National Open University of Nigeria

Plot 91, Cadastral Zone, University Village,
Nnamdi Azkiwe Expressway, Jabi, Abuja.

ENG862 - COMPARATIVE STUDIES IN DRAMA

Course Writer Professor Charity ANGYA

Department of Theatre Arts
Benue State University
Makurdi

Editor Professor Emmanuel IDEGU

Department of Theatre, Film, & Carnival Studies
University of Calabar

Cross River State

Course Coordinator DR. Bridget A. YAKUBU

Department of Languages

National Open University of Nigeria



CONTENTS

Introduction 1
Course Aims 2
Course Objectives 3
Working through the Course 3
What you will do in the Course 4
Course Materials 4
Study Course Units/Course Guide 5
Set Textbooks/Reference 6
Assignment File 9
Presentation Schedule 9
Course Marking scheme 9
How to get the best from the work 11
Tutor-Marked Assignment (TMA) 11
Final Examination and Grading 12
Tutors and Facilitators 12
Summary 12
Module 1: World Drama 15
Unit 1. Drama in the Classical Era 15

Unit 2. Medieval through the Restoration Era an#f DBama 20
Unit 3: 19" Century and Contemporary Drama 28
Module 2: Modern Drama 36

Unit 1: Romanticism, Realism and Surrealism 36



Unit 2. Expressionism and Other Movements in the Theave

Unit 3: Poor Theatre and Others 54
Module 3: Dramatic Genres 67
Unit 1: Tragedy 67
Unit 22 Comedy 76
Unit 3: Tragicomedy and other Genres 86
Module 4: African Drama 91
Unit 1. North African Drama 91
Unit 2: Southern African Drama 96
Unit 3: West African Drama 102
Unit 4: East African Drama 112
Module 1: Traditional versus Scripted Drama 117
Unit I: Traditional Drama 117

Unit 2: Scripted Drama
ENG 862

COMPARATIVE STUDIES IN DRAMA-Three (3) Credit Units

INTRODUCTION
ENG 862 is a one semester course of three credd. Uhhas 15 units which cover the
basic styles and modalities that will enable thelsht carry out comparative analysis of

drama from different climes and a clear understagaif how other cultures engage in



dramatizing as well as knowing their concerns, sdaad contribution to the growth and

development of drama.

The course is a more advanced study of basic dmaiples and modes which the
student must have studied at the undergraduatd. leZenphasis is on the different
contexts and climes in which drama evolved anddwinued to be practised through
various stages and cultures. The comparative sitidyama therefore is on a number of
levels:

0] Cultural contexts

(i)  Periods

(i)  Contemporarity

(iv) Conceptual

(v) Styles
The material has been broken down into the bakiasthe student must have grasped
during their undergraduate training. The buildta@ more advanced level is taken step
by step to enable the student grasp both the fanahd unfamiliar contexts, understand
cultural differences in drama and performance amthér help the student grasp hitherto

abstract concepts through simplified explanatiordfallow up activities.

The course is developed in such a manner that ybuefresh your memory on earlier
subjects that you have experienced during your ngndduate training and material is
added to the advanced training needed to buildses lbar research in drama. The step by

step guide to the exploration of higher conceptsldee systematically to enable you
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understand what these concepts are concerned withttee manner in which these

concepts, styles, and presentations are different.

Through this comparative approach to drama, youwntlerstand that drama, though a
global activity is quite diverse in nature and pic yet it functions to entertain and

teach fundamentally.

Drama is a part of everyday living. Drama usesflmims a major tool for exploring
human experience. It also uses everyday situatmmsove the play through situations,
incidents and dramatic incidents all interwovenhivitthe plot of the play. The human
condition is explored in the world of drama. Holese experiences are then told in
stories across Africa and other continents is tloai of the study of ENG 862.

COURSE AIMS
The course is developed to equip you to understaedvorld of drama and how it is

explored in different epochs, societies and comtresiiacross the world. The basic
principles on which drama operates are also cldarbught out in this course. The
course will therefore help you to:

I Refresh your memory on basic drama principlesestghd origins.

. Give you an understanding of drama in the Westt, Bath and South Africa.

iii. Give you an understanding of drama in other contsieAsia, Western

Europe, Eastern Europe and America.
\2 Give you an understanding of the various epochibedtre and drama practice

V. Acquaint you with styles and forms of drama



Vi. Bring out clearly the similarities and differenciswritings under different
climes.
COURSE OBJECTIVES
The course objectives refer to what studying thaurse will help you to do.
Understanding what the objectives are will help yowstudying the material in a more
focused manner and help you to assess yourselfiaderstand areas where you need to
study further and improve yourself. By the endhaf course, you should be able to:
I Identify the various epochs and stages of dramatamyolution over time.
. Carry out a comparison of drama in terms of style farm.
iii. Carry out a comparison of drama in terms of draenatitings on the African
continent.
\Y2 Do a comparative analysis of drama in differentticamts.
V. Be able to discuss trends in contemporary drama
Vi. Be able to criticize dramatic writings based onryohservation of influences

from different climes.

WORKING THROUGH THE COURSE

There are 41 units in this course. At the endagheunit, there is an activity assignment.
You must carefully study the contexts of each umifore attempting the task or
assignment. Each unit clearly states the objestofethe unit. Study these objectives
and be ready with your pen and paper to think amtdevas you study because the

material is designed to enable you be practicajaar approach to your study of the



course. The course contains tutor marked assigsmehich you are expected to
complete and submit to your tutor on time. At &mel of the course, you are expected to

write an examination. The time of the written exaation will be communicated to you.

WHAT YOU WILL LEARN IN THE COURSE
You will understand in this course the play and\haous forms, style and shape that it
could assume depending on the culture, epoch aewhiting trends. You will clearly
understand the components of drama, styles andsfordou will equip yourself with
studying texts and understanding the trends inrvgst
COURSE MATERIALS

1 Course Guide

2 Study Units

3 Textbooks

4 Assignment Files

5 Presentation Guides
STUDY UNITS/COURSE GUIDE
Each study unit comprises the study material arsigament/activity and makes up a
week’s work which is preceded by the objectivesouYare expected to study these
objectives before going through the material tlahgrises the units. This will help you
to understand better the purpose of the study aseésa whether you have clearly
understood the contents. Each study unit contiesreading materials and the self-

assessment exercise. Other materials includeutbernarked assignment and tutorials



which will help you achieve the objectives of theurse. The units in the course are as
follows:

Module 1: World Drama

Unit 1: Drama in the Classical Era

Unit 2. Medieval through the Restoration Era an#! DBama
Unit 3: 19" Century and Contemporary Drama

Module 2: Modern Drama

Unit 1: Romanticism, Realism and Surrealism

Unit 22 Expressionism and Other Movements in the Theatre
Unit 3: Poor Theatre and Others

Module 3: Dramatic Genres

Unit 1. Tragedy

Unit 22 Comedy

Unit 3: Tragicomedy and other Genres

Module 4: African Drama

Unit 1. North African Drama

Unit 2: Southern African Drama

Unit 3: West African Drama

Unit 4: East African Drama

Module 1: Traditional versus Scripted Drama

Unit I; Traditional Drama



Unit 2: Scripted Drama
Set/Textbooks/Reference

Adedeji, J A. “The Theatre’s Contemporary Politi@@velopment in Africa”. InAfrican
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Growtowski USA: Hodder and Stoughton, 1998.
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Dolgov, K.M. “Culture and Social Progress”. In Roxgh, Angus (Translated)
Marxist Leninist Aesthetics and the Atdoscow: Progress, 1980.

Gustav, Freytag. Freytag's Technique of the Drama: An Exposition of
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Eagleton, TerryMarxism and Literary Criticisni.ondon: Methuen and Company, 1981.

Ellsberg, Mary and Heise LorResearching Violence against Women: A Practicatigui
for Researchers and Activistg/ashington: World Health Organisation, PATH,
2005.

Encyclopaedia BritannicaChicago: 2010.

Encyclopedia of Contemporary Chinese Culture, wmacademic.com Retrieved 27
February, 2018.

Erika Fischer-LichteTheater Avant Gardelubingen, 1995.

Esslin, Martin.The Theatre of the Absyrti962.

Evwierhoma Mabel. Female Empowerment and Dramatic Creativity in
Nigeria. Ibadan: Caltop publications, 2002.

Gbilekaa, SaintRadical Theatre in Nigeridbadan: Caltop Publishers, 1997.
Guarini, Giovanni BattistaNew International Encyclopaed{dst ed.). New York: Dodd
Mead 1905.
Compendium of Tragicomic Poetdy605.
Idegu, E. “Between Theatre and Society: The goestf understanding”. In Egwugwu

lllah (ed). Theatre, Politics and Social Consciousness in Nagedos:
Leadership Institute, 2002.

Jerzy, GrotowskiTowards a Poor Theatr&lew York: Routledge, 2002.
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Ker, David. Literature and Society in Afric#buja: Spectrum Books, 2004.
Leslie, RichardSurrealism: The Dream of Revolutiddew York: Smith mark, 1997.

Longinus. Sublime In Dukore, F. B.Dramatic Theory and Criticism: Greeks to
Growtowski USA: Hodder and Stoughton, 1998.

Obafemi, Olu. “Interview with Bode Sowande in lIbada8" November, 1978".
In  African Literature TodayVol.1-12. London: Heinemann, 1992.

“Revolutionary Aesthetics in Recent NigeriTheatre”.African Literature
Today.Vol. 1-12, London: Heinemann, 1982.

Contemporary Nigerian Theatre: Cultural ritbge and Social
Vision Lagos: Centre for Black and African Cixdtion, 2000.
Rohmann, ChrisA World of IdeasNew York: Ballantine Books, 2000.
Rotimi, Ola.lssues in African Theatrédbadan: Humanities Publishers, 2001.

Tabb, Michael. Script Notes: “Where a Story Beginvgww.scriptmag.com Accessed
February 18, 2018

Wa Thiongo, Ngugi.Writers in Politics.London: Heinemann, 1981.

White, Craig. “Terms/Themes on Romanticism”. Unsigr of Houston.
www.uhcl.edu/HSH/Whitec/terms/R/Romanticism.htmrikeed 20"
February, 2018.

Writing a Play: Script Format, “Steps and Tips'www.scriptmag.com Accessed
February 15, 2018.

Yerima, AhmedBasic Techniques in Play Writinthadan: Caltop Books Ltd, 2003.

Assignment file
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The file contains all the assignments to be dongnig course which will be graded by
your tutor. The marks from each assignment wilaided to the final grade that you will
be awarded for the course. Additional informatanthe assignments will be found in
the section on assignment in the course guide.

Presentation Schedule

The presentation schedule has been included ingmunse materials. This gives you the
important dates you are expected to complete amehisyour Tutor-Marked Assignment
and dates for attending tutorials. It is importemtemember that the assignments must
be submitted as when due.

Course Marking Scheme

The table gives you a breakdown of the course marks

Assignment Marks

Assignment 1-41 The three best marks of the assignment count &6 30

of the course
Final exams The final exam counts for 70%o0f ovaralrks

Total 100% of course marks

Course Overview

Unit  Title of Works Weeks Assignment/end
activity of unit
Course Guide 1 Assignment 1
Module 1
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1 Traditional Drama 2 2

2 Scripted Drama 3 3

Module 2

1 Tragedy 4 3

2 Comedy 5 4

3 Tragicomedy and other Genres 6 5

Module 3

1 North African Drama 7 6

2 Southern African Drama 7 7

3 West African Drama 8 8

4 East African Drama 9 9

Module 4

1 Drama in the Classical Era 10 10

2 Medieval through the Restoration Erhl 11
and 18' Century

3 19" Century and Contemporary Drama 12 12

Module 5

1 Romanticism, Realism and Surrealism 13 13

2 Expressionism and Other Movements i 14
the Theatre.

3 Poor Theatre and Others 15 15

16 Review

13



17 Review

How to get the best from the work

The purpose of writing this module in simple terimgo ensure that you can read and
understand the material on your own without the spfal presence of the Course
Lecturer. This is why the programme is referrecsoDistant Learning. In organising

your course unit, it begins with an introductiotgted/expected objectives of the unit and
it also deals with what you are expected to doraftedying the unit. You need to be
focused and consistent in doing the activity ansigmenent which has been carefully
prepared for your understanding of the course. B2 is an exciting course that
demands your understanding of drama trends achesglobe. If you do the activities

and follow up assignments you will have a cleanmedarstanding of drama not only as

practised within your environment but across ttubg|

Tutor-Marked Assignment (TNA)

ENG 862 is a course that deals with comparingestyforms and structures of drama
across periods, continents and within Africa. Thatof-Marked Assignments are

submitted at the end of every unit. You are exg¢d do all the assignments. Before
you meet for tutorials you are equally expecteddall the activities listed in the unit to

help you as you meet with your tutors/facilitatorgour assignments will be based on
your clear understanding of the forms and styleghefdramatic genres and your ability

to explain the basic drama concepts related termifft forms and styles.
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Your completed assignments must reach your faidlithefore the stated deadline. The
best three assignments that have the highest gvildee counted as 30% of your total
course worth. Assignments in the units in thisrseuare contained in the assignment
file. You will need to use the information and erédls contained in the text books and
study units to complete your assignment. You alsed the material contained in the
references to broaden your knowledge of the subject

Final Examination and Grading

The final examination for ENG 862 will be for thré®urs and you are expected to
answer four (4) questions. Three questions wiltycawenty marks (20) each while only
one question will carry ten (10) marks giving aatodf seventy (70) marks. The tutor
marked assignment carry thirty (30) marks in additio the seventy marks for the

examination making a total of hundred (100) matrles 80 + 70 = 100).

The pattern of questions in your examination wolldw the same pattern as your tutor-
marked assignments. It is advisable that you spenel reading the different dramatic
forms, styles and comparing the trends in diffeneaits of Africa and globally well

before the date of your final examination.

Tutors and Facilitators
There are ten tutorial hours for this course. Tdate, time, location and phone

number/email addresses of the tutorial facilitdtor ENG 862 and your tutorial group
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will be communicated to you. Feel free to relaiéhwour facilitator. The facilitators
will mark and correct your assignments, then maonytour attendance/performances in
all tutorial-marked assignments. Feel free to @onyour facilitators by phone or email
if you encounter any problems understanding théerds of the course material.
SUMMARY

ENG 862 is specially designed to equip you with wamderstanding of drama on a
comparative basis. This material has been arrammgadsystematic manner to help you
understand the basics of drama, styles and formod& concepts and styles have been
simplified to help you understand drama as pragdtinadifferent parts of the world. The
course explores a range of topics from traditioreisus scripted drama, scripting for
different media (stage, TV, radio, film) dramatienges, African drama (West, East,
South and North), Western and Eastern Europe; @stha, China, Japan and American

drama). The module further looks at modern drantatsands.

It is hoped that you will enjoy reading and studyithe different ways drama is
experienced across the globe. At the end of theseg you should be able to answer
such questions as:
I How did Drama emerge?
. What are the differences between Scripted and ptedrDrama?
iii. What are the differences in the conventions of imgitAfrican Drama in
comparison to the rest of the globe?

V. What are the different forms of Drama?
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MODULE 1: WORLD DRAMA

UNIT 1: DRAMA IN THE CLASSICAL ERA

CONTENTS

10 - Introduction
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20 - Objectives

3.0 - Main content

3.1 - Drama in Primitive Times
3.1.1 - Drama in Egypt

3.1.2 - Drama in Greece

3.1.3 - Drama in Rome

40 - Conclusion

50 - Summary

6.0 - Tutor-Marked Assignment
7.0 - References/Further Reading

1.0 INTRODUCTION

This unit is designed to expose you to the foumdatiistory of world drama. The
classical era is the first phase of world drama iaiglintended that this will give you a
base in the study of drama. This is very imperatgeit will equip you with the
knowledge of what informed drama and theatre and/ hbey all started. This
foundation is expected to enable you build yourvikedge of contemporary drama

upon.
2.0 OBJECTIVES

At the end of this unit, you should be able to:

I Understand what classical drama represents.

. Identify the various traits that characterisama in Egypt, Greece and Rome.

iii.  Attempt an assessment of major dramatists h&f tlassical era vis-a-vis their

works.
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\2 Evaluate the contributions of drama in the sieal period.

