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Abstract

ThisPhDis a comparativestudyto accompanya play basedon eventsin the life of the

I dzi KggaNdinatherOlgaStambolis- a GreekAustralianspyworkingfor the Britishin
Greecein World WarTwo.h f 3dtofy@aspassedon throughoral history givento her
childrenwith few documentsto supporther stories Thisled to severalmajor questions
for the writing of the playincluding:is fictionalisationof true storiesvalid?Isit possible
that this fictionalisationcoulddamaged 2 O A Khaiviedy&of history?Isit legitimateto
write the story with fictional elementsfilling the gapspresentin the oral narrative® The
exegesisherefore dealswith the boundariesof fact andfiction, and exploreswhat
optionswere availablein writing h £ 3dtofy andwhichtraditionalelementscanbe
identified. Theexegesiexploresthe literary backgroundo this kind of dilemmaand
considershe | dzii Ka@viNgrain it. Thereis discussiorof how authors playwrights
andpoetssuchasHomerin hisTheOdyssey who alsorelied on oral histories-
fictionalised andembellisked their stories Thereare consequencesf fictionalisation, as
the GreekhistorianHerodotusfound out. Hisembellishmentsandinvention of

LINE & | Stoyghtsinhis iistorieded Plutarchto denouncehimasa i Ragherof

[ A SThepldythat isthe creativecomponentfor this PhDis an adaptationof the

| dzii K2BDIN.Ebel In writing this adaptationthe author drawscomparisorwith the
inventionof not only theseancientGreekplaywrightsand poets,but alsomore
contemporaryplaywrightsand severalmovieandtelevisionscreenwriters The
discussiorof their inventivewriting methods couldapplyto anyonewishingto tell the
story of a periodwherethe protagonistshavelongdiedleavingonly oral histories.It is

this methodthat isworth examiningboth in its legitimacyandits value.
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1. INTRODUCTIONBoing the Way of the Ancients

Thisexegesiss submitted in partial fulfilment of g@racticebased PhD, and
accompaiesthe writing of a play based on evenis the life ofmy maternal
grandmother,Olga Stambolisyho wasa GreekAustralian spyn World War LIThe play
titled Lady of Arrowshas beenwritten usingmynovel{ 2 YS2 y S 9Kafcdfoldes 2 I NJ
2011)as the source material.he novel was published in Australia in August Z0Ahd

was translated into Greek and published in the Europ@anketin 20122

| first considered developing the novel into a play in 2015, and an initial draft of
the play was begun before this PhD started in early 2017. Tvhike the adaptation
element of this exegesis is retrospective to some degree, its main findomgextualse
the substantial period of the development of the writinglafdy of Arrow$rom January
2017 toMarch2020, which was when the finalersion of the playvas prepared after a
January 2019 workshop production of the script. Presented here is the fistl po
workshop scripf which includes a link to parts of the visual recording of the play which

was made on the final day of the workshop.

Central tothis exegesis the question that will beexpanded uponn 1.6 The
Dangers of Inventioandinterrogated inthe Literature Reviewls it possible that
fictionaligng atrue storfO2 dz2f R Rl YI 3S a2 O0ASi&hBawvashy 26f SR:
particular issue that arose in the writing loft 3 I Q Becafiseé 2hs&limited set of
sourcedfor the factso¥ Y& 3 NI y R Maingingidfils@e athdaFy3eliance on

oral histoies that were largely unverifiable

Theliterature Reviewputs this issue into an historical contegtscuség how
writers across the centuriesave dealt with telling true stories whehey have little
more than oral histories as source materiahowit isan issue which has dogged

storytellersas far back as the Greek ancientsjudingHomer and Herodotus. Ths-

1 Published by SEW BakMelbourneand as an eBook by Port Campbell Préssibourne.
2By Psichogios Publications (Athens) under the litle 3 | Q Repénted\N3013.
3 SeeAppendix8 ¢ Lady of Arrowscript and links.
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going dilemmas why Going the Way of the Ancientsas chosen as the title of this

exeesis

1.1 TheSory and how | Approached Writing it

Boththe source novel and the plagll the story ofOlgaStambolislife, with a
focus onher activitiesin GreeceduringWorld Warll. Estranged from her Australian
based familyQlgawas inGreecein 1940asthe Italiansthreatened toinvacde through
Albania. Tie Britishgovernmentmade aguaranteeto defend Greeceagainst any such
invasion(Long 1953)anddecided to recruitandtrain members of the Greefgopulation
in rescue, combatsabotageand subterfuggMorris 2017). Olga Stambolisvas likely to

have beerone of thoserecruits.?

After herespionagdraining finished, shetartedwork as anember of the Greek
resistancerescuing Australian, New Zealand and Brifigars caughtbehind the battle
linesas the Germans made their push towards Athens from the norfl941 She later
told her family that ler job involved working with Greek locals in regional areas to
secrety transportthe airmen across the country to ports on the east coast of Greece,
and thento accompany theeairmenby boat to the British strongholdf Cairo in Egypt.
Thereis some evidencéo substantiateher claims abouthese rescue$ There isalso
some evidencevhich supports her story that shevas caught by the Germans in 1941

and spent six months in j&il

Olgatold her familythat shenarrowly avoided execution through her ability as

an actor and her understanding of the German language. Aftensisereleased, she

4There is no written evidence of this recruitment [s&gpendix bbut Olga exhibited the skills taught by

the Britishtrained operatives and she carried out Britishonsored operationslheBritish Special

Operatiors Executive may well have considered her t@ahmerfect candidatéor an operative she was a
British subject (although born in Greece, she had been an Australian resident for many years); she could
speaksixlanguages includinGreek,German and Italian; sh@as believed to haveo close family in

Greece and thus no family connections that could be used againgtstes was caughtand she had been

an amateur actress.

ShyS 2F (GKS&aS |ANXIY | NNX @S Re warattestiKigthe Fatl bednfresed by @ Ry
Olga.

6 She made a detailed claim for reparation for the personal items the Germans stole while she was in jail.
SeeAppendix X Stambolis Claim
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claimssheresumed her resistance workand continuel to do this up until the Germans

were expelled from Greece in 1944

Writing this story has beer labour of love. dlescribe in the novdiow |had
heard the storiesabout my grandmothe & @ | &Umy [#elKhfcaloudes 2011,
Prologue) At Christmas and Easter celebrations my mother and aunts would tell, even
act out, our grandmoth® XD & S Ehefifide mylindother and aunts had about Olga are

my strongessense memorieabout these gatherings.

2 KSYy L 0SOFYS | 22daNyIFftAad Ay mpycI L
told morewidely. As a radio producer | had met Australian war hero Nancy Wake, who
had worked for the British government in the French resistance (FitzSimons 2001).
2 1 %$9g&R ht3IFQa ald2NASa KIR aAYATFNRGASEAZ ¢
work and wrote about her exploits,t appearech f 3 Q& & (i 2 NiBeyosdodr dzy { Y
family. | was soorto learn that the work of the Greek resistanicegeneralWwas not
widely knownoutside of Greecé€l explain more about this later in thihapter). This
and theapparentlack ofgeneralawarenessabout the war in Greece became an extra
AYLISGdza F2NJ YS (2 gNARGS ht3IArQa adz2NEo

These scondhand accountsprovided by her daughterand son, were my
primary sourcs. They told me thatvhen the war started and Olga was working as an
agent,they themselveswvere facing their own wartime challeng€eghe oldestlaughter
Nellie(my mothed K R Y2 @SR (G2 5FNBAY dzyl g+ NB (KL
preparing to bomb the towpandthe Japanes@&lavy General Staff were arguing for an
invasion of AustraliéBullard 2012). Because Olga had been out of contact with her
family for much of the war, her family came to belighat she had perished
Consequentyyf M dn H h f Iviche@lhalidrdéclargdRieadand he then
remarried and had two more childremith his new wife. Olgadeep in the resistance

and in jail for some of this timeyas unaware of these developments.

These elements made for a stahat wasabout more tharnjust a spy working in

wartime. | came to thinkthat the circumstances of the family in Austrat@uldprovide a

" This was the autobiographyhe White Mous¢éSun Book4985).
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powerfulO2 y i NI &4 G2 ht 3l Qa &Aadldz liedpRiytheh y DNB SO
rationale for broadening the story to include the Australian side of the stoty5(a)

below.

As | startedo write the story, | came to believe a reader would question why
Olga was in Greece when her children were in Austrél@as she simply a bad mother?
Did she not care what happened to her childréiifesewere acute questios given that
this was in wartime andher family wasfacingits own dangersagainst the Japanese in
Australia The reasoswhy Olga was separated from her famigre complicatedand
notsimpletodzy G y3f S TFT2NJ NBFRSNE® LG NXBI dzA NBR

Pl

background to bring to the reader an understanding of the type of person who would
leave her family and risk her lifby standingup to Germans and traitorskilling,

resclng, sabotagngand commiting espionage. Familgorrespondenc® indicates she

also had to deal with the guilt of being away from her young family of three daughters, a

deaf son and a husband who was left to run a family shop in Sydney without her.

h £ 3 @hbodQden yiears, early marriage and motherhood offered an
explanation for her character and actions. She had been a foundling, given away by her
Athenian mother in 1904. Her adopé mother was a seamstress who worked in
Alexandria in Egypt. Thigoman the only motherOlgaknew as a child, encouragéer
to be independentandsupported her ambition to be an actresbhis protefeminist
attitude encouraged Olga to learn languages and join an acting troupéexandriaMy
NBa Sl NOK ¢ ghiefs sugdesitthatbii theRimelshe left Alexandria to go to
Australia with her husband in 1921, Olga had become outwardly an independent,
confident womanput who was also harbouring some selbubt about her foundling

origins.

This exploration of Olgaot only provided a snapshot of her character, but it led
me to find deeper motivationwithin the story. The novel describes hd&inggiven

away as a baby led to a series of events whithoth the novel and the playyereto

8 SeeAppendix 1¢& Letter from Nicky Stambolis to Olgghis is a letter to Olga during the war from her son
in which heinformsherthat his sisters have been married and hdene children. As far as | know this is
the first time Olga learns that her daligrs have become mothers. The letter also states that her second
daughterhas been hospitalised after giving birth.

