Books, 1962. ~ 

Brooks, Cleanth, Jr., and Warren, Robert Penn. Under
standing Poetry. New York: Henry Holt and Company, 
1950. 

Campbell, Lewis. Sophocles. New York: D. Apple ton and 
Company, ISSTTT 

Collins, Clifton Wilbraham. Sophocles. Philadelphia: 
J. B. Lippincott and Company, 1882. 

Crocker, Lionel. Interpretative Speech. Englewood Cliffs, 
New Jersey: Prentice-Hall, Inc., 1952. 

Crocker, Lionel, and Eich, Loums M. Oral Reading. 
Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 
1955. 

Cunningham, Cornelius C. Literature as a Fine Art. 
Analysis and Interpretation. New tork: Ronald Press 
Company, 1941. 

Daniels, Earl R. K. Art of Reading Poetry. New York: 
Farrar and Rinehart, 1941. 

Dudley, Louise. Study of Literature. New York: Houghton 
Mifflin Company, 1928. 

Earp, Frank Russell. The Styles of Sophocles. Cambridge: 
The University Press, 1944. 

Eleven Plays of the Greek Dramatists. "Electra,*' trans-
lated by Sir George Young. Sew York: Grosset and 
Dunlap, The Universal Library, 1946. 

Flickinger, Roy Caston. The Greek Theater and Its Drama. 
Chicago: The University of Chicago Press, 1925. 

Fitts, Dudley (ed.). Greek Plays in Modem Translation. 
New York: Dial Press, 1947. 

Gassner, John (ed.). A Treasury of the Theatre. Vol. I, 
World Drama from Aeschylus to Turgener, rev, ed. 
]S(ew York: Simon and i>cnuster, 1^58. 

Gassner, John. Masters of the Drama. 3rd ed. New York: 
Dover Publications, Inc., 1954. 



76 

Geiger, Don. The Sound, Sense, and Performance of Liter
ature . Dallas: Scott, Foresman, and Company, 1963. 

t 

Grene, David, and Lattimore, Richard (eds.). Greek 
Tragedies. Vol. II. Chicago: Phoenix B^SIEF; The 
university of Chicago Press, 1960. 

Grimes, Wilma H., and Mattingly, Aletha Smith. Inter
pretation: Writer. Reader, Audience. San Francisco: 
Wadsworth Publishing Company, Inc., 1961. 

Haigh, Arthur Elam. The Attic Theatre. Oxford: The 
Clarendon Press, 1889. 

• The Tragic Drama of the Greeks. Oxford: The 
Clarendon Press, 1945. 

Hamilton, Edith. The Greek Way. New York: W. W. Norton. 
1930. 

Harry, Joseph Edward. The Greek Tragic Poets. Cincin
nati: University of Cincinnati^ 1914. 

.• Greek Tragedy: Emendations, Interpretation 
•itical l̂ otesT New York: Columbia University P 

and 
Critical Notes.New York: Columbia University Press, 
1933. 

Harsh, Philip Whaley. A Handbook of Classical Drama. 
Stanford University: Stanford University Press, 
1944. 

Hunt, Hugh. The Live Theatre. London: Oxford University 
Press, 1952. 

Jebb, R. C. Sophocles; The Plays and Fragments with 
Critical Notes, Commentary, and Translation in 
Inglish Prose. 7 vols. (Vol. VI. The Electra, 
18/4 - Translation and Gocamentary)1 Cambridge: 
The University Press, 1887-95. 

Johnson, Gertrude Elizabeth.(ed.). Studies in the Art of 
Int e r pre t at ion . New York: Apple ton-Century Company, 
Inc., 1940. 

Kamerbeek, Jan Coenraad. The Plays of Sophocles: Commen
taries . Leiden: E. J. Brill, 1953. 

Kirkwood, Gordon MacDonald. A Study of Sophoclean Drama. 
Ithaca, N. Y.: Cornell University Press, 1958. 

Kitto, Humphrey Davy Findley. Greek Tragedy. 2d ed,, rev, 
London: Metheun and Company, Ltd., 1950. 



77 

. Form and Meaning of Drama. London: Methexm 
and Company, Ltd., l955. 

. Sophocles; Dramatist and Philosopher. New York: 
Oxford University Press, 1958. 

Lattimore, Richard. The Poetry of Greek Tragedy. 
Baltimore: The Johns riopkins Press, 1958. 

Lee, Charlotte I. Oral Interpretation. 2d ed. Boston: 
Houghton Mifflin Company, 1959. 

Letters, Francis Joseph Henry. The Life and Work of 
Sophocles. New York: Sheed and Ward, 1953. 

Lucas, Frank Laurence. Greek Drama for Everyman. New 
York: The Macmillan Company, 1954. 

Lucas, Donald William. The Greek Tragic Poets. 2d. ed. 
London: Cohen and West, 1959. 

Moulton, Richard Green. The Ancient Classical Drama. 
Oacford: The Clarendon Press, 1898. 

Nicoll, Allardyce. Mask, Mimes and Miracles. London: 
George G. Hurrap and Company, 1931. 

Norwood, Gilbert. Greek Tragedy. London: Methe\m and 
Company, Ltd., 1953. 

0'Conner, Margaret Brown. Religion in the Plays of 
Sophocles. Menasha, Wisconsin: George Banta Pub
lishing Company, 1923. 

Outes, Whitney Jennings (ed.). The Complete Greek Drama. 
New York: Random House, 1938. 

Parrish, Wayland Maxf ield. Reading Aloud. 3rd ed. New 
York: The Ronald Press Company, I95i. 

Pickard-Ciambridge, Sir Arthur Wallace. The Dramatic 
Festivals of Athens. Oxford: The Clarendon Press, 
T7ST. 

. Dithyramb, Tragedy and Comedy. Oxford: The 
Clarendon Press, 1952. 

Plumptre, E. H. Sophocles: Tragedies and Fragments with 
Notes. 2 vols. London: Isbister and Company, i902. 



78 

Shackford, Martha Hale. Shakespeare, Sophocles: Dramatic 
Themes and Modes. New York: Bookman Associates, 

Sheppard, John Tressidder. Aeschylus and Sophocles: Their 
Works and Influences. New York: Longmans, Green and 
Company, 1927. 

Sophocles. Electra. Translated by R. C. Jebb. New York: 
The Bobbs-Merrill Company, Inc., The Liberal Arts 
Press, Inc., 1950. 

. Sophocles: Three Tragedies. Translated by 
H. D. F. Kitto. London: Oxford University Press, 
Oxford Paperbacks, 1962. 

. Electra and Other Plays. Translated by E. F. 
Watling. Baltimore: Penguin Books, Inc., 1962. 

. The Theban Plays. Translated by E. F. Watling. 
Baltimore: Penguin Books, Inc., 1957. 

Storr, F. Sophocles; With an English Trans lat ion. New 
York: The Macmillan Company, 1912-29. 

Theobald, Lewis. Sophocles' Electra; A Tragedy with Notes 
London: B. Lintott, 1714. 

Turyn, Aldksander. Studies in the Manuscrip>t Tradition 
of the Tragedies of Sophocles. Urbana, Illinois: 
University of Illnois Press, 1952. 

Tyler, H. M. A Greek Play and Its Presentation. Spring
field, Mass.: C. W. Bryan and Company, 1891. 

Waldock, Arthur John Alfred. Sophocles, the Dramatist. 
Cambridge: University Press, 1957. 

Webster, Thomas Bertriam Lonsdale. An Introduction to 
Sophocles. Oxford: The Clarendon Press, 1935. 

Webster, T. B. L. Greek Theatre Production. London: 
Metheun and Company, Ltd., 1955. 

Whitman, Cedric Hubbell. Sophocles: A Study of Heroic 
Humanism. Cambridge: Harvard University Press, 
T ^ 5 T : — 



79 

Young, Sherman Plato, The Women of Greek Drama. New 
York: Exposition Press, 1953. 

Young, Sir George, The Dramas of Sophocles Rendered in 
English Verse and LyricT New York: E, P, Dutton 
ana Company, 1925, 

Articles 

Bacon, Wallace A. *'Graduate Studies in Oral Interpre
tation," The Quarterly Journal of Speech, Vol, V, 
No. 3 (October, 1949). 

Bahn, Eugene. "Interpretative Reading in Ancient Greece," 
The Quarterly Journal of Speech, Vol. XVIII (June, 
1932). 

Brooks, Keith, **Philosophy on Readers' Theatre,*' The 
Speech Teacher, Vol, XIII, No. 1 (January, 1954), 

, *'Readers' Theatre: Some Questions and Answers," 
Dramatics, XXXIV, No. 3 (December, 1962). 

Brooks, Keith, and Bielenberg, John E. "Readers Theatre 
as Defined by New York Critics,** The Southern-
Speech Journal, Vol. XXIX, No. 4 (Summer, 195^*). 

Coger, Leslie Irene, "Interpreters Theatre: Theatre of 
the Mind," The Quarterly Journal of Speech, 
Vol. XLIX, No. 2 (April, 1953). 

Gimbel, W. J. *'Group for Oral Interpretation of Prose 
and Poetry: 0 P P P ,** Scholastic Activities, 
(October, 1958). 

Moorehead, Agnes. "Staging Don Juan in Hell," Western 
Speech, Vol. XVIII (May, 1954). 

Reclam, H. "Choric-Speaking in Greek Tragedies Performed 
by Students,*' The Speech Teacher, Vol. XI, No. 4 
(November, 1962TI 

Robertson, Roderick. *'Interpreters Theatre,*' The 
Quarterly Journal of Speech, Vol. XLIX, No. 3 
(October, 1953). 

Stadelman, Sara Lee. *'The Chorus of the National Greek 
Theatre,** Drama Citizens, Vol. I, No. 3 (November, 
1958). 



80 

Unpublished Material 

Akin, Johnnye. *'The First Summer Symposiiam in Interpre
tation,** University of Denver Brochure. Spring, 
1962. 

Johnson, Lawrence Oliver, *'A Selected Readers' Theatre 
Presentation of Catholicism in Drama," Unpublished 
MFA thesis. Department of Speech and Drama, Uni
versity of Portland, Oregon, 1962. 

Marlor, Clark Strang. **Preparing Plays for Oral Inter
pretation: A Handbook for College Courses in Advanced 
Oral Interpretation.** Unpublished Ed. D. dissertation 
Department of Education, New York University, 1961, 

Neilsen, Margaret. **Suggestion for a Course in Theatre 
Arts at the Secondary School Level,*' A paper 
delivered at the Secondary School Theatre Conference , 
August 21, 1962, Eugene, Oregon, 

Nicholson, Catherine. **The Chorus as a Ritual Element 
in Greek Tragedy.** Unpublished Ph. D. dissertation. 
School of Speech, Department of Theatre, North
western University, 1963. 

Phipps, Jack. "Expressionism and Readers' Theatre.** 
Unpublished Master's thesis. Department of Speech 
and Drama, University of Portland, 1961. 

Strickland, Sylvia. **A Study of the Problems Involved in 
a Readers' Theater Production of At Midnight on the 
Thirty-First of March.*' Unpublished Master*s thesis. 
University of Alabama, 1957. 



