
Dr. Jules Odendahl-James 
Writing 20, Fall 2005 
 

Short Essay 1 
 

Topic:   Why Theatre? Why This Piece of  Theatre? 
Length:  5-6 pages 
Due Dates:   Draft 1 due Friday, 9/23, by 5PM. 

In-class workshop on Draft 1, Monday, 9/26. 
Draft 2 due Friday, 9/30, by 5PM. 

 
For this first unit of  reading and discussion, we have been considering a number of  questions 
regarding theatre’s form and content: What is theatre’s purpose? Should plays represent the ideal or 
the real? How can (or can) theatre survive an ever-changing (social and cultural) world? What is the 
impact of a staged production upon the written text? And vice-versa? 
 
We have also been exploring the moves of  academic writing offered by Joseph Harris’ text, Rewriting. 
In Chapter Three, he describes forwarding, a term borrowed from email parlance: “a writer forwards a 
text by taking words images or ideas from it and putting them to use in new contexts. […] test[ing] 
the strength of  its insights and the range and flexibility of  its phrasings” (32). For Harris, forwarding is 
a particularly useful move as a writer shifts from using a text to examine its author’s project to 
making use of  a text in defining her own unique, separate project. 
 
In this essay, it is time for you to forward the texts and questions with which we have been working 
for the past weeks and start to define a writing project. Make a provisional choice of  a play text, 
either The Trojan Women or The Walls, and forward your reading of  that text, using class discussions 
and readings. Explore your observations about the role of  theatre and the specifics of  the play text, 
as you aim to answer the question: “What can be/should be/is the relationship between 
theatre—this theatre text specifically—and the social world?”  
 
In other words, take a position about the medium of  theatre, its relationship with the social world, 
and locate your selected play within that position as an exemplar, failure, or combination. Explain 
what your selected play avoids, offers to, or complicates regarding larger social discourses (about 
war, suffering, confinement, power, economic class, strategies of  artistic representation, tragedy, etc.) 
and offer some observations about how and why it interacts with these discourses in particular ways.    
 
Remember Aristotle’s caution that a tragedy not take on too much; keep your rhetorical strategies 
manageable. Do not try to take on the entire history and theories of  theatre or dramatic criticism. 
Do not try to take on all the possible social discourses listed above. Choose as many or as few as can 
be managed by and are relevant to your overall argument. Do not focus on a retelling of  the plot; 
assume that your audience has read the text. Select particular moments, storytelling strategies, 
characters, and/or themes that exemplify and explain your argument.  Regardless of  whether you 
choose to use the first-person or third-person voice, support your observations with citations. 
 
You are free to use previous writing from response papers in this essay; however, be conscientious 
that you have introduced/explained those excerpts coherently. Do not forget that The Writing 
Studio <http://uwp.aas.duke.edu/wstudio/schedule/index.html> has many resources to assist you 
in prewriting, drafting, editing, rewriting processes. 



Dr. Jules Odendahl-James 
Writing 20, Fall 2005 
 

Short Essay 2 
 

Topic:   What deeper issues has your research found circulating around this piece of 
theatre? From that research, what issues would you argue might intrigue/inspire/ 
influence/engage/enrage an audience? 

Length:  5-6 pages 
Due Dates:   Preliminary outline/thesis due in-class Monday, 10/31. 

In-class workshop on outline/thesis, Monday, 10/31. 
Draft 1 due Tuesday, 11/1, by 5PM to writing partner/group.  

In-class workshop on Draft 1, Wednesday 11/2. 
Suggested revisions/expansions due in-class Monday, 11/7. 

In-class workshop on revisions/expansions, Monday 11/7. 
Draft 2 due Tuesday, 11/8, by 5PM to instructor and writing partner/group. 

Sources: You must utilize and cite a minimum of four sources outside the play script itself. 
A maximum of two may be web-based (this does not include online journal articles). 

Format: See end of this handout for a reminder of formatting specifics for this and all written 
assignments for this course. 

 
For this second unit of  reading and discussion, we have been considering a number of  questions as 
a theatre text moves from the page to the stage: What is the artists’ role in setting the stage for an 
audience’s experience of a production? How do artists utilize research to make production choices? 
Who is a dramaturg and what is her/his role in connecting the play’s production with its reception? 
What is the audience’s role when attending and receiving the production? How does a dramaturg, as 
researcher and marketer, also contribute to the academic analysis of a play script and its production? 
 