Going the Way of the Ancients: Phil Kafcaloudes 4



becomethe climax of the story. This climax involved the death of her youngest child,
Christopher whichoccurred wherDlgavisited Athensin 1980to be reunited withthe

woman who had given birthtohér ¢ KS (GNJ 3A0 ANRBYye& 2F / KNAR A
whenOlga was herself trying tbe reconcilel with the circumstances dier own

infancy, hal a poignancy that | felt needed to be includedhe telling ofthis story. The

death of the baby led to wayward behaviour on her return to Austradidoehaviour

that might have been a sign of mental illnesand contributed to the breakip of the

marriage, and consequently the reason for Olga doing what maany seeasthe

unthinkable: leaving her family.

Thuslwasablé & (G KS | dzii K2NJ 2F {tdphodide b @Gtdoadzy (i 2
and a linkbetween her desire to find her birth mother, and the reason why she was in

Greece when the war started.

Olga had died in 1960, sbe starting poinfor the researchad to ke the oral
historiespassed orto me from my mother andmy aunts® They told methat these
storieshad been given to them b@Igaherself and hetonerelative in Australia who
been inGreece with Olga: hesister Anna. Apart from Anna, tii&knew of neonein
L dzZ2 GNIF £ A K2 ¢ A 0 ¥ridadiednRne 19705 inayiyedrdBftra tier G A S &
research began, so there was no fitgtndverificaton2 ¥ hf 3+ Qa GSNRA2Y
order to chart the information hadaboutOlga a series of family meetings were set up
GAOK O0KS GKNBS YIAY a2dz2NOSa 6hf 3l Qa RI dzAK

made of these oral historie's.

It soon became clear to méére wereisstesin usingtheseoral histoiesas a

research sourceThesgroblemsincluded

(a) someconflicts of information, disagreements, and at timdg presenting of
erratic joblots of facts;
(b) missing elements such as dates and places;

(c) the oral histories were in many casesecondhand information;

91n interviews carried out in February 1994, April 1994 and November 1994,
10 An excerpt from the original handwritten notes is attached\apendix 1 Oral History Notes
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(d) this information had beepassed orby the person claiming to have done
what were sometimes heroic acts, so there was the risk of conscious or
unconscious sefiggrandisement emotions such as shanw
embarrassment could have skewed the informatasOlgarovidedit;

(e) the primary sources were talking about their motheo here was a risk of
emotion tainting the facts as the stories were passed on to me;

(f) Olga and Anna passed on theiiginalvergons of events at least ten years
F FGSNI GKS 6 NE a2 UGUKSNB gl a GKS NRaJ
faulty andof important details being forgotten;

(9) similarly, with the passing of at least thirty years since @ghthese stories
to her daughtersthere was the risk the stories weraisrememberedand
important details forgotten by the daughters;

(h) there was a risk that the daughters influenced each other as the stories were
NEYSYOSNBR 20SNJ 6GKS &8SINBZ gAUGK | aA.
as remembered or misremembered by her sisters;

(i) the risk of contamination from media reports, books and movies about spies
(abundant in the 1950s and 1960s around the time Olga told her daughters
the stories)whichcould exaggerateranfluence the memory of the version in
the minds of the daughters, further skewing the original story; and

(1) even if the original stories were uncontaminated, in firecess of the
daughters passing on these stories to the next generation, contamination

coud haveoccured and multiplied each time the stomyas retold.

An example otonflicting informatiorwas when Nellie toldne of an episode
GKFG ht3aFr aFrAR KIFR KI LILISY S Rlgawvazdtadngimg ina KS 4 |
gueue in a bakery in Atheradsawa doubleagent several places ahead of héfen
this alleged doublagent left the bakery, Olga followed him to a nearby lane and
stabbed him to deathMy auntTing however said it was not in a bakery, but in a
butcheQ & &My BthBaunt Freda said that Olga wa®t alone when it happened.

She wawvith another agent, and together they killéede man. Some years later a

Going the Way of the Ancients: Phil Kafcaloudes 6



O2dzAAyZ aAOKSttS { G Yo 2ty Hhadtold herthat tiisS NJ F I (0 K

incidentactuallyhappened in Bris later in the watt!

Having so many, often conflicting, memories presented a problem of finding
what might have been th&rue version of each of the activitieMy intention was to
make thestory as factual as possible. But there was also the poggithiat the true
version may not have existed at adlthe versions given to m&hus, verification would
be a significant part of the research process, and there was the possibility that

verification of some elements of the story might not be possibblalia

To deal with these issues | developed the following proeess

(1) |Istarted bycollating these stories as they were told by each of the
daughters At times the daughters jumped around chronologically in their
telling of events, telling me about an event then half an hour later
returning to it and adding detail. When thiecurredl took this added

detail andput it in with the original story.

(2) | noted the similarities between the stories that were told by the three
sisters.If they were closely aligned then | was able to use this common

story as the basis of a scene and further research.

(3) I highlightedthe differences in details and the points of divergenss.
with the bakery stabbing, | needed to see if there were more conflicting

details in any of the scenarios given by the daughters.

(4) | noted where some stories had details not present in the othersions.
This would not necessarily be accepted dacualdetail, but it could be

the basis of further questioning for the next meeting.

11 Nick Stambolis died early in the research process, so he was unable to contribute an oral history, nor
confirm why he believed the killing happened in Paris.
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(5) Icoalescdthese stories into likely versions using a thyganted triangle
system, which involved finding theassover points that were common
to all three versions to form the basis of stories that would be eventually
included inthe novel{ 2 YS2 y S  f thie Plytady? of Axdws

(6) 1 wentback to the smaller details, including those provided by only one
sister and considedd whether to add these details into the stories. When
fictionalising the story these elements may have been included, in
preference to inventing an entirely new set adtdils.

(7) latemptedi 2 G@SNAFEe ht3IlFrQa ad2NR o0& NBAS
their operatives in Greecé.contacted the Central Services Establishment
(CSE) at the British Ministry of Defena#o required information
applications to be in wrign form. This meant airmail communications,
and sometimes months between exchanges. In 1994, in reply to my
enquiry | received a letter from the CSE which said there was no record of
ht 3F Qa Ihédffile@dpréseriadive wrote thaf an operative was
deceasedrecordswould have beemestroyed when the operative turned
eighty-five yearsof age'? As a result, there was no information that the
British authorities could provide for the Olga Stambolis stbafso
contacted he Briish Returned Services League in 1998ut there was
no responsel also made searches of the existing academic and war
literature to see if there was any reference to Olga by nath&his was
fruitless. | thercollecied what information was available about the

operations of the Greek resistance.

(8) I collatedwar-eradocumentsOlgahadin her possession when she died
They had been divided between thaughtes ati K SA NJ Y2 i KSNQa
These documentsvere official passescertificationsandreferencesas

well asthe aforementioned letter of reparation which refers to the

12 SeeAppendix 5 Defence Correspondengel 11994

13 SeeAppendix & British RSL Journal Letter 21.9.98

Yt 3 dzaSR aSOSNIt adzNYyIFYSay KSNI YENNRSR yIYS o6{i
birth family name (Mavromati), as well asveral shortenings and anglicisations (Stam or Stan). | searched

for all of these variations.
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Germans taking her property, and some photos, including one of her in a
Greek naval unifor’®® Most of the documents were in Greekhadthese

translated into Englisk

(9) Iputthesetranslateddocumentsin order, andlooked for discrepancies
to the stories ashey weretold, and to see if the document®uld
confirm or locate the events in the a@rhistories. The documents were all
dated and many had addresses, so Olga could be locatttainplaces

at set times.

(10) | oonstruciedaroughtimeline2 ¥ hf 31 Q& € AFS usingR 0 KI
information in the oral histories as well dated documentatior(passes,

references, bank ordemnd passport applicationsy’

(11) I researckedthe locaionsof the events to investigate if there were
accounts of the war and the Greek resistance that could be used to
substantiate the stories as they existed. | mdder trips to Greeceaduring
the research proces$ to find locations that werenentionedA y hf 3 Qa
documents to see where she worked and liveshd to visitmuseums and
archivesin those days of limited internet researdifpundthere were
scantreferences to the war in Greece in written accounts by resistance

fighters andbiographiesat that time.

(12) | qudiedthe broader role of women in the Greek resistance. This was
done for two purposesfirst, to give background on what kind of
operation Olga would have been part of, and second, to find any
reference to her. There wereorreferences to her by name in any of the
reference books and memoirs about the resistance. At this point it should
0S alAR GKFG |fGK2dZAK ht retkispyOA N dzY

15 SeeAppendix7 - Stambolis in Uniform

16 My godfather Nick Maniarizis translated all the documents. One example is gid@pémndix 12vhich

is a translatiorof a U.S. Embassy document which is presented next to the original in Greek.

a8 FANRGS KIYyRONARGGSY GAYStAYySs 2dzEG AgparkliyA ht 3
¢ StambolisTimelne.

181n 1988, 1995, 1998 and 1999
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were unique, her work as a woman in the resistance was not. There were
many women in the Athenbased Greekesistance at the time. The use

of women in the underground was extensive because many Greek men
were absent, either killed by the invaders, or working in other parts of the
country in combat roles. This meant thatrimany villages and towns there
were often only men of young or old age. There was sparse information
on the women in the resistance, but occasionally there was biographical
information of some of the more notorious women such as the fighter
Nikotsara who iseferenced in only a few research documents amd
DNBES1 DSYSNIf QRIBIIYBANI 6{ | NI FA&

(13) I usedinformation from the oral histories, research and documents, and

compiled aroughversion of thestories!?

| had hoped to gather the facts in a year or two, but it was not a simple process.
The researchvent onfor more than a decade, concurrent with the writing of the novel.
Thisresearch process provided varying results. The passage of time since the war, and
relative paucity of information about the situation in Greece during its occupation by the
Germans meant that much information was limited to stories of some individuals, such
as the memoirs of a British officer who worked with the resistance (Myer§)188
NEONRALISOUADS 0A23ANI LIKASE 2F &a2f RASNE adz
Churchill Perkins, whose resistance work with local Cretans led to Perkins being called
G+l aif Az ¢KS [ A2 discavared thatBaiGleeks ormtehgirodnd L | f &
memoirsof the war period GreekAmerican journalisGregoryPappadisted tenof
what heconsidered the mostompelling books about Greece in World WP land the
list contained only one memoby a Greek! It may bereasonablysupposed that a lack
of literacyor publishing opportunityand a desire to move on from the privations and

horrors of war wereamong the reasons fdhis lack of autobiographicahaterial??