APPENDIX 

A. Production Scr ip t 

B. Newspaper Reviews 

C. Audience Check-Sheet 

D. Program 

E. Production Pictures 

F. Tape Recordings of Production 

^̂ ^̂ Ŝ̂  



DRAMATIS PERSONAE 

ORESTES, only son of Agamemnon and Clytemnestra 

PYLADES, his friend 

PAEDAGOGUS, an old slave, personal attendant of Orestes 

ELECTRA, daughter of Agamemnon and Clytemnestra 

CHRYSOTHEMIS, her sister 

CLYTEMNESTRA 

AEGISTHUS 

CHORUS of women of Mycenae 

Scene: Mycenae, i n Argos, before the royal palace 

The time of the a c t i o n i s some f i f t e e n or twenty years 
af ter the return of Agamemnon from the Trojan War and h is 
murder a t the hands of Clytemnestra h i s w i f e , and Aegisthus 
h is cousin and her paramour. The murderers have usurped 
Agamemnon's crown and e s t a t e . The date of the f i r s t pro
duction of the p lay i s unknown: probably some time between 
425 and 415 B,C, The events here enacted were dramatized, 
very d i f f e r e n t l y , by Aeschylus i n the Choephori or 
Libat ion-bearers , and by Euripides in h i s Electra . These 
two plays are e x t a n t ; so too are the Orestes and Iphigeneia 
in Tauris of Eur ip ides , i n which he developed h i s version 
ot the myth. 
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ELECTRA 

Enter ORESTES, PYLADES and the PAEDAGOGUS I 

PAEDAGOGUS. Here i s the land of Argos. From t h i s place 
Your fa ther Agamemnon l ed the Greeks 
To Troy. How many years have you been longing 
To see what now your eyes can look upon: 
The ancient c i t y Argos, once the home 
Of l o and her fa ther Inachus. 
Now look upon i t : There, the market-place 
That bears Apo l lo ' s name, and to the l e f t 
I s Hera's famous temple . The place where we 
Are standing now - my son , t h i s i s Mycenae, 10 
Golden Mycenae, and the blood-drenched palace 
Of Pe lop ' s dynasty i s here , the place 
From which your s i s t e r saved you, as a baby. 
When they had murdered Agamemnon. I 
Took you to s a f e t y , I have brought you up 
To manhood. Now you must avenge your f a t h e r . 

So now, O r e s t e s , you and Pylades 
Your l o y a l f r i e n d , re so lve wi th no delay 
What you w i l l do . For dawn has come; the s tars 
Have vanished from the darkness of the sky; 20 
The birds are s t r i k i n g up t h e i r morning songs; 
People w i l l soon be s t i r r i n g . L i t t l e time 
I s l e f t to you; the hour has come for a c t i o n . 

ORESTES. My f r i e n d , my l o y a l servant: everything 
You say or do proclaims your true devot ion . 
Just as a horse , i f he i s thoroughbred. 
Will keep h i s met t l e even i n old age, 
Will never f l i n c h , but in the face of danger 
Prick up h i s e a r s , so you are ever f i r s t 
To proffer help and to encourage me. 
You then s h a l l hear my p lan , and as you l i s t e n 
Give i t your sharp a t t e n t i o n , to amend 
Whatever seems amiss . 
I went to Delphi , and I asked Apollo 
How best I might avenge my f a t h e r ' s death 
On those who murdered him. The god's reply 
Was b r i e f ; i t went l i k e t h i s : Not with an army 

' 'XX 

30 

But with your own right hand, b'y stratagem, 
Give them what they have earned, and kill them both. 
Therefore, since this is what the god has said, ^ 

83 
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Your part shall be to have yourself admitted 
Inside the palace when the moment favours. 
Find out what is afoot; return to me 
And tell me what you can, - They will not know you; 
You have grown old, so many years have passed; 
Your silver hair will keep them from suspecting. 
Your story shall be this, that you have come 
From foreign parts, from Phanoteus of Phokis -
For he is one of their most trusted allies; 
Tell them Orestes has been killed, and give 50 
Your oath that it is true: he met his death 
Competing in the Pythian Games at Delphi, 
Flung from his racing-chariot. Let this be 
The tale. And for myself, the god commanded 
That I should first go to my father's tomb 
And pay my tribute with a lock of hair 
And wine-libation. This then will I do; 
And I will find the urn which you have told me 
Lies hidden in a thicket, and with that 
I will come back. This wen of beaten bronze 60 
Shall bring them joy - though not for long; for it 
(So we will tell them) holds the ash and cinders 
Of this my body that the fire consumed, -
Why should I fear an omen, if I say that I 
Am dead, when by this story I fulfil 
My life's true purpose, to secure my vengeance? 
No need to fear a tale that brings me gain. 
For I have heard of those philosophers 
Who were reported dead: when they returned. 
Each to his city, they were honoured more, 70 
And so, I trust, may I, through this pretense, 
Look down triumphant like the sun in heaven 
Upon my enemies. 
Only do thou, my native soil; you, gods of Argos, 
Receive and prosper me. House of my fathers. 
Receive me with your blessing I The gods have sent me 
And I have come to purify and purge. 
Do not reject me, drive me not away. 
But let me enter into my possessions; 
Let me rebuild my father's fallen house. 80 
Such is my prayer. My friend, go to your task 

And do it well. We go to ours; for Time 
Calls only once, and that determines all. 

ELECTRA (within) . Ah me « Ah me • 

PYLADES [PAEDAGOGU^ , Listen, my friend [so'n) : I 
"* thought I heard a cry 

From near the gates, a cry of bitter grief. 

ORESTES, Electra, my unhappy sister! Could 
It be her cry? - Let us wait and listen. 
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PAEDAGOGUS. No. The command that God has given us, 
That must come first, to offer your libations 90 
At Agamemnon's tomb. His aid will bring 
Victory to us, and ruin to his foes. 
(Exe\mt ORESTES, PYLADES, the PAEDAGOGUS, and attendants 

Enter ELECTRA n 
ELECTRA. Thou holy light. 
Thou sky that art earth's canopy. 
How many bitter cries of mine 
Have you not heard, when shadowy night 
Has given place to days of mourning! 
And when the night has come again 
My hateful bed alone can tell 
The tears that I have shed within 100 
This cruel palace. 0 my father! 
No Trojan spear, no god of war. 
Brought death to you on foreign soil. 
My mother killed you, and her mate 
Aegisthus I As a woodman fells 
An oak, they took a murderous axe 
And cut you down. ̂  

And yet no other voice but mine 
Cries out upon this bloody deed. 110 
I only, father, mourn your death. 
Nor ever will 

I cease from dirge and sad lament 
So long as I behold the sun 
By day and see the stars by night; 
But like the sorrowing nightingale 
Who mourns her young unceasingly, 
Here at the very gates will I 
Proclaim my grief for all to hear. 
You powers of Death! you gods below! 
Avenging Spirits, who behold 120 
Each deed of blood, each faithless act 
Dishonouring the marriage-vow. 
Desert me not. Come to my aid! 
Avenge my father's death! 
And send my brother; bring to me 
Orestes! For I can no more 
Sustain this grief; it crushes me. 

Enter CHORUS l H 

STROPHE I - ENTIRE CHORUS (£HORUS] 

LOW LEADER. Electra, 

MED LEADER. child of a most pitiless mother, 

^ ^ ^ 
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LOW GROUP. Why are you so wasting your life in 
Tinceasing 

Grief and despair? 

MED-HIGH GROUP. 

MED LEADER. 

HIGH LEADER. 

HIGH GROUP. 

MED GROUP. 

HIGH & MED GROUP, 

MED LEADER. 

ALL. 

Agamemnon 130 
Died long ago. 

Treachery filled the heart,-

Your mother's heart. 

that gave him, 

Snared, entrapped. 

to a shameful supplanter 
who killed him, 

If I may dare to say it, 

may 
Those who did such a thing 
Suffer the same themselves. 

ELECTRA. 0 my noble , generous friends , 
You are here, I know, to comfort me in my sorrow. 
Welcome to me, most welcome, is your coming. 
But ask me not to abandon my grief 140 
Or cease to mourn my father. 

No, my friends; give, as always you give me, your love 
and devotion. 

But bear with my grief; I cannot betray my sorrow. 

ANTISTROPHE I - LOW GROUP (cHORUS) 

LEADER. 

1ST VOICE. 

2ND VOICE. 

3RD VOICE. 

2ND VOICE. 

2ND & 3RD. 

But he has gone to the land to which we 
all must 

Go. 

Neither by tears nor by mourning can 
He be restored from the land of the dead 

Yours is a grief beyond the common 

measure. 

A grief that knows no ending. 

Consuming your own life, 
and all in vain. 
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1X)W GROUP. For how can mourning end wrong? 150 
Cannot you part yourself from your long 
Sorrow and suffering? 

ELECTRA. Hard the heart, unfeeling the mind. 
Of one who should forget a father, cruelly slain. 
Her will my heart follow, the sad nightingale. 
Bird of grief, always lamenting 
Itys, Itys, her child. 

And 0, Niobe, Queen of Sorrow, to thee do I turn, 
as a goddess 

Weeping for ever, in thy mo\mtain-tomb. 

STROPHE 2 - MED-HIGH GROUP |CHORlS| 

LEADER. Not upon you alone, my child 160 
Has come the heavy burden of grief 
That chafes you more than those with 

whom you live, 

1ST & LEADER. 

2ND VOICE. 

3RD VOICE. 

The two bound to you by kindred blood. 

See how Chrysothemis lives, 

and Iphianassa, 

2ND & 3RD VOICE. Your two sisters within. 

4TH VOICE. 

LEADER & 1ST. 

4TH VOICE. 

2ND & 3RD. 

MED-HIGH GROUP. 

He also lives, your brother. 

Although in exile, suffering grief; 

And glory awaits Orestes, 

for 
He will come by the kindly guidance of 

Zeus, 

and be 
Received with honour and welcome, here 

in Mycenae. 170 

ELECTRA. But I, year after year, waiting for him. 
Tread my weary path, unwedded, childless. 
Bathed in tears, burdened with endless sorrow. 
For the wrongs he has suffered, the crimes of which 

I have told him. 
He cares nothing. Messages come; all are belied; 
He longs to be here, but not enough to come I 
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ANTISTROPHE 2 - ENTIRE CHORUS JCHORUS] 

LOW GROUP. 

HIGH GROUP. 

MED GROUP. 

MED-HIGH GROUP. 

ALL. 

LOW & MED GROUP. 

Comfort yourse l f , take comfort, ch i ld ; 

Zeus i s s t i l l King i n the heavens. 

He sees a l l ; 

he overrules all things. 

Leave this bitter grief and anger to 
him. 180 

Do not go too far in hatred with those 
you hate. 

HIGH & MED-HIGH. Nor be forgetful of him, 

ALL. Time has power to heal all wounds. 
Nor will he who lives in the rich 
Plains of Crisa, near the sea, 
Agamemnon's son, neglect his own father. 

ELECTRA. But how much of my life has now been spent. 
Spent in despair! My strength will soon be gone. 
I am alone, without the comfort of children; no 
Husband to stand beside me, and share the 

burden; 190 
Spumed like a slave, dressed like a slave, fed 

on the scraps, 
I serve, disdained by all - in the house of my fathers! 

LEADER. 

1ST VOICE. 

2ND VOICE. 

3RD VOICE. 

4TH VOICE. 

3RD & 4TH. 

STROPHE 3 - HIGH GROUP (CHDRUSj 

Pitiful the cry at his return. 

Your father's cry in the banquet-hall, 

When the straight, sharp blow of an axe 
was launched at him. 

Guile was the plotter, 

lust was the slayer. 

Hideous begetters of a hideous crime, 
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LEADER, 1ST, 2ND. Whether the hand that wrought the deed. 
Was a mortal hand, 

ALL. or a Spirit loosed from 
Hell. 

ELECTRA. That day of horrors beyond all other horrors! 
200 

Hateful and bitter beyond all other days! 
That accursed night of banqueting 
Filled with fear and blood! 

My father looked, and saw two murderers aiming 
A deadly, cowardly blow at him, 
A blow that has betrayed my life 
To slavery, to ruin. 
0 God that rulest Heaven and Earth, 
Make retribution fall on them! 
What they have done, that may they suffer. 210 
Leave them not to triiraiphl 

ANTISTROPHE 3 - MEDIUM GROUP |£HORUS] 

1ST VOICE. Yet you should be wise, 

2ND VOICE. and say no more. 

LEADER. It is yourself and what you do 
That brings upon yourself this cruel 

outrage. 

3RD VOICE. Your sullen, irreconcilable heart, 

4TH VOICE. Breeding strife and enmity, 

3RD & 4TH. Adds to your own misery. 

ALL. To fight with those that hold the power 
is folly. 