3.0 MAIN CONTENT

3.1 DRAMA IN PRIMITIVE TIMES

Human beings living on the earth have always hadestorm of drama experience. This
is in line with the human nature theory of Ariséotbostulated in hisThe Poetics
According to Aristotle, drama is imitation of aatidSince the objects of imitation are
men in action and these men must be either oflzehigr a lower type” (Poetics, Il). The
explanation of Aristotle reiterates the fact thasithe daily life that people live, which
ends up as drama. Primitive man lived in caves sirated his environments with the
animals and beasts of the forest. As far back ad#ginning of time, man has always
resorted to some form of rest, entertainment, perdmce, re-enactment, drama, dance,

mime, pantomime, and singing, all to unwind andxel

3.1.1 DRAMA IN EGYPT

Egyptian society was ritualistic in nature. DranmaEHgypt was based on ceremonies
associated with the worship of Isis and Osiris,ttegor gods/deities in Egypt. Annually,
the people in Egypt would converge at Abydos toycaut ritual activities, chants and

performances in honour of their two gods.

3.1.2 DRAMA IN GREECE
Theatre in Greece enjoyed its peak in tife Gentury BC. Hitherto was an annual

celebration of life with activities carried out twonour Dionysus, the Greek god of
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fertility. Thespis is renowned to have been thstfactor in history when he introduced

the actor to actor relationship on a stage. Tmaiakfestivals enjoyed so much patronage
and attention that with time, competitions for pszwere introduced. Aeschylus,

Sophocles, Euripides, Aristophanes and other lepslpr Dramatists of the period wrote

plays to compete for the prizes. Popular Greeklaglude SophocleDedipus Rex

Ajax, Elektra Antigone,etc. Aristophaned’ysistrata, The FrogsThe Waspsetc.

3.1.3 DRAMA IN ROME

The fall of the Greek civilization led to the emenge of the Roman Empire. The
Romans were a military society and their theat® tended to be inclined towards
military might and violence. The Gladiator concetprived in the Roman times.
Gladiators were used to entertain the Romans dul@stjvals, Games and special
ceremonies. Such ceremonies were usually charaeteby fights and bloodshed mostly
between slaves, Gladiators and wild beasts. AmiRoman playwrights of the time

include:

Plautus (254-184 B.C.). Some of his plays Amgphitryon The Pot of GoldThe Rope

The CaptivesaindThe Twin Menaechmi.

Terence (c. 195-159 B.C.). He wrote plays in Rontectv became very popular and
appreciated by all and sundry. He wrdtee EunuchThe Mother—in-LawThe Brothers

The Woman of Andrpo$he Self TormentogndThe Phormio.
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Seneca Lucious Annaeus (4B.C.-65 AD). He was aesatipert and tragedian who wrote

plays such abledeaandThyestesAbout ten plays are attributed to Seneca.

TOOLS/ MATERIALS

In writing any dramatic work, you will need writingnaterials like pen, paper, writing
pads, pencil, notebooks, and perhaps a computeyYsetcan do your writing with all or

any of these. What one needs to do is to identifjatwmis most convenient. Most
importantly, your ideas must be in shape and intadte able to put a good unified plot

on paper.

SELF ASSESSMENT 1

What do you like most in the drama of the classpealod and why?

4.0 CONCLUSION

In this unit, we have discussed the roots of wdrgma and how drama in the classical
era addressed traditional and cultural issues fuedsally and other societal issues. It is
worth noting that drama at this stage set the gacevhat happened in later eras of

theatre history.
5.0 SUMMARY
In this unit, you have learnt that:

I Drama is as old as man beginning from the pruaitimes before the dawn of

civilization.

. Classical drama and theatre kickstarted thetma of drama in the world and this

trend was built upon by successive eras.

. Traditional and cultural issues got maximuneatton of classical drama.
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iii. Greek theatre remains one of the most exgitamas in theatre history with an

amazing exuberance of participation and activities.
V. Roman theatre was built around a warlike celtand the gladiator concept of
providing entertainment at sports, competitions fastivals, through the shedding

of blood.

6.0 TUTOR-MARKED ASSIGNMENT

1. What does classical drama represent?
2. Discuss the events that led to emergence ofkGheana.
3. Highlight the contributions of the major clasdidramatists and show how their

works have enhanced their respective societies.
7.0 REFERENCES/FURTHER READING

Bernard Dukore.Dramatic Theory and Criticism: Greeks to Grotowskiondon:
University press, 1999.

Cohen, RoberfTheatre: Brief Edition(5" Ed.) California: Mayfield publishing, 2000.

Connelly, L. &  Macdonald, Parrat. Feminism and Development:
Theoretical Perspectivelsondon: Oxford University Press, 1990

Eagleton, TerryMarxism and Literary Criticisnb.ondon: Methuen and Company, 1981.

Egwugwu lllah (ed)Theatre, Politics and Social consciousness in Négdios:
Leadership Institute, 2002.

Ellsberg, Mary and Heise LofResearching Violence against Women: A Practicatigui
for Researchers and Activisté¢/ashington: World Health Organisation, PATH,
2005.
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UNIT 2: MEDIEVAL THROUGH THE RESTORATION ERA AND 18 ™
CENTURY DRAMA

CONTENTS

1.0 - Introduction

20 - Objectives

3.0 - Main content

3.1 - Medieval Drama

3.1.1 - Renaissance Drama

3.1.2 - Elizabethan Drama

3.1.3 - The Restoration and"18entury Drama
40 - Conclusion

50 - Summary

6.0 - Tutor-Marked Assignment
7.0 - References/Further Reading

1.0 INTRODUCTION

This unit is designed to advance your understandingorld drama from the middle ages
through the restoration and i8entury. During the Middle Ages, theatre begare n

cycle of development that paralleled the emergearidbe theatre from ritual activity in

the early Greek period. Whereas the Greek theaitleghown out of Dionysian worship,
the medieval theatre originated as an expressidheo€Christian religion. The two cycles

would eventually merge during the Renaissance.
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Between the Classical and early Renaissance peribdatre was kept alive by the
slenderest of threads—the popular entertainers hadodispersed to wander, alone or in
small groups, throughout Europe. These were theesiinacrobats, dancers, animal
trainers, jugglers, wrestlers, minstrels, and sédigrs who preserved vital skills that
survive in the theatre today. They also broughti@ity to theatre that still exists: popular
theatre and the literary theatre were to grow bigdside, feeding off and nourishing each
other. During the late Middle Ages these populaeeainers found a more secure place
at royal courts and in the households of the niybii/here they acted, sang, and played
music at their masters’ festivities. The writtemtsethat they developed for performance

were, especially in France, literate and often @ligagatirical.

The knowledge of drama during the renaissance #ndlethan period is not left out and
this is supposed to equip you with knowledge of livama fared during the middle ages

and the eras following it.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
I Understand what medieval and renaissance draprasents.

. Identity the various traits that characterisarda in the medieval and renaissance

period.

iii.  Attempt an assessment of major dramatistshef tenaissance era vis-a-vis their

works.
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\2 Evaluate the contributions of drama in the negdl and renaissance period.

v. Expatiate the traits of restoration and' t@ntury drama.

3.0 MAIN CONTENT

3.1 MEDIEVAL DRAMA

After the fall of the Roman Empire due to intermaangling and squabbles, a period of
literally silence existed except for a few intetleal activities. By the 18 Century,
Medieval activities began to intensify especialljthathe introduction of the Corpus
Christi, a new religious festival in 1264 by oraérPope Urban IV. By the Mand 1%’
Century, the Corpus Christi had spread acrossetjems by a decree of the Papacy. The
Medieval era had come to stay and in churches ¢out the land, congregations

engaged in dramatizing the story of the birth audeChrist.

Because of excitement and income, dozens of ctaliisgand professional trade groups
were formed; workers involved in specific professotook turns to make drama
presentations based on their trade and profesEloree major categories of plays existed
classified under Mystery Plays (Skill or trade lthsxamples aréhe Second Shepherds
Play, The Fall of Lucifer, The Building of the AriMiracle Plays (Allegorical issues,

example isDoctor Faustuy and Morality Plays (Teaching of morals and exaspre

Everyman, The Pride of Life, The Castle of Persaves).

Everymanas a Medieval Play is written by an anonymous authdells the story of a
man who undertakes a journey of life until he deteeaven and his deeds while on earth

are judged by God’s Angels. The play imparts adess caution to mankind that people

25



should watch how they treat their fellow brotheril@lon earth since the day of Judgment

must surely come.

3.1.1 RENAISSANCE DRAMA

Renaissance simply means “Rebirth” and between -1400 B.C. the world was
experiencing a new spirit of revival and rebirtht pest in drama only but in every other
sector. Much of what was lying in ruins due to taeages of war was being rediscovered
in this period of peace. Classical texts of thegksewere discovered and interests in the
staging of the plays of Aeschylus, Sophocles, Edegp and others heightened the search

efforts, since these had become a hot cake matetiaé society of the time.

The works of Plato, Aristotle, Cicero, and otheilggophers of ancient societies were
now being sought after intensely as researchers agually using them as references in
the new writings of the new age. In Italy, the Coadia dell’Arte became a major force
in drama to reckon with. As a comedy performedpogfessionals, the Commedia
dellArte provided a new lease of life to all of csety at the time, and major
transformations in society were going to be exmeeel as a result of this new theatre.
Major characters in this type of drama were typeputarly known as Pantalone,
Arleccchino, Harlequinn, Pulcinella, Columbina, dathe shrewd and shifty servants

and others. Together they added fun to life an# tmmedy to new heights in Europe.

3.1.2 ELIZABETHAN DRAMA
From the 1500s, when Queen Elizabeth was on tlleé¢hn England, interests in the arts

intensified. She particularly devoted both timesowrces, energy and support to the arts.

26



This made the arts to thrive during her reign. &ese of encouragements and supports,
playwrights such as William Shakespeare, Ben Jahndohn Webster, Inigo Jones,
Christopher Marlowe, Thomas Kyd, and others becasaiebrities in the 15 and 168
century English theatre. The Globe Theatre waspallpo drama performance auditorium
in England and it was here that many drama perfoces were carried out to entertain
the nobles in England. Other theatre halls inclufied Swan Theatre and The Fortune
theatre. Popular plays staged in these theatrdsded William Shakespeareldamilet,

Henry Part IV, King LearandDr Faustusby Christopher Marlowe.

3.1.3 THE RESTORATION AND 18™ CENTURY DRAMA

From the 1580s drama and theatre continued to ethamd expand especially as
educational institutions began to spring up allralie world. The rise of the Puritans, the
French, the Aristocrats, the Spanish, and otherkayers in the new age was critical to
drama since increasing interests meant its expansimoEngland, John Webster wrote
plays such a3he White Devi[1609) andThe Duchess of Malfi1613), Lope de Vega
wrote dozens of plays includinfhe Gardener’s Dog, The Greatest Alcalaled The

King.

In France, the controversial play of Pierre Cofaditled The Cidbecame a model for
the interests in drama that would result and tleeesmsing number of playwrights that
would emerge. By 1640, the French had establishstioag theatre base already. Jean
Baptiste Racine emerged as a major figure in thendrworld of this era, specializing in

tragedy and some of his plays aBgitannicus(1669),Iphigenia(1674) andMithridate
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(1673). Molliere championed the cause of comedyh wiays such a¥he Miser The

Imaginary Invalid TartuffeandThe Misanthrope

In England, playwrights such as Aphra Behn becahe first professional female
playwright and she produced wonderful plays suchllas Rover.William Congreve
produced the playhe Way of the Worldyhile Richard Sheridan produc&thool for

Scandalall bestsellers of the time the world over.

By the 17" century, drama had taken full roots in society] atate sponsorship of
theatrical activities had increased considerablgvi® Garrick is renowned for being a
theatre Manager par excellence in England andraareager of the Drury Lane Theatre;
he encouraged playwrights considerably making dramd theatre a lucrative and
admirable profession. He is renowned for reworkingnch plays and embellishing them

with ideas from Italian plays to produce stage ergs¢ces.

Notable playwrights of this period include; Sir Razd Steel, who wrot€éhe Conscious
Lovers(1722), Colley Cibber who wrotkeove’s Last Shiff1696), and Joseph Addison

who wroteThe Spectatof1700).

TOOLS/ MATERIALS

In writing any dramatic work, you will need writingnaterials like pen, paper, writing
pads, pencil, notebooks, and perhaps a computeYgetcan do your writing with all or

any of these. What one needs to do is to identifjatwis most convenient. Most
importantly, your ideas must be in shape and intadte able to put a good unified plot

on paper.
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SELF ASSESSMENT 2

How would you assess the practise of drama duhagrtedieval and renaissance era and

what would you suggest that would have been doneglthe eras?

4.0 CONCLUSION

In this unit, we have discussed drama during theieval and renaissance eras. Also,
restoration and ¥8century drama has been discussed. This will engahleto have a

deeper knowledge of world drama.

5.0 SUMMARY

In this unit, you have learnt that:

I Medieval drama served in propagating the gosp#ie Christian Religion.
. Renaissance drama was a rebirth of classi@ahelr

iii.  Drama experience a serious boost during thiealBethan era due the support it

enjoyed from Queen Elizabeth
v Drama took full roots during the restoration &@&" century.

6.0 TUTOR-MARKED ASSIGNMENT

1. What is medieval drama and what does it rept@se

2. What is renaissance drama and what are its rteajets?
3. Attempt an assessment of Elizabethan drama?

4. Discuss the restoration and"@:ntury drama.
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UNIT 3: 19™ CENTURY AND CONTEMPOARY DRAMA
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1.0 - Introduction

20 - Objectives

3.0 - Main content

31 - 19" Century Drama

3.1.1 - 20" Century Drama

312 - Contemporary Drama

3.1.3 - Drama in Contemporary Nigeria
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1.0 INTRODUCTION

This unit is designed to put you through the teétsrodern and contemporary drama.
This is predicated on the fact that a knowledgeheke will certainly spur to develop
scripts which will be good enough to be produceany part of the world. It is therefore
important for you to familiarise yourself with thechniques of drama of the modern and

contemporary times.
2.0 OBJECTIVES

At the end of this unit, you should be able to:
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I Identify the factors that characterised medieral renaissance drama.

. Discuss the contribution of renaissance drama.

iii.  Evaluate modern and contemporary drama.

V. X-ray Nigerian contemporary drama.

3.0 MAIN CONTENT

3.1 19" CENTURY DRAMA

Modern Theatre took shape from 1780 with the ris@a mew generation of conscious
personalities who were set to revolutionize exgtiteas, ideals, philosophies, theories
and theatre traditions to match and suit the nesv Bgrlier in the 19 century, Romantic
Drama was the in-thing but it had its shortcominigsiting artists to embellishments and
norms and giving no room for innovations and theveo of poetic license. The
romanticists such as William Wordsworth, John Ke&samuel Coleridge, were to be

seen eventually as aesthetic renegades.

Closet Drama became a popular form of drama framgériod. It refers to drama that is
meant to be read only and not necessarily to blenpeed. Lord Byron’sManfred(1817)

is a play designed as a closet drama. Here inHee®rigins of the use of other literatures
for adaptation into plays. By 1800, it had becom&aze and every novel, short story,
prose that was good was being converted into a @maiece. Alexander Duma’s Fils
one prose that inspired numerous plays and opefarpgnces within the period. This

equally formed the background for the rise of thedadrama.
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Modern times meant modern ideas and numerous schaiolthought were being
established by critics, thinkers, artists, and otheerests’ groups. Expressionism,
Impressionism, Surrealism, Naturalism, Absurdisme some of the new schools of
thought that arose from this period. Oscar Wildgiays such asThe Importance of
being Earnes{1895),A Woman of no Importan¢@893), Henrik Ibsen’é& Doll’'s House
(1879),Hedda Gabler(1890), An Enemy of the Peop(@882),(1888), Anton Checkov
wrote The Three Sisterd901), The Cherry Orchadq1903), Bernard Shaw wrotdajor
Barbara (1905), and also other plays. These contributiorsewery significant to the

new age of modernism.

3.1.1 20" CENTURY DRAMA

What dominated drama in the®0entury was the heritage of realism which tramafet
into numerous strands and shades of advancemétdas of realism became a major
force to reckon with and a reference point was Audstrindberg’sMiss Julie, and
Hedda GablerMuch of plays had adopted the approach of comgimyth with realism
to achieve a new drama style that was in voguler2t’ Century. This incorporation of
myth into drama provided opportunities for creayivinnovation and experimentation,
and a new sphere that would last into th& @dntury and would be enjoyed throughout
the world. Among major areas of exploration inrdaawere poetic realism (The Abbey
Theatre plays such as Syngeltie Playboy of the Western Wor{@907), Eugene

O’Neill's The Hairy Ape(1922) andDesire Under the EIm§1924). Social Realism at
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this time focused on political participation andtiagem with a strong political

consciousnesd.obacco Roadby Jack Kirkland is a good example of such plays.