19This was effectively the beginning of the writing process that would eventually lead putiiation of
thenovef 2 YS2y S 9anf2818.0a 2 I NJ

2010 Great Books about Greece in World Wahtip://www.pappaspost.com/18greatbooksgreece
world-war-ii/ >.

21 Modern Greeks: Greece in World War 1l: The German Occupation and National Resistaligé @/t
SeeStassinopoulos 2005.

22|n Ghapter4 ¢ Conclusion suggest the reasons for the paucity of Greek memoirs from this era is a
possible area for further research.
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With thisresearch only bearing limited fruitrecawvened more sessions with
ht3F Q4 & dzNIms@ie yases,@hic vhsRnJasy time the daughters had the
ability to offerme help Nellie had been suffering from dementia since having a series of
strokes in 2005 and was unable to verify any thet earliest drafts® Freda died in
HAMHY (GKS @SIN) F2fif2Ay3 (KS y20St Qa LJz f
I T KSAYSNRA 5AaSEHAS T addstine a8 de fisbtwd YR g &
interviews with her and her sister$he youngest sisteTing had died in December
1998 and saw no drafts. Thus none of the original oral history providers were able to
give final approval to the form in which their own stories were finally tblthd an older
sister and some cousins who knew Olga, but tveye still children when Olga diedo

they were able to provide limitethsights into their grandmoth& & . f A ¥ S

Nevertheless, from the first round of interviews in9¥ had collected enough
information to be able to writabouth f Jdddpton as a baby, her childhood in
Alexandria in Egypt, and her marriage and emigration to Australia in the early 1920s.
could also write abouthe fifteen years following this emigtian whenOlgawas a

Sydney mother and wife.

This led to decisions about hdvghould write an account of the story with the
information| had. These decisions concerned the narrative voice to be used; the breadth
ofthestoryd aK2dzf R Al 6S O2yFAYSR (2 ht3IlIQa ai?2
and in other parts); and centrallyhe resolution to the dilemma of whethehis would
be a nonfictiz Y NB Y RA G A 2 y afigtibnalladcainir@érporatigfastial 2 NJ
elements, ora complete work otistorical fiction These decisions will become central to

GKA&a SES3SaAraQ NBaSENDOK ljdSaidArzy o
1.2 Factualor HistoricalFiction TellingSmallLies
| originallyintendedfor Someoné® f aW&€Qdibe awork of historicaljournalism;

abiographyof h f Jdctiviiesfrom 1936to 19432 | intendedthis non-fiction bookto

takets placeasan additionto the g 2 NJkrie\@edgeaboutthe warin Greece.

BNelieRASR AY b2@SYOSNI HammI 2 gubligaticih U hayl@syhérfoagerin ¥ (G S NJ
memory many years before.
24 This was the period df f Jdctiity in Greece, before and during her time as an operative.
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Forthis to work to be nonfiction, | neededto be certainthat the eventsl would
be depictingweretrue. Therewasno room for anyfiction. Thefacts,assuppliedin the
oral histories neededto be confirmed.Asdiscussedn the previoussectionthere were
problemswith getting thesefacts, andgreaterproblemscertifyingthem. Asl will explain
in 1.5(a), I includedthe activitiesin Australiainvolvingh f JHugba@ndMichaelandhis
daughtersin Sydneyand Darwin.Theseeventswere easierto verify, because\ellieand
her sisterswere telling their own stories(not relyingon hearsay andhaddocumentary
evidenceof wherethey were andwhat they did. Theywere personaleyewitnesseso

the events.

However for the activitiesof OlgaStambolign Greecethe lackof verifiable
information abouther activitiesmeantthat the part of the book devotedto Olgain
WWIIwasgoingto be veryshortif it wasgoingto be a non-fiction story. Thealternative
wasto considerturning it into anaccountthat usedall the factsavailablebut in the
frameworkof a historicalfiction work.2> Thiskind of fictionalisationappearedmost
attractive in my circumstancedecauseimes couldbe manipulated,and placesand
charactergnvented | wasalsoto find that this mode of storytellingoffered challenge. |
neededto learnhow to write in afictional voice.Asthe yearswent on andthe book
acquiredfeedbackirom publishersand my literary agent?® | found writing fiction a

challengindout satisfyingart.

This saidit was never intended that the book woultg:come purelyfiction,
rather a hybrid historical fiction. The real names of the Greek leadership and some other
historical figures such as some of the resistance fighters are @igd.her husband,
OKAf RNBY |yR KSNJ Kdza oI y peopleand Bal 2eyll Ramgsiaie S WS
used | was to discover in the course of this PhD candidacy tlatriting of what was
tobecome{ 2 YS2y S Idlicivéd@®é HemlerNdraditio of using research and
knittingl O K I Nstor§) int& eddAiished facts to provide a piece of work which

provided much truthbut which was accompanied by inventiddfcourse this knitting

25 Britannica.com definea historical fictionnovelaséa novelthat has as itsettinga period of history and
that attempts to convey the spirit, manners, and social conditions of a past ageealistic detail
andfidelity (which is in some cases only apparent fidelity) to historicakfact.
<https://www.britannica.com/art/historicainoveb.

26| was with the Sandy Wagner Literary Agency in Darlinghurst, Sydney from 2000 until 2008.
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of fiction is not restricted to the ancient Greek authors. Twentieth century writer George
Orwell admired his nineteenth century predecessor Charles Dickens, not just for
5A01SyaqQ aeédyvYLIl dKe F2NJ GKS g2NJAy3 Odsl aax
GKSY GKSNB ¢6Fa |y I Ry lo@EnSvorkgay belsebnin S+ £ S
thesamelighttd A& $2NJ] Yl & S@Sydadzatte 02YS G2 NB
g2NJY adGStftAy3a avlitt tASa Ay 2NRSNpi2 SYL
24).

¢tKS ydzo 2F +SIfSQa | NHdzYSyi OSyiNBa 2y
have aimed for a big truth in telling his small lies, the same may not always be said of
Virgil Histale of Aeneaglescending into Hadés bears resemblanct® a visit by
| 2 YSNIRA hTheé GdisSeffzavith Vighilmakingsignificant changes tb 2 Y'S N &
original adding in the river Styx and Charon the ferryman, and dharlige traveller
from Odysseus to Aeneagirgilobviouslyexpand upon the original storyprojecting
the journey onto his own herm what may be considerearelatively harmless
appropriation The depiction of a mythical trip to a mythical underworld, secondhand or
not, is unlikely to cause historical misunderstandimg the centuries to coméiowever,
L FNBdzS GKS alyYS OFyy2d 06S alAR F2NJ +ANHA
Aeneas not for historical accuracy, but for personal benefiler suggests Virgilas
serving the interests of his sponstine Ranan Emperor OctaviafAugustus Caesaby
makinghis heroAeneas appear similar t®ctavian(2005, p. 152)If Tyler is correct, then
0KS ¢62NI RQa (y2¢6ftSR3IS 2F (GKS | Sy-btérest, f SASy

and unlike Dickens, the lies were not told to achieve laigyruth.

In my case, thatorytelling method went further than to just give a fmbal
context to true events. In order to provide context, to drive the story, to provide
emotional context and sometimes simply to fill gaps, | invented some scenarios and
characters from scratch, adding fictional lagty the story.At times such fictinalisation
gave me the space to malelditionsto help dramatic tension. For example, there is a
scene early in the novalvhere the Greek prime minister John Metaxas shoots a

protestor dead(Kafcaloudes 2011, pp4®. Thiswas a scene that | felt was essential for

27The AeneidBook VI
28 BookXl
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the character of Metaxas to be established, but this particular event was fiction. It could

only be included if the story was to&hd acknowledgeds historical fiction.

' y20KSNI 2F (K SwagazséeBaricnhersAQlgd Bag sexually
assaulted on the day the Germans entered Ath#hAlthough many women were
raped in Greece (Fagge 2015), Stambwiselfnever claimed to be rapedwrote this
for a number of reasons:saafinal motivating force foa character who was
representative of the resistanc@s symbolism of what was happening to the ancient
capital on that day; s.adevice to show her personalitg herresporse and to give an

example of what was happening becay as Fagge reporthiese atrocities did happen

Someother fictional events were included to help set the character and context,
such as a passage where a British airman, Bill, watches Olga crying in a doorway on the
day of her rapgKafcaloude?011, pp 170172). | did this to give a glimpse into how
Olga at a particularly emotionally charged condition appeared to someone observing
her. | had this passage immediately abuttinmgextractfrom her diary that explains how
she felt. This contrast wasseful because at this time Olga was distraught and her
RAFNASE ¢g2dA R KI@S 6SSy gNAGGSY Ay | FNIC

different aspectto the situation.

Otherscenarioshad agreatdeal of invention becauseohly hadthe briefest of primary
information. This included an ongoing scenario where Olga is given a house in the
Athens suburb of Pendeli by the French ambassétad., pp. 153154). This house was
later confiscated by the German command while Olga was inoffyartison. The factual
basis for this story came not only from oral history, but also feodlecument lodged

with the British Ambassador in which she claimed compensation for 234 items that she
saidhad been stolen from the house by the Germans, inclubiagkets, a fur coat, car,
boxes of cigarettes, and a meat miné@rThis document was the inspiration for a series
of scenarios, including Olga movingpitthe furnished house the French ambassador has

given her the Germans showing interest in the house, and finally the decrepit state of

30 SeeAppendixl ¢ Stambolis Claim
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the house when she finally returns to it afteine is released from jail to firttle

Germanswvho had taken it ovehave moved outind stolen her possessiof’s

In addition to hese invented scenariosertaincharacters were also invented,
such as &reek priest who helps the resistance build a tunnel under an Athens church,
and adeafcharacter in Greece named Nicky. This Greek Nicky, whoetdsmsed on
any real character, waplaced in the novel as a literary device. Olga treated this Greek
Nicky as a surrogate son, caring for him as she would her real son in Australia who was
also called Nicky and who was also deaf. The Australian Nicky is present in the Australian
side of he nove] and for me the creation of the Greek counterpart offered a tantalising
opportunity to contrast the situation in Greece to that in Sydney. | invented this
OKI NI OGSNJ G2 akKz2g hf 3l Qa Yl aidridddlbehefitinA RS @
that it allowed me tashow how disability was approached in the two countries at that

time.