ELECTRA. I know, I know my bitter and hateful temper; 
But see what I have to suffer! That constrains me. 220 
Because of that, I cannot help 
But give myself to frenzied hate 

So long as life shall last. My gentle friends. 
What words of comfort or persuasion 
Can prevail, to reconcile 
My spirit with this evil? 
No; leave me, leave me; do not try. 
These are ills past remedy. 
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Never shall I depart from sorrow 
And tears and lamentation. 230 

EPODE - ENTIRE CHORUS [CHORUS] 

HIGH GROUP. In love, 

MED-HIGH GROUP. and friendship, 

MED GROUP. like a mother, 

MED LEADER. I beg you, 

ALL. do not make, my child. 
Trouble on top of trouble. 

ELECTRA. In what I suffer, is there moderation? TSL 
To be neglectful of the dead, can that be right? 
Where among men is that accounted honour? 
I'll not accept praise from them! 
Whatever happiness is mine, 

I'll not enjoy dishonourable ease, 
Forget my grief, or cease to pay 240 
Tribute of mourning to my father. 

For if the dead shall lie there, nothing but dust 
and ashes, 

And they who killed him do not suffer death in return, 
Then, for all mankind, 

Fear of the gods, respect for men, have vanished. 

MED LEADER, Your cause I make my own. So, if my words 
Displease you, I recall them and let yours 
Prevail; for I will always follow you, 

ELECTRA. My friends, these lamentations are a sore 
Vexation to you, and I am ashamed. 250 
But bear with me: I can do nothing else. 
What woman would not cry to Heaven, if she 
Had any trace of spirit, when she saw 
Her father suffering outrage such as I 
Must look on every day - and every night? 
And it does not decrease, but always grows 
More insolent. There is my mother; she, 
My mother! has become my bitterest enemy. 
And then, I have to share my house with those 
Who murdered my own father; I am ruled 260 
By them, and what I get, what I must do 
Without, depends on them. What happy days. 
Think you, mine are, when I must see Aegisthus 
Sitting upon my father's throne wearing 
My father's robes, and pouring his libations 



91 

Beside the hearth-stone where they murdered him? 
And I must look upon the crowning outrage 
The murderer lying in my father's bed 
With my abandoned mother - if I must 
Call her a mother who dares sleep with him' 270 
She is so brazen that she lives with that 
Defiler; vengeance from the gods is not 
A thought that frightens her! As if exulting 
In what she did she noted carefully 
The day on which she treacherously killed 
My father, and each month, when that day comes. 
She holds high festival and sacrifices 
Sheep to the Gods her Saviours. I look on 
In misery, and weep with breaking heart. 280 
This is cruel mockery, her Festival 
Of Agamemnon, is to me a day 
Of bitter grief - and I must grieve alone. 
And then, I cannot even weep in peace: 
This noble lady bids me stop, reviles 
Me bitterly: 'You god-forsaken creature! 
You hateful thing! Are you the only one 
Who ever lost a father? Has none but you 
Ever worn black? A curse upon you! May 
The gods of Hades give you ample cause 
To weep for evermore!' - So she reviles me. 290 
But when she hears from someone that Orestes 
May come, she flies into a frenzied rage, 
Stands over me and screams: 'It's you I have 
To thank for this, my girl! This is your work! 
You stole Orestes from my hands, and sent 
Him secretly away. But let me tell you 
I'll make you pay for this as you deserve.' 
So, like a dog, she yelps, encouraged by 
That glorious bridegroom who stands at her side, 
That milksop coward, that abomination, 300 
That warrior who shelters behind women. 
My cry is for Orestes and his coming 

To put an end to this. 0, I am sick 
At heart from waiting; he is holding back, 
And his delay has broken all my hopes. 
Enduring this, my friends, how can I follow 
Wisdom and piety? Among such evils 
How can my conduct not be evil too? 

LOW LEADER. Come, tell me: is Aegisthus here, that 
you 

Say this to us, or is he gone from home? 
310 

ELECTRA. If he were here, I'd not have dared to come 
Outside the palace. No, he's in the country. 
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MED-HIGH LEADER. If that is so, why then, I might perhaps 
Myself be bold, and speak with you more 

freely. 

ELECTRA. Say what you will; Aegisthus is not here. 

MED-HIGH LEADER. Then tell me of your brother: is there 
_, . , . . news 
That he is coming, or is he still 

waiting? 

ELECTRA. He promises - and that is all he does. 
IX)W LEADER. So great an enterprise is not done 

quickly. 

ELECTRA. Yet I was quick enough when I saved him! 320 

MED LEADER. He'll not desert his friends. Have 
confidence. 

ELECTRA. I have. If I had not I should have died, 

HIGH LEADER. Hush, say no more! Chrysothemis is 
coming, 

Your sister, from the palace, carrying 
Grave-offerings, that are given to the 

dead. 

Enter CHRYSOTHEMIS 

CHRYSOTHEMIS. Why have you come again outside the gate. 
Spreading your talk? 0, will you never learn? 
Will nothing teach you? Why do you indulge 
This vain resentment? I am sure of this: 
Mine is as great as yours. If I could find 330 
The power, they soon would learn how much I hate them. 
But we are helpless; we should ride the storm 
With shortened sail, not show our eimiity 
When we are impotent to do them harm. 
Will you not do the same? The right may lie 
On your side, not on mine, but since they rule, 
I must submit, or lose all liberty. 

ELECTRA. Shameful! that you, the child of such a father 
Should have no thought of him, but only for 
Your mother! All the wise advice you give me 340 
You learn of her; none of it is your own. 

I I II 
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But you must make your cho ice : to be a f o o l . 
Like me, or to be prudent, and abandon 
Those deares t to you. I f you had the power, 
You s a y , you'd show them how you hate them both -
And yet when I do a l l I can to avenge 
Our f a t h e r , do you help me? No; you try 
To thwart me, adding cowardice on top 
Of misery . Come, t e l l me - or l e t me 
T e l l you: i f I g ive up my g r i e f , what should 350 
I gain? Do I not l i v e ? Barely , I know. 
But w e l l enough for me; and I give them 
Continual v e x a t i o n , and thereby 
Honour the dead, i f there i s any f e e l i n g 
Beyond the grave . You hate them, so you t e l l me: 
Your tongue may hate them; what you do supports 
Our f a t h e r ' s enemies and murderers. 
I w i l l not y i e l d to them, n o , not for a l l 
The toys and t r i n k e t s that give you such p leasure . 
Enjoy your l u x u r i e s , your d e l i c a t e food! 360 
I t i s enough for me i f I may eat 
What does not turn my stomach. I have no 
Desire to share i n your hi^h p r i v i l e g e s . 
And you would scorn them, i f you knew your duty. 
You might be known as Agamemnon's c h i l d , 
But l e t them c a l l you Clsrtemnestra's daughter, 
And recognize your t reason , who abandon 
Your murdered fa ther and your family . 

HIGH LEADER. Do not g ive way to anger. Each of you 
Can wi th advantage l i s t e n to the 

o ther . 370 

CHRYSOTHEMIS. I am well used to her tirades, my friends; 
I would not have provoked her, but that I 
Know that the gravest danger threatens her: 
They are resolved to end her long complaints. 

ELECTRA. What is this awful thing? If it is worse 
Than this I will not say another word. 

CHRYSOTHEMIS. I'll tell you everything I know. - They have 
determined, 

If you will not give up these protestations, 
To imprison you in such a place that you 
Will never see the sun again, but live 380 
To sing your own laments in some dark dungeon. 
So think on this, or, when the blow has fallen, 
Do not blame me. Now is the time for prudence. 

ELECTRA. Will they do that to me? 
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CHRYSOTHEMIS. They will; it is 

Decreed, the moment that Aegisthus has returned. 

ELECTEIA. Then let him come at once, for all I care! 

CHRYSOTHEMIS. How can you say it? Are you mad? 

ELECTRA. At least 

I shall be out of sight of all of you. 

CHRYSOTHEMIS. But to give up the life you lead with us' 

ELECTRA. A marvelous existence! One to envyl 390 

CHRYSOTHEMIS. It could be, if you would behave with sense. 

ELECTRA. You'll not teach me to abandon those I love. 

CHRYSOTHEMIS. Not that, but to give in to those who rule 
us. 

ELECTRA. Let that be your excuse; I will not make it! 

CHRYSOTHEMIS. It is a duty, not to fall through folly. 

ELECTRA. I'll fall, if fall I must, avenging him. 

CHRYSOTHEMIS. Our father will not blame me, I am sure. 

ELECTEtA. Only a coward would rely on that! 

CHRYSOTHEMIS. Will you not listen, and let me persuade 
you? 

ELECTRA. Never I I hope my judgment w i l l n o t f a l l 400 
As low as t h a t . 

CHRYSOTHEMIS. Then I w i l l s a y no more . 
I ' l l l e a v e you now, and go upon my e r r a n d . 

ELECTRA. Where are you g o i n g , w i t h t h o s e o f f e r i n g s ? 

CHRYSOTHEMIS. I am t o l a y them on our f a t h e r ' s tomb; 
Our mother s e n t me . 

ELECTEIA. She? Give o f f er ings 
To him who i s her d e a d l i e s t enemy? 

CHRYSOTHEMIS. Say n e x t : 'The husband s l a i n by her own 
hand'! 

ELECTEIA. Who thought of t h i s ? Or who persuaded her? 
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CHRYSOTHEMIS. She had a dream, I think, that frightened 
her. 

ELECTRA. Gods of our race! Be with us now, at last! 410 

CHRYSOTHEMIS. Do you find cause of hope in this bad dream? 

ELECTRA. Tell me the dream, and then perhaps I'll know. 

CHRYSOTHEMIS. I cannot tell you much. 

ELECTRA. But tell me that! 
The safety or the ruin of a house 
Will often turn upon a little thing. 

CHRYSOTHEMIS. They say that in her dream she saw our 
father 

Returned to life and standing at her side; 
He took the sceptre which he used to hold 
Himself - the one that now Aegisthus carries - 420 
And planted it beside the hearth; from that 
There grew, and spread, an over-arching tree 
That gave its shelter to the whole of Argos. 
At sunrise, to allay her fear, she told 
Her vision to the sun-god: one who stood 
Nearby and heard reported it to me. 
I cannot tell you more, except that I 
Am sent because the dream has frightened her. 
So now, I beg you, in the name of all 

The gods we worship, do as I advise: 430 
Give up this folly which will be your ruin. 
If you reject me now, you will return 
To me when nothing I can do will help you. 

ELECTRA. Dear sister, do not let these offerings 
Come near his tomb; it is a thing that law 
And piety forbid, to dedicate 
To him gifts and libations that are sent 
By her, his deadliest, bitterest enemy. 
Bury them in the ground, or throw them to 
The random winds, that none of them may reach him. 440 
No; let them all be kept in store for her 
In Hell, a treasure for her when she dies. 
If she were not the most insensate woman 
The world has ever seen she'd not have dared 
To try to crown the tomb of him she killed 
With gifts inspired by enmity. Think: would they 
Cause any gratitude in him? Did she not kill him? 
And with such hatred, and with such dishonour. 
That she attacked even his lifeless body 
And mangled it? You cannot think that gifts ^50 
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Will gain her absolution from her crime? 
Impossible! No, let them be, and make 
A different offering at our father's grave: 
Give him a lock of hair for token, one 
Of yours, and one of mine - no lordly gifts 
But all I have; and give him too this girdle, 
Poor, unadorned; and as you give them, kneel 
Upon his grave; beseech him, from the world 
Below, to look with favour on us, and 
To give his aid against our enemies; 460 
And that his son Orestes may be saved 
To come in triumph and to trample on 
His foes, that in the days to come we may 
Grace him with gifts more splendid far than those 
That we can offer now. For I believe, 
I do believe, that in this dream, to her 
So terrifying, the spirit of our father 
Has played some part. However that may be. 
My sister, do this service to yourself. 
To me, and to the one we love beyond 470 
All others, him who now is dead - our father. 

MED LEADER. My child, if you are wise, you will 
do all 

She bids you, for she speaks in piety. 

CHRYSOTHEMIS. Do it I will; when duty's clear, there is 
No cause to argue, but to do it quickly. 
But, 0 my friends, I beg you, keep it secret, 
This that I undertake. If it should come 
To Clytemnestra's knowledge, then I fear 
I should pay dearly for this enterprise. 

