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Preface

The aim of this Drama 1 module is to provide the students with
basic knowledge of drama in terms of both intrinsic elements and
extrinsic elements. The students are equipped with concepts for
discussing drama as a genre of literary works. The concepts cover idea
and its embodiment which offer challenges to the students’ critical
thinking. Descriptions in regard to prominent playwrights and examples of
their masterpieces are added on purpose to assist the students in
understanding dramatic works.
After using this book, the students are expected to be able to
understand the definition and genre of drama, the historical development
of drama, the literary elements of drama, and the dramatic masterpieces
from prominent playwrights. This module is also designed to provide
students with additional knowledge about specific elements of drama as
performance. Thus, the students are expected to have prior knowledge
about dramatic performance.
Ongoing improvement on the quality of this module is a must.
Therefore, criticisms and suggestions are highly appreciated.
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RENCANA PROSES KEGIATAN PEMBELAJARAN SEMESTER
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Mata Kuliah
Semester
Kode
Jurusan
Program Studi
Dosen

:
:
:
:
:
:

Drama 1 (3 sks)
4
SBI 4221
Bahasa dan Sastra Inggris
Sastra Ingris
Tim

Deskripsi Singkat:
Mata kuliah ini merupakan mata kuliah wajib yang harus diikuti seluruh mahasiswa sastra Inggris dengan bobot 3
sks. Mata kuliah ini dirancang dengan tujuan: (1) memberikan pengetahuan dasar mengenai konsep drama; (2)
memberikan pengetahuan dan keterampilan menelaah drama secara komprehensif dari sisi intrinsik; dan (3)
memberikan pengetahuan mengenai drama dalam konteks pertunjukan.
Kompetensi yang ingin dicapai:
Mahasiswa mampu menelaah drama secara komprehensif dari sisi intrinsik dan memahami drama baik sebagai
teks maupun pertunjukan.
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Bahan kajian:
1. Definisi, perkembangan drama, jenis dan aliran drama.
2. Unsur-unsur intrinsik.
3. Unsur-unsur pementasan drama.
Kriteria Nilai Akhir:
Kuis
Tugas Terstruktur
Partisipasi Aktif
UTS
UAS

:
:
:
:
:

15%
20%
10%
25%
30%

Pelaksanaan Kuliah:
(1)
NO

(2)
MINGGU
KE

1

1

(3)
KEMAMPUAN
AKHIR YANG
DIHARAPKAN
1. Mampu
memahami
kontrak
perkuliahan.
2. Mampu
menjelaskan
definisi drama

(4)
MATERI
PEMBELAJARAN

(5)
BENTUK
PEMBELAJARAN

1. Kontrak kuliah
2. Definition of
Drama

1. Ceramah
2. Diskusi

(6)
KRITERIA
(INDIKATOR)
PENILAIAN
1. Mampu menyebutkan
tujuan, topik, dan
kriteria penilaian
mata kuliah Drama.
2. Mampu menyebutkan
definisi drama dan
memberikan contoh
sesuai definisi
tersebut.
3. Mampu menyebutkan

(7)
ALOKASI
WAKTU
150 menit

RPKPS

2

3

2

3

v

Mampu
menjelaskan
sejarah
perkembangan
drama.

Development
of Drama

Mampu
menjelaskan
genre dan
beberapa
aliran drama.

Genres and
Schools of
Drama

1. Ceramah
2. Diskusi

1.

2.

1. Ceramah
2. Diskusi

1.

2.

persamaan dan
perbedaan drama
dengan prosa, puisi,
dan karya non-fiksi
setelah menganalisis
potongan drama
berjudul Tender Offer
karya Wendy
Wasserstein.
Mampu menyebutkan
periodisasi drama dari
masa Yunani klasik
sampai drama
modern
Mampu menyebutkan
ciri khas masingmasing periode
drama
Mampu menyebutkan
definisi tragedy,
comedy, tragicomedy,
comedy of manner,
comedy of humour,
farce, dan
melodrama.
Mampu menyebutkan
persamaan dan
perbedaan antara
tragedy, comedy,

150 menit

150 menit
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3.

4

4-5

1. Mampu
memahami
karakter dan
karakterisasi
sebagai unsur
pembangun
dalam drama.
2. Mampu
mengidentifik
asi karakter
dan
karakterisasi
dalam sebuah
teks drama.

Intrinsic
element:
Character

1. Ceramah
2. Diskusi
3. Praktik

1.

2.

3.
4.

tragicomedy, comedy
of manner, comedy of
humour, farce, dan
melodrama.
Mampu menyebutkan
dan karakteristik tiap
genre dan aliran
drama.
Mampu menyebutkan
definisi protagonist,
antagonist,foil,
confidant, dan
caricature
Mampu menyebutkan
fungsi protagonist,
antagonist,foil,
confidant, dan
caricature dalam
drama
Mampu menyebutkan
metode-metode
karakterisasi.
Mampu
mengidentifiasi
karakter dan metode
karakterisasi dalam
drama Death of a
Salesman karya
Arthur Miller.
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vii
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pembangun
dalam drama.
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sebuah teks
drama

Intrinsic
element:
Plot
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Setting
setting dalam
drama.
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asi setting
dalam teks
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3. Praktik

1. Mampu menyebutkan
definisi plot,
exposition,
complication, crisis,
falling action and
resolution.
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resolution dalam
drama.
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a Salesman karya
Arthur Miller.
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dan blocking.
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RPKPS

ix

konsep
penonton dan
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drama
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memahami
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teknis dalam
pertunjukan
drama

Performing
Drama
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2. Diskusi
3. Praktik

theatre.
2. Mampu menyebutkan
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penonton dan
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pertunjukan pada
Classical Greek
theatre, Elizabethan
theatre, Neoclassical
theatre, dan Modern
theatre.
3. Mampu menyebutkan
ciri khas Classical
Greek theatre,
Elizabethan theatre,
Neoclassical theatre,
dan Modern theatre.
1. Mampu menyebutkan
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diperhatikan dalam
pertunjukan drama.
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decoration, Lighting,
Costume, Make up,
dan Sounds and
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3. Mampu membuat
desain stage
decoration untuk
mementaskan settingsetting tempat yang
ada dalam drama
Death of a Salesman
karya Arthur Miller.
12

16

Ujian Akhir Semester

Kontrak:
1. Maksimal bolos

: 3x

2. Yang tidak dianggap bolos:
-

Sakit (surat dokter), kalau tidak ada surat sakit, teman harus tahu.

-

Musibah

-

Ikut lomba, tapi dispen hanya dari PD3/PR3

3. Toleransi keterlambatan 20, kalau terlambat hukumannya menyanyikan lagu berbahasa Inggris, bkn lagu anak2
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Chapter 1
Definition of
Drama
Introduction
The aim of this chapter is to provide the students with definition of
drama. The students are expected to understand what drama is
and be able to distinguish drama from other genres of literature
after reading an excerpt from a drama. The students are also
expected to understand the overlapping meanings between drama
and theatre.
Meeting 1 __________________________________________
1.1.

Definition of Drama

The word “drama” can be interpreted in many points of view.
We may associate drama with a category used to classify movies in
television or certain videos in a video store. Drama is said to happen
when a squad of police tries to save hostages from criminals in a
thrilling rescue mission. A person is ridiculed of being a “drama queen”
for getting to upset or angry over a trivial event. All in all, drama
embraces a broad number of different ideas which possibly leads us to
a question, “So, what is drama actually?”
The very word drama, which comes from the ancient Greek
language, means “deed,’’ “action”, and consequently “performance”,
and derive from the Greek verb dran, “to do.” Therefore, it is
important to note that when we define drama as “action” this does not
mean drama is “an exciting narrative” featuring the violence and
murder found in modern action films (King, 2007:4-5). To say the
least, the term drama we are discussing deals with a composition for
the stage, the composition results from playwright’s creative process.
Related to the above explanation, we should refer to Pickering &
Hoeper (1981:221) who propose a definition that drama means a story
in dialogue performed by actors, on a stage, before an audience – in
other words, a play. We also use the term drama in a more general
sense to refer to the literary genre that encompasses all written plays
and to the profession of writing, producing, and performing plays.
When drama is related to performance, the next question may be
asked, “What is the different between drama and theatre?” because we
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are accustomed to the word “theatrical” to address performing arts
shown in front of audience. Generally, people often make a distinction
between drama, which concerns the written text or script for the
performance, and theater, which concerns the performance of this
script. At this rate, we can see that the words drama and theatre have
two separate but somehow overlapping meanings.
Reaske (1966:5) argues that drama portrays life and human
activity by means of presenting various actions of – and dialogues
between – a group of characters. In order to do so, drama combines
the use of language with scenery, costuming, and the actors’ physical
appearance. It also makes use of vocal emphasis, tone of voice, and
nonverbal forms of expression. Through characters’ action and
dialogue drama is more than the representation of human life. It is
also entertainment. While this term is subject – and has been
subjected – to various kinds of definitions, everyone agrees that
entertainment is nevertheless one of the real objectives of drama.
The following is excerpt from Wendy Wasserstein’s one-act play,
Tender Offer. It is a simple and very short play portraying a moment in
everyday lives and provides no dramatic intensity. Yet, it sufficiently
provides example of what drama is.
TENDER OFFER
A girl of around nine is alone in a dance studio. She is dressed in
traditional leotards and tights. She begins singing to herself,
“Nothing Could Be Finer Than to Be in Carolina.”She maps put a
dance routine, including parts for the chorus. She builds to a
finale. A man, Paul, around thirty-five, walks in. He has a sweet,
though distant, demeanor. As he walks in, Lisa notices him and
stops.
PAUL.
LISA.
PAUL.
LISA.
PAUL.
LISA.
PAUL.
LISA.
PAUL.
LISA.
PAUL.
LISA.
PAUL.
LISA.
PAUL.