Other invented charactersvere constructed to give an insight into the wider
personalities in the resistance. They were invented with inspiration from some of the
true characters of the time but were fictionalised so they could be inserted in places,
deeds and times that suited ¢éhstoryl wished to tell One such character was a man
known only as Proteus who was the leader of an Athens cell in the resistance. He, along
with another fictional resistance fighter Stavros, were both based on some of the
characters who had senior pasibs in cells in the resistance movements ELAS and EDES,
but they were composites of several people and were never intended to represent true
characters. The reason for inventing these two characters was to prevadetrast
between two types of resistamdeaders While both were capable and passionate, they
had contrastingpersonalities. Proteus was tough and confidetemonstrated by his
savaganurder of a suspected informauibid., pp. 318). Stavros was more fragile
minded, and badly affected by the loss of a relative. As a third contrasting character,
inventedElias, who was enthusiastic but chilkle; not at all tough; glorying in the
killings and the successes of the underground, butately unreliable Through these
three characters, the reader may get an idea of the broad range of men who were

involved in the resistance cells. Similarly, Gerrola@ractes were invented, again

31 These eventsvere allalso presented ihe oral histories
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offering a range ofdentities to assist with the narrativ& here is the German officer

who rapes Olga, another German officer who useshtlagk marketo enrich himself

(ibid, pp 253-254), and two others who interrogate Olga in the police headquarters in
Athens(ibid., pp. 216219).But not all Germarharactes were unsympathetic. There is

a portrayal of a Germamanwho dates Olga towards the end of the novel and helps her
escape detectioffibid., pp. 309312). None of these characters are based on real
people, except the interrogators, but sinceethidentities are unknown, their characters

too are largely invented, even if the interrogation scenario was based on fact.

Despitethe fictional elements,| alwaysplannedfor a story that would useas
manyof the availablefactsaspossible Todo this, there were a numberof rulesthat |
maintainedthroughoutthe writing of thesescenariosthe contextneededto be asclose
to the (known)factsaspossibleithe scenarioscouldnot exaggerateOlga) story into
that of a great war hero,*? andthe scenariosouldnot overstatewhat a resistance
operativewould havedonein the contextof the war in Greece Thenarrativehadto be
rooted in the contextof what actuallyhappened The resistancedid fight the occupiers-
on severalfronts andin manyways.At no stagecouldmy Olgaor any of the characters
in the noveldo anythingthat the resistancecould not havedone.However,to makethis
acrediblework, the publicationneededto clearlystate that this wasa work of historical
fiction, that wasno more than basedon atrue story. Thisalloweda broadeningof the
story, andthe inclusionof fictional elementsto help tell the story of the Greek

experienceunderoccupationandofag 2 Y | 6lQia that situation.

Theresultwasthat the final novelwasafictional re-telling of historicaleventsin
Greece Egyptand Australiawhile alsomovingbackwardsand forwardsthroughatime
periodthat extendedfrom beforethe first worldwar 6 h £ shildfo@din Egypt)to 1952
(whenOlgaarrived backin Australia) | chosethesemovementsthroughtime to
juxtaposethe backstorywith the war story, andto help explainmotivationsand provide

contrasts.Thesebackstoriesandthe filling of the gapsin the story were alwayscarried

32| had no wish for this to bel@agiography. | wanted to present her whole personality, and from the oral
histories it seemed she did have personality faults including being overbearing, impulsive and at times
snobbish. | felt as an author that a fascinating character was more fasgjivalien she made mistakes,
had regrets and sometimes did not cope.
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out while | attemptedto stayhonestaboutthe nature of the work asan historical

fiction.

1.3 Selectionof Voicein the Work: A PrivilegedLook

Having decided to write the novel as historical fiction, the next decisiade in
the process of writing tvas aboutts voice. Should it be written in the first or third
person? Should | tell the story frommy penftdA S¢ | & KSNJ INDWAIRAZ2Y X
point-of-view, or through an unidentified narrat@if the voice was to beree that was
separate toh f Jdr Mide | needed to decidevhether the voice would be masculine,
feminine or neutraln tone, and whether it would be detachetending towards the

form used in a nofiction book.

In the first few drafts of the novel the entire stowas told in thethird person
RSAONAOGAY3I ht3IAFIQa RSSRA YR (K2dAKGao® . dzi
on description, and thin onannection with the protagonist. One publisher gaxerbal
FSSRol Ol 2y Iy S (adNid the reddeddf2(y>Q (a INBAIVET Y WoySR ¢
FSStaQo ! a (K Jdetidv®iitabildedextOekged th hednSrRikside Olga
{ 4 Y damightsasdhe dealt with the mangmotionallyconflicting events around
her. At different times she had to deal with sdibubt, guilt, fear, anger and possibly
mental iliness. For the novel to connect with the audience, the reader needed to
connect with Olga herseliThechallengewvas how tomakethis connection happenl
then startedexploringa firstperson narrative: activatinger own voiceandhavingOlga

talk directly to the reader.

Firstperson exposition is not new in novel writing. Works as diverse as
FitA S NI TheRaeat Gatsby Y R 9 Y A f WutherMd@ Heiffs@eipresented in
first person, with the narrator being one of tieore minorcharacters in the book.
Telling the storyin this waythrough a secondary character can risk a sense of
detachmentbecause iis inherentlydescrptive; the central charactesdo not reveal
thoughts or deedsinless talking with the narrator or doing something within the view of

that narrator. This kind of arration by asecondary character was not an optitor me
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anyway becausthere was no other character in the story whoouldsee all thatwvas

happeningtoOlgak YR RS&ONAR OGS Al G2 GKS NBIFRSNO® ¢K

work was solitary. Only shevitnessed all of itHence| decidedthe only effectivevoice

for the work would be through &rst-person narrator Olga Stambolis herself.

This lel to consideration othe best way for Olga to tell her story. She could be a
detached observer of her own story, but to do so would meanvgbeld need to be the
person leading the reader through the story, the conductor of the jouraegan
impartial explainer of event&his is not what | wanted of Olgaa O K.H \wdnt€nitoS NJ
show her with her failings and doubts and problems. | did nattwwetachment. |
wanted her reactios, eventhe unreasonablenes | wanted to show the reader a
character who makes mistakes, rues them and suffers for it. This story needed to be told
in a personal way, where her version of events could be assessedsmable or
unreasonableandfair or unfair. She could not be amaffected observer because

everything that happens to her in this story affeber.

Thisled me tochooseto haveOlga tell us her story through the most personal of
methods:in personal diaries. This is a device that has been used many times, for
examplein NA RIS (O WEigldthd 1996)hs prdtaydhist speaks to the reader
through a neadaily diary, although it might be argued that the writing was less a diary
than a smple first person narrative with dates put at the top of each entry. Although the
diary entries start with short, clipped sentences as one might see in a genuine diary,

they soon change into a style that is more sctiké than diary style:

G W2 K2 3y RBIXEDbARK Q

W 2dz {y26 WdzZ AS>X RINIAY3IAH al OAa
Wdzt ASH ¢KS 2y S -dooidrjobaes 324G GKI
I NI KdzNJ ' yYRSNB2Y XQ

Wa dzy X Q

Wi fglea G1F1Sa AG 2y KSNJ GNALAXQ
WL R2YyQd e¢lyd F ftAGGES o3 gAGK
(Fielding 1996, p. 27)
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ForSomeondls€) War, | wantedthe diaryto be more personalthan this, and
not simplya narrativedevice.h f Idiafy enusthaveall the elementsof arealdiary:an
openingof her heartthat makesthe readera confidantto her secrets.Theliterary
deviceof afictional diary aspresentedin Someone® f aW&tyavescopeto revealing
secretthoughtsthat Olgamayneverhaveintendedanyoneto knowabout. In other
words,the readeris gettinga privilegedlook. In placesthe diary iswritten almostas
letters to her eldestdaughterNellie.Olgais telling her daughterall her secrets.
Obviouslyasan undercoveroperative,shewould not havebeenableto sendactual
letters from occupiedGreece Theseparts of the diarieswere written asdirect
communicationrbetweenmother and daughter,althoughthe daughterwould neversee
them, andthe mother probablyintendedfor her neverto seethem. Thesediary entries
areh f Jimdgyidingof a one-way conversatiorwith her daughter,a conversationwhere
sheadmitsguilt, confesseder shortcomingsand saysthingsthat shemight neverreally
sayto her daughterfaceto-face.Theseconversationsare perhapsno morethana

comfortto Olgaherself.

Thediariesare alsocentralto the storytellingbecausehey not only explainwhat
ishappeningput they giveh f Jdlatan the eventsandher reactionsto them, so
theseinventeddiariesallow scopefor more of the storytellingbeyondher own thinking.
Theycanweavein contemporaryaceountsandoral histories.At one point the diary
becomesa plot devicewhensheis arrestedby the policeandthe diariescomecloseto
beingdiscoveredKafcaloude®011, p. 185). If found, the diarieswould be evidenceof
her resistancework andwould alsoleadto the discoveryof the undergroundandits
operations.Thesediarieswere neverto be discoveredby the Germanoccupiershecause
this would changethe truth of her story andindeed,the historyof h { 3IdwQsdory. For
thisreason,| hadto ensurethat the diary mustnot itself affectthe wayh t 3dtofya

developed.

tKSaS FTAOUGAZ2YIf RA wa&t®inastdifficuR&thd y ht 3 C
elements in the book. It requiredriting in the voice o& womanwho lived ina different

era® to that of me as the authgrandwho wasa partof a culture which was foreign to

331021-1943
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me,3* whose backgrounéhcluded speakingnglish as a second or third languagho
wasliving in a country under repression (Greece under a dictatorsima) period of war

(which I hae never experiencedgand whaevoicel hadneverheard

The choicdo write these diaries was to prove valuable later when it came time
02 O2y@SNI GKS y2@St Aydz2 I LIXIFe&s 1adsOl dza S
now had some basis for theice for the playady of ArrowsThe diary entries are
necessarily told in firsperson. The other parts of the story (explained below.4) are

told inthe third person.

