


The dramatic text

By theatre we refer to drama and performance. Performance is that part of theatre that is ephemeral, i.e. the moment of its production coincides with the moment of its consumption, which is why it is more difficult to study it. This difficulty for many centuries, millennia actually, emphasized the study of drama to such an extent that theater came to be almost identified with drama.
As a written text, drama was considered a literary genre. The beginning was made by Aristotle, who in his Poetics discussed drama in relation to epic and poetry in general. Aristotle described drama as an "imitation of an action" in speech, which includes narrow structures of time and space and a specific set of characters. This definition formed a canon for dramatic texts that has prevailed since the Renaissance almost to the present day and established drama as the important element of the art of theatre. 
The importance of drama as a genre at the expense of performance even led to positions such as that of George Bernard Shaw (1856 -1950) who argued that reading a play is as satisfying as watching it on stage, but also to the development from the 17th century until the early 19th century of the so-called closet dramas,  that is, dramatic texts intended only for reading. 
This distinction in favor of drama led to the identification of the message and value of a performance with the message and value of the dramatic text. The performance was considered to convey the message of the play as the author had imprinted it in the text and its aesthetic value was proportional to the value of the dramatic work it represented.
This approach changed in the late 19th century and early 20th century, when performance was recognized as an art form per se. 
What does this mean? 
The performance itself carries its message and aesthetic value and does not necessarily acquire it from the dramatic text it represents. There are also many performances today that are not based on pre-existing dramatic texts. This development has not only changed the meaning and value of the dramatic text in relation to the performance, but it has also changed its relationship with its stage performance and most importantly the very way in which a dramatic text is perceived.
Today a dramatic text cannot be conceived without the possibility or the potentiality of its representation. Indeed, it is precisely this relationship between a dramatic text and its performance that shapes drama as a special kind of art. A dramatic text therefore bears in its own form the possibility of its performance, it is written with the possibility of its performance in the mind of the author, and this is its distinctiveness as a kind of art of speech.
How does it achieve this?
Even visually a play differs from a poem or a novel. First of all, a play is written in dialogical writing, this is the main text, the text spoken by the characters. Apart from the main text, there are also secondary texts, such as the title, the list of dramatic characters, scene descriptions, stage instructions for acting or speaking, etc.
The reception of a dramatic work is twofold. It can be perceived as a written text of literature, that is, addressed to readers, and it can be received through its performance, that is, addressed to viewers. 
The reception of the reader differs from the reception of the viewer. When we read a theatrical text, we receive all its information, that is, the interactive main body of the text but also the stage instructions, in the descriptions of the scenes, the list of dramatic characters, the information that may exist for each dramatic person. Part of reading, and an important one, of a theatrical text is the way we imagine how actors move, how they talk, what happens on stage. 
As spectators, we only watch the performance of the main body of the theatrical play as imagined and implemented by the director of the play, the actors, the set designer, the costume designer, the musician, the lighting designer and all the other contributors of a theatrical performance.

The dramatic text as a reading

Transmitter (author)---------------M(text)------------------Receiver (reader)

The dramatic text as a performance
Transmitter (author)---------------M(text)------------------ Receiver (director)
Transmitter (director)---------------M (performance)--------------Receiver (spectator)


DESCRIPTION OF THE EXTERNAL STRUCTURE 
1. The title 
When we get our hands on a play, the first thing we notice is the title. The title is the first carrier of significance for a reader. It gives us a first taste of the text that follows. The relationship between the title and the plot of the play is usually determined by the dramaturgical conventions of each era. It often also indicates the genre to which the work belongs. In modern dramaturgy there are writers who try to subvert such conventions through the titles they use.
2. The genre 
 The classification of a theatrical text, a drama, in a particular genre mainly concerns the older dramaturgical traditions, because in modern theater the narrow frameworks of these categorizations have been toned down. However, even today they have their importance and value.

The main genres of drama are tragedy, comedy, and urban drama, which emerged after the eighteenth century. 

Each category has subcategories:

Tragedy

Tragedy, as a rule, deals in a serious way and with a high tone with situations and issues that concern mankind as a whole, such as the relations of power and law, death, fate and man's share of responsibility for his actions. Its heroes usually represent a certain attitude towards life and its essential problems that goes beyond individual behavior, as we understand it today. At the same time, they seem grandiose, because they emerge morally superior to the common man. The outcome of the tragedy in most cases is tragic.
In the Renaissance (15th-16th centuries) the neoclassical tragedy appeared , which expressed the aristocratic society and ideology of the time. The protagonists of these works were people of the ruling class, and their themes revolved around issues related to the relationship of heroes with the state or with the code of honor of their class. 