You don’t have to stop, sweetheart.
That’s okay.
Looked very good.
Thanks.
Don’t I get a kiss hello?
Sure.
(Embraces her.) Hi, Tiger.
Hi, Dad.
I’m sorry I’m late.
That’s okay.
How’d it go?
Good.
Just good?
Pretty good.
“Pretty good.” You mean you got a lot of applause or
“pretty good” you could have done better.
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LISA. Well, Courtney Palombo’s mother thought I was pretty
good. But you know the part in the middle when
everybody’s supposed to freeze and the big girl comes
out. Well, I think I moved a little bit.
PAUL. I thought what you were doing looked very good.
LISA. Daddy, that’s not what I was doing. That was tapdancing. I made that up.
PAUL. Oh. Well it looked good. Kind of sexy.
LISA. Yuch!
PAUL. What do you mean “yuch”?
LISA. Just yuch!
PAUL. You don’t want to be sexy?
LISA. I don’t care.
PAUL. Let’s go, Tiger. I promised your mother I’d get you home
in time for dinner.
LISA. I can’t find my leg warmers.
PAUL. You can’t find your what?
LISA. Leg warmers. I can’t go home till I find my leg warmers.
PAUL. I don’t see you looking for them.
LISA. I was waiting for you.
PAUL. Oh.
LISA. Daddy.
PAUL. What?
LISA. Nothing.
PAUL. Where do you think you left them?
LISA. Somewhere around here. I can’t remember.
PAUL. Well, try to remember, Lisa. We don’t have all night.
LISA. I told you. I think somewhere around here.
PAUL. I don’t see them. Let’s go home now. You’ll call the
dancing school tomorrow.
LISA. Daddy, I can’t go home till I find them. Miss Judy says it’s
not professional to leave things.
PAUL. Who’s Miss Judy?
LISA. She’s my ballet teacher. She once danced the lead in
Swan Lake, and she was a June Taylor dancer.
PAUL. Well, then, I’m sure she’ll understand about the leg
warmers.
LISA. Daddy, Miss Judy wanted to know why you were late
today.
PAUL. Hmmmmmmmm?
LISA. Why were you late?
PAUL. I was in a meeting. Business. I’m sorry.
LISA. Why did you tell Mommy you’d come instead of her if you
knew you had business?
PAUL. Honey, something just came up. I thought I’d be able to
be here. I was looking forward to it.
LISA. I wish you wouldn’t make appointments to see me.
PAUL. Hmmmmmmm.
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LISA. You shouldn’t make appointments to see me unless you
know you’re going to come.
PAUL. Of course I’m going to come.
LISA. No, you’re not. Talia Robbins told me she’s much happier
living without her father in the house. Her father used to
come home late and go to sleep early.
PAUL. Lisa, stop it. Let’s go.
LISA. I can’t find my leg warmers.
PAUL. Forget your leg warmers.1
…………………………………………………………………………………………………………
In view of the form, the excerpt above is an example of
conventional drama. It means that any drama is usually presented in
the similar way Wendy Wasserstein presents Tender Offer. However,
when we are concerned with drama as performance, there are some
cases that a performed drama may not be based on dramatic works. It
might be derived from a prose and even from a poem. In addition,
although most dramatic works are intended to be staged, there are
dramas which are designed for reading rather than for performance.
These kind of dramatic works are called closet drama.
1.2.

Class Activity

a. Form a group consists of 3 (three) to 4 (four) people. Discuss the
excerpt of Wendy Wasserstein’s Tender Offer and, based on the
excerpt, point out some similarities and differences between drama
and other literary genres (prose and poetry) you have read before.
b. Discuss the excerpt of Wendy Wasserstein’s Tender Offer with your
group comprehensively and express your group’s opinion about the
drama. Do you like the drama? Why do/don’t you like it?
c. If you have question about the definition of drama, do not hesitate
to ask your lecturer.
1.3.

Individual Assignment

The following is an excerpt of interview transcript between Abdul Baha
and Mr. Campbell published by The Christian Commonwealth on
September 13, 1911. Read and compare the transcript with the
excerpt of drama you have read in this chapter.

Taken from Literature: The Evolving Canon written by Sven P.
Birkerts (1996:1001-1002)
1
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MEETING BETWEEN ABDUL BAHA AND MR. CAMPBELL
Immediately Mr. Campbell entered the room Abdul Baha rose
from his chair and advanced to meet him with smiling-face and
arms extended; The elder man grasped both the hands of the
younger, and, retaining them, warmly greeted him. His
expression and manner showed that he regarded the occasion
as no ordinary one. Standing face to face, linked hand in hand,
in the centre of the room, these two spiritual leaders of worldwide fame—Eastern and Western, but essentially one in their
outlook on life—formed an impressive picture that is stamped
indelibly on the mind’s eye of all who were privileged to be
present. The meeting was so remarkable that I ventured to take
notes of the conversation (conducted through an interpreter),
and here reproduce them. It should be mentioned that the notetaking was quite unpremeditated. Neither speaker was aware
that his words were being recorded. The conversation was
private, and permission to publish was given with
reluctance. Abdul Baha first inquired after Mr. Campbell’s health,
and said he had been very anxious to meet him. The
conversation then proceeded as follows:
R. J. Campbell

: I have long looked forward to this
opportunity.
Abdul Baha
: That is proof that both our hearts are at
one.
R. J. Campbell
: I think that is true.
Abdul Baha
: There is a Persian saying that hearts that
are at one find their way to one another.
R. J. Campbell
: I do not think that saying is peculiar to
Persia.2
…………………………………………………………………………………………………………
Judging from the form, the interview transcript is similar to the text of
drama you have read but the transcript cannot be said as a dramatic
work. Why? Write down your opinion in 200-250 words and share it
with your friends next week!

Taken from http://www.travelstothewest.org/2011/09/05/interviewand-article-in-the-christian-commonwealth/
2

5

Chapter 2
Development
of Drama
Introduction
The aim of this chapter is to provide the students with historical
development of western drama. The students are expected to
understand the major periods of western drama, since Greek
Tragedy until Twentieth century drama, and the characteristics of
the drama in each period. The students are also expected to be
able to scrutinize the relationship between drama and society in
particular periods.

Meeting 2 __________________________________________
2.1.

Development of Drama

Drama has undergone changes through the ages. Nowadays
plays are far more elaborated than those in ancient Greek era, the era
which is said as the origin of western drama. Referring to Reaske
(1966:6-12) we are going to discuss some major eras in western
drama, which can be summarized as follows.
2.1.1. The Beginnings
Religious celebration is the origin of drama. From the various
pagan rites and festivals arose the earliest dramas called Greek
Tragedy and Greek Comedy. Greek Tragedy arose from the patterns of
the Dionysian rites of life and death. In Greek Tragedy, a central
character is led into death, despair, or misery through some sort of
error, either in himself or in his action. Usually the central character
has some particular tragic flaw.
On the other hand, Greek Comedy arose from the patterns of
the Dionysian rites of fertility. The earliest Greek comedies not only
deal with fertility but also with phallic ceremonies. Greek comedy is
generally divided into three categories: Old Comedy, Middle Comedy,
and New Comedy. In Old Comedy we usually discover a great deal of
rough comment on affairs of state through political satire. Middle
Comedy has no surviving examples. New Comedy usually deals with
romantic situations and we generally witness potential lovers working
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from unhappy problematic situations into happy comfortable ones.
Comedies illustrate the traditional “happy ending”.