The 20" Century equally withessed a combination of realsrd expressionism. The rise
of Epic drama and theatre was significant espgciaiih Bertolt Brecht's works such as
Mother Courage and Her Childre(1941) andThe Good Woman of Setzuflf43).
Absurdist Drama was spearheaded by the populartifehefithe Absurd. Samuel Beckett
was a major contributor to this. His plays suchAating for Godot(1952), andHappy

Days(1961) are classics in this area.

This period equally marked the novel contributiaisthe Irish world to theatre. John
Millington Synge who is Irish wrote plays such BR&lers to the Se&1904), which
became a classic and was widely adapted for b&ghiseon and radio. Luigi Pirandello
wrote Six Characters in Search of an Authd921),Each in his own Way1924) and

Tonight we Improvis€1930).

Eugene O’Neill was a realist writer who would latein the Nobel Prize for literature.
His plays were numerous and quite popular amongnidueired populace. He wrote about
life and reality with a tragic sense of the unfass of life. His play®esire Under the
EIms(1924),Anna Christie(1921), The Hairy Ape 1922),A Moon for the Misbegotten
(1943)andThe Iceman Cometl939) have appealed to numerous audiences over the

years.
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Arthur Miller made significant contributions withiinis period with his numerous plays
including Death of a Salesmafi949), introducing a touch to the Aristoteliarahy of
tragedy. Aristotle had maintained Tine Poeticghat drama that is tragedy is for the rich
who fall from grace to grass. Miller however poshat drama that is tragedy could also
be about the poor in societipeath of Salesmaas a play has received considerable
attention throughout the #Gnd 2% Century due to its critical stance on traditioitielas

of drama.

3.1.2 CONTEMPORARY DRAMA

Drama that is contemporary implies drama that lgdao the period from 1950 to date.
The contemporary times has been marked by techposmience, innovations in society
cutting across all sectors, and advancements riesfere witnessed in the history of
mankind. Such Drama has continued to be experirhanthit often carries ideas mostly
of the contemporary times, dealing with mankindi®ljpems and challenges of the
contemporary times. Across countries and regidresyeality of the contemporary times
has been felt, being experienced in the cinema iffldustry, Television, Internet and

other media of communication.

In Europe, Megan Terry'¥Viet Rock(1966), Jack Gelbershe Connectiofi959), Jerzy
Grotowski’'s Poor Theatre, and his pldyhe Tragical life of Dr. Faust($963), the
innovations of Robert Wilson in his theatre of irmagthe Apartheid Theatre experiments
of Athol Fugard, through plays such Brster Harold (1982), Sizwe Bansi is Dead

Martin Sherman’s play tilteBent (979), and others all gingered new thinking thateve
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critical to society and encouraged reforms. Samp&itein America within this period
had written plays which explore life in contempgraociety. He looks at subjects such
as frustration in modern society. He explores tracsty of human life in plays such as
Curse of the starving Clag4977),The Tooth of Crimgl972),A fool for Love {983),

andTrue Wes{1980).

3.1.3 DRAMA IN CONTEMPORARY NIGERIA

Nigeria just as other human societies of the watthre common problems and
challenges. These feature in her drama and théatye the time Zulu Sofola, J. P. Clark
and Hubert Ogunde wrote plays to address the prablaf Nigeria till date; numerous
playwrights have continued to write plays. Wole iB&g has a dozen plays that tackle
realities and challenges in Nigeria. His pRayance of the Fores{4960) projected him
as a critical mind in Africa. His comedy plaje Lion and the Jewehows the clash
between the West and Africa while Time Trials of Brother Jerdje lampoons religious
hypocrisy. He equally wrot&ongi’'s Harvestand Madmen and Specialiste® address

critical issues in Nigeria.

Femi Osofisan is among the critical minds in corgerary Nigeria. His plays which are
more than fifty, have addressed numerous challeimgbge Africa region and Nigeria in
particular. Some of those plays includéhe Chattering and the Son{l977),

Morountodun(1982),Another Raf(1988), andOnce Upon Four Robbef4991).

Other Nigerian playwrights in the contemporary timeclude; Olu ObafemiRestle on

the Mortal Ogidi Mandate Scapegoats and Sacred CowsTess OnwuenmeThe
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Broken CalabashTell it to WomenShakara Dance Hall QuegnJulie Okoh Aisha Our
Wife Foreve)y, Ahmed Yerima Tuti, Attahiru, Otaelg, Emeka NwabuezeSpokesman
for the Oracle Lachrymosg lyorwuese HaghemMulkin Mata, Aishatu, Swem Karaghe
Tracie Chima EzeajughOr Wives have gone Mad agair§amuel Kafewo’s The
General’'s Award)Rasaki Ojo Bakare’@Rogbodiyan and Drums of WaBmmy Idegu’s
(Another Odolu Kingdom, Great Odulu Kingdom, Thgdrmary Inikpi, Six and Half a

Dozen),and a host of other playwrights.

SELF ASSESSMENT EXERCISE 3

What do you find most appropriate in modern andtemporary drama practise and if

given the opportunity, what would you do differgrtl
4.0 CONCLUSION

In this unit, we discussed modern and contempadeasyna. We also discussed Nigerian
contemporary drama. This is done in order to egoipwith the knowledge and skills of
conventional dramaturgy. With this knowledge, ithigped that you can develop scripts

than can be performed in any part of the world.

50 SUMMARY

In this unit, you have learnt that:

I Modern drama represents a negation of clasaiwéineoclassical ideals.

. Contemporary drama is experimental in naturel aleals with contemporary

problems of humanity.

iii.  Nigerian contemporary drama has been resudinded as it addresses problems

confronting the ordinary Nigerian.

6.0 TUTOR-MARKED ASSIGNMENT
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1. What are the characteristics of modern drama?
2. Discuss the contribution of contemporary dramthé world in general.

3. How has Nigerian contemporary drama contributedhe development of the

Nigerian society?
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MODULE 2 MODERN DRAMA

UNIT 1. ROMANTICISM, REALISM AND SURREALISM
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6.0 Tutor — Marked Assignment
7.0 Reference/Further Reading.
1.0 INTRODUCTION:

This unit is designed to take you through som#hefmovements and theories that
characterise modern drama. Modernism is an eravoltragainst classism and traditional
tenets. Consequently, modern drama is a departora the dramatic tenets of the
classical through renaissance eras. Beginning widmanticism which preceded
modernism, realism and surrealism set the pac@efeta. As students of drama, it is
important to be abreast of these movements and thbgtrepresent. This knowledge is
important because, some of the contemporary thpedictices are dependent on the traits
of the theories of drama. It is therefore, impartanmake reference to these movements

in order to project the future.

2.0 OBJECTIVES
At the end of this unit, you should be able to:

I Understand what modern drama represents.

. Expatiate what is Romanticism and identify the dastthat necessitated its
emergence.

iii. Explain what realism stands for and clearly idgntife plays that represent its
ideals.

Iv. Explain surrealist and its tenets in dramaturgy.

3.0 Main Content

3.1 Romanticism
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Historically, the Romantic era is sometimes callétle Age of Revolution" from the
French Revolution (1789-99) and the American Rewatu (1775-83), the Haitian
Revolution (1791-1804), and subsequent revolutionsEurope and Latin America

(including the War for Mexican Independence, 181)-PCraig White, 1).

The Romantic "Age of Revolution" may also referliteerating changes in the arts (in
literature, for instance, increasing use of eveyytknguage, free verse, appeals to
common human feelings or emotions); and profoundas@nd cultural changes that
radically transformed everyday life-urbanizatioaslg industrialization, movements for
equality, expanding markets and wealth for incregasiumbers of people following the
Enlightenment's institutionalization of constitutad government, free market economics,

and advances in science, medicine, hygiene andionir

Romanticism therefore is a period, movement, stytegenre in literature, music, and
other arts starting in the late 1700s and flounghthrough the early mid-1800s, a time
when the modern mass culture in which we now liwst ftook form following the

establishment of modern social systems during tiigliienment or Age of Reason.

3.1.1 Factors Responsible for the Emergence of Romt&cism

Romanticism was influenced by the following factors

I The rise of nation-states as defining social arajgggohic entities.
. Increasing geographic and social mobijliyith more people moving to cities

& the growth of a literate middle class

41



iii. New technologies dependent on power from fossilsfifgains, steamships,
industrial printing).

V. Longer life-spans and rising standards of livingalde ideas or values
including individualism, imagination, idealizatiaf childhood, families, love,

nature, and the past.

The Romantic era rises from the new wealth, stgbiéind sense of progress created by
the preceding Enlightenment. It is a historicaligerof literature in which modern
readers must begin to see a reflection of themsednel their own modern conflicts and

desires.

The period has passed, but its styles and valileshsive today in popular forms and
familiar attitudes, e.g. feelings, emotions, anagmation take priority over logic and
facts, belief in children's innocence and wisggmuth as a golden age; adulthood as
corruption and betrayal, nature as beauty and ,tre¢p. the sense of nature as the
sublime. Any of these qualities may be associatgd Romanticism, but none of them
defines or limits Romanticism absolutely. As a matof fact, some of them even

contradict each other.

3.1.2 Realism

Realism was an artistic movement that began in déran the 1850s, after the 1848
Revolution. It rejected Romanticism, which had deatéd French literature and art since
the late 18th century. Fundamentally, realism re¢bhgainst the exotic subject matter

and exaggerated emotionalism and drama of the Riendiovement. Instead, it sought
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to portray real and typical contemporary people sitiations with truth and accuracy,
and not avoiding unpleasant or sordid aspectsfef Realists depicted people of all
classes in situations that arise in ordinary kiied often reflected the changes brought by
the Industrial and Commercial Revolutions. The papty of such realistic works grew
with the introduction of photography-a new visualice that created a desire for people

to produce representations which look objectivelsl.r

3.1.3 The Emergence of Realism

By the end of the I century, the nature of theatrical performancesgbd in many
theatres in Europe and America. Emphasis was placed on elaborate stage machinery
and realistic scenery taken to the extreme, draimesiselves often came to play a
secondary role on stage. Popular melodramas anonsenal plays, as well as musical
extravaganzas drew the largest crowds into play®adl across Europe and even in

North-America.

As a reaction to the unrealistic and incongrueayplthey often saw on stage, some of
the dramatists began to follow the instruction&€afene Scribe (1791-1861) and turned
to writing well-made plays which, as opposed toss¢ionalist popular dramas, were
neatly and logically structured. However, they oftacked a notable plot and thorough

characterisation.

The creative impulse that rejuvenated drama atetie of the century came from the
fields of science and novel writing. Influenced e writings of Darwin on hereditary

and social determinism, Jules and Edmond Goncauod,more importantly Emile Zola
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began to write plays depicting characters with@ogical objectivity, showing neglected
aspects of contemporary society. They, in turn, aagkreat impact on the Norwegian

playwright, Henrik Ibsen (1828-1906) who did mucbriwin realism.

His dramasA Doll's House(1879) andGhosts(1881) shocked audiences all over the
world with their brave display of failed marriagasd hereditary determination, forcing
European middle classes to confront themselvestlamdaulty aspects of their value
system with reality. Although they were first seslgrcriticised by officials — so much so
that in England, the Lord Chamberlain refused teegh performance permit to these
plays — these dramas proved to be immensely populang audiences, as they showed
those corners of their lives, usually hidden betsadietal morals, which they themselves

described as reality.

Ibsen introduced everyday events, a realisticrggiind a naturalistic acting style onto
the stage, with a heavy stress on psychologicdiseaHis dramaturgy has much in
common with Sophocles’ tragic structure, evidenOedipus Rexn that, the action on
stage aims at uncovering, and analyzing the pastcharacters (usually members of a
family) live seemingly harmonious lives but as tloors of the past open up (for example
by the appearance of a visitor) it reveals theerottore of their co-existence. Thus, the
dramatic exposition of these dramas already indymat of the conflict, and the action
of the plays is mostly centred on the analysis h#f past. As opposed t©edipus

however, the uncovering which the characters mdkenot lead to some comforting
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universal truth as each character carries thekeriiruths, the incompatibility of which

with the truth of the others leads partly to theficatastrophe.

The realistic-naturalistic movement reached itoedchighest artistic peak probably in
Russia, in the plays of Anton Chekhov (1860-1904) an the productions of the

Moscow Art Theatre led by Constantine Stanisla di863-1938).

Chekhov drew a delicate picture about the evenjdayof the Russian landed gentry,
leaving behind the binding dramatic rules of pregialecades, the governing conflicts,
dialogues and structure of older plays. While Ibseharacters focus on the past instead
of the present, Chekhov's figures (e.g.Time Three Sisters, The Cherry Orchaod the
Sea-Gul) forsake the present, and live in memories ang@iasoinstead. They relinquish

proper human relations, and with that the meamsalfcommunication as well.

3.1.4 The Effects of Realism

The realistic change in dramatic writings broudbhowat a wave of more naturalistic stage
designs in the theatres of Europe, with middleslasteriors and realistic sets

superseding the gothic settings of the 1850s. Aagimary fourth wall was pulled up

between the audience and the actors, which resirtéde complete separation of the

actions on stage and auditoria reactions to it.

A new, naturalistic acting style was soon to follodeveloped by one of the most
important theorists of acting, Konstantin Staniskay the actor-manager of the Moscow
Art Theatre. The Stanislavsky acting-method empeakirealistic presentation and a

careful attention to every detail of the productiavhich usually needed meticulous
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research and preparation on behalf of the costurdestage designers and used
historically accurate sets and costumes. It sttbslse actor’'s emotional identification
with the character and his natural use of body\aide, as well as the theatre’s social

and educational significance.

This socially conscious method, which later alsd héhuge impact on Anglo-American
acting styles, and was developed into Method actiogvever, caused the stagnation of
experimental theatre culture in most of the East®ot countries in the 1950s, and is

thus today regarded as rather controversial.

3.1.5 Surrealism

Surrealism can be referred to a cultural movemeat tvas expressed through art,
literature, and even politics. Andre Breton is e¢dased the leader of the Surrealist
movement, and he defined Surrealism as a pure stat@nd that allows someone to

express thoughts freely and without the encumbrariceational thought and societal

rules. He and the other Surrealists were tryingntooduce more open, free-thinking

concepts that would allow people, particularly ssti to be aware of themselves without
influence from the outside world. Breton pushedststto look into their unconscious

minds for inspiration.

On the other hand, Leslie defined Surrealism asy¢Ric automatism in its pure state by
which we propose to express- verbally, in writiy, in any other manner- the real

46



process of thought. The dictation of thought, ie #bsence of any control exercised by
reason and outside any aesthetic or moral conc€s83.’ In other words, the general idea
of Surrealism is nonconformity. This nonconforniias not as extreme as that of Dada
since surrealism was still considered to be artet®dr said that “pure psychic
automatism” was the most important principle of r8alism. He believed that true
surrealists had no real talent; they just spoké theughts as they happened (Leslie, 61-

63). Surrealism used techniques that had never tshin the art world before.

3.1.6 The Emergence of Surrealism

Basically, Surrealism developed out of this thoygiaicess in Europe in the 1920s and it
also embraced the psychoanalytical idea of uncoascailesires, or things we want that
we don't know we want. The movement focused oretlidsas of chaos and unconscious
desires in an effort to dig deep into the unconssimind to find inspiration for political
and artistic creativity. They believed this rejeatiof rational thought would lead to

superior ideas and expressions.

Although Surrealism is defined by visual art, thewvament originated with more focus

on cultural thinking involving literary, politicagnd music elements.

Self-Assessment Exercise 1

I Mention at least two plays that reflect the rom@antealistic and surrealistic
ideals.
. Which of these movements do you like most and why?

iii. As a playwright, which of these modern drama idedlsyou reflect in your

play?
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Tools/Materials

In writing a romantic, realistic and surrealisticacha, you will need writing
materials like pen, paper, writing pads, penciltebooks, and perhaps a computer set.
You can do your writing with all or any of theseh®f one needs to do is to identify what
IS most convenient. Most importantly, your ideasstrhe in shape and intact to be able to

put a good plot on paper.
4.0 CONCLUSION:

In this unit, we have discussed why modern drammerged. We have also
discussed that romantics — kickstarted modern dramdathe rest is what we have today

beginning with realism.
50 SUMMARY:
In this unit, you have learnt that:

I Modern drama is a revolt against classical andtioaél drama.