In modern times, several writers, such as Arthur Miller, Heinrich Ibsen (Hedda Gabler) and Eugene O'Neill (The Iceman Is Coming) have attempted to compose tragedies, but their success is disputed.


Comedy
The comedy outlines the comic and ridiculous side of human existence.
The form of comedy changes over the centuries and adapts to the taste and socio-historical conditions of each era. It can be situation comedy (where the plot dominates at the expense of the characters. An absurd and improbable series of complications, misunderstandings of people and things is created that lead the stage action to an incredible yet hilarious crescendo of misunderstandings, e.g.  Shakespeare's Comedy of Errors. In this type of comedy, dramatic characters lose their autonomy and become mere processors of comic situations.)  comedy of characters (where defects such as avarice, neo-enrichment, misanthropy and selfishness are parodied, e.g.  Molière's The Peasant), moral comedy (where social conventions and collective weaknesses are presented, such as gossip, prejudice, the subject of dowry, the institution of marriage, in extreme forms, e.g. The General Secretary by Ilias Kapetanakis and The Quarrels in Giogia by Carlo Goldoni),  satire in ancient Athens or burlesco parodying serious works. 
Towards the end of the Middle Ages, a special comic genre appeared, the farce, which presented in an inverted way the strictly moral religious world of that period. It provocatively negotiated marital infidelity, carnal pleasures, the deceiving of the rulers by the ruled, and sarcastically highlighted the prevalence of the wicked rather than the virtuous. 

In the period of the Renaissance, comedy, unlike tragedy that hosted representatives of the leading strata, ridiculed human weaknesses in the face of heroes coming from the popular strata. Works that escaped the strict standards of these two genres were classified as the popular genre of tragicomedy. 

Authors tend to mix elements from various categories. A situation comedy, for example, can also be a moral comedy, as it emphasizes the element of hypocrisy.

In many cases the comic element is combined with music, creating new kinds of musical comedy. The most famous genre in the history of modern theatre is vaudeville, whose Greek version is the komidillio, a genre that flourished in the late 19th century. The best-known play is The fate of Maroula by Lambros Koromilas. The plot of the play unfolds in a mansion in Athens. It is the mansion of a wealthy family that also has many servants: chef, cook, coachman, horseman, chamberlainers, ironmaids, maids and concierge. The staff includes Maroula, the "laundrywoman" of the house.  She is the daughter of a poor viticulturist (grape grower) from Andros. She is a hardworking girl and it is on her that the greatest burden of household work falls. She is of marrying age and she is loved by the chef of the house, but she prefers the coachman who, however does not respond to her interest and declares that he will marry only when he gets a lot of dowry.

The corresponding combination of drama and music in Greece has created the dramatic romance.

The Bourgeois Drama

It was created in the 18th century and was associated with the rise of the bourgeoisie to social and economic hegemony. It deals in a serious way and in prose with the everyday problems of the middle strata. 

Particularly popular and durable over time is also the genre of melodrama or literature drama. It appeared at the end of the 18th century and since then it has evolved into various forms: family drama, adventurous drama, police and crime drama, grand guignol, etc. Common elements of these works are the Manichean division of persons into absolute good and absolute bad, the pursuit of the impossible by an intriguing hero, the final triumph of good, the emotional background music and the pursuit of evoking strong emotions in the viewer at the expense of the plausibility of situations and characters. A representative specimen of the species is The Two Orphans of Adolphe E. P. Dennery.


3. The parts of a dramatic text

The organization of the text and the distinction of its individual sections are usually related to the aesthetic choices of the author, whereas in the past they were determined by the rules that applied to each genre. The division into acts, scenes or images in traditional dramaturgy is based on different criteria that are depended each time with the development of the plot (such as the entry and exit of the dramatic characters). In contemporary dramaturgy, the relevant terminology is differentiated (moments, tables, beats, excerpts, movements, pieces) reflecting the different perspective of each writer and betraying the influence of other art forms, such as cinema. 

4. The textual material 

This category refers to the "typographical" organization of the text. The dialogues, the monologues and the "quantitative" balance between them, the type of language (rhyme or prose, the "sound" quality of the text), the punctuation marks. 

Stage instructions 
In addition to the list of dramatic figures, playwrights often insert some instructions, which are initially addressed to the director, actors and reader. These instructions sometimes take the form of clarifying remarks on the plot and its development and sometimes they are purely stage instructions referring to space, appearance, movement and gestures of faces, lighting and props. 

In classical theatre, stage instructions are almost non-existent or are detected (as indirect suggestions of the author) through the words of the characters. The writers of the realist movement are the first to introduce detailed stage instructions in an attempt to accurately determine the stage space and psychological behavior of the characters. 

The author's "suggestions", however, are not limited to the area of stage instructions, but are also found in many parts of the main text: for this reason, critics propose to distinguish between extra-dialogical and intra-dialogical instructions.