Figure 2.1. Dyonisus, the god of wine and intoxication.3 The festivals
dedicated to the god initiate the birth of western drama.
2.1.2. The Middle Ages
In the late ninth and tenth centuries there were tropes or
musical presentations of certain church services, particularly the
various masses. From these musical presentations came drama as the
priests began to speak rather than sing the story. Eventually these
tropes became independent of the church liturgy and medieval drama
was established as a secular entertainment, although religious subjects
were still the most popular. Gradually the presentations were moved
from the church to the outdoor. Latin was replaced by regional
language and the audience became more cosmopolitan.
Some of the most popular plays in this era were known as
Mystery Play, which were religious plays based on certain events in
biblical history. Another kind of popular play was Miracle Play or Saints’
Play which told scriptural events having to do with miracle and saints.
The mystery plays is divided into three kinds: Old Testament plays,
often treating the fall of man, the loss of paradise, etc; New Testament
plays, usually concerned with the birth of Christ; and The Death and
Taken from
http://www.geocities.ws/Athens/Parthenon/2226/Greek/dionysis.html
3
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Resurrection plays. In other words, the story of the man and the life of
Christ became the main subjects of all medieval drama. At this time
also another kind of play became popular. It told scriptural events
having to do with miracles and saints. These plays became known as
Miracle Plays or Saints Plays.
2.1.3. Morality Plays and Interludes
At round the beginning of the fifteenth century emerged the
Morality Play. It differed from the earlier religious dramas because it
contained allegory: certain abstract passions, vices, and virtues were
represented on the stage by actors in bizarre costumes. Thus the
audience could watch such characters as Death, Evil, Mercy, Shame,
and Holiness. Some morality plays deal with a single vice or moral
problem, though some deal with the whole moral problem of man’s
existence.
The morality plays led slowly into the creation of interludes
which were relatively short dramas brief enough to be presented in
between the other events at feasts, entertainments, etc. The interludes
were extremely popular and often consisted of a dialogue between only
two characters. The interludes sometimes were farces and not always
serious and religious. Thus the interlude is often considered to be one
of the major secularizing influences on the drama.
2.1.4. Elizabethan
Renaissance England encouraged people from various
professions to begin writing plays. By the late sixteenth century,
Elizabethan drama had become the best in the history of world
literature. How easy is to mention Shakespeare, but how difficult is to
mention all of the many others. This era is the beginning of new kinds
of plays: the romantic comedies, the revenge-murder dramas, the
great cycles of history plays, the court comedies, and the pastoral
plays. Thus the Elizabethan stage introduced almost unbelievable
number of new and talented playwrights. At the same time,
Elizabethan drama also introduced whole new kinds of secular drama,
many of which survive to the present day.
2.1.5. Restoration and Eighteenth-Century
In the period of the Restoration in England (beginning in 1660
when Charles II was “restored” to the English throne), heroic plays
became extremely popular. The heroic drama was a kind of tragedy or
tragicomedy characterized by excesses – violence, explosive dialogues,
greatly tormented characters, elements of spectacle, and various epic
dimensions. The heroes were usually great military leaders as well as
great lovers and often experienced a conflict between their love for a
lady and their patriotism. The heroine was always virtuous and
beautiful, as well as subject to agony over conflicting interests
between her hero-lover and her father. Villains were usually powerhungry and villainesses jealous lovers of the heroine’s hero. All in all,
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the plays were easily patterned. During the same period, the Comedy
of Manners was born.
2.1.6. Nineteenth-Century and Twentieth-Century
The “spectacle” introduced into the drama through the heroic
plays slowly led into the more extreme spectacle and excessive
emotionalism of melodrama in the nineteenth century. Toward the end
of the century there was also a revived interest in more serious drama,
like that of the Elizabethans. In twentieth century, problem plays and
domestic tragedies became vastly popular. For example, it was used to
be believed that a real “tragedy” necessarily had to follow the
Aristotelian principle that a noble hero suffered a calamitous fall. In
this era, however, the status of tragic hero was brought to domestic
figures.
2.2.

Class Activity

a. Form a group consists of 3 (three) to 4 (four) people and discuss
the following questions:
1. Why is Greek tragedy considered as “serious” play?
2. Why did the story of Christ and Saints become the main subjects
of medieval dramas?
3. Why is Elizabethan drama considered as the best in the history of
world literature?
The questions require your arguments. So, write down your opinion
and share it with other groups.
b. If you have question about the development of drama, do not
hesitate to ask your lecturer.
2.3.

Individual Assignment

Re-read the material in this chapter and choose an era you are most
interested in. Why is the era interesting? Explain your reason in 200250 words and share it with your friends next week!
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Chapter 3
Genres and
Schools of
Drama
Introduction
The aim of this chapter is to provide the students with some
prominent genres and school of drama. The students are expected
to understand the characteristics
of major
genres in drama and to
CHAPTER
3
be able to identify the genre of a drama. In addition, the students
GENRES
SCHOOLS
OF
DRAMA
are also expected
to be AND
able to
identify the
school
of a drama.

Meeting 3 _______________________________________________
3.1.

Genres of Drama

In line with its development, drama has been divided into
several genres. Although most playwrights are not concerned to the
matter of drama classification, some playwrights do write plays in
accordance with some theory of the formal principle for each genre.
Thus, we need to know at least some prominent genres of drama. The
following are brief explanations of some prominent genres summarized
from Pickering & Hoeper (1981:283-288).
3.1.1. Tragedy
Tragedy is a division of drama established by the Greeks.
Aristotle (384-322 B.C.), the first and most influential literary theorist,
promoted a famous definition of tragedy. According to Aristotle,
tragedy is an imitation of an action of high importance, complete and
of some amplitude; in language enhanced by distinct and varying
beauties; acted not narrated; by means of pity and fear affecting its
purgation of these emotions. This definition puts much of its emphasis
on the tragic action, or story, which Aristotle thought should be
serious, complex, and tightly structured. The Aristotelian definition
accurately reflects the goal of most Greek, Roman, and neoclassical
tragedy. However, it is too narrow to include many serious and
important plays written during other periods. The equivalent form of
tragedy, melodrama, emerged as a recognized type of theater in the
19th century. Melodrama presents sentimental, touching, and thrilling
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characters in a story which tends to be exaggerated. The characters in
melodrama are, generally, stereotyped.
3.1.2. Comedy
Comedy refers to the drama designed primarily to amuse. A
comedy typically deals with common people. It is dominated by a light
tone that encourages laughter (or at least amusement or
entertainment), and ends happily. Horace Walpole, the eighteenthcentury man of letters, once observed that “the world is a comedy to
those that think, a tragedy to those who feel.” Walpole’s comparison is
a good guide to the key differences between comedy and tragedy.
The tragic hero is closely examined and portrayed as an
individual while the comic character is viewed intellectually from a
distance and represents a broad human “type” – a young lover, a
hypocrite, an elegant fop, etc. The tragic mode asks us to sympathize
with the hero and imagine ourselves in his position while the comic
mode suggests that we step back from life and look with amusement
on the humorous predicament of others. The subject matter of comedy
is often as serious as that of tragedy, but the comic playwright distorts
events and personalities in order to remind the audience that the play
deals with fantasy and not fact. The plots of comedy are usually based
on twisted imagination of the author while the plots of tragedy are
revelations of our emotional and psychological core.
Some prominent subdivisions of comedy are romantic comedy,
comedy of humours, comedy of manners, and farce. A play is called
romantic comedy when the main sources of humor in the play are the
ludicrous complications of love. A play is called comedy of humours
when the main sources of humor are on the ridiculous characteristics
of the blocking figures (for example, the imbalances and the
eccentrics. A play is called comedy of manners when the play makes
fun of the manners and conventions of human behavior. The comedy
of manners is a satirical performance towards the so-called
establishment and social conventions. A play is called farce when the
main sources of humor are on broad and often crude verbal humor.
Farce is often considered as low level of comedy or play. It traditionally
gains its effects from physical humor (that can even turn into violent)
and from rude verbal jokes.
3.1.3. Tragicomedy
In Italy, certain critics and dramatists began mixing elements
and aspects of the two traditional kinds of theater to create a third
kind, called tragicomedy. Tragicomedy is a drama which mixes the
convention of tragedy and comedy. In this type of drama the
protagonist, as subject to a series of crises, manages to escape to
celebrate a happy ending. The example of tragicomedy is William
Shakespeare’s The Merchant of Venice.
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3.2.