(Exit CHRYSOTHEMIS 

STROPHE I - LOW GROUP [CHORUH 
3ZI 

LEADER. 

ALL. 

1ST VOICE. 

If I have any foresight, any judgement 
to be trusted, 480 

Retribution is at hand; 

her shadow falls 
before she comes. 

2ND VOICE. 

LEADER. 

She is coming. 

and she brings with her a 
power invincible. 

3RD VOICE. Confidence r i s e s in my heart; 
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2ND VOICE. 

1ST VOICE. 

ALL. 

The dream i s good; 

i t makes me glad. 

The k i n g , your f a t h e r , i s not sunk in 
d u l l f orge t fu lnes s , 

Nor does the rusty two-edged axe forget 
the foul blow. 

ANTISTROPHE I - ENTIRE CHORUS (cHORUS] 

HIGH GROUP. 

LOW GROUP. 

MED GROUP. 

She will come swiftly and strongly, 
springing on them from ambush. 

The Vengeance of the gods, coming in 
might. 

For they were swept 
By a pass ion for a lawless and bloody 

mating into crime. 

HIGH LEADER. Therefore I f e e l glad confidence; 

MED-HIGH GROUP. The omen has not come in vain . 
For e v i l doers must pay. 

490 

ALL, Oracles and prophecies 
Only deceive , if this dream is not now 

fulfilled. 

EPODE [CHORUS] 

char iot -race of Pe" s 
sorrow 

"hout end. 
thrown from 

ashed to death into 
t h him, 500 

lence and bloodsffi 

Has n5e<;̂ me the cause 
And of s 
Since Myrti lu 
His 
The se 
Cruei^vio 

roared 

been quartered on this 

Enter CLYTEMNESTRA, carrying materials 
for a sacrifice 

CLYTEMNESTRA. At large again, it seems - because Aegisthus 
Is not at home to stop you. So you go 
Roaming about, putting us all to shame! 
But in his absence, you are not afraid 
Of me! And yet you say to everyone 
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That I am cruel and tjn̂ -annical, 
That I heap outrage both on you and yours. 
I do no outrage; if my tongue reviles you, 510 
It is because my tongue must answer yours. 
Your father: that is always your excuse, 
That he was killed by me. - By me! Of course; 
I know he was, and I do not deny it -
Because his own crime killed him, and not I 
Alone. And you, if you had known your duty. 
Ought to have helped, for I was helping Justice. 
This father of yours, whom you are always mourning. 
Had killed your sister, sacrificing her 
To Artemis, the only Greek who could endure 520 
To do it - though his part, when he begot her, 
Was so much less than mine, who bore the child. 
So tell me why, in deference to whom. 
He sacrificed her? For the Greeks, you say? 
What right had they to kill a child of mine? 
But if you say he killed my child to serve 
His brother Menelaus, should not he 
Pay me for that? Did not this brother have 
Two sons, and should they rather not have died? 
The sons of Helen who had caused the war 530 
And Menelaus who had started it? 
Or had the god of death some strange desire 
To feast on mine, and not on Helen's children? 
Or did this most unnatural father love 
His brother's children, not the one I bore him? 
Was not this father monstrous, criminal? 
You will say No, but I declare he was, 
And so would she who died - if she could speak. 
Therefore at what has happened I am not 
Dismayed; and if you think me wrong, correct 540 
Your own mistakes before you censure mine. 

ELECTRA. This time at least you will not say that I 
Attacked you first, and then got such an answer. 
If you allow it, I'll declare the truth 
On his behalf and on my sister's too. 

CLYTEMNESTEIA. I do allow it. Had you always spoken 
Like this, you would have given less offence. 

ELECTRA. Then listen. You admit you killed my father: 
Justly or not, could you say ansrthing 
More foul? But I can prove to you it was 550 
No love of Justice that inspired the deed. 
But the suggestions of that criminal 
With whom you now are living. Go and ask 
The Huntress Artemis why she becalmed 
The fleet at windy Aulis. - No; I will tell you; 
We may not question gods. 
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My father once, they tell me, hunting in 
A forest that was sacred to the goddess. 
Started an antlered stag. He aimed, and shot it. 
Then made a foolish boast, of such a kind 560 
As angered Artemis. Therefore she held up 
The fleet, to make my father sacrifice 
His daughter to her in requital for 
The stag he'd killed. So came the sacrifice: 
The Greeks were prisoners, they could neither sail 
To Troy nor go back home; and so, in anguish. 
And after long refusal, being compelled, 
He sacrificed her. It was not to help 
His brother, but even had it been for that, 
As you pretend, what right had you to kill him? 570 
Under what law? Be careful; if you set 
This up for law, Blood in return for blood, 
You may repent it; you would be the first 
To die, if you were given your deserts. 
But this is nothing but an empty pretext; 
For tell me - if you will - why you are doing 
What is of all things most abominable. 
You take the murderer with whose help you killed 
My father, sleep with him and bear him children; 
Those born to you before, in lawful wedlock, 580 
You have cast out. Is this to be applauded? 
Will you declare this too is retribution? 
You'll not say that; most shameful if you do -
Marrying enemies to avenge a daughter! 
But there, one cannot even warn you, for 
You shout aloud that I revile my mother. 
You are no daughter's mother, but a slave's 
Mistress to me! You and your paramour 
Enforce on me a life of misery. 
Your son Orestes, whom you nearly killed, 590 
Is dragging out a weary life in exile. 
You say I am sustaining him that he 
May come as an avenger: would to God 
I were! Go then, denounce me where you like -
Unfilial, disloyal, shameless, impudent. 
I may be skilled in all these arts; if so, 
I am at least a credit to my mother! 

HIGH LEADER. She is so furious that she is beyond 
All caring whether she be right or wrong. 

CLYTEMNESTRA. Then why should I care what I say to 
her, 600 

When she so brazenly insults her mother. 
At her age too? She is so impudent 
That there is nothing that she would not do. 
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ELECTRA. Then let me tell you, though you'll not believe 
it: 

I am ashamed at what I do; I hate it. 
But it is forced on me, despite myself, 
By your malignity and wickedness. 
Evil in one breeds evil in another. 

CLYTEMNESTRA. You shameless creature! What I say, it 
seems, 

And what I do give you too much to say. 610 

ELECTRA. 'Tis you that say it, not I. You do the deeds. 
And your ungodly deeds find me the words, 

CLYTEMNESTRA. I swear by Artemis that when Aegisthus comes 
Back home you'll suffer for this insolence, 

ELECTRA. You see? You give me leave to speak my mind, 
Then fly into a rage and will not listen, 

CLYTEMNESTRA. Will you not even keep a decent silence 
And let me offer sacrifice in peace 
When I have let you rage without restraint? 

ELECTRA. Begin your sacrifice. I will not speak 620 
Another word. You shall not say I stopped you. 

CLYTEMNESTRA. Lift up the rich fmit-offering to Apollo 
As I lift up my prayers to him, that he 
Will give deliverance from the fears that now 
Possess me, 
Phoebus Apollo, god of our defence: 
Hear my petition, though I keep it secret; 
There is one present who has little love 
For me. Should I speak openly, her sour 
And clamorous tongue would spread malicious nimour 630 
Throughout the city. Therefore, as I may 
Not speak, give ear to my unspoken prayer. 
Those visions of the doubtful dreams that came 
When I was sleeping, if they bring good omen. 
Then grant, 0 Lord Apollo, that they be 
Fulfilled; if evil omen, then avert 
That evil; let it fall upon my foes. 
If there be any who, by trickery, 
Would wrest from me the wealth I now enjoy. 
Frustrate them. Let this royal power be mine, 640 
This house of Atreus. So, until I die, 
My peace untroubled, my prosperity 
Unbroken, let me live with those with whom 
I now am living, with my children round me -
Those who are not my bitter enemies. 
Such is my prayer; accept it graciously. 

^^^m 
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0 Lord Apollo; give to all of us 
Even as we ask. And there is something more. 
1 say not what it is; I must be silent; 
But thou, being a god, wilt understand. 650 
Nothing is hidden from the sons ©f Zeus. 

(A silence, while CLYTEMNESTRA makes her sacrifice. 

Enter the PAEDAGOGUS yTTT 

PAEDAGOGUS (to the chorus-leader). Might I inquire of you 
if I have come 

To the royal palace of the lord Aegisthus? 

HIGH LEADER. You have made no mistake, sir; this is 
it. 

PAEDAGOGUS. The lady standing there perhaps might be 
Aegisthus' wife? She well might be a queen! 

MED-HIGH LEADER. She is indeed the queen. 

PAEDAGOGUS. My lady, greeting! 
One whom you know - a friend - has sent me here 
To you and to Aegisthus with good news. 

CLYTEMNESTRA. Then you are very welcome. Tell me 
first, 660 

Who is the friend who sent you? 
PAEDAGOGUS. Phanoteus 
Of Phokis. - The news is of importance. 

CLYTEMNESTRA. Then sir, what is it? Tell me. Coming from 
So good a friend, the news, I'm sure, is good. 

PAEDAGOGUS. In short, it is Orestes. He is dead. 

ELECTRA. Orestes, dead? 0 this is death to me! 

CLYTEMNESTEIA. What, dead? - Take no account of her, 

PAEDAGOGUS. That is the news. Orestes has been killed. 

ELECTRA. Orestes! Dead! Then what have I to live for? 

CLYTEMNESTRA. That's your affair! - Now let ^^^^ ^^^^ 

Stranger. What was the manner of his death? 

PAEDAGOGUS. That was my errand, and I'll tell you al . 
He came to Delphi for the Pythian Games, 

I I I 

I I M 

^ 
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That pride and g l o r y of the land of Greece. 
So , when he heard the h e r a l d ' s voice proclaim 
The f o o t - r a c e , which was f i r s t to be contes ted . 
He stepped i n t o the course , admired by a l l . 
And soon he showed that he was swi f t and strong 
No l e s s than b e a u t i f u l , f o r he returned 
Crowned wi th the g lory of a v i c t o r y . 680 
But though t h e r e ' s much to t e l l , I w i l l be br ie f : 
That man was never known who did the l i k e . 
Of every conte s t i n the F e s t i v a l 
He won the p r i z e , tritjmphantly. His name 
Time and a^ain was heard proclaimed: 'Victor: 
Ores tes , c i t i z e n of Argos, son 
Of Agamemnon, who commanded a l l 
The Greeks at Troy . ' And so f a r , a l l was w e l l . 
But when the gods are adverse , human strength 
Cannot p r e v a i l ; and so i t was with him. 690 
For when upon another day, at dawn. 
There was to be a conte s t of swi f t c h a r i o t s . 
He took h i s p lace - and he was one of many: 

from Achaea, one from S; 
From^"ti,^a, char io teers of skJJ^i^Orestes 
Was ne3ct^^*<^he f i f t h - d p , j r t ^ Thessalian mares; 
Then an Aetotlranwryj^-^'team of chestnuts; 
The seventh wa^^Z«^m^^Magnesia; the e ighth 
From Aeni^^^-^tie was agisting bays; 
The j^iRtnwas from that a n ^ i e ^ c i t y Athens; 700 

tenth and l a s t was a Bo< 
They drew t h e i r p l a c e s . Then the umpire s e t them 
Each at the s t a t i o n that had been a l l o t t e d . 
The brazen trumpet sounded; they were o f f . 
They shouted to t h e i r h o r s e s , shook the r e i n s ; 
You could hear nothing but the r a t t l i n g din 
Of c h a r i o t s ; c louds of dust arose; they a l l 
Were bunched toge ther ; every driver 
Goaded h i s h o r s e s , hoping so to pass 
His r i v a l ' s wheels and then h i s panting horses . 710 
Foam from the h o r s e s ' mouths was everywhere -
On one man's w h e e l s , upon another's back, 

far no char iot had been overturn^ 
But nbi<^ the s i x t h lap f in i shed s^y^e seventh 
Begun, t h e Aenian d r i v e r l o s t cpjrfrol: 
His horses^^^^rd of mouth, sji«rrved suddenly 
And dashed agaiivst a Libv^rrteam. From t h i s 
S ingle mishap thei^e foWt^ed crash on crash; 
The course was ful^^fCwreekage. Seeing t h i s , 
The Athenian - ax^ever^ehar io teer - 720 
Drew out and^sf^ted, t i l l tHije s trugg l ing mass 
Had passe^^-'^im by. Orestes w^fi,^J>ehind, 
Re ly ing - '^ the f i n i s h . When 
Th î*^^only the Athenian was l e f t 

gave h i s team a r ing ing cry , and tl 
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>onded. Now the two of them raced leve^ 
Firs^**waeand then the other gainedjiie-l^d, 
But only Dy>a4iead. And as hĝ d̂rcĴ eT 
Each time he tû lied̂ Jtheixilirlr at the end. 
Checking the insi^e^3!B^[^he gave full rein 730 
To the outejŝ êtlŜ and so lî >ft]4|ost grazed 
The siaatffclleven circuits now 

accomplished; still he stood 
And still the chariots ran. But then, as Orestes [Ĵ ^ 
Came to the turn, slackening the left-hand rein 
Too soon, he struck the pillar. The axle-shaft 
Was snapped in two, and he was flung headlong. 
Entangled in the reins. The horses ran 
Amok into mid-course and dragged Orestes 
Along the ground. 0, what a cry arose 740 
From all the company when they saw him thrown! 
That he, who had achieved so much, should meet 
With such disaster, dashed to the ground, and now 
Tossed high, until the other charioteers. 
After a struggle with the horses, checked them 
And loosed him, torn and bleeding, from the reins. 
So mangled that his friends would not have known him. 
A funeral-pyre was made; they burned the body. 