THE ORGANIZATION OF THE DRAMATIC MYTH
1. The dramatic myth (hypothesis) 

[bookmark: _Hlk117591276]Myth or History is the narration of events organized in chronological sequence. The dramatic myth refers to the story told by the play, which consists of both the events presented on stage and those narrated by the dramatic characters. In modern dramaturgy there are texts in which dramatic myth in the sense of recognizable history with a beginning, middle and end is absent. In this case, the reader / viewer is invited to reconstruct through the excerpts of the text a "hypothetical" version of a dramatic myth. 

Suggestions for an analytical approach to the myth: 
• recording all the events of history 
• chronological classification 
• an attempt to "remove" the personal perspective of the dramatic characters from the events of history 
• identifying the author's perspective (how he has chosen to report the story) 
• interpretation of the dramatic myth based on the above data.

2. The plot of the theatrical play

The plot refers to the "mechanism" that supports the hypothesis, that is, the way in which the myth acquires its specific dramatic form. If the myth/story of a theatrical event is the narration of events organized in chronological sequence, the plot is the organization of the story based on cause and effect.
The plot is organized around a series of events starting from the initial event (an event that occurs at the beginning of the play or even before its beginning but without which the play could not have happened) to the climax and from there it is de-escalated, again through a series of events,  to the the resolution.
The plot "encapsulates" the myth, based on the dominant theatrical conventions in each era.
3. The Structure of the Theatrical Play
For dramas that follow a linear form of development (and this is usually the case of classical drama or classical dramaturgy), which means that events follow a chronological order and are defined by a relationship of cause and effect, the most important point of their plot is the climax, the turning point, the moment in which the fate of the hero changes for the better or the worse.

Aristotle: 
(1455b) In every tragedy there is a “tying up” (desis) and an “unravelling” (lusis). “Tying up” consists of what precedes the plot of the drama and a part of the plot; the rest is the “unravelling”. By "tying" I mean what is done from the beginning of the hypothesis to the point of climax: that from which the transition to happiness or misery begins; by "unravelling" I mean what happens from the beginning of the transition to the end.

                                         Climax/Ultimate Point


                      Desi
                                                                                                     Solution

                                        




The structure of the three modules 
According to the Aristotelian principle, every theatrical play has a beginning-middle-end (tying up-climax-solution). This separation was developed during Roman times with the addition of Proposition, Tension and Destruction, and evolved into the 5-act structure that is now a traditional pattern of plot development in theatrical and cinematic writing.
 
 Act 1 Act 2 Act 3rd Act Act 4 Act 5
                                                                 Climax
                                                                        
                                                 Scaling

Prologue Conflict De-escalation
Solution Report (moral lesson)
                                                    

Proposal Increase Destruction 
                                      Inciting incident/Original action event
The Structure of the Five Acts 
Act 1: The Exposition 
Space-time is introduced, characters are developed, and the basic conflict is stated. 
Act 2: Rising Action 
The sequence of events leading up to the climax. 
 
Act 3: The Climax 
The turning point in the development of the plot. It carries maximum dramatic intensity.  
 
Act 4: Falling Action 
The sequence of events towards the final solution with twists and revelation of the truth. 
 
Act 5: Outcome or Solution, Denouement
 The final solution of the play. Sometimes it is accompanied by a moral lesson.
The Pyramid of Gustav Freytag (Das Technik des Dramas 1863)
Freytag enriched this scheme as follows:
                                                  Climax


Upward course of action                                         Downward course of action


Exposition                                                                                      Denouement