Schools of Drama

If genre of drama is related to the story line of a drama, school
of drama deals with the style. Symbolism, realism, expressionism,
naturalism, and absurd are some of many schools of drama which
come to prominence in line with the growth of drama. Two of those
schools, namely realism and absurd drama, are highlighted in
accordance with the premises from Scanlan (1988:135-143) and
Birkerts (1996:1438-1440).
3.2.1. Realism Drama
Realism drama is a type of modern drama that presents
objective presentation of the details of everyday life. The realist shows
us characters who are ordinary people, usually in a familiar domestic
setting. One of the ways the reader can find his way through the
variety of modern realism is to identify the major conflict of the work.
In this case, there at least four important macro conflicts found in
modern drama, namely male vs. female, the individual vs. social
injustice, human consciousness vs. the mystery of life, and the
personal dream vs. the real world. Conflicts between male and female
in realism drama are usually concerned with power struggles, social
issues, and marital issues; for example the obstacle faced by the
female in the form of the male power structure, as we can find in
Henrik Ibsen’s A Doll’s House.

Figure 3.1. A shot from Henrik Ibsen’s A Doll’s House performed by
Churcill Productions4
Taken from
http://inside.churchillproductions.co.uk/post/1609450511/a-dolls4
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3.2.2. Theatre of the Absurd
When the old modes of realism are no longer adequate, new
movements appear to offer new ideas. One of those movements is
Theatre of the Absurd. After World War II, Europe was morally
devastated. Existentialism, which questioned the meaning of life in a
Godless universe, was popular. The widely shared sense of
pointlessness was given its clearest expression in the like of Samuel
Beckett’s Waiting for Godot. The dialogue in the drama is unlike the
realist’s; it is dark, disconnected, and often humourous. Theatre of the
Absurd captures how it feels to live in a world without systems of
meaning. Thus, conventional actions are missing entirely and audience
might watch strange routines.

Figure 3.2. A shot from Samuel Beckett’s Waiting for Godot
performed at West Yorkshire Playhouse5
3.3.

Class Activity

a. Have you ever watched the like of “Opera Van Java (OVJ)” or
“Srimulat” on television? Do you think that kind of television show
represents a genre of drama? If it does, what genre does the show
represent and what is your reason? If it does not, why?

house-by-henrick-ibsen
5
Taken from http://www.theguardian.com/stage/2012/feb/19/waitingfor-godot-talawa-review
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Discuss the issue in a group consists of 3 (three) to 4 (four) people
and share the result of your discussion with other groups.
b. If you have question about genres and schools of drama, do not
hesitate to ask your lecturer.
3.4.

Individual Assignment

Read Arthur Miller’s Death of a Salesman. According to you, what
genre does the drama belong? What school does the drama represent?
State your arguments in 200-250 words and share it with your friends
next week!
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Chapter 4
Intrinsic
Elements of
Drama
4.1. Character
Introduction
The aim of this sub-chapter is to provide the students with the
concept of character in drama. The students are expected to
understand the charactersCHAPTER
and characterization
found in drama.
3
They are also expected to be able to identify the characters in an
GENRES AND SCHOOLS OF DRAMA
assigned drama.
Meeting 4 __________________________________________
4.1.1. Character
Characters are fictitious creation. There are characters designed
to fit the plot and there are the plots derived from the characters.
Thus, a playwright must give distinguishable attributes to the
characters a dramatic work so that the characters can be
comprehensively identified by the audience. Referring to Morner &
Rausch (1991:31-33), Birkerts (1996:22-24), and Reaske (1966:4047) the concept of character in drama can be summarized as follows.
Characters are the people in the drama. These people are
fictional and their personal qualities and actions are limited by their
function in the drama. In terms of role, we are introduced with the socalled protagonist and/or antagonist characters. Protagonist (often
called tragic hero in tragedy) is the central character in a drama
whereas antagonist is a character that hinders the protagonist to
achieve his goal. In addition, me may also find confidant, caricature,
and foil characters in a drama.
There is also the so-called choral character, a remnant of the
chorus in Greek drama. Choral character is a character whose role is to
comment on the actions of the main characters. Often used in plays to
substitute for narrative comment, a choral character may represent
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conventional wisdom or the author’s own views. In Moliere’s Tartuffe,
for example, Cleante is the voice of reason and wisdom.
In order to understand dramatic characters, we need to make
empathic connection with their behavior. By connecting with their
moment to moment behavior we can find out who the characters are,
where they come from, and what they are doing. At this point we can
refer to the characterization. Below are some devices of
characterization.
a. From name and physical appearance of each character (although
this information is often unreliable); in the prologue or in the stage
directions the playwright often describes the name of the character
and the character in the physical sense. We learn from these stage
directions what the character looks like and probably how he
dresses; when a character walks onto the stage, it is obvious from,
his appearance whether he is a meticulous or sloppy person,
attractive or unattractive, old or young, small or large, etc. In other
words, in the mere appearance of character we locate our first
understanding of him.
b. Through the way a character speaks; dialect, word choice, and
grammar all provide clues to a person’s background and intelligence.
Othello’s “perfect soul” is partially revealed through his eloquence.
On the other hand, Iago’s idiomatic slang marks him as a “profane
wretch” in the very first scene of the play.
c. Through individual’s patterns of action over the course of the play;
for example, Hedda Gabler, in Henrik Ibsen’s Hedda Gabbler, pacing
is an indication of her sense of suffocating confinement in her role as
a woman.
d. Through the way a character responds to others; for example in
Shakespeare’s Othello, when Brabantio seeks to arrest Othello, the
latter averts a crisis with composure. Yet the violent temper of this
eminent soldier eventually surfaces.
e. Through asides, soliloquies; we are likely to understand the
characters best when they speak in short asides or in longer
soliloquies. On these occasions the character is telling the audience
of his specific characteristics. If he is villain, he usually explains his
evil intentions or at least his malicious hopes; if a lover, he offers
poetic statement of devotion, etc.
f. Through hidden narration; one of the devices of characterization
frequently employed is having one character in a play narrate
something about another character. The narration is hidden in the
sense that it is not that playwright's direct comment.
4.1.2. Class Activity
a. Work in groups and answer the following questions:
1. Why the protagonist in tragedy is also called tragic hero?
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2. What are the differences between confidant, foil, and caricature?
What is the function of these minor characters in a drama?
3. Is it possible that characters in a drama are non-human being?
Explain your reason!
4. If a character, who is characterized as an untrustworthy person,
speaks of another character’s nature, can we – as a
reader/audience – simply trust him/her by considering what
he/she says as a method of characterization? Explain your
reason!
5. The characterization from name and physical appearance are
sometimes unreliable, why? Explain your argument!
b. If you have question about the characters, do not hesitate to ask
your lecturer.
4.1.3. Individual Assignment
Choose a character in Death of a Salesman you are interested in and
give the reason why the character is interesting. Write down your
opinion in 200-250 words and share with your friends next week!
……………………………………………………………………………………………………………………
Meeting 5 _______________________________________________
4.1.4. Character Analysis
The following are some characters of Loman family you can find in
Arthur Miller’s Death of a Salesman:
a.
b.
c.
d.

Willy Loman
Biff Loman
Happy Loman
Linda Loman

Analyze and explain the characters and characterization of the
aforementioned Loman family. Do not forget to provide proofs to
support your arguments. The proofs are excerpts/quotations taken
from the text of the drama. It requires 3(three) excerpts/quotations at
minimum to legitimate your answer.
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4.2. Plot
Introduction
The aim of this sub-chapter is to provide the students with the
concept of plot in drama. The students are expected to understand
the plot found in drama. They are also expected to be able to
identify the plot in an assigned drama.