Two men of Phokis, chosen for the task, 
Are bringing home his ashes in an urn - 750 
A little urn, to hold so tall a man -
That in his native soil he may find burial. 
Such is my tale, painful enough to hear; 
For those of us who saw it, how much worse! 
Far worse than anything I yet have seen. 

HIGH LEADER. And so the ancient line of Argive kings 
Has reached its end, in such calamity! 

CLYTEMNESTRA. 0 Zeus! Am I to call this happy news. 
Or sorrowful, but good? What bitterness, 
If I must lose a son to save my life! 760 

PAEDAGOGUS. My lady, why so sad? 

CLYTEMNESTRA. There is strange power 
In motherhood: however terrible 
Her wrongs, a mother never hates her child. 

PAEDAGOGUS. So then it seems that I have come in vain. 

CLYTEMNESTEIA. No, not in vain! How can you say 'In vain', 
When you have brought to me the certain news 
That he is dead who drew his life from mine 
But then deserted me, who suckled him 
And reared him, and in exile has become 
A stranger to me? Since he left this country 7/^ 
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780 

I have not seen him; but he charged me with 

lich thafh^ T"^^""^ ^ ^^ threatened ^ ^ 
Fvr!̂ n̂  ?n ll ^^^ '''' "̂ ^̂ ht I could not Sleep 
Sst^ov^^ ™ r ^ r ^ t^^^ ^^^S!e hour that ole Cast over me the shadow of my death 
A ?^3 ^?^*;/- ^^^® ^^y removes my fear of him 
And her She was the worse afflictio^ she ' 
Lived with me, draining me of life. B^t now 
Her threats are hamless; I can live in peace. 

ELECTRA. ̂  0 my Orestes' Here is double cause 
p^^iwi^ ,•« ^"""^ dead, and your unnatural mother 
Exulting m your death' 0, is it just? 

CLYTEMNESTRA. You are not! He is - being as he is! 

ELECTEtA. Nemesis! Listen, and avenge Orestes. 

CLYTEMNESTRA. She has heard already, and has rightly 

judged. 

ELECTRA. Do outrage to me now: your hour has come. 

CLYTEMNESTRA. But you will silence me, you and Orestes! 

ELECTRA. Not now, alas' It is we that have been silenced. 

CLYTEMNESTRA. My man, if you have stopped her mouth 

Indeed deserve a very rich reward. 790 

PAEDAGOGUS. Then I may go back home, if all is well? 

CLYTEMNESTRA. Back home? By no means' That would not 
/%« ^ , « . ^e worthy 
or me, or of the friend who sent you here. 
No, come inside, and leave this woman here 
To shout her sorrows - and her brother's too! 
(Exeunt CLYTEMNESTRA and the PAEDAGOGUS, into the 

palace 
ELECTEIA. What grief and pain she suffered! Did you see K T 

How bitterly she wept, how wildly mourned 
Her son's destruction! Did you see it? No 
She left us laughing. 0 my brother! 0 
My dear Orestes! You are dead; your death 800 
Has killed me too, for it has torn from me 
The only hope I had, that you would come 
At last in might, to be the avenger of 
Your father, and my champion. But now 
Where can I turn? For I am left alone, 
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Robbed of my father, and of you. Henceforth, 
I must go back again, for ever, into bondage 
To those whom most I hate, the murderers 
Who killed my father. 0, can this be justice? 
Never again will I consent to go 
Under their roof; I'll lie down here, and starve. 
Outside their doors; and if that vexes them. 
Let them come out and kill me. If they do, 
I shall be glad; it will be misery 
To go on living; I would rather die. 

810 

ALL. 

1ST VOICE. 

2ND VOICE. 

3RD VOICE 

ELECTRA. 

4TH VOICE. 

ELECTRA. 

2ND VOICE. 

COMMOS 

STROPHE I - HIGH GROUP |CHDRUal 

Zeus, where are thy thunderbolts: 

Where is the bright eye of the Sun-God? 

if they look down upon this 

And see it not. 

(An inarticulate cry of woe) 

My daughter, do not weep 

(Cry, as before) 

My child, say nothing impious. 

820 

ELECTRA. You break my heart. 

3RD VOICE. But how? 

ELECTRA. By holding out an empty hope. 
Who now can avenge him? 
His son Orestes is m his grave, 
There is no comfort. 0, let me be! 
You do but make my grief the more. 

ALL. 

1ST VOICE. 

2ND VOICE. 

ANTISTROPHE I - LOW GROUP [CHORUH 

But yet, there was a king of old, 

Amphiareus: 

His wicked wife 
Tempted by gold killed him. 

830 
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^ ^ * mt- ^ , . ai^d yet 

Though he is dead... 

ELECTRA. (Cry, as before) 

ALL. He lives and reigns below. 

EI^CTRA. (Cry, as before) 

ALL. Alas indeed I The murderess. . . 
ELECTED. But she was k i l l e d ! 

ALL. She was. 

ELECTEIA. I know J I know! Amphiareus 
Had a champion to avenge him; 840 
But I have none now left to me. 
The one I had is in his grave. 

STROPHE 2 - MED-HIGH GROUP [CHORUSl 

ALL. Your fate is hard and cruel. 

ELECTRA. How well I know it! Sorrow, pain. 
Year upon year of bitter grief! 

ALL. Yes, we have seen it all. 

ELECTEIA. 0 offer not, I beg you 
An empty consolation. 
No longer can I look for help 
From my noble and loyal brother. 850 

ANTISTROPHE 2 - MEDIUM GROUP E H O R U Q 

ALL. Yet death must come to all men, 

ELECTEIA, But not like this! Dragged along. 
Trampled on by horses' hooves! 

ALL, No, do not think of it! 

ELECTRA, 0 what an end! In exile. 
Without a loving sister 
To lay him in his grave, with none 
To pay tribute of tears and mourning. 

Enter CHRYSOTHEMIS 
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CHRYSOTHEMIS. Great happiness, dear sister, is the cause 
Of my unseemly haste; good news for you, 860 
And joy. Release has come at last from all 
The sufferings that you have so long endured. 

ELECTEIA. And where can you find any help for my 
Afflictions? They have grown past remedy. 

CHRYSOTHEMIS. Orestes has come back to us! I know it 
As surely as I stand before you now. 

ELECTRA. What, are you mad, poor girl? Do you make fun 
Of your calamity, and mine as well? 

CHRYSOTHEMIS. I am not mocking you! I swear it by 
Our father's memory. He is here, among us. 870 

ELECTRA. You foolish girl! You have been listening to 
Some idle rumour. Who has told it you? 

CHRYSOTHEMIS. No one has told me anything. I know 
E^om proof that I have seen with my own eyes. 

ELECTEIA. What proof, unhappy girl? What have you seen 
To be inflamed with this disastrous hope? 

CHRYSOTHEMIS. Do listen, I implore you; then you'll know 
If I am talking foolishly or not. 

ELECTEIA. Then tell me, if it gives you any pleasure. 

CHRYSOTHEMIS. I'll tell you everything I saw. When 
I 880 

Came near the tomb, I saw that offerings 
Of milk had just been poured upon the mound. 
And it was wreathed with flowers. I looked, and 

wondered; 
I peered about, to see if anyone 
Was standing near; then, as I seemed alone, 
I crept a little nearer to the tomb. 
And there, upon the edge, I saw a lock 
Of hair; it had been newly cut. 
Upon the moment, as I looked, there fell 
Across my mind a picture, one that I 890 
Have often dreamed of, and I knew that these 
Were offerings given by our beloved brother. 
I took them up with reverence; my eyes 
Were filled with tears of joy; for I was sure. 
As I am now, that none but he has laid 
This tribute on the grave. Who else should do it 
But he, or you, or I? It was not I, 
That is quite certain. You have not been there; 
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How could you? Even to worship at a shrine 
They do not let you leave the house, unpunished. 900 
As for our mother, she has little mind 
To make such offerings - and we should have known it. 
No, dear Electra, they are from Orestes. 
Therefore take courage! There is no such thing 
As joy unbroken, or unbroken sorrow. 
We have known sorrow - nothing else; perhaps 
Today great happiness begins for us. 

ELECTRA. 0 you unhappy girl! You little know! 

CHRYSOTHEMIS. Unhappy? Is this not the best of news? 

ELECIUA. The truth is very different from your 
fancy. 910 

CHRYSOTHEMIS. This i s the t r u t h . Mayn't I be l i eve my 
eyes? 

ELECTRA. Poor girl! He's dead! We cannot look to him 
For our deliverance; our hopes are gone. 

CHRYSOTHEMIS. Alas, alas!...Who told you this? 

ELECTEIA. One who was there; a man who saw him killed. 

CHRYSOTHEMIS. Where is the man? This fills me with 
dismay! 

ELECTRA. At home; and, to our mother, very welcome. 

CHRYSOTHEMIS. Alas, alas! Who could it then have been 
Who put those many offerings on the tomb? 

ELECTRA. It will be someone who has laid them there 920 
As a memorial of Orestes' death. 

CHRYSOTHEMIS. 0, this is ruin! I came hurrying back. 
So happy, with my news, not knowing this 
Calamity. But all the woes we had 
Before are with us still, and worse are added! 

ELECTRA. Yet even so, if you will work with me, 
We can throw off the weight that wears us down. 

CHRYSOTHEMIS. What, can I bring the dead to life again? 

ELECTEIA. That's not my meaning; I am not a fool. 

CHRYSOTHEMIS. Then what assistance can I give to 
you? 930 
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ELECTRA. I need your courage in a certain venture. 

CHRYSOTHEMIS. If it will help us, I will not refuse. 

ELECTEIA. Remember: nothing prospers without effort. 

CHRYSOTHEMIS. You may command whatever strength I have. 

ELECTRA. This then is what I have resolved to do. 
You know, as I do, we have no support 
Of friends; of what we had we have been stripped 
By death. We two are left; we are alone. 
For me, while I had news about our brother, 
That he was well and strong, I lived in hope 940 
That he would some time come and punish those 
Who killed our father. Now that he is dead, 
I turn to you, that you will join your hand 
With mine, your sister's; help me, do not flinch: 
Aegisthus, who has murdered our dear father -
We'll kill him! There's no reason now to keep 
It back from you. You cannot wait, inactive. 
Hoping for - nothing. What hope was left to you 
That IS not shattered? This is what you have: 
Lasting resentment that you have been robbed 950 
Of all the wealth that rightly should be yours; 
Anger that they have let you live so long 
Unmarried - and do not think that this will change: 
Aegisthus is no fool; he can foresee. 
If you or I had children, they would take 
Revenge on him. Marriage is not for us. 
Therefore be with me in my resolution. 
This you will win: the praise of our dead father, 
And of our brother, for your loyalty; 
The freedom that is yours by right of birth; 960 
A marriage worthy of your station, since 
All look admiringly upon the brave. 
Do you not see what glory you will win 
Both for yourself and me by doin§ this? 
For all will cry, Argive or foreigner, 
When they behold us: 'See! there are the sisters 
Who saved their father's house from desolation; 
Who, when their enemies were firmly set 
In power, avenged a murder, risking all. 
Love and respect and honour are their due; 970 
At festivals and public gatherings 
Give them pre-eminence, for their bravery.' 
So we shall be acclaimed by everyone; 
As long as we shall live our glory will 
Endure, and will not fade when we are dead. 
My sister, give consent! Stand by your father. 