1.4 Decidingon the breadth of the story

Thenextchoice in the writing of the worwas to deciddhow much to include.
¢CKS ai2NE O2dAZ R KIFI@S 06SSy a yFINNRBg | & ht
the waras told through her diaries, arcould bebroadened to incorporate the events

affecting other peoplancluding her family

1.4 (a) Whether to includethe Australian side

My original idea was for this to keestory about Olga Stambolis the spyth the
storyrestrictedto events in Greece during the war. But as the writing process continued,
| felt the events affecting her children in Australia became essential to understanding
ht 3FQa aArddz- GA2yd | SNI F2dzNJ OKAf RNBY NI y3S
the novel in 1936vhenOlga left the familyThe children, particularly Nellie, suféer
continued humiliation from their peers because of desertion by their mother. They are
brought up by their father with the help of a young local woman, Jéarexplained in
1.1, when Olga is not heard from during the war yedrst husbandMichael has her
declared dead and marridss shop assistartean who becomes a de facto mother to
h £ 3dhi@rén, and bears two children to Michael. During the war, some of the children

move to Darwin. Nellie marriebecomes pregnant, and has to deal with the issues of

34 Greece and Egypt in the early twentieth centuag well as intewar Australia.
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being a mother herself while still a teenager. She is evacuated just before the Japanese

bomb Darwin.

None of this was known to Olga as she worked in Greece during the war. She had
no communication with her familgt this time If the novel was to consist simply of her
fictionalised diaries, none of this Australipart of the narrativecould be included and |
did want to include itThisAustraliansideis dramatic,and provides a contrast to what is
happening to Olga. To be a charadteat engenders sympathy from the readédlga
will have toshow how she never stopped cariaout her chdren. To have her wonder
about her children means thetorywould need to provide the answerghisAustralian
sideof the storyprovides these answers. Without & reader may well have too many
unanswered question8ecause of thisdecided to includeevents in Australia both
0ST2NBE | YR RdzNAy 3 {abmadtal bidakdawaz@hé relaténshipt 3 I Q &
YR S@Syiddzrtf YINNAFIS 2F KSNI KdzAol yR gA K

coming to the family ship in Ultimia Sydneyto pass on a mesge from her®

| decidedthe Australian side of the stonwould need to include more than just
the activities of the husband and children, but the context of events in Australia,

especialyinsofF I NJ I & (G KS@& | T FItSpivshR wan adldis@ éomed A £ R NS

Australia. Twanajor contextualeventsrelevantto the storywere:

1 the Japanese mirsubmarinefiring a torpedo in Sydney Harbour on the
315t of May 1942, and

{ the first bombing of Darwin ten weeks earlier on theé"i§f February
1942.

Both these events were included in the novel to heighten tensionhereader
and to draw parallels between events on both sides of the world and the two halves of

the family.

Consideration was given to making the Australian side of the story in diary form
as well, perhaps from the daughter Nellie, alternating passag@& ¥ ( KS Y2 (i KSNX

to those of Nellie, making this novel a conversation of sorts. Eventiuggigidedagainst

BThisisatrueevem KA OK A& 2yS 2F (KS 7S gltisdephid®irokafbaloidas? y a 2
2011, pp 328329.
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this idea.AlthoughNellie was a child andwouldhave beerf 8 OAy I G Ay 3 G2 3
view of the situation, some of the action in Australia would not be available to hex eye
{KS g2dA R y23GX F2N SEFYLX ST (y26 o6KIiG oI &
closed doors. She would also not be able to shheedetails of his visits to a gambling

club (ibid., pp. 146-148), nor his feelings towards either of his two wives. A third person

view allows the reader to see everything, or at least everything that the author wishes to
show them. Thus this part of theovel is told in third person while Olga Stambolis tells

her story in the first person.

1.4 (b) Whether to broaden the Greek side of the story

lf 0K2dzAK hf 3 Qa R Agiveah Svérvie@ pfdae &entsin2 I RS
Greece, there would be things that she would not,saedl felt that context required

theseevents be depicted. wrote several scenem third-person torefled these events

The first washe midnight visit bytalian Ambassador Count Grazzi to Greek
Prime Minister John Metaxas give an ultimatunto allow Itaian troopsto cross
Greece, or be invade(bid., pp. 141-144)3¢ Apart from setting context for the events to
follow, the depiction of this meetingonstitutesan important plot deviceit givesa
aSyasS 2F aSilEIFaQ OKINIYOGSNY LG JArsorder OKI N
for readers to see why the resa@tce changed from fighting against the fascist Metaxas
to being suppotive of him Over the coursef this one night, Metaxas changed from
being a villain to a hero. Without the inclusion of this scene, the reader would not
appreciate how Olga and her f@lv insurgents could so sudderdwitch positiondrom
resistance to the Metaxas government to a resistance against the Axis poviners.
MetaxasGrazzi meeting was fictionaliseditwludeS Y2 6 A2y I f O2y GSEGY -
DNJ T 1T AQ& S vadthé&dMdparadior 6fyhéufiderlyingcamaraderiebetween

the two men who within hours, wouldbecomeenemies.

B¢KAE hOG20SNI HyE monn YSSiAay3d SyRSR Ay aSilEFaQ
Italy invading several hours later. Greece resisted and forced the Italian soldiers back into Albania in a
majoN\)] DNBES] GAOG2NER® LG Aa adAafft [eEdh&peRlidrsSiRte SOSNE @&
Reviewfor a discussion on the relevance ofthe Graz8 (i | EI & YSSidAy3 G2 ht 3tk {4t
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Another scene was abouhé¢ deportations of Greek Jews to concentration camps
outside of Greece. In the novel, Olga is sent to gaithielligence on these deportations
(ibid., pp 321-324). There is no evidence that Ol§@ambolisvent to the north of
Greeceduring the war There is no evidence that she witnesskd deportationsof
Greek JewsWhile not directly impacting on the storthese deportations were
happeningn northern Greecandmay not have been asidelyknownas other
atrocities against Jewish EuropeatisThis section reveals this horror, provides added
motivation for the Olga character and gives us further insight into her reactions. | felt it

was an inclusion that had value for the narrative.

A third scene showed thenprovokedblowing up of the Greetarship Elli by the
Italians(ibid., pp. 137-138). | considered this part of the prmvasion story to be
important because iprovoked the Greek governmeintto prepaing for war.2 It also

gave context for the MetaxaGrazzi meetingvhich took place two months later

Using this mix of firsperson diaries and thirgperson external eye§omeone
9 f & S Cabiow fslchddacterso revealtheir ownhumanity, while the narrated parts
brought in wider elements of human behaviotmow people act under duress; why
some act altruistically while others will use the situation for persgaat how a war
can destroy lives but also gigechancdor people to find their purpose in life. In i
Greek war, family members were at war with each other, often because of political
differences, but tragically, also because of petty jealousies. It is such a petty jealousy

thatalmostledd 2 ht 3 Qa 26y RSIF KD

1.5 TheDangers ofinvention

Chapter 2 the Literature Review - discussegossible problems with this

fictionalisationapproachandleads to the mainnterlockedquestiors posed by me in

this exegesids fictionalisation of true stories valid? Is it possible that this fictionalisation

370neABC broadcaster told me that he had not known altbe Greek holocaust until he had read about
it in the novel[see the final page dthapter2: Literature Revievior more detail].
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adaptation into a play, particularly with the introduction of a theatrical createam.

In the Literature Review| will expand on this issue to includadiscussion of how
other authors- from Homerto Hugh Walpole to Tim Riednavefictionalisedg or told
little lies- to aid their storytellingShakespear&oo invented dialogue and facts for all his
major characters Richards Il and jlHenrys 1V, V, VI and VHKing Johnand Pericleslt
was not just irhis historieghat Shakespearewvented. In higiramashe also gave
imagined dialogu¢o real characters suchsa@ntony & Cleopatra and Julius Caesar. The
ancient writersHesiod, Virgiand Herodotus, similarly used surmise and inventis
did the Greek playwrights Euripides, Aeschy@nd Sophocleddowever, unlike
{ KI 1 Sa LIS NBwritingsaréinot 2ddipriSaiof new takes on an established
andwelll Y26y aG2NE® ht3Il {{dFI Yot pAVMSAVYENRBL 4§
War andsubsequentijLady of ArrowsSince my character @lga is the only one in
existence, a major question for me was: how could | write a work that paid due respect
to the true facts of her legacy and not portray her as a charabi@rmay have been
very different to how she was? This was especially areigsume because | never knew
her, and my painting of her character in the novel and the play was largely my own
constructiong a best guess based on the information | had been given, but still a best

guess.

Theliterature Review alscexaminesadaptation theory specifically, but not
exclusively, relangto adaptations of historical novels into theatrical workéthough
this exegesis is about adapting the existing novel into a plegnsideredhe decision
making process | have just outlinatout the writing of the source novéd be
important because some of the majariting decisions made in regard my novel
{2YS2yS wera &@ied thdughtd the writing of the playLady of Arrows

1.6 The Gonversionof a Novel into aPlay

After the publication of 2 Y S 2 y Sva®ltaaski&échow this story could
work aslive performancetheatre. The reason live performance attracted me the

telingofh f 3 Qa Bedagshi pregentdthe opportunity tobring Olga to life for
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an audience, and to have an actor interpret and highlgbtments ofthis character

more than | could in the confines of the written wartha novel As explained earlier in
this introduction for the most part in he novel | haveOlgatell her story in a
fictionaliseddiary, allowingher to talk directly to the reader. The tantalising prospect of
a play was the fact that it could take this personal communication one step fuitiga
herself could talk t@n audience With this in mind, he original conception was for this
to be an intimate oneactor play, with the actor playin@Igato be the only person on
stage,andthe other characters being voices from offstage. By the time | completed the
post-workshop scriptn 2019 ,this changed t@ three-actor play3® but intimacy wasstill
essential for the success of the writinfsuch a personal storyrherefore despite

having other actors on stage with hehe protagonistOlgaoften spoke directly to the

audience explaining herself, her actionsr, her justifications

Chapter3 ¢ From Novel to the Plag the substantive part of this exegesis which
contextualiseghis playwriting journeyas researchlt follows the process of writing the
play from early 2017 until the production afpostworkshop draft inate 2019. This
chapter looks at the decisions that led to the final constructiohady of ArrowsThis
chapter begins with a discussion of the reasoning behind the decision to adapt the novel
into a play.This leads to a timeline of the play writing processd the developments

that occurred at each stage of this timeline.