. Romanticism as a movement served as a spring bmardhe taking off
modernism.

iii. Realism as a movement and theory in drama marletdhginning of modern
drama and its tenets call for a realistic depictadrreal life happenings in
drama.

V. Surrealism as a movement is radical in approachtlamaghts as it calls for a

rejection of rational thought as this would leadtperior ideas.

6.0  Tutor — Marked Assignment

1. What does modern drama represent?
2. What is romanticism? What does it represent?
3. What is realism and how has it affected the praaicmodern drama?

4. What does surrealism represent and how?
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INTRODUCTION:

This unit is designed to take you through some¢hef movements that heralded

modern drama and the ideologies that went with thBmthis unit, expressionism,

existentialism, dadaism and symbolism are expldoeenable you understand the traits

of modern drama especially those that have taketh@se themes. As students of drama,

it is incumbent upon you to be familiar with thesevements and what they represent to

be able to adequately discern a dramatic piecendrad it tends for. It is also important

that, as you aspire to write plays, you should davghout ambiguity and without the

knowledge of these movements and themes, thisnailbe possible. Consequently, this

unit will enhance your knowledge of the variousaldgies that informed modern drama

and how some have continued in the contemporar. tim

2.0

OBJECTIVES

At the end of this unit, you should be able to:
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I Explain what expressionism means in drama andnauitis characteristics.

. Expatiate on the concept of existentialism asl#tes to drama and its guiding
principles.

iii. Provides the traits surrounding the convenientaafasdsm in drama.

\Y2 Explain how symbols are represented in drama fardithe use of it.

3.0 MAIN CONTENT

3.1  Expressionism in Drama

Expressionism is a term used to denote the useisbbrion and exaggeration for

emotional effect, which first surfaced in the artdaliterature of the early twentieth

century. When applied in a stylistic sense, witfemence in particular to the use of

intense colour, agitated brushstrokes, and digdispace. Rather than a single style, it
was a climate that affected not only the fine httsalso dance, cinema, literature and the

theatre.

3.1.1 The Origin of Expressionism in Drama.

As a movement, it was born and booming in Germanyg & revolted against
materialism, bourgeois values, massive urbanisatrahthe capitalist exploitation of the
working classes. Consequently, expressionists wergtly supporters of socialist ideas,
and used their characters as mouthpieces for atingcaolitical or revolutionary

doctrines.

Generally, we can say that expressionist art, amstef giving an overall realistic

Impression on events, presented a violently petsdreamlike vision. August Strindberg
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(1849-1912) and Frank Wedekind (1864-1918) arebtetiorerunners of the movement
which got fully fletched in the works of Georg Kais(1878-1945) and Ernst Toller
(1893-1939). Expressionism had a very strong vigsaghct on both theatrical and film
arts, with its distorted, nightmarish images whammed at unmasking the dark, hidden
world of the subconscious. The best examples efkimd of scenography are to be found
in films such as: Robert WieneBhe Cabinet of Dr. Caligar{1919), F.W. Murnau’s

Nosferatu(1922), or Fritz Lang'#etropolis(1927).

3.1.2 The Focus of Expressionism in Drama.

Fundamentally, expressionism is an artistic styleshich the artist attempts to depict not
objective reality but rather the subjective emadi@md responses that objects as well as
the events that arouse in him. He accomplisheaihisthrough distortion, exaggeration,
primitivism, and fantasy and through the vivid rjag, violent, or dynamic application of
formal elements. In a broader sense, expressioisgme of the main currents of art in
the later 19th and the 20th centuries, and itsitigmlof highly subjective, personal,
spontaneous self-expression are typical of a waege of modern artists and art

movements.

3.1.3 Existentialism in Drama.

Existentialism emerged in the early 20th century aaghilosophical and cultural
movement (theology, drama, art, literature and pslogy). Basically, it held that, the
experiences of the individual are at the centreraferstanding human existence, rather

than moral or scientific thought. It rejected sysite modes of thought associated with
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earlier philosophies, religions or romantic beliedmphasizing a reliance on authentic
experience rather than external idea. It stressedmportance of personal experience
and responsibility and the demands that they makéhe individual, who is seen as a

free agent in a deterministic and seemingly medessguniverse.

3.1.4 The Emergence and Focus of Existentialism.

The movement came to prominence in Paris in th@4.894d 50s with the works of Jean-
Paul Sartre and Albert Camus. Religious beliefs fas#tdred through the first half of the
20th century and were temporarily replaced by mafism during World War I, but
when the war ended there was little left to filketwvoid. A main preoccupation of
existentialism is that, “existence precedes essémntech means that the most important
consideration is the fact that one is an individa#ther than the labels, roles, stereotypes,
definitions, or other preconceived categories titgvidual fits into. Followers of the idea

often did not label themselves as such, as it unished a fundamental principle.

Waiting for Godotis often called an existentialist drama, whichsome ways it is, but
Beckett never ascribed the philosophy to his wiémkthe world of the play, devoid of
systems, purpose and markers of time, all thaefisi$ to simply exist. The fact that
Vladimir and Estragon do little except exist higihlis some existential themes. It is more
accurately described as absurdism, which conthm#dea that there is no meaning found

in the world beyond.

3.1.5 Dadaism in Drama
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Dadaism, is aEuropean artistic and literary movement which ethrin 1916. It was
founded in Switzerland andlouted conventional aesthetic and cultural vall®s

producing works marked by nonsense, travesty, acwhigruity.

Generally, many critics firmly believe that theatraist have a structure and must be
socially relevant. Also, theatre should set theahtane of its society. However, dadaism
as a movement was opposed to this norm. Ratherastdedicated obsessively to the

promotion and promulgation of the absurd.

3.1.6 The Emergence and Major Traits of Dadaism

As a movement, it basically revolted against car@20th-century painters and writers’
smugness in traditional art and Western societgir thwvorks, illustrating absurdity
through paintings of purposeless machines andgeslaf discarded materials, expressed
their cynicism about conventional ideas of form #m&ir rejection of traditional concepts

of beauty.

3.1.7 Symbolism in Drama.

Symbolic dramas seek to strip away traditional tfeslity and replace it with a
suggestive dreamlike universe created by symbolsydsv and acting. Maurice
Maeterlinck (1862-1949), who is one of the leadfiggres of the movement asserted
that, “the essence of a play lies in its seconépde meaning, which is hidden beneath
the dialogues”. In his art, symbolism is combinedthva kind of new romantic idealism,

for example in his most famous plaihe Blue Bird first put on stage by Stanislavsky in
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Moscow, in which two children go on a search foblae bird of happiness in their

dreams just to find it when awoken in their ownmoo

Although symbolist plays are not very popular todagse writers enabled a huge change
in stage design still visible in contemporary thest They initiated the kind of symbolic

scenery of abstract settings which is still comroorour stage,

Tools/Materials

In writing a drama of expressionism, existentialisadaism and symbolism, you will

need writing materials like pen, paper, writing pagencil, notebooks, and perhaps a
computer set. You can do your writing with all aryeof these. What one needs to do is
to identify what is most convenient. Most importgniyour ideas must be in shape and

intact to be able to put a good plot on paper.
Self-Assessment 2

1. Between drama of expressionism, existentialismaaad and symbolism, what
would you prefer?

2. Do a critique of a symbolic play.

3. Mention contemporary plays that reflect any of &éhewodern drama tenets

discussed here.

4.0 CONCLUSION:

In this unit, some modern drama movement and idgedohave been explored. These
include expressionism, existentialism, dadaism, symbolism. The characteristics of
these movement have also been identified for yomderstanding and necessary

application when the need arises.

5.0 SUMMARY:
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In this unit, we have discussed that modern drarogement started as a revolt of the
classical ideals of drama as radical thinking infed the new form of dramaturgy. While
existentialism emphasizes the importance of petsxerience and responsibility of the
individual who is seen as a free agent in a medessgworld, existentialism seeks to
depict subjective reality against objective resggrnhat arose in humans. Also, while the

Dadaist seeks to promote the assured, the symbgistsent life through symbols.

6.0  Tutor — Marked Assignment
1. Expatiate the concept of expressionism and ouitigneajor tenets.
2. What does existentialism seek to do in drama?

3. List 5 plays you have read that reflect any ofrtierement discussed herein.
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1.0 INTRODUCTION:

This unit is designed to put you through the vagidbeatres that characterised the
modern era and their preoccupation. It further evgd the techniques of these theatres
and what they sort fort and still seek to achideginning with poor theatre to theatre of

the absurd, epic and avant garde theatre, they ssathto represent life in a particular

style and approach as well as address and aressiuttience differently. As a student of
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drama, it is imperative for you to be abreast willhthese theatres of the modern age as

some of them are in vogue in the contemporary age.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. Explain what poor theatre represents and how apeénce can be realized using
its tenets.
2. X-ray the tenets of theatre of the absurd and howam be absolved into other
theatre forms in the contemporary times.

3. Expatiate what epic theatre represents and hoeekssto jolts its audience into
action.
4. Discuss the tenets of Avant Garde theatre and hbeset have helped

contemporary drama and theatre practice.

3.0 MAIN CONTENT

3.1 Poor Theatre

The Polish theatre practitioner Jerzy Grotowski3@9999) was best known for his
intense actor training processes in the 1960s GadAt the Laboratory Theatre in Opole,
Grotowski and his small groups of actors experimeéntith the physical, spiritual and
ritualistic aspects of theatre, the nature of ralgd the relationship between the actor and
spectator. He was a key figure of the avant-gandatte. His compressive acting system

is probably the most complete approach to roleesihe work of Stanislavski.

Grotowski coined the term ‘poor theatre’, definiagperformance style that rid itself of

the excesses of theatre, such as lavish costuntesletniled sets (hence ‘poor’). Poor
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Theatre pieces centre on the skill of the actoraedften performed with only a handful

of props.

3.1.1 The Emergence of Poor Theatre

As a director, Grotowski preferred to perform worksnon-traditional spaces such as
buildings and rooms, instead of mainstreaming tkeehbuses with traditional stages.
Typically, the audience was placed on many sideth@faction or in and amongst the

action itself.

Acting in the style of Poor Theatre places emphasithe physical skill of the performer

and uses props for transformation into other objesimetimes of great significance.

According Jerzy Grotowski, “By gradually eliminaginvhatever proved superfluous, we
found that theatre can exist without make-up, with@utonomic costume and
scenography, without a separate performance atage(s without lighting and sound

effects, etc” (19).

Today, Grotowski is recognized as one of the gdeactors of the modern theatre and a
significant innovator of the experimental theatrevement. His techniques are easily
grasped by students. Poor Theatre can be perfommaaly bare space, so school drama

and Departments with few resources often find shyte of theatre attractive.

3.1.2 Theatre of the Absurd
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This is a term coined by Martin Esslin in 1961 whiefers to playwrights whose plays
disregard all traditional elements of dramatic ,astsch as round characters with well-

grounded motivations, logical dialogues and a datesalotline development.

3.1.3 Major Advocates and the Focus of Absurdism.

One of the major advocates of absurdism is Samwak&t's (1906-1989). In his
Waiting for Godot(1952), for example, famously, ‘nothing happersto men wait for
Godot who never turns up, and probably does noh e@xst; they seemingly lead no
sensible conversations, they do nothing in pamicund the play does not progress at all.
The ideas of thevell-written playsof the late 19 century thus got rejected. Playwrights
like Beckett (Eugene lonesco 1909-1994, Edward &d®28), Jean Genet (1910-1986),
Harold Pinter (1930) or Vaclav Havel (1936)) do believe in the “possibility of neat
resolutions, clearly defined motivations, accemalsblutions or the settlement of
conflicts.” (Martin Esslin) They instead emphasihe sense of human purposelessness,
and the absurdity of human existence, the impdggibf actions fulfilling a purpose, the

meaningless struggle of human beings in a hostideimational universe.

Most importantly the main constituent of dramag, dmlogue often got misused or even
meaningless in these absurd plays, signifying thmepossibility of modern
communication. This is why Martin Esslin can validitate that these plays are rather

like poems, developing a poetic image, rather eénaaries of events.

3.1.4 Epic Theatre
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Epic theatre is a theatrical stream that develdpetthe 20the century in Germany. In
this stream, the Aristotelian unities of time, @aand action are no longer applicable.
The Realistic theatrical conventions, such as tihewall, were also discarded. One of
the main aims of the Epic theatre was to tell ttueysin a simple fashion so that the
audience can be stimulated to think about the cpresgces of the events that they
saw on stage. In epic theatre, stories are preden episodic nature where each can
stand as a whole, independent of the other sequanadbest connected with ignorable
links.

3.1.5 The Origin of Epic

Developed by Bertolt Brecht (1898-1956), epic theaimed at continuously engaging
its audience. This was done through experimentesé&lexperiments involved shifting
the dramatic focus from character to plot and ermpirag the epic quality of the dramas
at hand. This Brecht wished to achieve by ‘aliergithis audience from the events on
stage, with the insertion of commentators, chorused songs, thus preventing the
viewers from identifying with any of the charactdet alone experiencing a catharsis of
any kind. (This is the so-called-Effekt or VerfremdungseffekiThis way the audience
could stay reflective and critical and could be @mkip to their everyday responsibilities
so that they realise (with their brains and nothmsir emotions) how they should change

their own lives.

Brecht's plays, such ashe Three Penny Ope(a928) which highlights the hypocrisy of

bourgeoisie societyThe Resistible Rise of Arturo (1941/1961) which ridicules the
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Nazi regime, oMother Courage and Her Childre(1939/1941) with talks about the
horrors and the absurdity of warfare, are all gemdmples of the epic theatre and set

pieces in the theatres of the Western world.

3.1.6 Theatre the Influence of Epic theatre

Fundamentally, Brecht's influence on European tieeatilture is mainly twofold. He
encouraged several directors to be critical of gilewg opinions, to study life as well as
art, to be creative of a spirit of inquiry and tage plays with an aim to dig out the strong
social messages. What had a longer lasting effestage techniques, however, were his
stage constructions, developed by and with GaspdreN and influenced by German
expressionist theatre. His rejection of the detagatirected against the spectacle of the
Goring theaterof Nazi Germany, found ardent followers. Directoften favoured his
chalk-white light with which he aimed at showingt hiding the actions on stage and
enabling the spectator to follow the story “withaupediments,” as well as his “selective
realism” “in which fragmentary or metonymic objec&present objects or circumstances
in the real world and yet, because of their deiteeincompleteness, invoke the artifice
of the stage and yet invite the intellectual attarad of the spectator. Brecht wanted
theatre to teach and raise awareness of sociatigugsto incite revolutions and induce
social changes. Brecht’s theatre is consequertlyaise so much consciousness and use

theatre to effect change even more than service wohe society.

3.1.7 Avant Garde Theatre
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The term avant garde came into being by the entdleohineteenth century and it applied
to the theatre as well as other arts and pracéit®imvolved in introducing original and
experimental ideas, forms and techniques. Accordmglohn Ashford and Marvin
Carlson, It is “a loose term often meaning Expentimg Theatre, that has been widely
used since the middle of the twentieth century had gone by many other names:
‘event’ or ‘Happening’ in the 1950s; ‘multimedian ithe 1960s; ‘visual theatre’ in the
1970s; Performance Art in the 1980s; Live art ia #990s. Rarely have these names
been chosen by the practitioners; they have fonthst part been coined for the sake of
critical convenience, often (particularly in Britqibecause when critics are confronted by
theatre which is not a play-by work not based it-they see it as so foreign to their
tradition that it must be defined as separate,eaxperiment’. They have been unable to
develop a vocabulary which can cope with the plajgicand volatility of experimental

performance or its multiplicity of meaning”.
3.1.8 The Emergence of Avant Garde Theatre

Avant garde theatre began in the West with Alfradylas a rejection of both the age
(late 19th century) in particular and, in genethle dominant ways of writing and
producing plays. The term has shifted over time¢hasmainstream theatre in the world
and has adopted many forms that were once condidadecal. Basically, avant garde or
experimental theatre is trying something new. Isweeated as a response to a perceived
general cultural crisis. Despite different politieand formal approaches, all avant-garde

theatre opposes bourgeois theatre. It tries todire a different use of language and the
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body to change the mode of perception and to ceeat®wv, more active relation with the
audience (Erika Fischer-Lichte, 15). One of the damexperimental theatre Directors
and Playwrights Peter Brook describes his taskuddibg “... a necessary theatre, one in
which there is only a practical difference betweaetor and audience, not a fundamental

one".