We have also been exploring the integration of  moves of  academic writing with the choices a 
dramaturg makes as s/he researches the contexts of  a play text and production. Harris’ notion of  
taking an approach can be connected to the kinds of  choices a director makes when 
selecting/casting/rehearsing a play, the critical research/contexts a dramaturg brings to the 
production’s casting/rehearsal/production, and how this research might be organized in abbreviated 
form (a program note) or expanded form (an academic essay). 
 
In this essay, it is time for you to take an approach concerning your selected playtext as you imagine 
connecting the research you have conducted as you anticipate the text’s upcoming production. As we 
discussed in-class on Wednesday, October 26, use your program note as a starting point for possible 
approaches to explore in this writing. The following are two possible thesis statements/organizing 
claims that use program note material as inspiration. I have done a bit of rephrasing to offer 
provisional conclusions about what the actual production of the text might bring to my arguments. 
 

 While The Walls exemplifies what scholars like Diana Taylor have labeled “theatre of crisis,” 
a U.S. production of the play during the time of “the war on terror” should anticipate more 
recent debates regarding prisoner interrogation and incarceration if the director’s goal is 
Brechtian in nature: to inspire an audience to social action. 

 
If a writer offered this project, her/his essay might ask/address some/all of the following questions: 



 What is “theatre of crisis”? How/when does Taylor (who is Taylor that we 
should pay attention to her scholarship?) construct that label and what work 
of other writers (and what other plays of Gambaro’s) does she include in that 
group?  

 How has the “war on terror” been defined and by whom? What time frame 
does it encompass? What connections (if any) should I make between the 
historical time/place that inspired the “theatre of crisis” and the historical 
time/place of “the war on terror”? How has being a citizen during the time 
of “the war on terror” influenced my own reading of Gambaro’s script, 
especially the treatment of the Young Man by the Functionary and the 
Usher? 

 Why make the assertion that a director’s goal might be Brechtian? What does 
that mean? What goals of Brecht’s “epic theatre” can be seen in The Walls’ 
script or as that script might be performed? What would I offer as support if 
I argue that producing a play about indefinite/undefined imprisonment at 
this particular historical time offers a production team some opportunities to 
explore “alienation” techniques to help the audience realize the connections 
between Gambaro’s time and our own? 

 

 Director/adaptor Ellen Hemphill’s choice to frame the Greek tragedy with the “circus of 
cruelty,” exposes war as both a frivolous and deadly enterprise. Such a mix of play and pain 
reinvigorates Euripides’ own anti-war philosophy in ways that might be newly legible to a 
contemporary audience. 

 
If a writer offered this project, her/his essay might ask/address some/all of the following questions: 

 What does Professor Hemphill mean by “circus of  cruelty”? If  this is not 
her original term, what is its origin? If  it is her original term, what other ideas 
is it/might it be influenced by? Why does the circus setting expose war as both 
frivolous and deadly? What connections does Hemphill make between circus 
and war in her adaptation? 

 What was Euripides’ “anti-war philosophy”? Which scholars have 
espoused/explored this philosophy and what have they offered as proof  of  
this point of  view? Why am I connecting the origins of  his pacifism to his 
writing choices in The Trojan Women, especially as that script has been adapted 
by Professor Hemphill?  

 What changes (if  any) or embellishments have been made to the basic 
structure of  the tragedy (maybe I should discuss, briefly, how the play is a 
“simple plot” according to Aristotle which already sets it as a different kind 
of  tragedy—one without recognition, reversal and catharsis?) and how do 
these explore the “circus” theme? Why do I believe the choice of  the “circus 
of  cruelty” is going to make a contemporary audience aware of  the horrors 
of  war in a “new” way? 

 
If  your primary sources for the program note were encyclopedia entries and quote databases you 
might have more research to conduct. This essay can certainly give background about historical/ 
mythological characters, writers, politicians; however, it should not be strictly informational. You 
need to make a claim about why it is important for us to know more about these people/places 



because it leads us to a greater understanding about the context(s) of  the play and how we might see 
those context(s) in action when the play is performed. 
 
Format  

 Please use Microsoft Word for all of  your writing for this course. 

 Put your name, assignment, draft, and date on the first page of  every text you write for this 
course. Think of  a strong title for your piece and put that on the first page as well. Take this 
naming seriously. It should be more than just a restating of  the assignment.  

 Assignments longer than one page must have pages numbered.  