Meeting 6 __________________________________________
4.2.1. Plot
Referring to Pickering & Hoeper (1981:269-273) plot is the
central aspect of all drama, for drama is primarily concerned with
“what happens”. A drama is composed of a series of “incidents” or
“episodes” which follow after one another according to some plan of
the playwright. Every incident is connected to incidents which follow.
In conclusion, plot is the development of events or actions, not only in
their chronological sequences, but also in their causal relationship. Like
a typical short story, the plot of nearly every play contains five
structural elements, namely: exposition, rising action, climax, falling
action, and resolution.
Exposition provides certain amount of information to understand
the story. It introduces casts, initiates actions, gives background
information and begins characterization. Some exposition is always
provided in the first scene, and all of the essential background material
is usually provided by the end of the first act. In Shakespeare’s
Othello, exposition occurs when Othello and Desdemona have secretly
married; and Cassio, rather than Iago, has been made Othello’s
lieutenant.
Rising action or complication introduces and develops the
conflict. Complication provides initial conflict where a character begins
to face difficulties and his/her relationships with other characters begin
to change. In Shakespeare’s Othello, rising action happens when Iago
recognizes that Cassio’s courteous attentions to Desdemona can be
used to make Othello jealous (act 2, scene 2).
The crisis/climax or turning point of the drama occurs at the
moment of peak emotional intensity and usually involves a decision, a
decisive action, or an open conflict between the protagonist and
antagonist. Just as it is sometimes difficult to determine where the
conflict originates, it is sometimes also difficult to determine when the
crisis takes place. In Shakespeare’s Othello, climax happens when
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Othello sees Desdemona’s handkerchief in the hand of Cassio and
concludes that she must die for her infidelity (act 4, scene 1).
As the consequences of the crisis accumulate, events develop a
momentum of their own. In falling action stage, the tense of conflict is
decreasing and the hero is slowly overpowered and increasingly
helpless. The falling action does not usually last long as the rising
action. Following the falling action is the resolution. The resolution is
the final unwinding, or resolving, of the conflicts and complications in
the plot of drama. In a tragedy, catastrophe is usually marked with the
death of the hero and/or the heroine. In a comedy, however,
frequently includes some unexpected twist in the plot. In
Shakespeare’s Othello, falling action followed by resolution happens
when Othello learns of Desdemona’s innocence and slays himself.
The plot structure in a well-made drama, especially a tragedy in
five acts can be represented in a diagram called Freytag’s pyramid.
The diagram has been adapted to illustrate the plot structure of
novels, short story, and drama (Morner & Rausch, 1991:90). The
diagram can be illustrated as follows.

Figure 4.1. Freytag’s pyramid adapted from Die Technik des Drama
(1863)6

6

Taken from http://oliviafrey.webs.com/session914january.htm
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4.2.2. Class Activity
a. Work in groups and answer the following questions:
1. Can we say that plot in any drama has to be identified in
accordance with the classic formula of plot structure? Explain
your reason!
2. Is it possible that a drama runs without plot? Explain your
reason!
3. In most drama, there are conflicts which happen between a
character and another character (external conflict) and between
a character and himself or herself (internal conflict). Give an
example for each conflict: the internal and the external!
b. If you have question about plot, do not hesitate to ask your lecturer.
4.2.3. Individual Assignment
There are many events we can find in the story line of Death of a
Salesman. Point out an event that you think as the most important
event in the drama. State your reason in 200-250 words and share it
with your friends next week!
……………………………………………………………………………………………………………………
Meeting 7 __________________________________________
4.2.4. Plot Analysis
Analyze and identify the plot in Arthur Miller’s Death of a Salesman.
Locate:
a.
b.
c.
d.
e.

Exposition
Rising Action/Complication
Climax
Falling Action
Resolution

Your arguments must be supported by proofs. The proofs, in this case,
are excerpts/quotations taken from the text of the drama.
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4.3. Setting
Introduction
The aim of this sub-chapter is to provide the students with the
concept of setting in drama. The students are expected to
understand the setting found in drama. They are also expected to
be able to identify the setting in an assigned drama.

Meeting 8 __________________________________________
4.3.1. Setting
Birkerts (1996:56) argues that setting refers both to the
physical location of the events and to the time in which they happen.
Just as where and when are the two vital coordinates of our own lives,
so they hold a central place in the lives and worlds projected in fiction.
How the author makes use of the setting depends on the desired
effect. Setting has everything to do with context. Thus, readers need
to situate the events and to place them within the context.
Setting is related to the time and place in which the drama’s
story is set. Consequently, setting has many functions both in textual
and staging aspects. In terms of textual aspect, Birkerts (1996:56-58)
states that there are at least three (3) functions of setting. First, it can
give the reader the impression of verisimilitude (that this really
happened). Second, it situates us in space and time so that we can
understand the events of the story as shaped by specific factors. Third,
it can enhance theme, either through suggestion or through more
direct symbolism. A set of important distinctions must be made
between the literal, suggestive, and symbolic uses of setting.
Birkerts (1996:58) adds that the interpretation of setting is not
always easy to draw. When we read of a character standing in a dark
wood, are we to understand it as just a dark wood or as a dark wood
suggesting something more (a moral confusion in that character’s life,
an impending act of violence)? No satisfying answer can be given.
However, the reader is urged to be aware of the different interpretive
possibilities.
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Figure 4.2. The setting in Henrik Ibsen’s A Doll's House visualized by
Robert Gardiner for Frederic Wood Theatre7
In terms of staging aspect, the functions of setting are stated by
David Welker (1969), cited in Pickering (2005:186-187), who suggests
that a set can serve four basic functions: it may constitute a machine
for organizing the arrangement and movement of the actors; it may
express the mood of the play; it may give information about the locale
and time of the play; or it may be visually interesting in itself. A
decision to set a play in a certain time and place is seen as the
playwright’s prerogative. From this decision appears the design
concept and performance style. The setting of a drama provides much
of the quality of the action: a court, a cafe, a prosperous house, an
island, or a church. Some dramas that once had a ‘contemporary
setting’ may many years later be seen as historic pieces.

Taken from
http://faculty.arts.ubc.ca/rgardiner/rgdes/dollhse/doll02a.htm
7

22

Intrinsic Elements of Drama

4.3.2. Class Activity
a. Work in groups and answer the following questions:
1. Can setting serve as antagonist? Explain your reason!
2. Can setting serve as a means of revealing character? Explain your
reason!
3. Can setting enhance the atmosphere in a drama? Give example!
b. Still in groups, analyze the setting in Arthur Miller’s Death of a
Salesman! Provide excerpts/quotations from the text to support your
arguments.
c. If you have question about setting, do not hesitate to ask your
lecturer.
4.3.3. Individual Assignment
Vivid setting often helps readers to understand a drama but there are
dramas which provide minimal description of setting on purpose. Find
out a drama with unclear setting. In your opinion, why is the setting
unclear? Do you think that the clarity of setting play an important role
in determining the quality of a drama? Write down your opinion in 200250 words and share it with your friends next week!
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4.4. Dialogue, Monologue,
Aside, and Soliloquy
Introduction
The aim of this chapter is to provide the students with the concepts
of dialogue, monologue, aside, and soliloquy as specific elements in
drama. The students are expected to understand each term and its
function in a drama. They are also expected to be able to identify
the differences among those terms.

Meeting 9 __________________________________________
4.4.1. Dialogue, Monologue, Aside, and Soliloquy
Dialogue is the conversation of two or more people as
represented in writing, in this case in a drama. Dialogue is important in
forwarding action, developing characters and intensifying a sense of
reality and immediacy (Morner & Rausch, 1991:55). A drama may give
us talk and characters without much action and strong characters.
However, a drama cannot give us characters and action without talk.
Besides dialogue, a drama may contain the so-called monologue,
aside, and soliloquy. The followings are the explanations of those
terms which are summarized from Pickering & Hoeper (1981:261268).
Dramatic dialogue includes sufficient background information to
fix the time, place, and circumstances of the action. It takes the form
of discussion, argument, or inquiry which may accompany and clarify
actions or simply reveal attitudes and opinions. Thus, its function is to
provide necessary factual information, to characterize, to speculate,
and to foreshadow. Although dramatic dialogue intends to represent
real life dialogue, it never is the same with actual conversation. Unlike
actual conversation, which is full of hesitations, pauses, fragments,
misunderstandings, and repetitions, dramatic dialogue slash past trivial
details and strike the lure with vigor and directness. In drama, it is
required a certain measured rhythm, carefully speaking lines in turn
and incorporating brief pauses in the question-response pattern so that
each line can be clearly heard by the audience.
Dialogue is used by the characters to express and share their
feelings and/or ideas towards the other characters and the audiences.
However, there is possibility that characters also employ monologue,
soliloquy, and aside to speak up their mind. Monologue happens when
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a character speaks of his or her thoughts and feelings to him/herself.
It can directly address another character, or speak to the audience.
Soliloquy happens when a character in a play, alone on a stage, speaks
her thoughts aloud. Aside happens when a character speak briefly to
the audience, supposedly without being heard by the other characters
on stage.
4.4.2. Class Activity
a. Work in groups and answer the following questions:
1. Can we say that theatrical production without dialogue, for
examples mime and ballet, is a drama? Explain your reason!
2. Do you know traditional puppet show (“Wayang Kulit”, for
example) performed by a puppeteer (“Dalang”) who singlehandedly plays different roles? Can we categorize such kind of
show as a drama? Explain your reason!
3. What is the difference between soliloquy and monologue? In
what way (s) do they enhance the story line of a drama?
b. If you have question about dialogue, monologue, aside, and
soliloquy do not hesitate to ask your lecturer.
4.4.3. Individual Assignment
Watch a movie thoroughly and point out whether there are
monologues, asides, and soliloquies in the movie. Do you think movies
also employ monologue, aside, and soliloquy just like you find in
dramas? If yes, what is the function of those dramatic conventions in
movies? If no, why do you think so? Express your idea in 200-250
words and share it with your friends next week!