Traditionally audiences are seen as passive olrseravd many practitioners of
experimental theatre have wanted to challenge #igypical example of this is Bertolt
Brecht who wanted to mobilise his audiences by rd character in a play to break
through the invisible "fourth wall," and directl\slathe audience questions, not giving
them answers, thereby getting them to think fombelves. Also, Augusto Boal wanted
his audiences to react directly to the action whiteonin Artaud wanted to affect them
directly on a subconscious level. This explains wWeyer Brook has identified a triangle
of relationships within a performance. Firstly, rentifies the performers' internal
relationships, secondly, the performers' relatigrsiio each other on stage, and thirdly,

their relationship with the audience.

Besides the ideological implications of the role tfe audience, theatres and
performances have involved the audience in a wamétways. Fundamentally, the
proscenium arch has been called into question, pattiormances venturing into non-
theatrical spaces. Audiences have been engagedetiffy, often as active participants in
the action on a highly practical level. Audiencertiggpation can take many forms
ranging from asking for volunteers to go onstagecomplement actors in audience
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members' faces. Also, by having audience partigpatthe performer invites the
audience to feel a certain way and by doing so thay change their attitudes, values

and beliefs in regard to the performance'’s topic.

3.1.9 Characteristics of Avant Garde Theatre

With the coming into being of avant garde thedtreatre spaces took on different shapes
physically, and practitioners re-explored differaratys of staging performances and a lot
of research was done especially into Elizabethah Greek theatre spaces. The most
important traits of experimental theatre are: (t@aking with the dramatic forms of
realism and the fourth wall, in order to departnirdraditional realistic Huaju; (2) a
tendency towards theatricalism in production, gateg theatrical effects and
emphasizing artistic techniques so as to urge tldence to see plays as artistic works
rather than as real life; and (3) sup positionalihe tendency to avoid duplicating real
life on stage, and to rely instead on the actobsitg to present that which is less
concrete visually but more real in feeling, suchaasold and feeble heart or an abstract

river. (Encyclopaedia of Contemporary Chinese Caltwww.enacademic.com).

Experimental theatre is born of a long creationiqus and the single-minded
commitment of genuine ensemble companies has beeoragty —such circumstances
have long since become a financial impossibilityariy of those who might once have
advanced experimental theatre now work in the éguahovative and collaborative

fields of opera, video, television or film. ThosaM who continue to experiment do so

increasingly intermittently, or solos or duos.
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Tools/Materials

In carrying out dramatic performances under theexndf poor theatre, theatre of the

absurd, epic and avant garde theatre, you neast@hd foremost understand the tenets
of these respective theatres and tailor the pedoom along their ideals. Also, you need
to get actors who will drive the material you wémfput across to the audience. In doing
this, you need to consider props, sets, costumadigints where the need arises to make

the performance what it should be.

Self-Assignment
Between Grotowski’s “poor theatre” and Brecht'sitetheatre”, what do you prefer and

why?

4.0 CONCLUSION:

In this unit, various theatres of the modern e explored. Their peculiarities
have equally been x-rayed with a view of enhangmgr knowledge of drama and
theatre practice in the modern era. One of thetaudéng trait of these theatres is in the
audience response to the performance on stage \Bnec@t using his epic theatre jolts
his audience to become active participants ancgassive respondents of what happens

on stage.

5.0 Summary
You have learnt in this unit that:
1. Poor theatre ropes itself of the excesses of théatierms of lavish costumes, sets
and props.
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2. Epic theatre thrives on simple narrations in otdestimulate the audience to think
and give their verdict of what they see on stage

3. Theatre of the absurd emphasizes the purposelassamels absurdity of human
existence.

4. Avant Garde theatre is an experienced theatre wtiches on non-adherence to

the theatrical and dramatic convention of the atassnd renaissance era.

6.0 Tutor — Marked Assignment
1. Discuss poor theatre and how it can be exploremittemporary theatre practice.
2. How would you employ the epic theatre tenets inrydramaturgy?
3. Discuss how experimental theatre can be used tarnmgvmore innovations in
contemporary theatre.

4. Attempt a critique of the different theatres dismdin this unit.
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1.0 Introduction
This unit is designed to explore the concept afédy. It takes a cue from
Aristotle’s theory of tragedy with a view of evatung its tenets. In doing this, the
concept of drama is explained in order to estaldighundation for discussing tragedy.
Consequently, you are required to go through thecept, types, characteristics, and

structure of tragedy with a view of exploring itsneiples for writing same.

2.0 Objectives

At the end of this unit, you should be able to:

1. Explain the concept of tragedy in drama.
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2. Define Aristotle’s concept of tragedy.
3. Outline the characteristics of Aristotle’s theofytragedy.
4. Discuss the types of tragedy.

5. Attempt a critique of tragic plays following the dwmledge of the principles of
tragedy.

3.0 Main Content

3.1 Tragedy

The word drama means different things to diffeneabple. To many, there is nothing
serious about it but just a way of recreation. Hosvedrama has over the years remained
a potent tool for achieving different things infdient societies of the world especially in

the areas of religion, education, economy, politied culture.

Generally, drama is an art form that tells stofieough speech and actions of the
characters in the story. It is a form of literatwkich differs remarkably from the other

forms because, it has to be performed before aracel This implies that drama occurs
when people (referred to as actors) conscioushonistage before an audience what

others do unconsciously in everyday life.

On the other hand, drama could be seen as a mofietiohal representation through
dialogue and performance. It is the imitation of agtion. It contains a conflict of
characters, particularly the ones who perform anffrof an audience on the stage. It is

also a type of a play written for the theatre, \tisi®n, radio and film. The person who
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writes drama for the stage directions is known dslramatist” or “playwright”. The

genres of drama include: tragedy, comedy, tragicymmelodrama and dance drama.

Furthermore, tragedy means different things toeddht people. It is a genre of drama
that treats in a serious and dignified style theasaful or terrible events encountered or
caused by a heroic individual. By extension thentenay be applied to other literary
works as well.

Although the word tragedy is often used looselyd&scribe any sort of disaster or
misfortune, it more precisely refers to a work df #at probes with high seriousness
guestions concerning the role of man in the unaethe Greeks of Attica, the ancient
state whose chief city was Athens, first used tbedwn the 5th century BCE to describe
a specific kind of play, which was presented ativats in Greece. Sponsored by the
local governments, these plays were attended bgrthee community, a small admission
fee being provided by the state for those who coudl afford it themselves. The
atmosphere surrounding the performances was mkeethiat of a religious ceremony
than entertainment.

There were altars to the gods, with priests innaté@ce, and the subjects of the tragedies
were the misfortunes of the heroes of legend, icelgg myth, and history. Most of the
material was derived from the works of Homer and wammon knowledge in the Greek
communities. So powerful were the achievements lué three greatest Greek
dramatists—Aeschylus (525-456 BCE), Sophooteg96—406 BCE), and Euripides. (

480-406 BCE)—that the word they first used for thalays survived and came to
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describe a literary genre that, in spite of maaysformations and lapses, has proved its
viability through many centuries.
3.1.1 Aristotle’s Theory of Tragedy
Tragedy is a serious play, usually depicting thevfall of the protagonist. The earliest
definition of tragedy was handed down to us by #tle, a classical Greek philosopher
in hisPoetics
Tragedy, then, is an imitation of an action thatesous, complete, and of a
certain magnitude; in language embellished withhe&imd of artistic
ornament, the several kinds being found in sepgates of the play; in the

form of action, not of narrative; through pity afedr effecting the proper
purgation of these emotions (2—3).

Aristotle gave this as a descriptive definitionséa on the dramas of his age, mosth
Sophocles’Oedipus Rexa tragedy he admired, but later ages often reglarthis
definition as a prescriptive doctrine, so it is mn@ant to understand its parts for a fu

comprehension of the development of dramatic arisell.

1. Aristotle, first of all, describes drama as a mimeirt, which takes its subje
from life. However, he — in other parts of tReetics— contrasts it with histor
claiming that history describes the facts, relathmgv events happened, wh
drama describes the possibility, how things coadden.

2. Furthermore, Aristotle emphasises that the suljeaiter of a tragedy is seriol
that is fitting the genre. To use a later writeirace’s term, tragedies sho

have decorum — appropriate style, character, fordthaation.
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3. Aristotle also talks about certain fixed parts bé tplay, which we distinguis

under the following terms:

Hubris: The hero’s/heroine’s arrogance, or pridéhwrhich they violat
the gods, or moral rules. This antagonism leadedgamajor conflict th
protagonist has to face in the course of the traged

Hamartia: The Greek word means ‘error’ but wasroftestranslated ¢
‘tragic flaw’. Aristotle, however, meant by it natcharacter weakne:
but a mistaken, misplaced deed, a misjudgementiéhe commits an
later falls victim to.

Anagnorisis: That crucial point or turning pointtbe drama where tl
hero recognises his/her previous misjudgement. ishaften the clima
of the play, followed by the reversal of the her@dune (peripeteia).
Peripeteia: The sudden reversal of the hero’s mertin the case of
tragedy his downfall.

Catharsis: The most debated Afistotle’s terms. It describes t
‘purification’ or ‘purgation’ of our souls at thend of a tragi
performance through the pity we feel for the lostdhand the terror tt
horrifying events raised in ugear is also felt by the audience v
cannot fathom what will happen to common men if gogls could s

drag the tragic heroes down from their Olympiarghts.

Scholars in later timeslso insisted on the fact that a tragedy shouldtatonthe
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Aristotelian unities, those of time (the play shibabt cover events longer than one d
of space (the play should occur in one place), @ndction (the play should have c
coherent, major plotline), but Aristotle himselflpmentioned the unity of action in f

writing.

3.1.2 The Tragic Structure

Gustav Freytag, a ¥9century German critic analysed the structure afnth in the
following way: (1) introduction, (2) inciting momeén(3) rising action, (4) climax, (5)
falling action, (6) catastrophe. The climax is #qex of the pyramidal structure which
shows clearly how complication and emotional temgige like one side of a pyramid
toward its apex. Once the climax is over, the dedicg side of the pyramid depicts the
decrease in tension and complication as the draaghes its conclusion and denouement
(‘unknotting’, ‘unwinding’, the unravelling of theain dramatic complications at the end

of a play, the outcome or result of a complex situnaor sequence of events).

The structure of the Freytag-pyramid is based typeal five-act tragedy but is in fact

applicable to a large number of plays and alsodayriorms of fiction.

3.1.3. Types of Tragedy
There are several types of tragedy in drama buttHer purpose of this exercise, the

following are considered.
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Revenge Tragedy (tragedy of blood)The plot of this type of tragedy is centred
on the tragic hero’s attempts at taking revengéhermurderer of a close relative;
in these plays the hero tries to ‘right a wrongheTgenre can be traced back to
Antiquity, e.g. to theOresteiaof Aeschylus, and the tragedies of Seneca. During
the Renaissance period, there were two distincesypf revenge tragedy in
Europe; the Spanish-French tradition (Lope de VeGalderon, Corneille)
focusing on honour and the conflict between lovel ality; and the English
revenge tragedy following the Senecan traditionss@fisational, melodramatic
action and savage, often exaggerated bloodshdukinantre. Elizabethan revenge
tragedies usually feature a ghost, some delaynéeigr real madness of the hero,
and often a play-within-the-play; cf.. Kydihe Spanish Tragegyshakespeare:

Hamlet WebsterThe Duchess of Malfi.

Domestic Tragedy:This is a play typically about middle-class or loweiddle-
class life, concerned with the domestic sphere, gheate, personal, intimate
matters within the family, between husband and \(afe opposed to the national—
matters of a nation/country, or universal-the whofe mankind). There are
numerous examples in Tudor and Jacobean drama,ShakespeareOthello;
Heywood:A Woman Killed with Kindnesbut also some in the #&entury, like
Lillo: The London Merchantand the term may even be applied to the work of

later dramatists as well.
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Heroic Tragedy: This type of tragedy was mostly popular during tReglish
Restoration. Heroic tragedy or tragicomedy usualyployed bombastic language and
exotic settings to depict a noble heroic protagaesl their torment in choosing between

love and patriotic duties. A typical example is dd@ryden’'sThe Conquest of Granada.

Self-Assessment Experience 1

Give at least one reason why you would like to begic dramatist or otherwise.
Tools/Materials.

In writing a tragic play, you will need writing netals such as paper, pen, pencil,
writing pads, notebooks and perhaps, a computeYset can do your writing with any

of these but most importantly, you need to useragodar tool you are comfortable with.

Self-Assessment Exercise 1
a. Do you like tragic plays? Give reasons.
b. What would you do differently if opportuned to veria tragic play?
4.0 Conclusion.
In this unit, we have discussed tragedy as a diamenre and have also looked at
it characteristics. It is incumbent upon the stusiéo note the various methods of writing

tragedy.

5.0 Summary
In this unit, we have learnt that:
I Tragedy is a major genre of drama.

. It is important to know the peculiarities of traged
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iii. In the next unit, you will learn about comedy whistanother genre of drama

6.0 Tutor Marked Assignment
1. What is tragic drama?
2. Outline the characteristics of tragedy as giver\bgtotle.
3. What are the various types of tragedy?

4. Does the structure of tragedy affect its content/2 @Gasons.

7.0 REFERENCE/FURTHER READINGS

Aristotle. Poetics. InDukore Dramatic Theory and Criticism: Greeks to Grotowsk
Butcher SH, transl974.

Brockett, Oscartistory of the Theatrg8"edition). USA: Allyn and Bacon, 1999.
Cohen, RoberfTheatre (2"%ed) California: Mayfield Publishing Company, 1988.

Dramatic Genres
www..//btk.ppke.hu/uploads/articles/135505/filédrama/dramatic_genres_tr
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Gustav, Freytag. Freytag's Technique of the Drama: An Exposition of
Dramatic Composition and Arflranslated and edited by Elias J. MacEwan.
Chicago: Scott, Foresman and Company, 1894. Availalbnline at
https://archive.org/details/freytagstechniquOOfie&yu

Guarini, Giovanni BattistaNew International Encyclopaedia (1st ed.). NewkYBodd,
Mead. 1905.
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UNIT 2: COMEDY
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1.0

This unit is designed to take you through yet aeotramatic genreemedy. It is a ver
important type of drama and is used to achieve taofothings including relief
mobilization, sensitizatioron, entertaining, education and the like. Consetiyethis
unit will take you through its emergence, the vasidypes that make up comedy and
devices used in putting together a comic dramateckwacross to the audience. A

student of drama, this knowledge is important ideorto enable you write comedies

Introduction

Objectives

Main Content

Comedy

The Emergence of Comedy
Types of Comedy

Comic Devices
Comparisons of Tragedy and Comedy
Conclusion

Summary

Tutor — Marked Assignment
Reference/Further Reading.

INTRODUCTION

even put them on stage as well.
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2.0 OBJECTIVES

At the end of this unit, you should be able to:

I Expatiate the concept of comedy in drama.

Discuss the origin of comedy in drama.

Outline the types of dramatic comedy.
V. Discuss the comic devices.

V. Attempt a critique of comic plays following the kmiedge of comic devices.

3.0 MAIN CONTENT

3.1 Comedy

A comedy is any given work of drama in which thetenials are selected and mana
primarily in order to interest and amuse us. Untilegedy which excites our emotions
pity and fear, the characters in comedy togetheh wheir discomfitures engagaur
delighted attention rather than our profound comc&isasters may occur within t
drama which are rather minor btiie action usually turns out happily for the cl

characters.

Comedy is the other major dramatic genre besidggetly. It is a drama chiefly written
amuse its audience, with characters mostly takem feveryday life, (as opposed
tragedy, where they are superior to us in charamteocial standing) and a plot usu:
ending happily. In the Middle Agethis term simply meant a story ending in happil

(e.g. Dante’d.a Divina Commedig)and was seen as the complementary of traged
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a narrative tragedy the hero: “from wealth [is]ldal to wretchedness,” while in
narrative comedy climbs from wretchedness to wéadippiness), the two making up

wheel of fortune, a major symbol of human fate.

3.1.1 The Emergence of Comedy

The cradle of European comedy also attracted madieaces in the Mediterraneain-
the Athens of 8 century BC. Therethe second day of the Dionysian celebrations
traditionally devoted to five comedies. The onlgywright competing waéristophane:
(450-385 BC), with whom we connect the genreOdd Comedy Old Comedies hav
fantastical plots with often surreal turns combineih political and social satire
contemporary figures. Thidew Comedpf Menander (34@90 BC), however, revolve
around love plots. The young lovers have to fadalstrand tribulationsoften the
opposition of their parents and other senile orseovative members of society, but w
the help of their witty servantthey overcome the difficulties, and get unitedhe &nd
The genre can probably be best defined by two $perean quotations, as N
Comedies had a great impact on the Elizabethanwiglyt's romantic comedies, to
Although “the course of true love never did run sithd, as Lysander says iA
Midsummer Night's Dreanil34), after misunderstandings, plotting and ceqnhbtting,
finally, “Jack shall have Jill; Nought shall go,il{461-62) the comedy ends in weddir

and general reconciliation.