 Format your texts in a common, readable font (like this one, Garamond) with conventional 
margins and headings—unless you have a good reason not to (for example in the “program 
note” project). If  you choose to vary your font, format, or document design, do so for 
particular reasons and effects—and be ready, if  asked, to talk about what those are. 

 Use MLA (Modern Language Association) format for all citations. If you are not familiar 
with this publication manual see the Duke Library website 
<http://www.lib.duke.edu/libguide/cite/MLA.htm> for a tutorial. Remember that this site 
does not include all possibilities for citations. You might have to seek the hard copy of the 
text, The MLA Handbook for Writers of Research Papers, 6th edition. The text is available in the 
Reference Rooms at both Lilly and Perkins libraries. 

 Visual images must include publication information (artist(s), location, date). 

 When you send your writing either via email or posted to Blackboard, please name your 
document according to this formula: lastname.assignment.draft.doc. For example, for a 
first draft of  this essay I would name my document: odendahljames.shortessay2.D1.doc.  

 
Do not forget that The Writing Studio has many resources to assist you in prewriting, drafting, 
editing, and rewriting processes: http://uwp.aas.duke.edu/wstudio/schedule/index.html. 

http://uwp.aas.duke.edu/wstudio/schedule/index.html


Dr. Jules Odendahl-James 
Writing 20 
Writing Performance/Performing Writing: The Many Stages of Dramatic Criticism 
Fall 2005 

 
Program Note Project 

 
The library can be an unhelpful place to locate the dramaturg, an exclusionary site away from the rehearsal room and the work of 
making theatre, but it can be a great place to go if you want to start some trouble. 
    --D.J. Hopkins, “Research, Counter-text, Performance” (3). 

 
As we have been discussing in class, a dramaturg’s influence upon/participation in day-to-day 
rehearsals of a production is a point of contention in American theatre practice. The SUNY Stony 
Brook “Dramaturgical Guidelines” (see e-reserves) provides a traditional outline of a dramaturg’s 
research domains, which vary depending upon the text with which she works. While this artist’s 
required skill as archivist and researcher is essential, the dramaturg’s potential as co-creator of a 
production text, D.J. Hopkins argues, should be more fully explored.  Hopkins offers creating a 
“counter-text” as a new mode of dramaturgical inquiry. “Countering” is also a move of academic 
writing offered by Joe Harris, in which a scholar brings a different set of interests to bear upon a 
subject in ways that move her argument/analysis in new directions.  
 
The Trojan Women and The Walls present a dramaturg with some shared fields of inquiry, but they 
diverge in their textual particularities. To find out about the approaches to these texts being 
considered by directors, actors, translators here at Duke, we have heard from the artists involved in 
these two productions. To uncover various trajectories for research, we have had some introduction 
to library resources. In this project I want you to turn from the text itself to the fields of possible 
research that surround the text. While research of author/artist biography, production history, and 
social/cultural/historical context is part of a traditional dramaturg’s duties, she is the closest reader of 
the text because she focuses not simply upon the words on the page but their origins and extensions 
into the social world surrounding the play and its production.  
 
For this project, your writing is divided into two tasks: 

1. Write a prospectus outlining your rationale for selecting a particular facet of your text for 
in-depth research. This document should detail some preliminary source material. It should 
be 2-3 pages in length and it should identify (on a separate page) a preliminary list of sources 
(which does not have to be formatted) where you will seek your material. This is due Friday, 
10/14, by 5pm. 

 
2. After conducting the research outlined in your prospectus, construct a program note. When 

she writes for the program, a dramaturg must find a way to condense an immense amount of 
research and expertise in a concise manner in order to facilitate an audience’s understanding 
and enjoyment of a production. This note can employ visual material and its content and 
form should be informed by both its function and its content. This writing should be 1-2 
pages in length and must be accompanied by a finalized bibliography (in MLA format) of at 
least four sources outside the play script itself (a maximum of 2 may be web-based; these do 
not include online journal articles). These materials are due Friday, 10/21, by 5pm. 