In that chapter, particular attention is paid thamaticneedsas the story is
converted into a work for the stagé.examinesvhat | needed to do in changing the
mode of storytellingrom book to play [3.1], the need to restructure the story to make
the play more dramatically effective for a live audiencd [&)], theneed¥ 2 NJ hf I Qa
voice to be changed into one suitable for direct conversaiutth the audience [3L (c)],
andthe consideration of the needs of a staged production andrdguirementfor
collaboration with a creative teaf8.1 (a)]. The title of the work was also changed
several times during the writing process. A rationale for the final decision about the

name & explained ir8.1 (i) Giving the play a name. Stick with the old?

39 The reasons for this significant change are outline@hapter3.1 (e).
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Many of the stories used in the play come from the novel, although new dialogue
was necessarily constructed, and the storytelling methad styleneeded to be
changed for this to succeed as a stage productioa.novel the author can paint a
sceneand the eader has no other influenaa terms of responséut the words on the
page and their owimagination In a live performancehowever,there is much more
information imparted to theaudiencewith choices made by an entire artistic team
which decides the direction, acting, use of soustknery and lightingzurthermore, he
performance of the actor can inform by intonatiomovement and gesturdt is not so
muchthat the written wordsare spoken, but the way the words are spokand how the
actor expresses them physicathat will determine what is conveyed to the audience.
Thisprocessobviously does notapply o KS | dzRA Sy O Sevéls. NSOSLII A 2Y

To look at these issues, | examined other plays, many of them about historical
figures.l made a studpf the methodologies used in those plays to help in the
preparation ofLady of Arrowsl examined and considered thedhniques used by these
other playwights, particularly in plays where true stories are told in a fictional corftext.
| did not limit the comparisons to play scripts, but also screenplays that had similar
thematic or stylistic choice3.here is a particular focus @nnumber of ancient Greek
texts(I 2 Y SThd@@dyssely Y R | S NIheRPRSialzaV@)ysFrom these works there
were techniques that playwrights have been using since the first plays were recorded (or
at least, the oldest plays that have survivedlso n this comparison withLady of Arrows
are sixrecentplays Greek Goddess Am My Own Wife, Resident Aljéieroes of Past &
Present The €stament of Maryand The Good Muslim Byanda screenplayThe Lives
of Others)!

The rationale for these comparisons is that they each deal with true stories in
either a fictional context or use a storytelling method that brings in fictional elements.

Reference to these other plays ensured that writing was an organic progbese these

40The issues raised by these comparison works and how they affected the writiagypbf Arrowsire
discussed iMppendix XOther Workgand Personal Responses)

41 These other works were chosen by namdsome on the advice of my supervisors Professors@ipher
Mackie, Dr Steinar Ellingsen and Dr Nasya Bahfen (as the PhD progressed, Dr Ellingsen moved to the
University of Wollongong, but remained as an external supervisor. Dr Nasya Bahfen replaced him as co
supervisor).
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other workshelped informme ofbroaderways of writing this play aneéxtendedthe

palette of writing styles and concepfisr me to draw uporf?

| also carried out &eldworktrip to Greece in 2017 as part of this PhD research
process. This trip took me to many of the places depicted in the play, and also helped in
the research for facts about Olga Stambolis. Thesesfaclude information essential for
a theatrical production, including physical aspects of the landscape that might help the
staging of the play. I also found new information about the operations of the Greek
NEaAaildlyOS FyR Yl & KI éBtantecdff R Y& 3INI yRY2I

In summary, 3 explains the following elements of trelaptation into gplay:
- the approach to writind-ady of Arrows;
- the logic behind the changes made frgm2 Y S 2 vy S SsbuicSranteriat 1 NJ
- the reasoning for the final choices madfethe final playdraft;
- how the decisions were necessary to tell this stasya dramatic production
(as opposed to in the form of a novel);
- how this makes the final draft of the play fundamentally different from the
first drafts(this includes thelecision to change the format from a one
woman play into a play for three actqrs

- the way the story is presented to the audieneadiscussion gboint-of-view.

The final part of the development process was a workshop of the play at the
RMITUniversitytelevision studio in Melbourne in January 2019 with three actors and a
director.In 3.2 The Wakshopl explain the rationale for the workshop and outline the
difficulties faced in staging the script as it was written. Elements of the script were
changed during the course of the three days of the workshop. Some of these were to
make the story more comprehensible, others were to make the staging of the play more
feasible. A full list of the issues and their resolutiare in 32 (a) to (j) These banges
varied from minor, such as pohaf-view beingchangedor a short scen¢3.2 (g)], to

some more substantial modifications including the deletion of characte2JJ],

42The details of the plays and a fuller examination of the issues raised by them is incléggakimdix 3;
Other Workqgand Personal Responses)

43The Bouboulina Cell founded by war heroine Lela Carayarmsletailedfindings of this trip are
outlined n Appendix 4, The Greece Research Trip
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changing the sex of one charact&Z(c)],andaction added to aid thetorytelling [32

(H]. Thereisalso discussion of whether an interval was needed (8)].

| decided toendthe playwriting processafter the workshop because this was the
effective end of thdLJt | dév@lapmentprocessAs | explain ichapter 4 the workshop
director told me at the end of the workshop thiaeé believed the play was now in a form
that was ready to be offered to theatre companies for staging. A theatrical
commissioning process could take several years latladel endatheatre companymay
put its own imprint on the script, withts creative team addindurther layers of
interpretation; others may want to have it undergo further development. It is an
arbitrary process from here, a process dependent on othees.these reasons, |
considered the script produced the months aftethe workshop to be a appropriate
and productive place to stojine substantive writing proces#s | explain in the
conclusion, there may be an area of further research with the poégyetting the play
to an audience, but that is beyond the scope of this exegedid. make further script
changes in the year after the workshop (leading up to the submission of this PhD for

examination), but these were minor amendments.

Theconclusiorto this exegesigives a briesummaryof what | gained from this
PhDprocess, from where | started with a first draft to the finarsion of theplay
presented at the end of the January 2019 workshopthe conclusion | note thahe
final play was substantially different from the first drdfbad already writterat the start
of the PhD proces®y outlining these insights and the rationale for the sceipdnges
and improvements, this exegesis of¢hesedevelopmentgo the scholarly worldo
that others working in the field of adaptation or historical nfiction may also benefit
from my research and playwriting journe4s this exegesis is part of a practlzssed
PhD he conclusioralsoprovides the equivalentofit S W T dzii dZNB NB a S| NOK
traditional thesis, lookingt where the play may go from here: what opportunities there
are for further developmenof Lady of Arrowsincluding possible opportunities for the
script to be stagegdboth within Australia atinternationally. There is alsdiscussion
about whether the storyould be further developed by adaptingidr other meda,

particularlyfilm or television Fnally, bllowing this is an examination of where my
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research and the exegesis fits in with current thinking and other research. It then

explores the opportunities for furthestudies or explorations of the topic
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Chapter 2.Literature Review

Art lies inconcealing art Ovid

Thischapterserves as a contextual sceBeS 1 6 SNJ F2NJ 6 KS ySEG C
explanation of the adaptation of the novgl2 YS 2 y' S  dritodh® MayLaédylofNJ
Arrows.It begins with a discussion of adaptation theory and the issuesntiagt occur
when attempting to change the storytelling modality from the written form of a novel
AyGz2 GKS adr3asoa 2Nrf FyR LKe&aaoOlFft YSRAdzy
adapting historical fiction, and discusses the range of adaptation oakstha range that
extends from barely changing the source text, to turning the story into an analogous

story that may be almost unrecognisable to readers of the source work.

However, astage adaptation of a nefiction story necessarily brings in element
of interpretation and modification from actors and a creative team, which adds an extra
probability that the story can get further from its factual base. In this context this
chapteralsopresents acontemporary criticatliscourse about telling trustories in a
fictional context. It discusses how writers of historical fiction have approached telling
true stories and finds that some writers have crossed the boundary into what | consider
misrepresentation By this | mean a situation where the authoshwittingly or
unwittingly, asserted their writing to be history, when it (or parts of it) was historical
fiction. Iwill maintainthat there is nothing wrong with invention to aid storytelling, as
long as the reader or audience understands that what theyreading or watching is

not strictly factual.

This leads on to the central question in the adaptation of true stories: with my
AN YRY2OIKSNRAE AG2NE o60SAYy3a gNRGGSY & | LA
elements,if people believed these tales be absolutely factual, would their knowledge
of history be damaged®PhisLiterature Review will look at these issues in the context of
ancient Greek writers. It also discusses how invention played a part in their writing, and
how, two and a half thousangkears later, these issues informed my writingSaimeone

9 f & S (aad sabkebidently ady of Arrowslt should be noted that | mean by this
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invention not only whole scenes and incidents, but also more subtle deviations from fact
such as dialogue, thoughtexpressed motivations and emotions. All of th&swels of
invention are present in the writings of Herodotus, the man credited with writing the
g2NI RQa FANRBRI P92TNévahcient Graakd gerrally ikvenied Staxids ©
within their existing folklore, effectively creating new myths within established myths.
An example of this is the way Homer, as the quintessential storyteller, invents narratives
using established figusdrom myth and religion, figures already known to his audience,
such as the gods Poseidon, Zeus and Apollo and the goddesses Athena, Artemis and
Aphrodite.Scott argues that one of the major character§ hre lliadmay havebeen
entirelyinventedby Homer He suggests th character, th&rojan hero Hector was
createdby Homer because thalternativecharacter of Paris, who had taken Helen from
her husband, was not an ideal hero for the Trojans:
Gt FNRAa oFa GKS GNIRAGAZ2YLFE £ SFRSNJI |
Trojans, but for moral reasons could not be made the
protagonist in thepoem. The poet therefore degraded
him and created a hero with sufficient nobility of
character to win sympathy for his cause. Hector, as he
appears in Homer, is the creation of the poet who
conceived the idea of The lliad; without Homer there
wouldhaved SSy y2 (NI RAGAR2B6).2F | SOU2NE 0o

If Scott is correct, thishanges the story in a big wayelbattle between Achilles
and Hector is one of the climaxes™ie lliadWithout Hector, this battle between two
worthy representatives of the Greeks and Trojans would not have taken pfademer
could invent such a major character, how much & sehat other little liesg existin his

work? We will probably never know.