Menander’'s comedies were reinvented by two Romé#moasiaround the"? century BC
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by Plautus (254-184 BC) and Terence (198 BC) who, in turn, influenced both t
commedia dell’arte of the Middlages (an Italian form of comedy whose plot ma
centred around love and intrigue, with often faatidialogues, and which was a pop!
type of market place entertainment until thé" t&ntury) and the Renaissance play
Shakespeare and Lope de Vega, not only in thets,phut mostly in the usage stock
characters Stock characters are stereotyped figures chais@temostly by theiroles
and not by their inner qualities. Such stock chracinclude thesenex-the old miser
themiles gloriosus-the braggart soldier, the witty servant, etc, wheencan also find i
Shakespearean tragedies (Poloniuslamle), or histories (Falstaff ienry IV, 1-2), or

comedies (Touchstone A&s You Like )t

Unlike tragedy, comedy must end happily. The protegt must win otherwise tt
audience would feel guilty or ashamed for havinggleed at the central character.
audience should be made to understand thigt they are seeing is not to be ta
seriously and thathey are not to identify too strongly with eithéetcharacters or tt

situation unless it is a matter of laughing witktead of at the character.

3.1.2 Types of Comedy
Romantic Comedy: This is a comedy whose humourifigke complications tr

hero and heroine face in their love for each ottdten, the course of this lo
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doesnot run smoothly but overcomes all difficultiesend in a happy union. It
based on Greek New Comedy and Roman commedia &raditomposite gen
which centres mostly on the vicissitudes of youngets, who get happily unite
in the end. The best examples for this genre arketdound in Shakespear:
oeuvre, e.gA Midsummer Night's DreapandAs You Like It

Comedy of Humours: A form of drama typical at thedeof the 16 and the
beginning of the 1 century; based on the Medieval and Renaissancef lileéit
people’s actions are governed by their dominantlypddimour (blood, phlegn
bile or black bile), its characters are ruled hyaaticular passion or trait. The fil
and most significant playwright of the genre wasBenson, especially in |
Every Man in His HumouandEvery Man Out of His Humour

Satirical Comedy: A form of comedy whose main pwgds to expose the vic
and shortcomings of society and of people represgrhat society; it is ofte
very close to farce or the comedy of manners. Hrkest examples are the wol
of Aristophanes, especially hiSlouds Birds, Frogs In English literature, Be
Jonson’s Volpone or Sheridan’'sSchool for Scandalare good exampledn
European literature, the greatest master of theegerundoubtedly Moliére.
Comedy of Manners: It is also known as ‘Restoratiomedy’ or ‘Atrtificial
Comedy’; the prevailing kind of drama in the secdwalf of the 1% century,
before the advent of the so-called sentimental ciyne the early 18 century.

This type of comedy explores the incongruities ather abnormalities that ari
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from adherence to an accepted code of behavidheatxpense of nhormal desi
and responses. It depicts a stylish society, mdidymiddle and upper classés.
focus is on elegance, with characters of fashiod amk, but also woul@ie
nobles, ambitious social climbers, fops, countrynpkins, and so on. Its topi
are social intrigue, mainly marital and sexual, atgb adultery and cuckoldt
The most important playwrights in the Restorati@niqd are William Congrev
and William Wycherley; but some of Shakespeareayl(e.g.Love’s Labour’s
Lost, or Much Ado About Nothirjgcan also be considered examples of this g
as are the plays of Moliere, Sheridan, and OscédaVi

Sentimental Comedy: It is known as ‘Drama of Sahgiband wasthe dominan
comic genre after Restoration Comedy which provigepular entertainment fi
the middle classes in the18entury. It appeared as a reaction against the nail
and licentious comedy of manners, which emphasitezs and faults of peopl
sentimental comedy focused on the virtues of peiviéie, with simple an
honourable characters. Some typical examples céoupel in the work®f Oliver
Goldsmith and Robert Steele. However, on the whbke genre did not prove
be as enduring as its predecessors, and it isftest performed any more.
Farce: This is a type of low comedy, which undestato arouse laughter by jol
and by boisterous or exaggerated or clownish physictivities. It is a form ¢
low comedy, whose intention is to provoke simpletimin the form of roars ¢

laughter (and not smiles); it uses larger-thiphysical action, character a
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absurd situation, with improbable events, a compé&xt, with events rapidl
succeeding one another, pushing character andgdialmto the background. T
origins of the genre are not clear, but farcicah®nts can be found already in
plays of Aristophanes and Plautusn English literature, even parts

Shakespeare’€omedy of Errorsor The Taming of the Shrewogether with th
Falstaff plays 1-2 Henry IV The Merry Wives of Windspcan be classified :
farce.

Black Comedy: (translated from the Frencbmédie noirg A form of drame
which displays cynicism and disillusionment, humagings without hope ¢
convictions, their lives controlled by fate or uwokvn and incomprehensik
powers; a genre popular in the second half of 0 c&ntury, when the absu

predicament of mankind was increasingly in the soeotiliterature.

3.1.3 Comic Devices
There are basically six comic devices identified foveleping a comic play. The:
Include: exaggeration, automatism, character insterscy, surprise, derision a

Incongruity.

Exaggeration: This is a comic device brought about as a resuthefintensification c
enlargement of a particular characteristic or sitmathrough overstatement. It sim|

refers to creating humour through overstatements.

Automatism: The word automatism is derived from automationinmiplies one wh
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appears to be acting involuntary and without anglligence. In drama however, it refi
to a visual or verbal joke that is repeated timrafime and becoming funnier a

funnier.

Incongruity: A thing is incongruous when it is out of harmongcdngruity is a ver
Powerful or potent comic device. Most times, humaaircreated through showii

differing or opposing elements together.

Character Inconsistency: This device creates humour that results from 4 tinait doe:

not seem to fit with a character’s personality.

Surprise: This device creates humour through the unexpedtezhn take the form ¢

many or any of the aforementioned.

Derision: This makes fun of people or institutions for thegmse of social reform.
It is chiefly employed in the form of comedy knovais satire. Writers often deri
hypocrisy, pomposity or ineptitude, thereby usireggislon to deflate egos or to cai

discomfort and reduce status.

Self-Assessment Exercise 2
Advance at least one reason why you would likeet@ltomic dramatist or otherwise.
3.2 Comparison of Tragedy and Comedy

Tragedies and comedies can be compared on sevetrldg, by setting up opposites

hose of death and love, solitude and company, porest and reward, etc., but these

comparisons cannot really be generalised. Theyeratpply one-by-one to the difent
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modes of the tragic and comic sub-genres that Haveloped during the centuries.

Tools/Materials
In writing a comic play, you will need writing matals such as paper, pen, per
writing pads, notebooks and perhaps, a computeyset can do youwriting with any

of these but most importantly, you need to usergodar tool you are comfortable with.

4.0 Conclusion
In this unit, we have discussed comedy as a dramgeantre and have also traced its
origin, types and devices. This is done to enablewrite and produce a comic dramatic

work efficiently.

5.0 Summary

In this unit, you have learnt that:

1. Comedy is a major dramatic genre and it is usegctoeve entertainment, reli
education, socialisation and the like in the sgciet

2. It is important to know the comic devices to beeatd write and or produce
comic play effectively.

3. In the next unit, you will learn how to fuss trageahd comedy into one play.

6.0  Tutor — Marked Assignment

a. Expatiate the concept of comedy

b. Drama comparison between tragedy and comedy
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c. Trace the origin of comedy and bring out the cdwitiibnsof Aristophanes an
Menander to the development of comedy

d. Outline the devices used in writing and producirgpanic play.

7.0 References/Further Reading.

Brockett, OscarHistory of the Theatrg8™"edition). USA: Allyn and Bacon, 1999.

Cohen, RoberfTheatre.(2"%ed) California: Mayfield Publishing Company, 1988.
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Gustav, FreytagFreytag's Technique of the Drama: An Exposition xamatic
Composition and ArtTranslated and edited by Elias J. MacEw@hicago:
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UNIT 3 TRAGICOMEDY AND OTHER GENRES
CONTENTS
1.0 Introduction

2.0 Objectives
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3.0 Main Content

3.1 Tragicomedy

3.1.1 The Characteristics of Tragicomedy

3.1.2 Melodrama

3.1.3 Dance Drama

1.0 INTRODUCTION:

This unit, is designed to put you through the cphad tragicomedy and other drame
genres particularly melodrama and dance drama. iShedicated on the fact that
knowledge of these will spur budding playwrightsdaveloping scripts which will k
produced for the consumption of the society. thirefore important that you familiari
yourself with the techniques of these dramatic gero be able to write quality scri

for production.

2.0 OBJECTIVES:

At the end of this unit, you should be able to:

I Explain the concept of tragicomedy, melodrama aarttd drama.

. Outline the main traits of each of these dramatiargs.

iii. Equip yourself with enough technical skills to eleaypou write good scripts ¢
the aforementioned genres

V. Attempt a critique of tragicomedy scripts.

3.0 MAIN CONTENT
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3.1 Tragicomedy

The term was first used by Plautus, but the conisepven older, and has always b
used to refer to tragedies with a happy ending (eddled ‘mixed tragedies’). Later it w
also used for tragedies with comic subplots, andhleyend of the 16century, the twi
kinds became intermingled. Dramatists increasiriglyded to use comic relief in th

tragedies and tragic aggravation in comedies, baece the desired effect.

According to Battista Guarini in his bookompendium of Tragi-Comic Poetr{iragi-
comedy takes from tragedy its great persons, butsigreat actions, its movement of
feelings but not its disturbance of them, its pleasbut not its sadness, its danger bu
its death; from comedy it takes pleasure, but @aolnsess, its danger but not its de
from comedy it takes laughter that is not excessivadest amusement, feigned diffict

and happy reversal”.

3.1.1 Characteristics of Tragicomedy

From the definition of tragicomedy, it has the éeling characteristics:

It is made up of important characters of high anal tHegrees. (Upper class frc

tragedy and lower class from comedy).

It involves a serious action that threatens a traggaster to the protagonist |

ends happily.

It has a romantic and fasteving plot dealing with love, jealousy, treache

intrigue and disguise.
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Tragiccomedy can be summed up to be a marriage of tragedyomedy with each n

overshadowing the other.

3.1.2 Melodrama

Melodrama deals with a serious action. This seraxtsn is however temporary anc
usually attributed to malicious designs of a wickéadracter. After destroying the ville
or the unsympathetic characters, it ends happilygodd verss bad or evil is what

uppermost in melodrama. This means that, two opgosamps are always pitched. 1
unsympathetic characters always set evil in motdrereas,the good characters ¢
always fighting to eliminate the evil set in motibg the unsympathetic characters.
characters do not grow as in tragedy because theial nature and identdfation is
established at the beginning of the play and resnaimstant throughout. The protago
is always admirable and innocent; the action ndgr@iamatizes his entanglement ii
web of circumstances and his eventual rescue freathdor ruin usually at the le
possible moment. A lot of suspense is usually adus the audience, as they are ra
expectant of the punishment of evil and the triungbhvirtue. The emotions aroul

include sympathy for the protagonist and hatredterantagonist.

This makes melodrama to have a double ending anelate both to tragedy because
the serious action and to comedy because of theyreqding.
3.1.3 Dance Drama

Dance drama is a drama enacted through dance snaaiin objective is to tell «
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interpret a story, theme or piece of music thromgtvement of the body. General
dance has emerged as a vital, diverse and challgrigeatrical force in contempore
Nigerian society. This is so because, it has enessgd a range of forms, including

classical, modern and postmodern periods.

Tools/Materials.

In writing a tragicomedy, melodrama and dance drayoa will need writing materials
like pen, paper, writing pads, pencil, notebook&l perhaps a computer set. You can do
your writing with all or any of these. What one dedo do is to identify what is most
convenient. Most importantly, your ideas must bshape and intact to be able to put a

good plot on paper.
Self-Assessment 3

Would you like to be a tragicomic dramatist, melardatist or dance dramatist? Give

reasons for your answer.
4.0 CONCLUSION:

In this unit, we have discussed the dramatic gewlgigh are still extant particularly
tragicomedy, melodrama and dance drama. We haeedssussed the traits of these

genres. This will enable you to have a deeper kadge of them.
50 SUMMARY

In this unit, you have learnt that:

I The different genres of drama all function to pdeventertainment, education,
information and the like using different techniques
. It is important to be abreast with the techniqukalbthe dramatic genres in

order to write and perhaps produce them effectively
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6.0 TUTOR — MARKED ASSIGNMENT.

1. Expatiate the concept of tragicomedy.

2. Wh

at are its characteristics?

3. Draw a line between melodrama and tragedy

4. Wh

at is dance drama?

5. How can it be explored to mobilise and chart therse of development?
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MODULE 4: AFRICAN DRAMA

UNIT 1: NORTH AFRICAN DRAMA
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1.0 INTRODUCTION

This unit is designed to put through the dramaititivdies in North Africa. This
knowledge is very imperative given that Egypt whidppens to be in region is gener.
acclaimed to be the cradle of civilisation and daamnot left out. The unit takes you-
focus of North African Drama and its major dramatisspecially Tawfik AHakim anc
Abdelkader Alloula. It is therefore important thyau acquaint yourself with the trends

North Africa drama in order to understand the happgs of the region.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
I. Discuss the practise of drama in North Africa.

ii. Advance reasons why drama in North Africa has recorded much growth as is

other African regions.

iii. Attempt an assessment of the major dramataftsNorth Africa vis-avis their
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contributions to the continent generally.
3.0 MAIN CONTENT

3.1 NORTH AFRICAN DRAMA

Drama in North Africa is rooted in the long histoyf the people of Nort
Africa. However, Egypt has remainedrajor hub for most dramatic writings in No
Africa.

3.1.1 FOCUS AND DRAMATISTS OF NORTH AFRICA

Modern North Africa is renowned for writings addsieg) the challenges of the Aral
world. Tawfik Al-Hakim has plays including the pdpuPeople of the Cavi933),Fate
of the CockroachKing Oedipus(1949), andThe Tree Climbe(1966). Al-Hakim’'sThe
Tree Climberis an absurdist play. It is the story of a detextwho investigates tf
disappearance of a wife belonging to a man whofisenced by a devil to kill her in t
end. The story is complex but interesting and iwdr attention to the reality

supernatural forces influencing mankind on a da#gis. Absurdism is a major influer
in this play. InFate of the cockroachlawfik Al-Hakim projects collective heroism
solving societal contradictions and challenges tlsaifish or individual attempt
especially such individual attempts that fail becausie the obvious limitations i

individuals.

Abdelkader Alloula has equally written some critipgays in North Africa. One of h
popular plays isThe Generous Trilogg1980) made up of three plays. In Tunisia, Ji

Baccar is a woman whose passion for the theatretdetler establishing a thea
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performance troupe known as Familia. Her phrpberlin looks at the 9/11 attack
America. In this play, the consequences of temorénd terrorist activities on innoce
citizens is addressed. Other Northern African plagiats notable for their contributiol
to the development of drama in the region inclubeyeb Saddiki, and Tsegaye Gabre-

Medhin (Collission of Altar3.

Tools/Materials

In writing adramatic work, you will need writing materials liken, paper, writing pac
pencil, notebooks, and perhaps a computer setc#owlo your writing with all or any
these. What one needs to do is to identify whahast convenient. Most important

your ideas must be in shape and intact to be alpetta good unified plot on paper.

SELF ASSESSMENT EXERCISE 1
What would you consider to be most attractive apelctgcular in the works of Nor

African playwrights?

4.0 CONCLUSION
This unit has looked at drama in North Africa amdtigularly Egypt. It has discussed
works of major dramatists in the region with a viefMdentifying their contributions t

the development of Africa as whole.

50 SUMMARY
In this unit, you have learnt that,

I. Drama in North Africa did not fare well like agh African regions.
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ii. North African drama is rooted in the historytbe people and their cultures.
iii. A number of dramatists in North Africa haveopected the issues troubling the reg

in spite of all barriers.

6.0 TUTOR-MARKED ASSIGNMENT
1. What would you consider to be the reason (s)Herslow growth of North Africa

Drama?