25

Chapter 5
Action and
Actor
Introduction
The aim of this chapter is to provide the students with the concepts
of action and actor. In addition, the students are also introduced
with some basic rules in blocking.
The
CHAPTER
3 students are expected to
understand term action and actor and their roles in performing a
SCHOOLS
OF DRAMA
drama. TheyGENRES
are alsoAND
expected
to understand
the concept of
blocking and acting and its application in a performance.

Meeting 10 _________________________________________
5.1.

Action and Actor

Action and actor are two important aspects of drama as
performance. When we discuss this matter, a drama is no longer
written literary text but has transformed into a performance on stage.
Action is needed to bring the written artifact to life and actor is the
agent who does so. Thus, the discussion about action and actor must
be integrated.
Action is a fundamental concept in drama but its definition is
slippery and the term is used in a number of ways. However, in the
most general terms, action is what is happening in a play/drama and
what the actors actually do (Pickering, 2005: 66). Consciously or not
people acts almost all the time; we are actors. Barton (2009:1) says
that people act to survive in an old group, to gain membership in a
new group, or even to be left alone by a group they do not wish to
join. We are learning to act throughout our lives. We are always trying
to figure out how our groups want us to behave, which feelings to
show or to hide, or what behavior will be rewarded or punished. In
conclusion, we are experienced actor although maybe not the skilled
one.
If we are experienced actor by nature, so what should we do to
interpret and present the lines of dialogues of a drama that are
assigned to us to be played on stage? A performed drama is
collaboration between the playwright’s “textual guideline” and the
actors’ creativity. Therefore, an actor has to remember that he is
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bound to fictional characters in dramatic text. It means that he cannot
acts freely as he like.
Birkerts (1996:999-1000) argues that actors need to consider
some important points in order to perform fine fictional characters.
Firstly, staged drama is an illusion that actors agree to participate in.
In this situation, the actors are not actors but are the people they
pretend to be. Secondly, the actors approve certain representations of
actions. Thirdly, the actors loosen their normal expectations relating to
space and time. Fourthly, the actors have to stick to the conventions of
speech and gesture. It means that they may speak just like normal
people but they may also do things that real life people never do; for
example when they have to deliver a monologue or soliloquy.
In written text sometimes characters’emotion is not stated
explicitly in the dialogue. In this case, an actor must employ intense
imagination to enliven the dialogue. He must stage and perform the
work inwardly for themselves before actualize it before audience. In
addition, the playwrights’ stage directions must be well interpreted into
appropriate blocking - the process of structuring actors’ physical
movements on stage - so that the audience can see and understand.
Blocking is also important to provide practical foundation for
an actor to build a character in the show and to create a
good portrayal of the stage.
5.2.

Class Activity

a. Work in groups and answer the following questions:
1. What is difference between actor and character?
2. Why do actors need to realize that when he is on a stage, he is
no longer himself but a fictional character?
3. Why do actors need to understand blocking?
b. Still in groups, take a look at the following figures and answer the
questions.
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Figure 5.1. First blocking8

Figure 5.2. Second blocking9

Taken from http:/www.latheatercritic.com/2013/01/80s-nerd-is-liketotally-radical.html
9
Taken from
http://blogs.swa-jkt.com/swa/10810/2013/03/20/theatre-hl-journal-910-march-realism/
8
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Figure 5.3. Third blocking10
1. The characters’ movements in figure 8.2.1, 8.2.2, and 8.2.3 are
designed on purpose although they are acted as naturally as
possible. What are the indicators that make their movements
are different from our free movements?
2. Identify the characters that become the centre of attention in
each figure! Why do those characters become the centre of
attention?
c. If you have question about action and actor do not hesitate to ask
your lecturer.
…………………………………………………………………………………………………………………
Meeting 11 _________________________________________
5.3.

Acting

In Acting: Onstage and Off, Barton (2009:6-7) offers some challenges
to the readers to imitate the voice and attitude of some characters we
are familiar with. In this case, the attitude of a child, a lover, and a
politician are chosen for you. The followings are the texts.
Taken from
http:// latimesblogs.latimes.com/culturemonster/2009/07/review-thepain-and-the-itch-at-boston-court.html
10
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a. Child:
“I can’t go. I just caaaaan’t! My tummy is all achy and I forgot
to do my math homework… I mean I forgot to tell you that…
that… that’s not all! I feel hot and tired and slow and heavy!”
b. Lover:
“I think your eyebrows are completely awesome.
I’ll never forget when I first saw some
Of your eyebrows moving on your face
More awesome by far than precious lace
Your eyebrows make me completely hot.
Will this poem give me at least a shot?”
c. Politician:
“I’ve traveled far and wide across this beautiful country of ours
and people always ask me, they say, ‘What is the most
important thing about being an American?’ and I always answer,
‘Freedom!’ The freedom, for example, to let people who believe
in you, contribute to your tax-sheltered annuities, your
contingency funds, and your rolling market accounts. So, my
friends, if someone suggests to you that I have done wrong,
may I proudly reply that here in America, this so-called ‘wrong’
is one of our most important rights!”
Read all the words spoken by the three characters and choose a
character you want to imitate. Read again thoroughly the words of the
character you have chosen and work on it. Set up the acting and the
blocking of the chosen character and present it in front of your friends!
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Chapter 6
Audience and
Theatre
Introduction
The aim of this chapter is to provide the students with the concepts
of audience and theatre. The students are expected to understand
what a playwright has to CHAPTER
do so that 3audience enjoys his works.
They are also expected to understand the characteristics and
GENRES
ANDtheatres,
SCHOOLS
DRAMA
transformation
of western
as OF
venues
to facilitate both
performance and its audience, throughout the ages.
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6.1.

Audience and Theatre

A staged drama is not complete without audience and theatre.
Audiences are the people who come to watch, appreciate, and are
entertained by the drama. They come to a venue of the staged drama
called theatre. To some extent, a theatre is designed to facilitate the
number of audience.
According to Pickering & Hoeper (1981:233-234), most plays
make an effort to please an audience massed in a theatre, their main
goal is to fill the theatre and to keep on filling it for as long as possible.
In order to do so, a staged drama should have popular appeal. The
main ingredients for this are love (and lust) and violence. Regarding to
these ingredients, the plots usually focus on violent passions like
anger, jealousy, revenge, lust, treachery, or some form of love like
love of woman, love of home, love of freedom, and love of country.
Pickering & Hoeper (1981:235-236) add that the characteristics
of successful drama are clearly plotted, easy to understand, familiar
and acceptable theme for the audiences. A drama is to be at once
popular and intellectually stimulating. In addition, talks and actions
must be balanced because a play is principally composed of words.
When audience is encouraged to enter the theatre and take their
seats, the playwright has control over audiences. Once the drama
begins, the audience is captived, which happens because the seats all
face the stage and the only well lit part of theatre is the stage. When
the curtain rises the audiences then watch and listen attentively.
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The condition of theatre determines the presented actions and
setting, as well as the way in which the scenes are developed. The size
of the theatre, the proximity of the audience to the stage, and the
characteristics of the stage influence the scenery, the costuming, and
the actors’ methods. The followings are some prominent western
theatres in the world of drama summarized from Pickering & Hoeper
(1981:241-260).
6.1.1. The Classical Greek Theatre

Figure 6.1. Classical Greek theatre11
This theatre was presented before huge audiences from various
social backgrounds. The attendances were approximately 17.00050.000. Some well known theatres are the theatre at Epidaurus and
the theatre at Ephesus. The audience sat on wooden benches that
ascended the hillside, more than half encircling an orchestra or
“dancing place”. A wooden building called the skene (from which we
derive the term “scene”) closed off the second half of the theatre and
served simultaneously as an acoustic wall (reflecting the voices of the
actors back into the audience), a scenic background (representing any
building central to the action), and a convenient place for the three
principal actors to change masks and costumes. The narrow space
between the skene and the orchestra was known as the proskenion
11