Work with your brother, put an end to my 
Calamities and yours; for to the noble 
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A life of shameful stiffering is disgraceful. 

MED LEADER. In such a case, in speech or in 
reply, 980 

Forethought and prudence are the best 
of helpers. 

CHRYSOTHEMIS. Before she spoke at all, my friends, if she 
Had any prudence she might hava preserved 
Some caution, not have thrown it to the winds. 
For what can you be thinking of, to arm 
Yourself with utter recklessness, and call 
On me to help you? Do you not reflect 
You are a woman, not a man? how weak 
You are, how strong your foes? that day by day 
Their cause grows stronger, ours diminishes 990 
And dwindles into nothing? Who can hope, 
Plotting to overthrow so powerful 
A man, not to be overwhelmed himself 
In utter ruin? Our plight is desperate 
Already; you will mai:e it worse, far worse. 
If you are heard saying such things as this. 
It brings us nothing, if when we have won 
That glorious repute, we die ignobly. 
Mere death is not the worst; this is the worst. 
To long for death and be compelled to live. 1000 
No, I implore you, keep your rage in check 
Before you bring destruction on us both 
And devastation to our father's house.^ 
What you have said shall be as if omsaid. 
Of no effect; and you, before it is 
Too late, must learn that since you have no strength 
You have to yield to those that are in power. 

LOW LEADER. You must indeed. There is no better 
thing 

For anyone than forethought and good 
sense. 

ELECTRA. I had expected this; I thought that you 1010 
Would spurn the offer that I made. And so 
My hand alone must do it - for be sure. 
It is a task that cannot be neglected. 

CHRYSOTHEMIS. A pity you were not as bold as this 
Before! You might have thwarted the assassins! 

ELECTRA, I was too young to act. I had the will! 

CHRYSOTHEMIS. Then try once more to be too young to act. 

ELECTRA. It seems you are determined not to help me. 
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CHRYSOTHEMIS. Not in a venture that would be our ruin. 

ELECTEIA, How wise you are! And what a coward too. 1020 

CHRYSOTHEMIS, Some day you' l l praise my wisdom, I w i l l 
bear i t ! 

ELECTRA, I ' l l never trouble you so far as that! 

CHRYSOTHEMIS, Who's wi se , and who i s f oo l i sh , time w i l l 

show. 

ELECTRA. Out of my sight! You are no use to me. 

CHRYSOTHEMIS. I am, if you were wise enough to listen. 

ELECTRA. Go to your mother; tell her everything! 

CHRYSOTHEMIS. No; I refuse my help, but not from hatred. 

ELECTEIA. But in contempt! You make that very plain. 

CHRYSOTHEMIS. Trying to save your life! Is that contempt? 

ELECTRA. Am I to do what you imagine right? 1030 

CHRYSOTHEMIS. Yes; and when you are right, I'll follow 
you. 

ELECTRA. To be so plausible - and be so wrong! 

CHRYSOTHEMIS. These are the very words I'd use of you. 

ELECTRA. The right is on my side. Do you deny it? 

CHRYSOTHEMIS. The right may lead a man to his destruction. 
ELECTRA. That is no principle for me to follow. 

CHRYSOTHEMIS. You'll think the same as I - when you have 

done it, 

ELECTRA. Do it I will. You shall not frighten me. 

CHRYSOTHEMIS. Give up this folly! Be advised by me! 

ELECTEtA. No! There is nothing worse than bad advice. 

CHRYSOTHEMIS. Can I say nothing that you will accept? 

ELECTEtA. I have considered, and I have determined. 
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CHRYSOTHEMIS. Then I w i l l go, s ince you do not approve 
Of what I say, nor I of what you do. 

ELECTRA. Go then, for your ways never can be mine 
However much you wish. I t i s mere f o l l y 
To go in quest of the impossible. 

CHRYSOTHEMIS. I f t h i s , to you, i s wisdom, follow i t ; 
But when i t leads you to d i sas t er , then 
At l a s t y o u ' l l learn mine was the better wisdom. 1050 

(Exit CHRYSOTHEMIS 

ALL. 

1ST & 2ND. 

LEADER. 

3RD VOICE. 

4TH VOICE. 

3RD & 4TH. 

ALL. 

1ST VOICE. 

2ND VOICE. 

ALL. 

1ST VOICE. 

ALL, 

STROPHE I - HIGH CROW (£HORU|I 

We see the birds of the air. 

21 

with that 
Sure instinct they protect and nourish 
Those who brought them to life and 

tended them. 

How can man disobey the laws of Nature? 

The anger of the gods, 

the law established. 

Enthroned in Heaven, 

will bring retribution. 

There is a Voice the dead can hear: 

Speak, 0 Voice, 

to the King, 

to Agamemnon, 

A message of shame and sorrow and deep 
dishonour. 

LEADER. 

1ST VOICE. 

LEADER & 1ST. 

ANTISTROPHE I - MEDIUM GROUP [fiHORUSl 

His house already was near to fa l l ing; 
1060 

Now a new cause of ruin threatens; 

Discord comes to divide his champions. 
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2ND VOICE. 

3RD VOICE. 

LEADER. 

1ST VOICE. 

ALL. 

LEADER. 

1ST VOICE. 

2ND VOICE. 

ALL. 

3RD VOICE. 

ALL. 

4TH VOICE. 

3RD & 4TH. 

Now no longer is daughter joined with 
daughter 

In loyalty and love, 

but strife divides them. 

Electra stands alone to face the tempest. 

Never has she ceased to mourn. 

Faithful, careless of life, if she may 
purge this 

Palace of those two Furies, a foul 
pollution. 

STROPHE 2 - LOW OROUP j^HORlS] 

He that is noble in spirit scorns 
A life ignoble, 1070 

darkened by shame, 

And chooses honour, 

my daughter. 

As you choose to cleave to your father. 

Accepting a life of sorrow. 

Spuming dishonour, 

you have won a double fame: 

LEADER, 1ST, 2ND, Courage is yours, 

^ L fli^d wisdom. 

LEADER. 

1ST VOICE. 

2ND VOICE, 

1ST & 2ND, 

3RD VOICE, 

ANTISTROPHE 2 - MED-IHGH GROUP [CHORlH 

Still may I see you triumph, 

raised 
Above your foes, 

restored to the power 

And wealth of which they have robbed you. 

You have known nothing but sorrow; 
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4TH VOICE. And yet by observing those great 1080 

Laws of the gods, 

3RD & 4TH. in piety and reverence, 

ALL. You crown your sorrow with glory. 

Enter ORESTES, PYLADES, and attendants XfT 

PYLADES [^RESTES] . Ladies, we wish to know if we have been 
Rightly directed to the place we look for. 

HIGH LEADER. What is that you wish to find? 

PYLADES Q R E S T E S ] . ^ Aegisthus, 
If you could tell us where to find his palace? 

MED LEADER. But it is here. You have been guided 
well. 

OEIESTES. Could one of you perhaps tell those within 
That we have come, whom they have long awaited? 

LOW LEADER (indicating ELECTRA). She best might do it; 
she is nearest to them. 1090 

ORESTES, Madam, we are from Phokis; tell them, pray, 
That we have certain business with Aegisthus. 

ELECTEtA. Alas, alas! You have not come with something 
To prove it true - the rumour that we heard? 

ORESTES. Of 'rumours' I know nothing. I am sent 
By Strophius, Orestes' friend, with news. 

ELECTRA. 0, tell me what it is! You frighten me. 

PYLADES fORESTESl . We bring him home; this little u m 
—̂ —^ contains 

What now is left of him; for he is dead. 

ELECTRA. Ah, this is what I feared! I s^^^^JJ^ ^^^^ 

Small weight for you, but heavy grief to me. 

ORESTES. It is - if that which ^o^^^.^^^.^^"'^^ ^^ 
Orestes' death: in that we bring his ashes. 

ELECTRA, Then give it me, I beg.yoUl If this vessel 
Now holds him, let me take it in my aims. 
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ORESTES. Sir (Men] , give it her, whoever she may be: 
A friend; perhaps, one of his family. 
This IS no prayer of one who wished him evil. 

ELECTEtA, Orestes! my Orestes! you have come 
To this! The hopes with which I sent you forth 1110 
Are come to this! How radiant you were! 
And now I hold you - so: a little dust! 
0, would to God that I had died myself, 
And had not snatched you from the edge of death 
To have f©u sent into a foreign land! 
They would have killed you - but you would have shared 
Your father's death and burial; not been killed 
Far from your home, an exile, pitiably. 
Alone, without your sister. Not for you. 
The last sad tribute of a sister's hand! 1120 
Some stranger washed your wounds, and laid your body 
On the devouring fire; the charity 
Of strangers brings you home - so light a burden. 
And in so small a vessel! 

0, my brother. 
What love and tenderness I spent on you! 
For 3^u were my child rather than your mother's; 
I was your nurse - or you would not have had 
"3. nxirse; 1 was the one you always called 
Your sister - and it has come to nothing. 
One single day has made it all in vain, 1130 
And, like a blast of wind, has swept it all 
To ruin. You are dead; my father too 
Lies in his grave; your death is death to me, 
Joy to our enemies: our mother - if 
She ts^ a mother! - dances in delight. 
When you had sent me many a secret promise 
That yx>u would come and be revenged on her. 
But no! A cruel fate has ruined you. 
And ruined me, and brought it all to nothing: 
The brother that I loved is gone, and in 1140 
His place are ashes, and an empty shadow. 
0 pity! pity, grief and sorrow! 
How cruel, cruel, is your home-coming. 
My dearest brother! I can live no longer. 
0 take me with you! You are nothing; I 
Am nothing, now. Let me henceforth be 
A shade among the shades, with you. We lived 
As one; so now in death, let us be one. 
And share a common grave, as while 3rou lived 
We shared a common life. 0, let me die; 1150 
For death alone can put an end to grief. 

MED LEADER. Your father died, Electra; he was mortal: 
So has Orestes died; so shall we all. 
Remember this, and do not grieve too much. 
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ORESTES 
I say? 

ELECTRA, 

ORESTES 

ELECTEIA, 

ORESTES 

ELECTED, 

ORESTES, 

ELECTEIA, 

ORESTES 

ELECTRA, 
And in 

ORESTES 
My own 

ELECTEIA, 

ORESTES 

ELECTEIA, 

ORESTES, 

ELECTEIA, 

ORESTES 

ELECTRA, 

ORESTES, 

ELECTRA. 

ORESTES 

ELECTRA. 

ORESTES 

ELECTRA, 

What answer can I make to this? What can 
I must, and yet I cannot, speak. 

Sir, what has troubled you? Why speak like this? 

Are you the Princess? Can you be Electra? 

I am Electra, though I look so mean. 

To think that it has gone so far as this! 1160 

But why such words of pity over me? 

Treated so harshly and with such dishonour! 

Ill words well spoken, stranger - of Electra. 

How cruel! Kept unmarried, and ill-used! 

Sir, why do you look at me so fixedly, 
such pity? 

Little did I know 
unhappiness, how great it was. 

What words of mine have made you think of that? 

No words; it is the sight of all you suffer. 

The sight of it? What you can see is nothing! 

1170 

How? What can be more terrible than this? 

To live, as I do, with the murderers. 

What murderers? Who are these guilty men? 

My father's. - and they treat me as their slave* 

But who has forced you to this servitude? 