2. Discuss at least one major dramatist of NorthicAfvis-avis the issues addressec

his/her works.

3. Trace the trends dforth African drama and show how these have madmarec

drama in the region.

7.0 REFERENCES/ FURTHER READING

Aristotle. Poetics In Dukore, F. B. Dramatic Theory and Criticism: Gree
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1.0 INTRODUCTION

This unit is designed to expose you to the devetgmin drama in Southern Africa.
takes you through the historical experience ofréggon especially as it patterns strug
for independence and their freedom from the ap@ttpelicy and the contributions
drama in that regard. Drama in Southern Africa ehatommon features which
characteristic of the region. Drama was majorlydusethe fight against apartheid anc
a student of drama, it is imperative for you toalmare of this to ascertain the potenc

drama and theatre.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

I Understand what Southern African drama represent
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li Know the factors responsible for the shapingl@dma in Southern Africa.

iii. Identify the major playwrights of the regiom@ attempt an analysis of their plays.

3.0 MAIN CONTENT

3.1  Southern African Drama

Apartheid dominated the history of Southern Afrioaa long time. The struggle of t
people of Southern Africa for racial survival haecbme a way of life and this refleci
in the drama of the people. In South African fastamce, the Boer wars, the Afrikal
identity crisis and other challenges led to theaartheatre culture where the theatre
taken to the streets in South Africa. As at 1988yé¢ was a population of 40 Afrikae
theatre companies on the streets of South Africkopring. In the bookAnnals of the
Cape Stagg1926), P.W. Laidler provides good examples of drativelopments ir
South Africa. In the booldistory of Drama and Theatre in South Afri¢e6521855),
F.C.L. Bosman provides an erudite account of egpegs of the people of South Afr

in the area of drama.

In addition to South African, Zimbabwe’s drama &saa lot with other countries
Southern Africa. Focusing on apartheid and ppstrtheid experiences that dwell mi
on leadership crises, Silvanos Mudzvova uses dramaadvance democracy
Zimbabwe. His plays,Final Push and Street Protestmade remarkable artist
contribution to exposing the ills inherent in trend reign and hold on to power

Robert Mugabe, the ex-Zimbabwean leader.
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3.1.1 THE EMERGENCE OF SOUTHERN AFRICAN DRAMA AND T HEATRE

Generally, the emergence of drama and theatre uth8m Africa was predicated on |
struggles of the Southern Africans to gain recognjtobtain power, assert their posit
as indigenous people, develop themselves and assanership over their lan
Professional theatre in South Africa became popiutan 1945. The National Thea
Organization (NTO) was already a strong entertamtmmody in South Africa by tF
1960s. This body promoted dance, opera, music, dramaj@nte forms. Athol Fugar
introduced the musicéing Kongto promote a new kind of urban performance f
1959. Hisstyle of theatre attracted a large audience for dsnhme followed it up with h

acclaimed play$izwe Bansi is DeaandThe Island

3.1.2 GROWTH OF DRAMA IN SOUTHERN AFRICA

Drama in Southern Africa has also grown as an anadeniversity art and over ti
years, the Universities have developed a traditiciaking the theatre to the people to
grassroots. The popular concept in use has beeruthigal struggles approach. Here,
is seen by Southern Africans as a political weapblme presentation of South Africe
problems in dramatic form before rural audiencesduntinued to remain a popular si
in Southern Africa. Popular troupes in this practice include Theatrerk&foop 71, Th
Space Theatre, Market Theatre, Junction Avenue tidh@ad TheSerpent Players. A

these have contributed to the development of a mmmecious Southern Africa.

Most postindependent Southern African Drama has taken a tuemw addressing tr
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yearnings of the new age especially unemploymeistrichination, and bad politic
leadership. Works such aehe Drama of South Afriday Loren Kruger, Peter Larlharr
Ritual Theatre in South AfrigdMartin Orkin’'sDrama and the South African Stadpave
all immpacted on the drama experience of the peaip&outh Africa and other surroundi

Southern African countries.

Tools/Materials

In writing a dramatic work, you will need writingaterials like pen, paper, writing pa
pencil, notebooks, and perhaps a computer setc#owlo your writing with all or any
these. What one needs to do is to identify whahast convenient. Most important

your ideas must be in shape and intact to be alpetta good unified plot on paper.

SELF ASSESSMENT EXERCISE 2
What would you appreciate most in South Africannadgaand what will you d

differently if given the chance to write on the&quliarities?

4.0 CONCLUSION

In this unit, we have discussed the drama of Séidtita with a view ofappreciating
their struggle for freedom. Their style of writing not left out as the environme
portend danger and writing cum performance of draspecially during the colonial €
had to be creatively carried out to avoid color@tthck. No doubt, drama and the:

have made a mark in South Africa.

5.0 SUMMARY
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In this unit, you have learnt that:

I Drama was used in fighting apartheid in Southcsf.

. Drama and theatre activities in Southern Africagpessed steadily and have b

able to mark in the region.
iii.  Drama in Southern Africa represents the cudtand challenges of the region.

6.0 TUTOR-MARKED ASSIGNMENT

1. What does Southern African drama represent?

. Discuss the major dramatists of the Southern Africagion and attempt :

assessment of their works.

. Attempt an assessment of the practise of dramatlaeatre in some Southe

African countries.

7.0 REFERENCES/ FURTHER READING
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1.0

This unit is designed to equip you with the knowjedf the developments of drame
West Africa. The region ismnade up of Nigeria, Ghana, Cameroun and Benin Riep
Fundamentally, this unit takes you through thednisal experience of drama in t
region up to the present. Drama in West Africadsriah as the region is in terms

cultural attributes. The people of the region shagdain cultures and traditions wh
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Thematic Issues in West African Drama
Francophone Drama in West Africa
Conclusion

Summary

Tutor-Marked Assignment

References/Further Reading

INTRODUCTION

have equally manifested in their drama as well.
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2.0 OBJECTIVES

At the end of this unit, you should be able to:

I Understand what West African drama represents.

. Know the factors responsible for the shapingli@ma in West Africa.

iii. Identify major playwrights of the region ankldir works.
Iv. Attempt an assessment of the contributions of dreemd theatre to tf

development of West African region.

3.0 MAIN CONTENT

3.1 WEST AFRICAN DRAMA

Drama in West Africa has a deep history which isted in the past historic
experiences of the people. In Ghana, Nigeria, CaumerBenin Republic, etc, the patt
of drama has been similain the early centuries, West Africa was a sociegden of
kingdom settlements and structured empire comnasiticluding the Bantu expansic
beginning from as far back as 2000 AD. Drama enaotsnand performances wt
regular day to day practices of the people of WAdsta especially in times of peace.
a way of life, Drama in West Africa therefore spanperiod of several centuridsing
originally indigenous drama experiences deriveanfrday to day experiences and ¢
the imaginations and fantasies of the people oftVidisca. A common term for th
earlier experiences of drama in West Africa is geltye known as presolonial drama

Way back in the 1§ 17" and 18 Centuries, the people of West Africa had their
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original indigenous drama practices rooted in tradal life and local experiences. Mu
of pre<colonial drama was unscripted. The local peopleeshtheir life experiences usi
dramatic means including mimes, pantomimes, imgadions, puppetry, dances, col
presentations and riddles etc. Children were ugweatpected to learn from these, ¢
equally emulate. Preelonial drama was therefore essentially traditiatrama in Wes
Africa. A useful theory in understanding drama ine$t/ Africa is the esfutionary

approach (Austin lvgueraye Asagba, 1986).

3.1.1 THE EMERGENCE OF WEST AFRICAN DRAMA

Indeed, as the evolutionary approach theory pdssilaDrama in West Afric
“developed from man’s need to control and domirth&e natural and unforeseen for
that coinhabit the world around him. Through ritual pragiion and sacrifices, whic
evoke elements of magic and spiritual possessi@mn dominates and empathiaggh
the repressive and unpredictable forces of natfigh time, festivals which are tt
culmination of these rites became the unit of j®yoelebrations (as well as occasions
social and communal integration) against the caprg forces that seek to annihil
him” (86). This drama was of two major categoriebick were the sacred and -
profane. Sacred West Africa Drama in the poéenial times was ritualistic in form au
style, usually centred around a deity whose worshiplved everyone in the communi
This category of performance was more of a commutalhinged on the general a
common belief of an entire community even to theeeiof the faith being a cult (Ba

Gbilekaa, vi). The profane type of drama in potenial West Africa was within tr
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popular tradition and was basically for entertaintndét had been in practice in varic

West Africa communities as an alternative to sexidtama (Gbilekaa, vii).

3.1.2 THE FOCUS OF WEST AFRICAN DRAMA

Drama in West Africa during the colonial era in th800 was basically hinged

colonial experiences and it was practiced as céscEhe church was at the centre of
and it was applied through schools within the comities. At this time, Lagos was a h
in West Africa and thus the attention the Lagos ¢gots or Concert parties got w
hinged on this. Playing hosts to colonial Masterd their guests from the West wa
regular and common occurrence. Drama presentatiens done to entertain thenThis
drama was highly influenced by the West and colanientality of serviceo the colonia
powers. Ene Henshaw wrote plays sucfifais is our chanc€l956) to express this trut
Colonial influences led to a borrowing of Westetdtures which influenced the way
life of the people. Most countries within the region were already fightfor their
independence from the colonialists by the 1950gehN&a gained her independence
1960, motivating Wole Soyinka to writd Dance of the ForestsOne of sucl
independence plays in West Africa include Zulu $0% King Emene (1974).
Playwrights such as Efua Sutherlarith¢ Marriage of Anansewa Zulu Sofola The
Sweet Trap) Femi OsofisanNlidnight Hote), Olu Obafemi $uicide Syndrome)ulie
Okoh Aishg, Bode SowandeFHarewell to Babylojy Ahmed Yerima Kard Ground)
Tess OnwuemeThe Broken Clabash)orwuese HaeghelSivem Karagbe Ola Rotimi

(The Gods are not to Blarpéave in recent times contributed immensely vhiir plays
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in addressing key challenges of the West Africaomreg

Wole Soyinka who is a Nobel Laureate winner plagecery significant role in the eai
1960s and 1970s. His plays includifge Strong Breedongi’'s Harvest The Lion anc
the Jewel,and others, made significant waves in Nigeria anestAfrica in genera

They helped to expose realities in the region @affgcolonialism and its effects.

Hubert Ogunde established a new theatre troupe krasnThe African Music Reseat
Party in 1945. He used this professional trouppddorm live at various concerts &
shows. Among the popular plays staged w&m@uba RonuBread and Bullet (1950)
Worse than CrimeStrike and Hunger Tiger's Empire (1946). These plays we
successful instruments in making political commeagson issues affecting Nigeria ¢

the West Africa region.

The little beginnings in the 1920s with the popuaritsha Market literature had yield
good results, since such dramatic texts had raasednsciousness in the people al
their realities. Popular plays such as, Cypriawéiksi’sIkolo the Wrestle(1947), Ene
Henshaw’sThis is our Chancé€l956),A Man of Characte(1964),Dinner for Promotior
(1965), had made waves within the entire West Africegion. By the 1970s, a ne
generation of literate Nigerians were at the fanefrof the struggle for the emancipat
of the continent from colonialism. Obviously Pasttependence Nigeria was still
struggling country yet to be stable and so wasetierience in the other West Afric

countries such as Ghana, Cameroun, and Liberiaitu Sofola’s plays serve as
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example of the older generation of playwrightshia tegion. These plays clearly marl
a watershed in issues that formed the themes g&mé&the earlier generation. Sofi
wrote The Wedlock of the GadEhe Sweet TrggMemories of Moonlightking Emene
The Wizard of Law, Old Wines are Tasipd others. However, her plays are

revolutionary or radical in approach.

3.1.3 RADICAL DRAMA IN WEST AFRICA

Radical theatre by the 1970s had become a majarumsent in Africa and mo:
especially Nigeria for addressing challenges olexkm the society. Femi Osofisan, (
Obafemi, Kole Omotoso, Bode Sowande and a hosth&fre wrote plays in which th
raised topical issues and suggested the revolutioapproach to solving them. Wc
Soyinka’s earlier plays such as TB&vamp Dwellersvere useful and relevant for t
situations when they were written. Specificallyfdve the independence era in Nige

colonialism and clash of cultures was a common thanplays.

After the country obtained independence, revolaigriendencies were needed bec:
bad leadership, corruption, greed, and other @dd become trending ills and playwrig
were already writing about them. Femi Osofisa@isce Upon Four Robbersoks ai
official white-collar crimes in government circlé¢o More the Wasted Breatresses th
need to leave old and decadent traditions andresltand adjust to the new and chany
society, with faith that things will work out juihe. It is a response to Wole Soyink

The Strong BreedAn increased dramatic literary activity was \eggsed in the 1970s
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a result of the firebrand interest by Femi Osofiaad his colleagues about the future
Africa and Nigeria in particular. The new spiritr@volution in the 1970s was channel
towards helping to solve the problems of the petimcduding corruption of leader
poverty in the land, greed of politicians, ethniciavarice and indiscipline amo
others. Olu Obafemi'Suicide Syndromis a play written at this period to address ¢
ills. The play tells the story of a mother, her glater and the husbdrwho is a civi
servant but cannot afford to feed his family. Aackog to Obafemi in his ‘Authors Not
to the play, he states that, “I do not conceiv&uitide Syndromas a play about suicit
at all. If anything, it is a rabid exposure of gyenptoms of suicide, the cause; that is,
neo-colonial social-economic order in the Nigerian and other ‘third ldbmations

(Obafemi,Suicide syndromeviii).

3.1.4 THEMATIC ISSUES IN WEST AFRICAN DRAMA

Drama in West Africa presentspical issues of the day bothering on the devetamnof
the individual countries of West Africa and the selgion as a whole. Nigeria
experiences are common in the various countrieS8Vest Africa. Corruption, gree
avarice, bad leadership, nepotism, tribalism, comahwonflicts, white collar crime
economic sabotage, and others are the thematiogougations in most plays written
recent times. Ahmed YerimaButi looks at corruption in religious circles in the mig.
Yerima’'s Hard Groundlooks at the struggle for survival in the Niger DeRagion of
Nigeria. Rasheed Gbadamosir¢es Grow in the DesgrtAkomaye Oko The Cynig,

Felix Akinsipe (Never and Nevey lyorwuese HagherAjshaty Swem KaragheMulkin
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Mata), Julie Okoh Aisha Who can fight the Godsh the Fullness of TimeDur Wife
Foreven, Emeka NwabuezelL&chrymosg Tracie Chima EzeajughO(r Wives Hav
Gone Mad Agaijy Emmy ldegu’s The Humans are not to Blame, Atalgala the Gt
Beloved Odolu Kingdom, The Field Marshals’ Exewartyl a host of others. These h
put forces together in the effort to use dramacimmunicate to society and seek red

in problematic areas.

3.1.5 FRANCOPHONE DRAMA IN WEST AFRICA

Francophone Drama and literature in West Africastetoo and numerous playwrigl
have written plays from countries such as CamerBenjn, Burkina Faso, Cape Ver:
Gambia, The Gambia, Liberia, Guinea, Niger, andyiM@oast. There is a total of sixte
West African countries and the above were colontaethe French making their offici

language to be French.

Drama in these countries is therefore renderedrémdh since their plays are usu
written in French language unless translatBdsically, the French policy of assimilati
cut across all French colonies and drama expersefioen these countries in orientec
the assimilation policy. A popular French play isttgn by Bernard Dadie and it is titl
Monseur Thogo Gninia play which is a satire on pasitonial society. Guillaum
Oyono Mbia on his part examines the conflict betw#&aditional and modern values
society in his play Troifretendious un mari Werewere Liking equall has writter

numerous plays addressing contemporary life in ¢@ahone societies.
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TOOL/MATERIALS

In writing a dramatic work, you will need writingaterials like pen, paper, writing pa
pencil, notebooks, and perhaps a computer setc#owlo your writing with all or any
these. What one needs to do is to identify whahast convenient. Most important

your ideas must be in shape and intact to be alpetta good unified plot on paper.
SELF ASSESSMENT EXERCISE 3

What do you like most in West African drama andiifen the opportunity, what wou

you do differently?
40 CONCLUSION

In this unit, we have discussed West African Draamal how it has addressed
challenges of the region. No doubt, drama and teeatcupy a special place in W

Africa.
50 SUMMARY
In this unit, you have learnt that:

I Drama in West African region has its peculiar eigrases and reflects su

experiences.