First though, we will look at adaptation and the theory behindHiitcheon
admitsthat definingadaptationis a difficult task because the term refers to both the
LINRPOS&aa 2F ONBFGA2Y FYR G2 GKS Sy R LINE RdzC

meanthat adaptationcannot be definedrather Hutcheon may be suggestitigat it

41 S NP RHidiodes @iginally written in lonic Greek in 440 BC. Translated by Macauley, 2012.
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may be difficulto make adefinition that is not unwieldy We may be able to simplify the
task if we only attempt to make a definitidhat is appropriate to my own work, that,is

in the context ofa theatrical adaptation of a novel.

[ F SN} &adaA3Sada FRIFELGFGAZ2Y Aa a6 agyzye
LINPOEfSYFGAO G2 RN}Yg GKS tAYS 06SG6SSy || wWT¥
I LILINE LINA | { A 2Withobit wishing te delve ihtisha set of ®ussian dolls of
definitions within definitions, to understand Laerave mustdefineappropriation,
particuarly in the thearical adaptation sens&Vhere Saggini argues thappropriation
andadaptationare interchangeable terms (2016, p. 98anders draws a line between
the two, arguing that a theatricaldaptationmay be considered a seeading of the
original which may, asiight bethe case withtWI Y'S & 19228adnfitt@diy literary)
adaptationof The Odysseperemoved to a new cultural contexander2015, p. 2)

With appropriation,however,Sandersargues itmay differfrom adaptationin that it
GFNBljdzSydfe FR2LGAa | LiZiGd dzi)Sheddes cd A G A |j dzS =
explainthat this @ritiquelbr WHssaulfran occur because the appropriator is not bound

to support the originglthey can take parts of the original and then contextualise it in

either a positive or a negative waks we willse@ A | K a ODA 0 0 daye@d | NH dz
this chapter thereneednot be muchof this kind ofappropriation in an adaptatianihe
originaltext may beno more than the inspiration for the adaptation, as was the case

with Joyc& adaptation which, as we will discuss later in this chapter, was set in another
time and country, in a time frame shortened from ten years down to a single day, and

with characted o6 F NSt & NBO23ayAal of S The DdysségdvidBANA I A y
little more than a story idea and some themé&swusJoyce gives us a bottom edge of our
adaptation definition where the only appropriation was of a concgbta man battling

somedaily obstacles as hpurneys through 1930s Dubliikven the obstacles were not
particularly brutal: there were certainly no oreyed, mareating giants irdJlyssesin

this appropriationperhapshe is doing no more or less than a modetaywright

drawing an ancient myth to enlivetine story of atwentieth century heroln this context

it should be remembered thaiomerwas not the inventor of his stories about Achilles,
Odysseus, Agamemnon or Menelatke took existing oral historieand the characters,

and put them into epic poetrywhile perhaps adding the odd HectoHe was by the
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definitionsoffered above, an adaor, and perhaps also an appropriator because he

gave an added life to his characters, painting them in whichever light he chose.

By the timeSanders, Hutcheon and Saggini wrote their papadgptation from
novel to stage was a common event. In precgdiecades there had been masych
FRFLIGFGAZ2Y & LI NOAOdzZ NI & (G2 GKS YdzZaAaOolt
book Chitty Chitty Bang Barf§,t ®[ ® My BoSpMNEYdia a film adaptation first),
¢ ®{ ® OWPAs8uin'QEook of Piaal Catg1939) which became the basis of the
Andrew LloyeWebber musicaCats*’ andJesus Christ Superstirwhich was an
I RFLIWGIFGA2Y o6& 2S00SNIFYR t@8NAOAAlG ¢AY wAC
dialogue invention, as waBodspelf® w2 I f R 5 | Matildadvas i@t into a
film in 1996, and subsequently into a stage musical by Australian@sendim
Minchin®® However there is always the possibility thatisical theatre adaptatiomay
representa passing fad, much in the way that film musicals were popular in 1940s and
Mppna | 2ffteg22R® LG OFyQi 0SS Oiibe Ay GKI O
happening in thirty years. It will depend on audience taste. Thus the definition of
adaptation may change. University of Chicago researcher Mark BrokeQshireR S ¥ A Y A

of adaptationallowsfor arange of sources:

G/ 2y aARSNJI I sSIPdkIS/Nch Begah dgOK |
a failingtelevisionprogram, but survived extinction

through adaptation into other media such as animated
television, comic books, novels afehture films,

before returning to television and commencing the

cycle again. Since 1966tarTrekhas leapt back and

forth from medium to mediuré (2019).

45 First produced at the London Palladium in April 2002.

46 First produced in Bristol and London in 2004.

47FirsttINE RdzOSR 2y [ 2y R2yQa 2Sai 9yR Ay mMopym gAGK | RR
48 First produced on Broadway in October 1971.

49 First produced ofBroadway in May 1971.

50 First produced aMatilda, A Musicalin Stratfordupon-Avon by the Royal Shakespeare Company in

December 2010.
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Just as the source may be comics, film, play, boistory, poerns or indeed oral
history, Brokenshire suggesthe final adaptation may also tmomprisel of any of these
media, or as we have seen with the Marvel univeesesn morediversemedia forms
(film, animation, comics, animated storybooks, audiobooks). In efteetsky is the limit

for genres ofadaptation, and the sources may be just as diverse.

An examination of the range of adaptatiool 2 Y STh&Didysseyevealsjust
K2¢g ONRBIFIR | RILGFGAZ2Yya OF yanepk poern 8 MGeliaa & 2 N
twelve thousand lines divided into twenfpur books, all written in a dactylic
hexameter®? We should note that although it was an epic poem and was written in
hexameter, it was not like the poems we know todaiie Odyssewas not bound in a
book and pblished in the7™" century BCE. It was most likely performed and sung before
an audience before the poetry was writtelown, and these performances altered the

work (Mandal 2016).

Looking at the scale of change that might happen in the adaptation, McGibbon
(2014)groups adaptation into three broad typesansposition analogyand
transformation®? These methods cover the range of atipn from making minor
OKlIy3aSa 6aSS o0Sft2g¢ FT2N 6KS RAa&OdaEFaney 27F
its setting in the sand and dust of the era) to making a change so profound that the
original text could barely be recognisddriexample2001: A Space Odyssaifich sets
the Cyclops in outer space). For my adaptatiof & YS 2 y S dritoza §l@,dhis2 | NJ
palette was liberatingHereL ¢ Aff | a4dSaad aODAO0O2Y Qa (KNE!

suitability as vehicles for my adaptation.

aODAOO2Y Qa thadspuRition2914,j. R, RIS the story in the same
way as the original. It simply puts the source material on stage, not adjusting the work
for the live medium; not allowing change from the original story. When first considering
howtoadapt{ 2 YS2 y S 9 thédughtabout inakg this a transpositionary
adaptation. The adaptation script would be taken directly from the dialogue in the
novel, and the timeline would follow the chapters as they were laid out in the novel. As |

considered my writing in the novel to be deigtive, these descriptions would be laid

51 A form of rhythmic structure in verse writing.
521n his PhD thesi$Seeing Double: The Process of Script Adaptation Between Theatre and Film
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down as stage directions. As a starting place for an adaptation, transposition makes
senselt begirs with the format of the original story and theyou decidewhether it

needs to be changed. | was soon to findtttiee needs of a staged performance meant

an unchanged literature format would not work for the plagdy of ArrowsThe novel

starts with Olga as an owtf-work actress in Athens just before the second world war.
From this base the story then moves backidorward in time, and across to Australia

and back again to Athens. Each of these movemmsniiepictedn some cases for only a
few pages in the novel. In a novel such changes can be easily demarcated by a new
chapter, a new heading, a new poiot-view. For a play each changed setting meant a
new scene with its requisite staging. Then there is the danger of the audience not
understanding the changes they are witnessing. They could ratae a chapter or go

back a page to make sure they could compreh#me changes. The play needs to take

the audience witht. Although writing nearly fifty years before my adaptation, Perry
(1968)noted that adaptations often require additions to the source story to make the
YIENNI GAGBS 62N 2y aidal3S FyR OAGSa BiliykS adt
Budd.When two playwright®® looked at adapting the novella, they found the text

wordy and dificult to use as a source. They added extra action to the story to keep it
exciting for an audience (Perry 1968, p. 1313). Likewise, | was to find in the playwriting
process that scenes | wrote as quick passages in the novel needed to be expanded upon
in Lady of Arrowso give those scenes a dramatic tensfdna OD A 0 dréhspQsiion

would just not have beegrffectiveenough for a successful adaptation in either case of
Billy Budbr{ 2 YS2y S 9lingedQth maké shBstantial changes toth@ @St Q&
structureto make it work for the stage®. For me transposition worked as a starting

point and failed as a final outcome. This kind of risk wiémspositionis acknowledged

by McGibbon, who says this method can lead to the adaptation failing because it may

not make allowance for the particular needs of live performance.
aODA06062yQa aSO2yR YSUiK2R oNBlFl1a lgle 7
completely. Hisnalogy technique is where a new, different, analogous story is found to

GStf GKS 2NAIAYIE &aG2NB O0LID cpod IS OAGSa

53 Louis O. Coxand RoberCChapman Theiradaptation was produced on Broadwisy1951.
54 See3.2 (f) Adding action to emphasise the dialogue
55 These are outlined i€hapter 3 From the Novel to the Play: Strategies of Conversion
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Lantan&® as being an analogy of thptay aboutsuburban sexual intrigu8peaking in
TonguesThestorylines are parallel but analogous with different characters in different
places and times (p. 313). This is the method that is used by the Coen Brothers in their
film adaptation ofThe Odyssemto Oh Brother, Where Art Th8in which George
ClooneyplaysUlysse€verettMcGill,an escapedorisonerwho istrying to get backto his
family in Mississippin 1937.Whilein the originalpoem,h R & & avBed?anlopes
besiegedy suitorswantingto marry her for the richesof the kingdomandtitl e of king
(andOdysseusvantsto getbackto Ithacabefore one of thesesuitorssucceeds)in the
film, a O D Awifd is@outto remarry,and he wantsto getbackto her beforethe
weddingcanhappen.TheLJ? S ¥dilgisare replacedin the film by two fellow
travellers,Hogwallopandh Q5 2 ywhife thé Gyclopss no mythicalmonsterhere, but
alargeBiblesellingJohnGoodmarwho mugsthe trio insteadof eatingthem. In this
versionof the story, the tensionof the protagonistneedingto gethomeandbeing
thwarted (becauseof the barriersput up by the salesmanthe flirting, thieving,bathing
sirens;the sheriffwho is seton trappingthe escapeesandthe wrath of the authorities)
representsa constantunderlyingfrustration that is true to the original. All these
impedimentscorrespondo the characterdn the poem,but reinterpret them asearth-
boundpowerswho trap, delay,divert andfrustrate. Thusthis film adaptationis more
successfuin conveyinghe tensionof the poemasit hasanimperativethat isin the
original. Thefact that Odysseu$asalreadybeenawayfrom Ithacafor the ten yearsof

the TrojanWar andspendsa further ten yearsreturningfrom Troy(amidthe (i NJmai &
diversions)srepresentedbya O D Atitné irf)ail.