Taken from http://english.tjc.edu/engl2332nbyr/Greektheaters.htm
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and served as the main acting area. The drama in the Greek theatre
was performed by actors. They wore masks, padded clothing, and
platform sandals. The masks were designed to function like primitive
megaphones and improved the carrying power of the actors’ voices.
6.1.2.The Elizabethan Theatre
The Elizabethan theatre was relatively small, compared to the
Greek theatre. The form of the theatre was usually square although
there was also octagonal shape. When filled to capacity, the theatre
probably held a crowd of about a thousand, with the common folk
pressed elbow to elbow around three sides of the stage. Because the
stage intruded so far into the middle of the audience, most spectators
sat or stood within thirty feet of the actors. As a result, the Elizabethan
theatre brought a sense of intimacy between the audience and the
characters. Because the audience stood around three sides of the main
stage, it was impossible to use a curtain to separate scenes. Because
the dramas were performed during daytime, it was impossible to
change the stage into darkness during a change of scene. Therefore,
The Elizabethan theatre was well suited for dramas with rapidly
shifting scenes and continuous action.

Figure 6.2. Elizabethan theatre12
Taken from
http://facstaff.gpc.edu/~twadley/classes/1102/fa05/a4_6.htm
12
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6.1.3.The Neoclassic Theatre
Different from Elizabethan theatre, which allowed audience to
interact with the actors, Neoclassic theatre separate the audience and
the actors. The audience sat along one side of the stage and looked in
on the action, as if looking through an invisible wall. This arrangement
eventually led to the use of a front curtain to conceal the stage
between acts and made possible elaborate changes of scenery.
Because all members of the audience watched the play from similar
point of view, the setting could be vividly depicted on huge flat
canvases, using the devices of perspective developed by the Italian
painters. The drama in neoclassic theatre fulfilled the three unities:
unity of time, unity of action, and unity of place. As a result, most of
the plays were set in a single place of general resort; for example, a
courtyard, a street, a drawing room. The drama played in this theatre
was an intentionally stylized drama based on the premise that fixed
rules of structure are necessary in refined literature.

Figure 6.3. Neoclassical Theatre13

Taken from http://www.perspectiv-online.org/pages/en/bull-italianroute.php
13
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6.1.4. Modern Theatre
Twentieth century stage has been characterized by flexibility.
This flexibility is assisted by further refinements in lighting and
machinery that can easily manipulate the sets and sometimes even the
seating arrangement in the theatre. Although most modern theatres
retain the proscenium arch and a clear division between the audience
and the actors, many small (especially contemporary ones) have
experimented with other structures. Modern set designs have been
transformed by a consensus that their primary purpose is to provide
three-dimensional areas for acting. Thus, everything depicted on stage
should be functional and esthetically pleasing but not necessarily
realistic. The modern set tends to be simple, suggestive, and
intellectually stimulating instead of purely pictorial. This aim is
facilitated by modern electrical lighting, which can create moods.

Figure 6.4. Modern theatre14
The causes of the modern trend toward flexibility, suggestivity,
and simplicity of setting are complex, but certainly television and the
movies have had something to do with it. People found that the movies
could present more realistic thrill than theatre. Therefore, playhouse
stop to stage spectacular extravaganzas, and drama once again

Taken from
http://www.madlenianum.rs/en/index.php?execute=view_page&
module=system&page_id=42
14
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became the verbal and intellectual experience previously enjoyed by
the Elizabethan and the Greeks.
6.2. Class Activity
a. Work in groups and answer the following questions:
1. Were women allowed to perform a drama in classical Greek
theatre? Why?
2. What are the differences between Greek theatre and Elizabethan
theatre?
3. What are the differences between Neoclassic theatre and Modern
theatre?
b. Still in groups, look at the figures of theatres in this chapter and
discuss the function of:
1. parodos
3. canvases
2. trapdoor
4. electrical lighting
c. If you have question about audience and theatre do not hesitate to
ask your lecturer.
6.3.

Individual Assignment

In your subjective point of view, choose one of the theatres described
in this chapter as your favourite! Why do you choose it?
If you were a designer of theatre, what would your theatre look like?
Vividly describe your “masterpiece” in words and illustration (if it is
possible) and share it with your friends next week!
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Performing
Drama
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The aim of this chapter is to provide the students with the technical
elements in drama. The students are expected to understand the
importance of some technical
elements3 in the staged drama. They
CHAPTER
are also expected to understand the implementation of each
AND SCHOOLS OF DRAMA
element in a GENRES
performance.
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7.1.

Performing Drama

Teamwork is needed to perform a drama. It means the drama
cannot be staged by a single person. There has to be a cohesive group
consists of people who are in charge of technical elements in producing
the performance. These technical elements are crucial in enhancing the
drama. Below are some technical elements that take an important role
in the staged drama summarized from Pickering (2005:163-164 &
176-179) and http://litera1no4.tripod.com/elements. html.
7.1.1. Stage Decoration
The concept of decorating the stage is related to the idea of
décor, that means of defining and shaping the stage environment. By
the early years of the seventeenth century it was quite common for
theatres to have a stock of what were termed decoration sets for
showing scenes. This would enable the producer to present almost any
drama using some of these selected decoration sets. The first major
form of stage decoration is the use of periaktoi (triangular prisms with
a scene painting on each of their three sides). Periaktoi is used as
wings to the stage, creating a sense of perspective and enabling a
number of different scenes to be represented.

37

Performing Drama

38

Figure 7.1. Periaktoi15
The gradual evolution of a picture frame or proscenium in the
theatre greatly enhanced the opportunities for scenic decoration. A
large painted background (or backdrop, to indicate a picture against
which an action is played in real life) is provided to visualize
information about time and place. By the middle of the nineteenth
century there was an impression that the decoration of the stage had
become more important than the actors. In some cases, the scenic
design was a deliberate imitation of a famous painting, intended to be
admired as a work of art. However, this trend was generally broken in
the late nineteenth century when a photographic realism was
demanded and the stage became an integral part of the total
conception of character. At this point, the responsibility for the visual
impact of the stage shifted from the playwright, manager and scene
painter to the designer.
There are a number of possible approaches to the concept of
“decorating the stage”. First, having a “real” location in mind and
adapting this to fit a particular physical space; second, considering the
actors and the events of the play and constructing an environment in
which the action can best take place; third, discovering a mood or
theme and creating and shaping a space that reflects that; fourth,
creating a stage metaphor for the states of mind of the characters; or
fifth, conceiving the entire stage and auditorium as a single
15

Taken from http://www.silentsource.com/diffusors-rpg-triffusor.html
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environment or adopting the concept of the found space for
performance. Once these initial decisions have been taken they must
be followed by the selection of textures, colours, and objects such as
furniture and props. In the modern theatre this also requires an
understanding of the effect of powerful stage lighting as well as a
sensitive response to the particular theatre form.
7.1.2. Lighting
Lighting’s role is controlling intensity, direction, colour and
quality of light. Much nineteenth-century lighting was concerned with
special effects and lighting the set. In following years, finely controlled
electric lighting has become one of the most important aspects of all
live theatrical performances. It can even provide an ironic background
to comic action. This kind of device, together with the idea of creating
a uniquely shaped environment for the performers, has been the result
of much creative experiment. Moreover, since the impact of film and
television these concepts have been seen as more appropriate
employment of the theatre’s technical resources than the simulation of
‘real’ interiors or landscapes.
Lighting design has two functions: first, to illuminate the stage
and the performers; second, to create mood and control the focus of
the spectators. Theatre lighting may be from a direct source such as
the sun or a lamp or it may be indirect, employing reflected light or
general illumination. It has four controllable properties: intensity,
colour, placement on the stage, and movement. These properties are
used to achieve visibility, mood, composition (the overall arrangement
of light, shadow, and colour), and the revelation of form, that is the
appearance of shape and dimensionality of a performer or object as
determined by light.
Until the Renaissance, almost all performance was outdoors and
therefore lit by the sun, but with indoor performance came the need
for lighting instruments. Lighting was first achieved with candles and
oil lamps and, in the nineteenth century, with gas lamps. Although
coloured filters, reflectors, and mechanical dimming devices were used
for effects, lighting served primarily to illuminate the stage. By current
standards the stage was fairly dim, which allowed greater illusionism in
scenic painting. Gas lighting facilitated greater control, but only the
advent of electric lighting in the late nineteenth century permitted the
brightness and control presently available.
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Figure 7.2. Lighting illuminates the characters16
Lighting design, however, is not simply aiming the lighting
instruments at the stage or bathing the stage in a general wash of
light. Audiences usually expect actors to be easily visible at all times
and to appear to be three-dimensional. This involves the proper
angling of instruments, provision of back and side lighting as well as
frontal, and a proper balance of colours. Two basic types of stagelighting instruments are employed: floodlights, which illuminate a
broad area, and spotlights, which focus light more intensely on a
smaller area.
The lighting designer is often responsible for projections. These
include still or moving images that substitute for or enhance painted
and constructed scenery, create special effects such as stars or
moonlight, or provide written legends for the identification of scenes.
Images can be projected from the audience side of the stage on to
opaque surfaces, or from the rear of the stage on to specially designed
rear-projection screens.
The lights are controlled by a skilled technician called the
electrician, who operates a control or dimmer board. The most recent
development in lighting technology is the memory board, a
computerized control system that stores the information of each light
cue or change of lights. The electrician need no longer operate each
dimmer individually; by pushing one button, all the lights will change
automatically to the pre-programmed intensity and at the desired
speed.
Taken from http://www.hartwick.edu/news/news-archive-new/lukemoyer-award-04-06-10-al
16
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7.1.3. Costume Design
A costume is whatever is worn on the performer's body.
Costume designers are concerned primarily with clothing and
accessories, but are also often responsible for wigs, masks, and
makeup. Costumes convey information about the character and aid in
setting the tone or mood of the production. Until the nineteenth
century, little attention was paid to accuracy and variations on
costume. Since then, however, costume designers have paid great
attention to authentic period style.