. Nigerian theatre and drama remains the hub foMest African experiences
theatre due to the intensity of activities in tloaitry and active participation

various playwrights.

lii.  West African drama is rooted in the historydagulture of the people.

6.0 TUTOR-MARKED ASSIGNMENT

1. Discuss the traditional views versus modern radwgalws as reflected in tt
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drama of West Africa.
2. Identify the issues addressed by West Africamt.

3. Attempt an assessment of major dramatists in WéstaAand show how the
works have contributed in building the region.
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1.0 INTRODUCTION

This unit is designed to put you through the draereattivities in East Africa with a vie
of enhancing your knowledge of the happenings enrdgion. The effect of colonialis
on drama in East Africa is much as consequentlyshaped the practise of drama
theatre in the region. This as a matter of factdlas informed the radical approact
drama in the region. It is therefore necessarydor to be abreast of the issues addre

by drama in East Africa and how these issues wedeage addressed.

2.0 OBJECTIVES

At the end of this unit, you should be able to:

I Understand what represents East African drama.

. Identify the factors that shape East Africarabia.
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iii. Attempt an assessment of the major playwrights tleate occupied the E:

African stage and how their works have contributethe growth of the region.

3.0 MAIN CONTENT

3.1 EAST AFRICAN DRAMA

Drama in East Africa is closely associated with history and experiences of the pec
of the region. Burundi, Kenya, Rwanda, Somalia, négaand Tanzania constitute E
Africa and these countries share common drama exp&Es rooted in the cultul
history, social relations, religions of the Eastriégd society and post-colonial mis-
governance. Key players in the drama experienc&ast Africa such as Ngugi V
Thiongo have made significant contributions whielhve as a torchlight in understand
realities in that region. Ngugi’'s bodkriters in Politicsprovides a useful background
understanding his plays, among which afée Black Hermit, The Trials of Ded
Kimathi and| will Mary When | Want In East Africa, survival of the average citizer

hinged on the political struggles in the immed@aenmunity.

3.1.1 THE ORIGIN AND FOCUS OF EAST AFRICAN DRAMA

East Africa is a region blessed by nature with gdldmonds, quartz, and other preci
stones which have become the major source of inctonehe region. Foreigne
however control and dominate this natural resoundestry. The indigenes often he
had little or no control over their own blessinghis reality has featured in much of

drama of East AfricaThe popular concept of ‘decolonizing the mind’ whidgugi We
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Thiongo has often written about has for decadegeseas the platform idea for mq
writings in East Africa.The Black Hermiis a play that introduced Ngugi as a criti
mind in East Africa. The next play he wrote equalgw attention to the weaknesse:
the State apparatus in Kenya. This play tifldek Trial of Dedan Kimathwhich he co-
wrote with Micere Mugo challenged the leadershighaf Kenya society. Public intert
in Ngugi’'s writings prompted the masses to call nproduce a new play wi@n in his
indigenous language Gikuyu. The plilgaahika Ndeendd will Marry when | wan}
challenged the colonial structures in Kenya whiatrevstill oppressing the people ¢
limiting them. The gist of the play was hinged oresolutionary spirit recall remindir

the people of their past victories such as the Mau rebellion.

TOOLS/ MATERIALS

In writing any dramatic work, you will need writingnaterials like pen, paper, writii
pads, pencil, notebooks, and perhaps a computeYsetcan do your writing with all ¢
any of these. What one needs to do is to identifjatwmis most convenient. Mc
importantly, your ideas must be in shape and intadte able to put a good unified

on paper.

SELF ASSESSMENT EXERCISE 4

How would you rate East African drama in termsighfing colonialism and what wou
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you have done differently given the chance?

4.0 CONCLUSION
In this unit, we have discussed the dramatic egpeg of East Africa with a view
ascertaining its functionality. We have also esshigld that, the fight against coloniali

informed the radical nature of drama in East Africa

5.0 SUMMARY
In this unit, you have learnt that:

I East African drama represents the yearningsaapdations of the region.

li The radical nature of East African drama is pcated on their colonial history.
iii. Ngugi Wa Thiongo’ occupies a special placeEiast African dramaturgy.

6.0 TUTOR-MARKED ASSIGNMENT

1. Discuss the factors that led the rise in EasicAf drama.

2. How would you assess the major dramatists of Afca?

7.0 REFERENCES/FURTHER READING
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1.0. Introduction

This unit sets out to explore the place of tradiglodrama and its functionality in t
society. This is to enable you to be acquaintedtl Wie knowledge of traditional drama
order to give you a solid foundation in drama stsdiro further achieve this purpose,

origin of traditional drama is also trace in thrstu

2.0. Objectives
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At the end of the unit, the students should be able

I Explain what traditional drama is.
. Trace the origin of traditional drama.

1 Advance the functionality of traditional drama.

3.0. MAIN CONTENT

3.1. Traditional Drama

Traditional drama is indigenous in nature. It &dsto bethe oldest form of drama
Africa. Since it has no literary or textual traolit, its authorship is believed to
unknown. Instead, there are claithat traditional drama may have originated from
dramatic activities that the African continent eplete with. These includeeligious
rites, festivals, storyelling as well as the different kinds of celeboas interwoven i
the daily lives of the various African culturesn rhost cases, traditional African dra
does not follow a prepared scriptExamples of such include sacred drama or
traditional performances meant for entertainment.

3.1.1 The Emergence of Traditional African Drama

Traditional African drama is said to haeeolved in ancient Egypt from the religic
rituals which seemed to move towards a more explictheatrical enactmer
Consequently, the pantheon of anirahded gods and the stories of the soul’'s joL
after death into the other world provided rich miais for Egyptian ceremonies a

rituals. During such occasions, priests were thowg have impersonated the deities
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wearing stylised masks and reciting hymns and psaye propitiation to the Egyptie
gods.

It has also been discovered that, the pyramid tekiSgypt wereassembled from tr
fragments of prayers carved on thdlsvaf royal tombs found in the Old Kingdom. T
most important of these texts involved the god i©siHe was the subject of what v
known as the Abydos Passion playkhis was a yearly ritual performed during theiqut
of the Old Kingdom until about AD 400. Ritual dramlike the Abydos passion pl
were performed to ensure the fertility of womernttlesand crops among other reasc
In addition, investigata have discovered another text preserved on Pafcuslls
known as the Book of the Dead. It reads very miida an oratorio. There is r
evidence that it was actually performed. Howetle,ritual is full of dramatic element
3.1.2 Theories of Traditional Drama

African theories which point to the emergence aflitional drama includée religious
mimetic and the storytelling theory are closelhatetl. For example, the religiotieory
holds that man is a religious being by nature anbis quest to understand, control .
order his environment, engaged in the worship o$upernatural being whom
identified as one who is in control of his enviramh In doing so, he believed he co
be favoured. From this worship, drama and theatodved as dance, songscdiecamt
part of the worship. Also, the mimetic and storyel theories see drarmand theatre ¢
products of storytelling and mimesis. Fundamentally these theories see drams ¢

development from the primitive and religious rigasd ceremonies that were perforn
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to win favour from the gods.

In these ceremonies, the dramatists who are descrits descendants of the priests
impersonated supernatural beings or aninfdigy engaged in actions like substituting
animal for human sacrifice, say, a goat for a wirgr a young warrior. At times, tl
priest imitated such actions as a hunting expediti/ith time, stories grew around so
religious rites and lasted after the rites had diei These myths may have formed
basis for drama.
Another African theory holds that drama grew outaohatural love forstorytelling.
Stories wergold around camp fires, for instance, recreatedovies in the hunt or i
battle, or the feats of dead heroes. Subsequdh#ge stods developed into drama
revelations of such events.
3.1.3 Functionality of Traditional Drama.
Traditional African drama has been functional foousands of years because drama for
Africans has served a purpose beyond entertainmAéthbugh Africa is a continent with
many different countries, some homogeneous featc@esbe noticed in many of the
contemporary African dramas. When their theatricadts are traced the following
features can be significantly outlined in many ifiadal African dramas.

* Plays-within- the play

» Story telling performances or story-telling art

» Simple enactments such as a grown-up man playkegaliboy running after a dog
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or young people miming like pigs in a pigsty

* Ritualized enactments

» Spirit cult performances

* Masquerades

» Ceremonial performances

» Comedies
Although the roots traditional African drama anckdtre are ancient, written African
dramas are a #0century phenomenon. More importantly, although gine-colonial
dramatic performances were meant to fulfil the camity needs of their native African
society, colonial encounter may have urged theveafifricans to be propagandists in
their dramas. Moreover, modern African dramas mayab amalgam of traditional
dramatic performances and modern influences edpedize to social political changes
in society. Modern dramatists have, above all, ubacha as a political tool.
Self-Assessment Exercise |
Give at least three reasons while you think tradal drama is relevant and functiona

the modern world.

Tools/Modules

In carrying out traditional drama, you need peap® will serve as actors and a few ¢
where the need arises such like seats, utensilsAé&to, costumes may be required
carry out traditional drama for effects. If the feemance is at night, you may also ni

lighting system to illuminate the production andhiawe certain efforts. You therefo
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need to know exactly what you need in order toycaut traditional drama.

4.0. Conclusion
In this unit, we have discussed the place of tiaahl drama in the modern practice

drama.

5.0. Summary

In this unit, you have learnt that:

I Traditional Drama is indigenous and functional.
. There are theories that explain the origin of tiadal drama
iii. In the next unit, you will learn thearious techniques involved in scripti

drama for stage, radio and television or film.

6.0. Tutor Marked Assignment

a. Discuss traditional drama and it functions.
b. Explain the origin of traditional drama.
C. What is place of traditional drama in the modernld®

7.0 REFERENCES/STUDY MATERIALS

Tabb, Michael. Script Note8Vhere a Story Begirsvww.script mag.com> Accessed
February 18, 2018

Writing a Play: Script Format, Steps and Tspsnvw.scriptmag.com> accessed
February 15, 2018.

Yerima, AhmedBasic Techniques in Play Writinthadan: Caltop Books Ltd, 2003.
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UNIT 2: SCRIPTED DRAMA
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1.0. Introduction

This unit is designed to explain what scripted dxare in order to enhance yc
knowledge of drama studies. It explores the orajiacripted and outlines the techniq

involved in scripted performances for the stage,film or video media.

2.0. Objectives
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At the end of this unit, you should be able to:

1. Explain the concept of script drama
2. Trace the origin of scripted drama
3. Outline the techniques involved in scripting forethwadio, stage, TV, ar

film/video

3.0 Main Content

3.1  Scripted Drama

Scripted drama is the written version of a playhisTimplies that it is a webtructurec
performance by authors before an audience at a gilaze, be it stageadio, television
film/video. This kind of drama is Westeamiented. It is impossible to state w
certainty how and when drama originated. Neverslenany explanations have b
provided regarding its emergence. Western theofiegisama claim that drama was b
in Ancient Greece during the period that the Greggkge choral performanad dance:
and songs at festivals in honour of their god afevand fertility known a®ionysus.In
addition, this version has it that the earliesbrdmf Greek drama dates from the time
contest for tragedy was established in Athenswal$ at this time that Thespis won
first competition. He became the earliest knowtoracThe word “thespian” comes frc

his name.
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3.1.1 Scripting for the Stage

In dramatic literature, a play is a text writtentlre form of dialogue between charact
It is intended to be performed on stageher than being read. There are two major |
of a script namely: the dialogue and stage diraectibhe dialogue involves the words t
ought to be spoken by the actors while the stagectibns are instructions about
movement of the actors or different aspects ofséfie Stage directions are often tir

separated from the dialogue. These instructiopgsapin italics.

Most scripted plays are divided into acts and seen€he former constitutes a lar
section of the play text while the latter comprisasaller units of the text within the a
However, recent playwrights go beyond this ancibatigh revenant style of playwritii
by using Happening, Movement, Situation and otherds that separate one sequenc
action from the otherFor a stage play to be entertaining or interesting,onus lies o
the playwright to utilize dramatic techniques i florm of conflict. This is the strugc
between two opposing forces without which the aockewil find the play boring. |
addition, the use of soliloquies, asides, and nuneds alongside the dialogusually
help to engage the attention of the audience wadcthie play on stage.

3.1.2 Scripting for Radio

The radio is popularly referred to as the blind mmanedium. As a result, scripting 1
this medium involveghe use of sound effects in order to accentuateathien of the

radio play. Care should also be taken by the wnité to fashion out too many charact
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for a radio performance as the radio audience lysfiatls it difficult to comprehend to

many characters in a radio play.

In radio play dialogues, because the radio is glsisense (hearing-audio) usshort
speeches are preferable to long speeches so ¢éhatdbsage is not lost. Nevertheles
the play requires the description of charactersst pgctions and the setting, i
employment of the narrator by the writer will sevéot of time. It is also important
incorporate the traditional three-part structureth@d begnning, middle and end in tt
treatment of the plot of a radio play.

3.1.3 Scripting for TV

Unlike the radio, telling a story on screen demathdsuse of visuals on the part of
writer because the television deals more with siigah sounds in its audio-visual nature
In this respect, the selection of the correct imagesbjects goes a long way towa
imprinting the dramatic experience in the mind e tiudience. For instance, an im
that suggests or contrasts the mood of a charhatethe capacity to speak volumes

cut deep into the psyche of a television audience.

Moreover, if a television drama is to have an impat the audience, there has to
marriage between the text and the sexi: In other words, if the writer intends to dea
clear message to a television audience, the pdat)(must agree with the motivati
behind the plot (sukext). More importantly, a script is a blue priot a director, se

designer or cinematographer. As such, the tenoptédi give camera angles or directi
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to actors should be avoided in writing a screery.pl&imilarly, lengthy dialogues a
inappropriate in the television drama script.

3.1.4 Scripting for Film/video

The age -old saying, a picture is worth a thousand worddt&aelevancy to scriptin
for film/video. The first step is to begin withbaief. A brief does not necessarily follc
a particular pattern. It includes pertinent questioegarding the goal and the topic
well as the target audience of the film or vidda.answering these questions, the t

involved in creating the movie or video will be cad along.

Once the topic has been selected, the processitnfigvthe script begins in earnest.
good movie or video script is that which enables greople on camera to get tf
message across to the audience simply and naturgtiys implies that the language u:

should be conversational.

Apart from the dialogue, the film or video scriptiudes multiple shots, characters,
scenes. If it is possible, the writer should usages, charts, graphs or other gra|
elements to convey concepts or ideas. The reasaihit is to ensure that anyone v

picks up the script to read knows exactly whatdo d

Crafting an effective film or video script takesgomanceof the audience as well.
this end, searching questions such as: Is the mcelimade up of teenagers, professio

or the aged will prove helpful in shaping the irted message.
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3.2  Traditional and Scripted Drama

The dramaturgical principles of the different geswary in the sense that television sc
includes camera angles and other pertinent tedhdata besides the dialogue. On
other hand, most stage scripts contain just thiegli@ and the description of placeslan
characters. Except for soap opemad shows filmed before a live audience, all teliewvi
acting is compared to movie acting. However, teuision timing slightly differs fror
that of movie timing for one reason or the other.

Tools/materials.

In scripting a play, you will need writing matesgdike pen, paper, writing pads, pen
notebooks, and perhaps a computer set. You caomaowriting with all or any of thes
What one needs to do is to identify what is mosivemient. Most importantly, yot

ideas must be in shape and intact to be able ta gabd plot on paper.

Self-Assignment 2
1. Do you want to be a script writer?
2. What media do you prefer to write for?

3. What hiccups do you envisage in writing scripts?

4.0 Conclusion
In this unit, scripted drama has been explored btmcs of writing for the stage, rac

television, film or video have also been discusdedrthermore, the traditional a

133



scripted drama have been compared to draw theasitids and differences.

5.0 Summary

You have learnt in this unit that:

I Scripted drama is Western based and has been esdlisgacramatists.
. There are different techniques for writing plays fétage, Radio, TVand
Film/Video.

iii. There are differences between traditional and saidrama.

6.0 Tutor Marked Assignment
a. What is scripted drama?
b. Explain the origin of scripted drama.
c. Justify the assertion that the radio is a blind imamedium.
d. What are the basic guidelines for writing a stalggD

e. Distinguish between traditional and scripted drama.

7.0 REFERENCES/STUDY MATERIALS

Tabb, Michael. Script Note®vVhere a Story Begirgvww.script mag.com> Accessed
February 18, 2018

Writing a Play: Script Format, Steps and Tspsnvw.scriptmag.com> accessed
February 15, 2018.

Yerima, AhmedBasic Techniques in Play Writinthadan: Caltop Books Ltd, 2003.
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