 



Hopkins’ description of how his discoveries were incorporated into a production certainly bears out 
his proposal that dramaturgical research can be a dynamic contribution to a play’s production. His 
program note provides yet another counter-text for the production, a move which demonstrates this 
text’s power to shape an audience’s experience of the production.  Think of your research on this 
project as probing possible “counter-texts” that have impacted your reading of one of the plays. The 
resulting program note should offer an audience a glimpse of these texts. While the note does not 
have to take the form (though it may) of a coherent narrative, you will be required to support your 
choice of form/content in small-group workshops (Tuesday, 10/24) and detail why you made 
particular choices and what effect you wanted them to have (after you see the effect they do have on 
your fellow group members). Each group will construct an archival document that can be posted for 
the entire class to utilize as they expand the idea of “countering” in Essay #2. 
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Final Paper Guidelines 
Writing Performance/Performing Writing 

 
Topic:   An integration of  previous thoughts/writing with viewing production of  your   

selected play. This paper should contribute to the conversation within Performance  
Studies and Theatre Studies about the purpose(s) of  plays and their performance, 
with a particular focus on your selected script as written document, your script/its 
playwright/its social, historical, theatrical contexts, and your text’s production as 
presented at Duke University, Fall 2005. 
 

Length:  12-15 pages 
 

Due Dates:   Even if you do not have writing due on a particular class date, all students are 
expected to attend class meetings because, as you will note, The Walls writers will not 
have a class meeting between the due dates for their 1st and 2nd drafts. So those 
writers will need to pay particular attention to the class discussions on 11/16 and 
11/28. 
The Trojan Women Writers 

 Draft 1: A narrative of your experience viewing the production due to class 
Blackboard group by 5PM Tues. 11/15. 

 In-class workshop about integrating performance details, Weds. 11/16. 

 Draft 2: A thesis/project definition and sentence-length outline due Tues. 
11/22, by 5PM to instructor and writing partner.  

 In-class workshop on Draft 2, Monday 11/28. 

 In-class presentation and workshop of sections of final paper, Mon. 12/5. 

 Opportunity for Instructor conference, Fri. 12/9  

 Final Draft of Final Paper due Weds. 12/14, by 5PM. This is also the 
date/time when students will turn in class writing portfolios. 

The Walls Writers 

 Draft 1: A narrative of your experience viewing the production due to 
instructor and writing partner by 5PM Tues., 11/22. 

 Draft 2: A thesis/project definition and sentence-length outline due Tues., 
11/29, by 5PM to instructor and writing partner/group.  

 In-class workshop on Draft 2, Weds. 11/30. 

 In-class presentation and workshop of sections of final paper, Weds. 12/7. 

 Opportunity for Instructor conference, Fri.12/9  

 Final Draft of Final Paper due Weds. 12/14, by 5PM. This is also the 
date/time when students will turn in class writing portfolios. 

 

Do not forget that The Writing Studio <http://uwp.aas.duke.edu/wstudio/schedule/index.html> 
has many resources to assist you in prewriting, drafting, editing, rewriting processes. 
 

Sources: You must utilize and cite a minimum of four sources outside the play script itself.  
A maximum of two may be web-based (this does not include online journal articles). 
 



Format: See end of this handout for a reminder of formatting specifics for this and all written 
assignments for this course. 

 
Your final paper takes the form of a piece of dramatic criticism of depth and breadth. Think of this 
paper as your contribution to the ongoing conversations about theatre text, production, and critique 
that is found in current academic theatre publications. I have provided you with some examples 
from theatre journals so you can analyze their form and content. If you have not done so already, I 
strongly urge you to read William Peterson’s article, “The Asian Other in Singapore: Interculturalism 
in TheatreWorks’ Desdemona. You can find it in PDF format under the “Assignments” link on the 
course Blackboard site.  
 
Each of your previous essays have corresponded with particular questions for your chosen script 
and its relationship to theatre performance theory and practice as well as its own historical, social, 
theatrical contexts. Some questions you want to consider as you work on revisiting, revising, and 
integrating your thoughts about plays and their production over the course of the semester include: 
 

 Why take up theatre production (not just dramatic texts) for study/analysis? 

 What production details should be included in a dramatic review when it is addressed to an 
audience of both theatre practitioners and scholars? How should a writer include these details 
without falling into strictly descriptive prose? 

 What do you want to assert about the nature and purpose of theatre after working closely with a 
few individual theories, one particular script and its production at a specific location (Duke 
University, November 2005)? 

 How might a scholar embrace theatricality in her writing as she writes about theatre? 
 