She who has the name of mother - nothing else! 

What does she do? Oppression? Violence? 

Violence, oppression, everything that's evil* 

You have no champion? no one to oppose them? 

The one I had is dead: here are his ashes. 
1180 
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ORESTES. 

ELECTRA. 

ORESTES. 

ELECTRA. 

ORESTES. 

ELECTRA. 

ORESTES. 

ELECTEIA. 

A cruel life! How much I pity you. 

You are the only one who pities me! 

I am the only one who shares your sorrow. 

Who are you? Can it be you are some kinsman? 

Give back the um, and I will tell you all. 

No, no, I beg you; do not be so cruel! 

Do as I ask; you will do nothing wrong. 

It is all I have! You cannot take it from me! 

ORESTES. You may not keep it. 

ELECTEtA. 0, my dear Orestes, 
How cruel! I may not even bury you. 1190 

ORESTES. Your t a l k of b u r i a l , your t e a r s , are wrong. 

ELECTRA. How i s i t wrong to mourn my brother ' s death? 

OEIESTES. You must not speak of him in words l i k e t h e s e . 

ELECTEtA. Must I be robbed of a l l my r ight s i n him? 

ORESTES. You are robbed of nothing! This i s not for you. 

ELECTRA, Y e s , i f I hold Orestes i n my arms! 

ORESTES. This is Orestes only by a fiction. 

ELECTRA. Then where i s my unhappy brother 's grave? 

ORESTES. Nowhere. The l i v i n g do not have a grave! 

ELECTEtA, My f r i e n d ! What do you mean? 1200 

I mean - the truth. ORESTES. 

ELECTRA. My brother is alive? 

ORESTES. 

ELECTEtA. You are Orestes? 

ORESTES. 
Our father's ring. 

If I'm alive! 

Look upon this ring 
- Do you believe me now? 
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ELECTRA. 0 day of happiness! 

ORESTES. Great happiness! 

ELECTRA. It is your voice? - And have you come? 

ORESTES. My voice. 

And I am here! 

ELECTRA. I hold you in my arms? 

ORESTES. You do - and may we nevermore be parted. 
ELECTRA. 0 look, my friends! My friends of Argos, look! 
It is Orestes! - dead, by artifice, 1210 
And by that artifice restored to us. 

HIGH LEADER. To see him, and to see your happiness. 
My child, brings tears of joy into my 

eyes» 

STROPHE 

ELECTRA. My brother is here! the son of my own dear 
father! 

You longed to see me, and now, at last. 
You have fotmd me! 0, you have come to me! 

ORESTES. Yes, I have come: but wait; contain yoxir joy 
In silence; they will hear us in the palace. 

ELECTRA. 0 by the virgin-goddess, by Artemis, 
I despise them, those in the palace - 1220 
Women, useless and helpless! 
0, why should I fear them? 

ORESTES, Remember: women may not be too weak 
To strike a blow. You have seen proof of it. 

ELECTEtA, Ah me! The foul crime, that no 
Darkness can ever hide, that no 
Oblivion can wash away, no 
Power on earth remove, 

ORESTES. All this I know; but we will speak of it 
When we can speak of it without restraint. 1230 
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ANTISTROPHE 

ELECTRA. Each moment of time, now or to come, is time 
To proclaim aloud the abomination. 
At last, at last, I can speak with freedom. 

ORESTES. You can; and yet, until the hour has come, 
By speaking freely we may lose our freedom. 

ELECTRA. How can I chain my tongue and repress my joy? 
Can I look upon you and be silent. 
Safe returned, my brother? 
It is more than I dared hope. 

ORESTES. I waited long, but when the voice of God 1240 
Spoke, then I made no more delay. 

ELECTRA. 0, this is joy crowning joy, if 
Heaven has brought you home to me! 
I see the hand of God 
Working along with us. 

PYLADES I^RESTESj . To stem your flood of joy is hard, 
but yet 

There is some danger in this long rejoicing. 

EPODE 

ELECTRA. So weary was the time of wa i t ing! 
Now when you have come at l a s t 
And a l l my sorrows have reached t h e i r end, 1250 
0 , do not check my happiness . 

PYLADES ORESTEiSI . Nor would I do i t - but you [wg] 
must be prudent. 

ELECTRA. My f r i e n d s , I heard my brother's v o i c e , 
And I had thought 

That I would never hear h i s voice again: 
How could I r e s t r a i n my joy? 

Ah, now I have you; I can look upon 
The we 11- loved face that I could not forget 

Even i n darkest sorrow. 

ORESTES. How much there i s to hear! - our mother's 
sin 1260 

And cruelty, that our ancestral wealth 
Is plundered, ravished, wantonly misused 
By that usurper. Yet our time is short 
And their misdeeds are more than can be told. 
But tell me what may help our present venture: 
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Where can I hide, or where can I confront 

^ .It^lJ'lJ'''^ ^^^"^ laughter into silence? 
And see to this: our mother must not read 1070 
Our secret in your face. Conceal your jly ^^^ 
When we go m ; look sad, and mourn, as if 
The tale that you have heard were true. There will 
Be time enough to smile when we have conque^Id. 

ELECTRA, My brother, what seems good to you shall ba 
My law; your pleasure shall be Sine, Lrmine 
Is nothing, except what you have brought to me. 
And to win all there is I would not cause 
A moment's pain to you, nor would that serve 
The favour of the gods, which now is with us, 128O 
Now as to what you ask. - You surely know 

Aegisthus is abroad, not in the palace; 
But she is there, and you need have no fear 
That she will see a look of happiness 
Upon my face. The settled hatred which 
I have for her will banish any smile. 
I shall be weeping! - though my tears will be 
Of joy at your return. My tears today 
Flow m abundance; I have seen you dead. 
And now alive. So strange the day has been 1290 
That if our father came and greeted us 
I should not think it was a ghost; I should 
Believe it. Therefore, being yourself a miracle 
In your return, command me as you will; 
For had you died, had I been left alone, 
I should myself have ventured all, and found 
Glorious deliverance, or a glorious death. 

PYLADES [ORESTEH • Hush! I can hear the steps of 
_ ̂  ^ , . someone coming 
Out of the palace. 

ELECTRA, You are welcome, strangers. 
Enter; the burden that you bring is such 1300 
As no one could reject - and no one welcome. 

Enter the PAEDAGOGUS, from the palace Xlh 

PAEDAGOGUS. You reckless fools! What, have you got no 
sense? 

Do you not care whether you live or die? 
Are you demented? Don't you understand 
The peril you are in? Not one that threatens; 
No, it is here! Had 1 not stood on guard 
Inside the door they would have known your plot 
Before they saw you. As it is, I took 
Good care of that. So, make an end of talk 
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And these interminable cries of joy. 1310 
(k> in; delay is dangerous at such 

A moment. You must act, and make an end. 

ORESTES. When I go in, how shall I find it there? 

PAEDAGOGUS. All's well. Rely on this: they will not 
know you. 

PYLADES [ORESTES] . You have reported, then^ that 
he is [1 am| dead? 

PAEDAGOGUS. I have; in their eyes he is |^ou ar^ dead 
ana gone. 

OEIESTES. And are they glad? Or what have they been 
saying? 

PAEDAGOGUS. We'll speak of that hereafter. All is well 
Within the palace - even what is shameful. 

ELECTRA. In Heaven's name, who is this man, 
Orestes? 1320 

ORESTES. Do you not know him? 

ELECTRA. I cannot even guess. 

ORESTES. You know the man to whom you gave me once? 

ELECTRA. Which man? What are you saying? 

ORESTES. The man by whom 
You had me secretly conveyed to Phokis. 

ELECTRA. What, this is he? - the only one I found 
Remaining loyal at ourHPather's murder? 

ORESTES. That is the man; no need to ask for proof. 

ELECTRA. How glad I am! Dear friend, to you alone 
The house of Agamemnon owes deliverance. 
How come you here? Can you be really he 1330 
That saved us both from all that threatened us? 
Come, let me take your hands, those faithful hands. 
My friend! How could I not have known you, when 
You came to bring me joy - but joy concealed 
In words of deadly grief? I'll call you father. 
Give you a daughter's greeting - for to me 
You are a father. How I hated you 
A while ago; how much I love you now! 
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PAEDAGOGUS. It is enough. Though there is much to tell. 
There will be many days and many nights 1340 
In which, Electra, you may tell it all. 
One word with you, Orestes, Pylades: i iu 

This is your moment; now she is alone, ''" 
No men-at-arms are near. But if you wait. 
Then you will have to face not only them. 
But many more - men trained to use their weapons. 

ORESTES. Pylades, there is no longer time for talk; 
It seems the hour has come. So, let us go; 
And as I go I give my reverence 
To all the gods that stand before the house. 1350 

(ORESTES enters the palace with PYLADES 

ELBCmA. 0 Lord Apollo, listen to their prayers, X / V 
Be gracious to them! Listen too to mine! 
How often have I been thy suppliant 
Bringing what gifts I had; and therefore now. 
Although my hands are empty, I beseech thee, 
I beg thee, I implore thee. Lord Apollo: 
Give us thy favour, help our purposes, 
And show mankind what chastisement the gods 
Inflict on those who practise wickedness. 

STROPHE - ENTIRE CHORUS [^ORUS 

ALL. Look where the god of death makes his 
way, 1360 

Fierce and implacable. 
The Furies, champions of Justice, 
Hounds of the gods, hot on the trail of 

crime. 
Have entered the palace. 
Before me rises a vision: 
Soon shall I see fulfilment. 

ANTISTROPHE - PROGRESSIVE [CHORU^ 

LOW GROUP. The minister of the gods, with stealthy 
foot, 

LOW & MED. Ushered within the palace, 

LOW, MED, MED-HIGH. The ancient home of his 
' • fathers, 1370 

ALL. Holds in his hand a keen whetted sword. 
With Hermes to guide him, 

I I 
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To shroud his designs in darkness 
And lead him straight to vengeance. 

ELECTRA, My friends, keep silent; wait. It will not be 
For long. Their hands are ready; soon they'll strike. 

IX)W LEADER. What are they doing now? 

ELECTRA. She has the um. 

Preparing it for burial; they are near her. 

MED-HIGH LEADER. And why have you come out? 

ELECTEtA. To stand on guard; 
To give warning if Aegisthus comes. 1380 

CLYTEMNESTRA (within). Ah...! So many 
Murderers, and not a single friend! 

ELECTEIA. Someone inside is screaming. Do you hear it? 

HIGH LEADER. I heard....It makes me shudder; it is 
fearful. 

CLYTEMNESTRA. Aegisthus! 0 where are you? They will 

kill me! 

ELECTRA. There, yet another scream! 

CLYTEMNESTRA. My son, my son! 
Take pity on your mother"! 

ELECTEtA. You had none 
For him, nor for his father! 

ALL. 0 my city! Ill-starred race of our 
kings ! 

So many years a doom has lain on 
you: 1390 

Now it is passing away. 

CLYTEMNESTRA. Ah!...They have struck me! 

ELECTEtA. Strike her again, if you have strength enough! 

CLYTEMNESTRA. Another blow! 

ELECTEtA. Pray Ck)d there'll be a third. 
And that one for Aegisthus! 
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ALL. The cry for vengeance is at work; the 
dead are stirring. 

Those who were killed of old now 
Drink in return the blood of those who 

killed them. 

MED LEADER, See, they are coning, and the blood
stained arm 

Drips sacrifice of death. It was 
deserved. 1400 

Enter ORESTES and PYLADES ^ V 

ELECTRA, How is it with you both? 

PYLADES fORESTESj . All's well, within 

The palace, if Apollo's oracle was well. 

ELECTEtA, Then she is dead? 

ORESTES, No longer need you fear 

Your mother's insolence and cruelty. 

HIGH LEADER, Be silent! I can see Aegisthus coming. 

ELECTEtA, Stand back, Orestes, 

ORESTES. Are you sure you see him? 
ELECTEtA, Yes, he is coming from the town. He smiles; 
We have him in our hands. 

ALL. Back to the doorway quickly! One 
Task is accomplished; may the second 

prosper too! 1410 

PYLADES QRESTESI . It will. No fear of that. 