Figure 7.3. Neoclassical costume17
As with the other forms of design, subtle effects can be achieved
through choice of colour, fabric, cut, texture, and weight or material.
Because costume can indicate such things as social class and
personality traits, and can even simulate such physical attributes as
obesity or a deformity, an actor's work can be significantly eased by its
skilful design. Costume can also function as character signature. Based
originally on everyday dress, the costumes became standardized and

Taken from
http://www.costumes.org/history/100pages/thrcostlinks.htm
17
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were appropriated for the stage. Colours, designs, and ornamentation
all convey meaningful information.
7.1.4. Makeup
Makeup may also function as a mask, especially in Oriental
theatre, where faces may be painted with elaborate colours and
images that exaggerate and distort facial features. In Western theatre,
makeup is used for two purposes: first, to emphasize and reinforce
facial features that might otherwise be lost under bright lights or at a
distance; second, to alter signs of age, skin tone, or nose shape.

Figure 7.4. Make up in contemporary theatre18
7.1.5. Sound and Sound Effects
From earliest times, most theatrical performances were
accompanied by music that, until recently, was produced by live
musicians. Since the 1930s, however, use of recorded sound has been
a possibility in the theatre. Although music is still the most common
sound effect, wind, rain, thunder, and animal noises have been
essential since the earliest Greek tragedies.
Any sound that cannot be created by a performer may be
considered a sound effect. Such sounds are most often used for
realistic effect (for example, a train rushing by or city sounds outside a
window), but they can also assist in the creation of mood or rhythm.
Although many sounds can be recorded from actual sources, certain
sounds do not record well and seem false when played through
electronic equipment on a stage. Elaborate mechanical devices are
therefore constructed to simulate these sounds, such as rain or
thunder. Technicians also create special aural and visual effects
simulating explosions, fire, lightning, and apparitions and giving the
illusion of moving objects or of flying.
Taken from
http://www.starnow.com/caitlynworland/photos/3993395
18
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7.2.

Class Activity

a. Work in groups and answer the following questions:
1. What aspects do we need to prepare for a dramatic
performance?
2. Do you think that a stage must be designed as lifelike as
possible? Explain your reason!
3. What is the importance of lighting?
4. How did the Greece and Elizabethan illuminate the stage?
5. What is the importance of costume and make up?
6. What are the differences between the costume and make up in
classical Greek theatre and Neoclassical theatre
7. Why do we need a technician to conduct a dramatic
performance?
8. Do you think that the invention of television and movie have
affected the style of staged drama? In what ways do they affect
the drama?
b. If you have question about audience and theatre do not hesitate to
ask your lecturer.
7.3.

Individual Assignment

Watch a staged drama thoroughly and point out some interesting
aspects that you cannot find in a movie.
Do you think that live drama must be completely replaced by recorded
drama in television so that anyone can enjoy the drama from their
home? Explain your argument in 200-250 words and share it with your
friends next week!
……………………………………………………………………………………………………………………
Meeting 14 _________________________________________
7.4.

Designing Stage Decoration

Arthur Miller’s Death of a Salesman is enriched by various setting of
place in Brooklyn, New York, and Boston. Nevertheless, Willy Loman’s
house in Brooklyn is arguably the most important setting in the drama.
Suppose you are a stage designer in a staged drama, how will you
portray the setting of Willy Loman’s house?
In a performance, setting of place in a text of drama must be well
presented visually in front of audience so they can understand the
setting. Therefore, read carefully the part in the drama that provides
information about setting of Willy Loman’s house, interpret it, and
draw it in a piece of paper.
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Glossary

Antagonist: The character that hinders the protagonist to achieve his
goal.
Aside: A dramatic convention in which the lines addressed by a
character to the audience are presumed to go unheard by the
other characters.
Blocking: The process of structuring actors’ physical movements on
stage.
Caricature: A character with one motive or trait that is carried to a
ridiculous extreme
Choral character: the character whose role is to comment on the
actions of the main characters.
Character: An individual in literary works.
Chorus: A group of singers and dancers who sometimes serve as
actors to comment on or interpret the significance of the action.
Climax: A point in the plot when the action reaches its turning point.
Confidant: The character to whom a major character reveals his/her
private feelings/thoughts.
Closet drama: A drama written to read rather than staged and acted
Comedy: A drama designed primarily to amuse the audience
Comedy of humour: A type of comedy in which the main sources of
humor are on the ridiculous characteristics of the blocking
figures
Comedy of manners: A type of comedy which makes fun of the
manners and conventions of human behavior.
Dialogue: the conversation of two or more people as represented in a
drama.
Exposition: The part of a work that provides necessary background
information.
Falling action: The part of the plot that follows the climax and
precedes the resolution.
Farce: A type of comedy which employ ridiculous and exaggerated
situation, broad, often crude, verbal humour, and various kinds
of buffoonery and physical horseplay
Foil: A character that provides a direct contrast to another character.
Existentialism: A philosophical movement which emphasizes on
individual existence, freedom, and choice.
Genre: A form, class, of type of literary work
Interlude: short drama presented between the other events at feast,
entertainments, etc.
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Glossary

Heroic play: A kind of tragedy or tragic-comedy characterized by
excesses – violence, explosive dialogues, greatly tormented
characters, elements of spectacle, and various epic dimensions
Melodrama: In its original Greek sense, it meant a play with music.
By mid-nineteenth century the term had become synonymous
with a conventionalized type of sensationalistic play with
excessive emotionalism
Monologue: A speech delivered by a character, alone or in the
presence of others.
Orchestra: A dancing place in classical Greek theatre
Periaktoi: Triangular prisms with a scene painting on each of their
three sides.
Plot: the patterned arrangement of the events in drama or fiction.
Proskenion: The main acting area in classical Greek theatre.
Proscenium: The forward part of the stage between the curtain and
the orchestra.
Protagonist: The central character in a drama.
Realism drama: A type of modern drama that presents objective
presentation of the details of everyday life.
Resolution: The final section of the plot in which the conflict is
resolved.
Rising action: The part of the plot in which the conflict is developed
and intensified.
Romantic comedy: A type of comedy in which the main sources of
humor are the ludicrous complications of love.
Setting: The physical location of the events in literary works and the
time in which they happen.
Skene: A wooden building in classical Greek theatre.
Soliloquy: A speech delivered by a character, alone, aimed to the
audience.
Theatre of the absurd: A type of drama which portrays illogical
situations and uses unconventional dialogue and plot to express
the absurdity of human existence.
Tragedy: A genre of drama in which the protagonist suffers a major
reversal of fortune, often leading to his or her downfall,
destruction, and/or death.
Tragicomedy: A drama which mixes the convention of tragedy and
comedy.
Tragic hero: The name given to the protagonist of a tragedy.
Tropes: Musical presentations of certain church services.
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