This final paper may utilize work from class discussion, response papers, shorter essays, and the 
program note project; however, be conscientious that you have introduced/explained those excerpts 
coherently and if  you re-use large pieces of  previous papers, you must cite that work. While you can 
incorporate previous writing (expand, explain, or excise), avoid thinking of the final paper as simply 
an additive product. Your thinking or expectations might be strongly changed or challenged after 
you have seen the production of your chosen script. In light of your response to the play’s 
performance, you might have two pages of useful material from an earlier essay; you might have 
only two sentences.  
 
I strongly encourage you to go back to Blackboard and refresh your readings of the chapters from 
Harris, especially for how you might deploy his “moves” of academic writing. Review the “Summary 
Weeks 1-5” under the “Course Information” link. Under this same link, I have reposted the 
summary of our in-class discussions from September 12 about the “Purpose of Theatre.” Take 
another look at these lists and see how/if your initial ideas about theater (its scripts, its performance, 
its theories) have changed over the course of time and how those ideas have influenced your 
response to your selected script and its production. 
 
As I did with Short Essay 2, I have constructed a couple of sample project synopses to demonstrate 
how you might approach this final paper. These examples are by no means complete. (I have created 
one for The Walls without having seen the production.) They should give you some ideas, however, 
of how to integrate ideas you have explored throughout the semester into a central project that you 
can offer by Draft 2’s due dates (see above). 



 Gambaro’s script can be read through the lens of Brecht’s dramatic theory and Botvinick’s 
production encompassed a mix of Brechtian (expressionistic costume/setting/ environment, 
dissolution of the 4th wall) and realistic/naturalistic (psychological depth of characterization, 
unity of acting style) performance techniques. While this blend achieved the director’s vision of 
Gambaro’s writing as an expression of el grotesco criollo, it also demonstrated the limitations of 
“the alienation that is necessary to all understanding” that Brecht believed would spur a viewing 
audience to social action outside the theatre (Brecht 71). The struggles of the Young Man 
remained his not ours.  

 

 Through a conscious employment of Brechtian performance techniques (music/song, 
character/actor alienation, historicized environment), director Ellen Hemphill’s adaptation and 
production of The Trojan Women yields a tragedy which avoids the pitfalls of “dramatic theatre” 
without sacrificing the depth of pathos required to make the specific gendered suffering of the 
women empathetic to its largely college-age, mixed-gender audience at Duke University. 

 

 While there is no edict to select compatible scripts for Duke’s Theatre Studies season, this fall 
the two primary productions offer a number of related formal and thematic concerns. Both 
shows address the effects and motivations of physical suffering/violence, gendered expressions 
of power and repression, and linking a historical/mythical stage world with the lived world of an 
audience. Since theatre continues to lose viewers to other representational mediums where 
spectacle influences reception, scripts selected for performance at institutions of higher 
education have an obligation to expose student audiences to difficult texts of intellectual depth. 
Such depth does not negate their power to entertain; however, these productions embody 
Brecht’s idea of entertainment through education. Ellen Hemphill’s adaptation and production 
of The Trojan Women offers a particularly compelling case study of the necessity of educational 
entertainment. 

 

Format  

 Use Microsoft Word for all of  your writing for this course. 

 Put your name, assignment, draft, and date on the first page of  every text you write for this 
course. Think of  a strong title for your piece and put that on the first page as well. Take this 
naming seriously. It should be more than just a restating of  the assignment.  

 Format your texts in a common, readable font (like this one, Garamond) with conventional 
margins and headings. If  you choose to vary your font, format, or document design, do so 
for particular reasons and effects—and be ready, if  asked, to talk about what those are. 

 Use MLA (Modern Language Association) format for all citations. If you are not familiar 
with this publication manual see the Duke Library website <http://www.lib.duke.edu/ 
libguide/cite/MLA.htm> for a tutorial. Remember that this site does not include all 
possibilities for citations. You might have to seek the hard copy of the text, The MLA 
Handbook for Writers of Research Papers, 6th edition. The text is available in the Reference 
Rooms at both Lilly and Perkins libraries. I have also made copies of sections from the 6th 
edition of this handbook that you might find useful. They are in packets outside my office 
door for check-out. 

 Assignments longer than one page must have pages numbered.  

 Visual images must include publication information (artist(s), location, date). 

 When you send your writing either via Blackboard’s File Exchange (sending just to your 
writing partner or to the class section) or Digital Dropbox (sending your paper to me only), 
please name your document according to this formula: lastname.assignment.draft.doc. 
For example, for a first draft of  this essay I would name my document: 
odendahljames.shortessay2.D1.doc.  