Exposition: the part where important information about where the story takes place, what has happened before, details about the characters, etc. are listed.
Inciting incident: the event that sets history in motion and without which there would be no story.
Rising Course of Action: The sequence of events that begins immediately after the Exhibition and the inciting incident and builds the plot to the climax.
Climax: the turning point that changes the protagonist's fortunes, often reveals his weakness.
Falling Course of action: The conflict between the protagonist and the antagonist unfolds with the former winning or losing to the latter. The falling course of action may include a moment of suspense where the outcome of the conflict is inconclusive.
Denouement/Resolution: The events from the end of the falling course of action to the final scene. Conflicts are resolved by restoring normalcy and a sense of redemption or catharsis.       
This structure adapts to the form of the drama genre of each season.
The well-made play is a 19th-century dramatic genre first codified by the French writer Eugène Scribe. Writers such as Victorien Sardou, Alexandre Dumas, the son, and Emile  Augier each wrote in this genre adding elements of their personal style to the genre. The well-made play was a popular dramatic form of entertainment, but already in the mid-19th century the term had acquired a pejorative connotation. Henrik Ibsen and other realist drama writers of the genre (August Strindberg, Gerhart Hauptmann, Émile Zola, Anton Chekhov) used the technique of carefully structuring and preparing the effects of well-made work to serve the genre of critical reflection plays. "Through their example," as Marvin Carlson argues, the "well-made play became and continues to be the traditional model of structuring plays." 
The well-made play
 Seven things a well-made play should have
1. Inciting incident: The moment in which the balance of the world of the play is destabilized and the purpose of the protagonist, what he wants, is revealed.
2. Protagonist: a character who wants something so much that he is willing to do anything to get it. Traditionally it is the character that the audience identifies with.
3. Antagonist: the character who creates obstacles for the protagonist in the search for what he/she wants and who is also looking for something, sometimes he/she may want the same thing as the protagonist.
Example: 
Electra protagonist, Clytemnestra antagonist
4.      A beginning where persons and things are exposed, we meet the protagonist, learn what he/she wants and why he/she wants it, and the inciting incident event. 
5.      A middle/ the journey: the protagonist tries in various ways to achieve what s/he wants while the antagonist tries to block him/her.
6.      Climax/turning point: the point where the protagonist has the choice to achieve what s/he wants, where the transition to happiness or unhappiness begins. It is the point at which all the events in the play lead, the most intense point of the play and the turning point for the protagonist.  
7.      An ending: where the protagonist has succeeded or failed in his goal and his life changes for better or worse (Oedipus).



Types of dramatic structure (in terms of the sequence of events) 

From the point of view of the chronological sequence of events, the structure of a play can be linear or non-linear.  
Linear structure: the sequence of scenes follows chronological order, i.e. the story unfolds from the beginning to the resolution (outcome) and the rendering of events gives a naturalistic impression as they gradually escalate towards the climax. 
In one sentence: History moves in one direction, forward. 
Non-linear structure: the sequence of scenes does not follow chronological order, and the rendering of events gives the impression of a puzzle with the final image gradually completed as we move towards the resolution.  
In one sentence: History moves in all directions other than linear on the axis of time.  
The vast majority of projects follow a linear structure as the linear path to the future is the most familiar simulation towards the course of human life. A non-linear structure shall be followed when: 
 There is more than one narrative line in the work 
  The author wishes to try a wide range of dramatic techniques.
  The dramatic tension intensifies and the author's message acquires a multi-layered interpretation. 
Example:  Harold Pinter's Betrayal, where the play begins at the end
The play has 9 scenes
1977
Scene 1: Pub. 1977. Spring
Emma and Jerry meet for the first time in 2 years. For seven years they had an extramarital affair and a secret apartment. Jerry thinks no one else knew. Emma now has an affair with Keycy, a writer whose agent is Jerry and whose publisher is Robert, Emma's husband. Emma says that the night before she discovered that Robert had been cheating on her for many years with many women and admits that she has revealed to Robert her relationship with Jerry. 

Scene 2: At Jerry's house later that day
Jerry meets Robert to talk about the relationship. Robert reveals that he actually knew about it for four years. Although he found out their friendship continued, but they no stopped played squash together. 

1975
Scene Three: Apartment, Winter 
It's the end of Jerry and Emma's relationship. They rarely see each other and Emma's expectations that this apartment could be another kind of home have been dashed. They agree to leave it.

1974
Scene 4: Emma and Robert's house, Autumn living room. 
Jerry visits Robert and Emma. He reveals that Casey left his wife and lives nearby. Jerry and Robert plan to play squash, but Jerry reveals that he will be visiting New York with Casey. 

1973
Scene 5: Hotel, Summer.
Robert and Emma are on holiday in Venice and plan to visit Torcello the next day. Emma reads a book written by an author Jerry represents. Robert says he refused to issue it because it has nothing more to say about infidelity. Robert has discovered that Emma received a letter from Jerry. Emma admits to having an affair. 

Scene 6: Apartment, Summer.
Emma has returned from her holiday with Robert. She bought a tablecloth for the apartment. Jerry reveals to her that despite the relationship the two have, he still eats every lunchtime with Robert.  

Scene 7: Summer Restaurant 
Robert gets drunk at lunch with Jerry. He says he hates modern novels and that he went to Torcello on his own and read Yates.  

1971
Scene Eight: Apartment Summer
Emma wants to know if Jerry's wife is suspicious of their affair and announces that while Jerry was in America she became pregnant by Robert. 

1968
Scene 9: Robert and Emma's house. Bedroom summer 
During a party, Jerry enters the bedroom and confesses he loves her. He also tells Robert that he is his best friend and best man.  


Escalating structure: A single central plot that works in an escalating manner until the climax and the resolution with increasing intensity
Episodic structure: Apart from the central plot, there are also secondary plots connected to the central one whose development we follow, e.g. the plays of Shakespeare Lear.
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