ELECTRA. Then to your station. 

ORESTES. We DQ go at once, 

ELECTRA, And leave the rest to me. 

ALL, Speak some gentle words to him 
That he may fall, unawares, 
Int© the retribution that awaits him. 

Enter AEGISTHUS 

AEGISTHUS, They tell me that some men have come from 
Phokis. 

- ^ > « - -
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With news about Orestes; dead, they say. 
Killed in a chariot-race. Where are these men? 
Will someone tell me? (To ELECTRA,) You? Yes, you 

should know; 
It will have special interest for you! 1420 

ELECTRA, I know. Of course 1 know, I loved my brother; 
How then should I make little of his death? 

AEGISTHUS, Then tell me where these men are to be found. 

ELECTRA, In there. 
They've won their way to Clytemnestra's heart. 

AEGISTHUS. And is it true that they have brought this 

message? 

ELECTEtA. More than the message: they brought Orestes too, 

AEGISTHUS, What, is the very body to be seen? 

ELECTEtA, It is; I do not envy you the sight, 

AEGISTHUS, Our meetings have not always been so pleasant! 
1430 

ELECTRA, If this proves to your liking, you are welcome. 

AEGISTHUS. I bid you all keep silence. Let the doors 
Be opened. 

Tint'*''" I ̂ ^̂ '" i^^^^ji.'^iujm m '^'4 mM]M 

Citizens of Argos, look!^ 
If there is any who had hopes in him. 
That hope lies shattered. Look upon this body 
And learn that I am master - or the weight 
Of my strong arm will make him learn the lesson. 

ELECTEIA, I weed no teaching; I have learned, at last. 
That I must live at peace with those that rule. 

AEGISTHUS. Zeus! Here is one laid low, before our 
eyes, 1440 

By the angry gods - and may no Nemesis 
Attend my words, or I unsay them. - Now, 
Turn back the shroud, and let me see the face. 
It was a kinsman, and I too must mourn. 

ORESTES. This you should do; it is for you, not me. 
To look upon this face and take farewell. 
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AEGISTHUS, It is indeed for me, and I will do it. -
Call Clytemnestra, if she is at hand. 

PYLADES (oRESTES] . She is not far away; look straight 
before you. 

AEGISTHUS, God! What is this? Clytemnestra! 

OREISTES, Some stranger 
frightening you? 1450 

AEGISTHUS, Who are you, that have got me in your clutches 
For my destruction? 

ORESTES, Have you not seen alreadsr? 
Someone you thought was dead is still alive, 

AEGISTHUS, Ah,...Now I understand. - You, who speak. 
You are Orestes! 

ORESTES. You could read the future 
So well, yet were so blind. 

AEGISTHUS, Ah,...You have come 
To kill me! Give me time, a little time. 
To speak. 

ELECTEtA, No, by the gods, Orestes! No 
Long speech from him! No, not a single word! 
He's face to face with death; there's nothing gained 

1460 
In gaining time. Kill him at once! And when 
You've killed him, throw the body out of sight. 
And let him have the funeral he deserves. 
Animals shall eat him! Nothing less than this 
Will compensate for all that he has done. 

PYLADES rORJESTEST . Sir, come with us rme] into the house 
*— "* this is 

No time for talk. Our [m£I business is your life. 

AEGISTHUS. Why to the house? If you are not ashamed 
At what you do, then do it openly. 

ORESTES. You shall not order us Fnie] . Go in, and die 
' ' 1470 

On the same spot on which jrou killed my father. 

AEGISTHUS. This house of Atreus must, it seeias, behold 
Death upon death, those now and those to come. 

ORESTES, It will see yours; so much I can foresee. 
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AEGISTHUS, You did not get this foresight from your 
father! 

ORESTES, You have to© much to say; the time is passing. 
Ck>! 

AEGISTHUS, Lead the way, 

ORESTES, You must go before me. 

AEGISTHUS, That I may not escape you? 

ORESTES, That you may not 
Be killed where you would choose. You shall taste all 
The bitterness of death, - If retribution 1480 
Were swift and certain, and the lawless man 
Paid with his life, there would be fewer villains. 

(Exeunt ORESTES, PYLADES, ELECTRA, AEGISTHUS 

ALL. Children of Atreus, now at last 
Your sufferings are ended. You have won 
Your own deliverance; now once more 

Is the line of your fathers restored. 
(Exetmt the CHORUS 



APPENDIX B: NEWSPAPER REVIEWS 

Lubbock Avalanche-Journal. Friday Morning, May 8, 1964 

SOPHOCLES' ' ELECTRA' 

Readers' Theater Slates Three 
Tech Performances 

by Jack Sheridan 
Avalanche-Joiimal Fine Arts Editor 

The Texas Tech speech department will present the 

Readers' Theater production of Sophocles' "Electra" in an 

outdoor performance at 8:15 p. m. today in the forecourt 

of the new University Theater on the Tech campus. 

The performances will be repeated at 8:15 p. m. 

Saturday and at 6 p. m. Sunday. In the event of inclement 

weather, the performances will be given inside the theater. 

Tickets for the production are on sale at the 

University Theater box office from 8 a. m. daily. 

Thesis Production 

The '*Electra" is a master's thesis production, 

No. 1, and is the conception and the direction triumph of 

Mrs. Vera Simpson of Lubbock. She has astutely utilized the 

five-arched portico of the handsome building for her 

classical background and she has set three music stands for 

the scripts on the lip of the block centerpiece in the center 
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of the steps to the building. On the steps she has arranged 

in groups of four and five to a side her 18-member chorus. 

Principals come forward to read from the edge of the lip, 

retiring to be seated with backs to audience during those 

periods when they are not concerned in the action of the 

drama. 

Thursday night's performance was a dress rehearsal 

attended by a small number of invited guests. The run-

through performance was stunningly done and the weather, 

while breezy at times with some powerful gusts, was not 

sufficiently uncomfortable to offer too much hindrance 

in the outdoor projection. 

Lighting Praised 

The lighting in the night performance is superbly 

handled by Clifford Ashby, bringing light and shadow into 

play against the brick facade of the new theater. The 

design of the production by Mrs. Simpson is a delight to 

the eye and her direction is impeccable through-out. 

She has cast the tragedy of vengeance with a canny 

eye. Her Electra is a sharply-etched portrait of 

daughterly grief and desperation for revenge in the person 

of Patricia Eakins. Miss Eakins has a strong and reso

nate voice and she made the most out of a lengthy and 

demanding role. As her mother, Clytemnestra, Mary John 

Woolford was handsome, arrogant and queenly in her supposed 

triumph. 
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Youthful Fervor 

Glen Polk brought a youthful fervor to the son, 

Orestes, bent on avenging his father, Agamemnon, and his 

\mtimely assassination. Polk's voice is light and in the 

outdoor surroundings he has a tendency to let the con

clusions of his lines taper into an indistinctness. He 

should remember that the lack of microphone and the 

added hazards of the outdoor presentation make an 

awareness of this mandatory. 

Charles Vandeventer was an excellent friend, 

Pylades, and some fine work is turned in by Ray Cook as 

Paedagogus. Anne Moore as the weak and prudent sister, 

Chrysothemis, holds the right note and, in a brief few 

moments at the close of the tragedy, G. W. Bailey as the 

doomed Aegisthus scored solidly with his emotional and 

strong reading. 

The chorus was excellently controlled, spearheaded 

by the leaders of the four groups, Sarah Keller, Carol 

O'Connell, June Bearden, and Diane Groth. 

The play is one hour and 45 minutes in length 

without intermission. It represents still another plus 

advantage which the new theatrical building on the campus 

now affords. The **Electra** production was and is a most 

interesting experiment; it is a pleasure to report that it 

is not only successful in this category but that it provides 
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an absorbing, entertaining and well-acted evening of 

classical theater in the concert form. 

Costuming is very well done with the male players 

in black tie and the women garbed in the flowing, colorful 

Grecian style. 

The Daily Toreador, Saturday, May 9, 1964 

—Sophocles' Drama— 

'ELECTRA' RELIVES TRAGEDY 

by Liz Lyne 
Toreador Fine Arts Editor 

The Tech Speech Department initiated what promises 

to become a tradition with its outdoor performance of 

"Electra** Friday night. 

The drama, based on a translation of Sophocles' 

tragedy, was staged on the steps and portico of the new 

University Theatre. The result was an unusual as well as 

impressive performance. 

Special praise goes to Pat Eakins and Mary John 

Woolford for the skillful handling of their demanding roles. 

Convincing Role 

Miss Eakins was stirringly convincing in her leading 

role as the agonized Electra. Her careful restraint lent 

credibility to her part as a yoimg woman lamenting the 

deaths of her father and brother. 

Miss Woolford, possessing a deep, commanding voice. 
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was perfect in her role of Clytemnestra, Electra's evil 

mother. 

Male performers appeared in tuxedoes, in contrast 

with the traditional Greek robes of the women. This 

modem touch, along with the fact that the play was read 

rather than enacted, served only to enhance the over-all 

effect of the drama. 

Thesis Project 

Mrs. Vera Simpson directed and supervised *'Electra" 

as her master's thesis project. Her competent assistance 

was without a doubt an important factor in the success 

of the drama. 

Traffic noises from the nearby dormitory parking 

lots marred what might otherwise have been a flawless 

performance. In the future, perhaps the parking lots 

could be roped off during outdoor performances to prevent 

such distracting noises. 

Free Interpretation 

An unique aspect of the drama is that it allows the 

audience a free interpretation of the action. This is 

realized through an emphasis on spoken lines combined with 

minimum movement on stage. 

**Electra** emerges as a thoroughly enjoyable drama 

and a credit to the Speech Department. 

It will also be performed at 8:15 p. m. today and 

Sunday. 



APPENDIX C: AUDIENCE CHECK-SHEET 

I , Name ( o p t i o n a l ) 

I I . C l a s s i f i c a t i o n : Please check those appropriate 

A. (veneral Audience ( ) 
B. Student: Tech ( ) Public School ( ) Other ( ) 
C. Undergraduate ( ) Graduate ( ) Faculty ( ) 

School Major 

I I I . Background 

A. I (have-have not) seen a production of ancient 
Greek tragedy. 

B. I (have-have not) seen a Readers' Theater 
product ion. 

C. I (have-have not) studied Greek tragedy. 

IV. Opinion of the Production 

Any suggest ions for improvement of t h i s pro
duct ion; and/or any comments, e s p e c i a l l y a comparative 
eva luat ion of t h i s type of production to a conven
t i o n a l product ion, would be appreciated. 
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NOTES ON THE PRODUCTION 

About the middle of the present century, a new form of 
theatre appeared on the American scene. Although commonly 
designated as Readers* Theatre, perhaps a more definitive title 
for this new art form might be Theatre of the Imagination. 
In this method of production, the audience is required to co
operate with the interpreters by supplying in its own imagina
tion the various production details and the physical action, 
both of which are merely suggested. Thus the audience be
comes, to an even greater degree than in conventional theatre, 
the co-creator of a work of art. 

This form seems to have emerged because of the need to 
express orally to an audience, dramatic material which focuses 
upon ideas as expressed more through language than through 
action. This demand is especially strong in ancient Greek 
drama, where historical production methods are apt to focus 
upon the spectacle rather than upon the language and ideas of 
the play. 

In the H. D. F. Kitto translation of Sophocles' Electra, the 
elements of Greek poetry, as well as the literal translation of 
the words, have been retained. The simple and repetitive plot 
line of this classic work is clothed in language that cries out 
across twenty-five centuries to be heard as well as seen. The 
tragedy of love perverted to hatred is as potent in the twentieth 
century A.D. as it was in the fifth century B.C. The crimes 
of matricide and murder shock and compel attention with the 
same force. Sophocles* ideas expressed in finely drawn char
acterizations demand oral communication that cannot be found 
in the classroom or the study. 

By means of Theatre of the Imagination you, as members 
of the audience, are invited to travel back in time to ancient 
(^ "ece and hear again the tragedy of Electra. 

The Audience is invited to join the cast and producion staff 
for coffee in the Green Room immediately 

following the '• rformance. 
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