Therehavebeenother allegoricalfilm adaptationsof TheOdyssey, for example
Mackie (2017a) has suggested that Odysseus is the inspiration for the stranded
astronaut Dave i2001: A Space Odyss¥yin which a lone surviving astronaut is
prevented from returning back to earthy a computer that has taken control of his
aLl OS @vSaasStod wSOIfttAyad | SaOKetdzaQ 0O2YYSy
be an example of just that: a slice frofhe @lysseywith the oneeyed computer HAL
representing the Cyclops Polypham Like Polypheus in the Homer story, HAL Kills
5 SQa FStt2s GNIQOSttSNAR yR SyGdSNam + ol i

56 Released in 2001. Bovell wrote both the screenplay for the movie and the 1998g®aking in
Tongues.
57 Directed by Stanley Kubrick and released by M&@midwynMayer in April 1968.
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sea monsters or god in this versionof thel 2 NBE ® LG A& G NHzZ & 2dzai

narrative, with a oneeyed power who is eventually overcome.

Mackie (2017a) goes on to say that there algoparallels between Odysseus
and the drifter character in the fillRaris, Texa® Certainly dan pagefor the film
claims that the director rea@he Odyssewhen forming the subject for the film (Louis
2000).Therecertainlyare similarities between Odysseus addrry Dean Stantdd a
Travis Hendersowho, ike Odysseus, is a wanderer who is looking for his wife.
Characters come into his life as he continues his search, with many helping him on his
jounSe@ s YR a2YS y2i a2 Yidzoenderstokgangble | NBy Qi
salesmen in this story, but the allegory seems to be more personal. It does diverge
AKIFNLX @ FTNRBY |1 2YSNR&a 2NRIAYEFE +Fd GKS SyRY
be theman who wants to have his kingdom back, he wants his wife and son to be
reunited. His wish, in the last reel, is for the others in the story to obtain what they
want. Odysseus is less selflessTie Odysseyt, might be argued that Odysseus just
wants © get home to fight off his enemies and get his wife and kingdom hackQ & I f €

about him.

These films appear to be slices of the poem, actingesisonalresponses td'he
Odyssewvithout being a literal retelling of it. They tell of men trying to get home and
being frustrated, although in both cases the men make progress. The Kubrick film
presents a sense of tension because the astronaut is impeded by a seemingly
insurmountable eemy.HereThe Odysselyas been sliced, with these slices rewritten

for the new media and analogised to a new time and place.

Inadaptingl 2 YS 2y S dritod &Iai ArrowsiNlso took slices of my
original story, but not all of it. As | will discus<Chapter 3, the breadth of the original
novel was very wide; scenes were drawn out, often to include several perspectives;
people are described in detail; and there are vignettes involving minor characters who
appear only once. For Aeschylus, takingesliaf Homer may have given him the
opportunity to expand on a Homeric character the way Kubrick did with his HAL. For me
taking slices of my original novel wal$| could daf | was to keep the play to a length

suitable for a theatre audience.

58 Directed by Wim Wenders and released by Zentury Fox in May 1984,
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a OD A osarglgg@echnique is an idea that gives scope for a new slate for the
playwright. In the case dfady of Arrowsvhere the work is written by the same author
as the source novel, the concept of analogising may have offered greater freedom for
me as the @ywright.| could have set the play in another time or another situation like
transforming Olga Stambolis into a female version of Odysseus, struggling to get back to
her family in Ithaca instead of Australia, or battling mythical monsters instead of the
Germans. This would have openagd a mythological arena for me, with a freedom to
move beyond the truth of her storyHowever there are several downsides to the

technique in terms of its relevance t@ady of Arrows

1 If the adaptation were to usanalogyit would have lost the factual basis
of the storytelling. If one is telling a story based on fact (such as in the
case ofLady of Arrows)changing the circumstances of the play may lead
to a great loss because the aadce would not be introduced to the
events in Greece in World War Il or to the development of Olga as a
daughter, wife and mother in twentieth century Egypt and Australia.

Many of the comparison plays discussed in this exetfetall true stories
and ae all the more powerful because the characters are depicted as real
people responding to the events of their times.

f InLadyofArrowsi KS &G2NEQa Of AYFIE NBGSI f &
FILOG2NAR F2NJ 0KS LINRGI 32y A & dsndanto SKI €
son was killed by a girl feeding the baby sewing machine parts. This scene
in the play is all the more shocking because it really happened.
Analogising this occurrence may cause the work to lose this powerful
element because the audience may bekdt is simply a fictional device in

a fictional analogical play.

These issues represettie problenswith analogyas an adaptive techniquét is
possible the analogy can be so far set from the original that it may be difficult to
recognise as aadaptation¢ 2 SELJ I Ay (KA& L gAfft NBGdzNY

59 SeeAppendix 3 Other Works (and Personal Responses).
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Ulysse$® WhileThe Odyssegescribesi Sy &SI NAR Ay GKS wok¥S 27
sets the storyover the course obne day in 1904 in Irelandoyce change®dysseus into

Leopold Bloom who was anything but a Greek watrrior, rather, he sells advertising.
hReaasSdzaQ azy ¢StSYlIOKdza 6S02YSa GKS gNR
hRe&daSdzaQ 6ATFTS tSySt21)S t2aSa KSNJ hReaasSt
promiscuous wife Molly Bloom. The adaptation has a poetical style in eighteen chapters
GAGE SR I FGSNJ OKI NI OGSNE |'r¢is otaBieafmdfa FNRY |
consciousness terms of narrative styléhat seems to bear little relation to the cadee

2T | 2 Y S NIThe s@rixdkaibdelgrhents of the original witthe character of

Bloom meetingand overcomingarious roadblocks and adversaries across the day, but

AG ¢2ddZd R 6S Sy (dANBft e Ll sdmerc ShapleKtiggiandh ¥ G K S
name, a reader would not realise that whabas beingead was in any way related to

The Odyssey

If W2 & @dafiadion is almost unrecognisable from the source, Dermot Bolger
goes even further in his R LJ( | G A 2 Ylyssedhto a\agepglsh called
Ulysse$! Bolger took whole passages of the streafrconsciousnessovel cutting it
down from its 295,000 words, but maintaining tiffe2 @ 8eing@ &arrative style
However, he play is significantly different from the source noggingus an
interesting process of adaptation upon adaptation using two diffeddptation
methodsP 2 KSNBX w2eO0S |ylf23AaSR | 2YSNRAa 2NA3
drunks, Bolger mad& dzNJi K S NJ OK I sfafyth& way ghat WRitding $he third of
aODAOO2Y Qa | R laldftran$fartafionMeQibBoa ¥aysithis method is
more useful for writers making adaptations becausallibwsthe story to be expanded
beyondthatini KS &2 dzZNOS YIFGSNAIFIEZ YR GKS aid2NEC
is the method which my adaptation §f2 Y S 2 y S  9rfost re@bled. Thdktory
changed sufficiently to bring in new elements including the addition of characters, the
invention of scenes, and changes of focus from one character in the original to another
Ay GKS ITRFELIIFGAZ2Yyd aODAOO62Yy OAGSE dwWwkKS SEI
playGlengarry Glen Rogso a movie of the same nanfé.The original play is about a

group of saleexecutivest 1t Ndz3 3t Ay3 (2 YIFI1S GKSANI FANYQ:

60 Pyblished in 1922 by Sylvia Beach.
61, 2 f IBydsEsdas originally staged in 1995 and rewritten in 2017.
2t N2 RdzZOSR AYy MdpdH F NRiNIinql8ABavedd t dzf AGT SNIJ t NAT S
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movie versiori KS F2 0dza A& OKI y 3S Bf chirb@entdiafsiBgleLJt | & Q
protagonist. The ensemble is still there, but the single salesman Levene becanes th
Y2OASQa LINROF3I2yAadazr 06SOFdzaS GKS RANBOG 2N

movie lay in the story of oneharacter(p. 57).

In this waythe transformationmethod allows the freedom to change the story to
make it suit a different medium.do make such chang@sLady of ArrowsFor example,
ladd amajora OSYy S aK2gAy3a hf3IlFQa NBIOGAZ2Y BKSY
she simply reveals that her chitchd died. For the stage medium | added a scenario
GKSNBE hf3IFrQad Y2G0KSNJ YR ONRGKSNI tAS | 02 dz
wandered off. Olga ragagainst her mother and gralthe throat of her brother, forcing
them to admit to her that the childvasaccidentally killed. For a theatre audience | felt
thiswasa much more powerful mode of revealing the death of the b#ign in the
originalnovel YR 3IA @Sa Y2NB 2 hithérty latdnyfratkraaKinstindt.y G 2 h
Balodis sees nothingrong with making such changasthe process of adaptatign
suggesting that adaptations are ataling of the source story, arare not necessarily
bound to the incidents and characteasdepicted in the source material. He says this is

particularly san the genre of theatre adaptation:

Godla GKS GKS2NBGAOFE RAA&AO0O2dz2NES KI &
outmoded notions of fidelity to original sources, the

practices of adaptation is a method of-ievigorating

GKSFGNB F2NX¥Ya FyR Ay@SylGAy3d ySg 2yS
1).

Writer Daniel Wallace agrees, saying the playwright is a creator and should be
able to invent, just as the writer of the source material was able to iniert:K S 6 Sa i
I RFLIGFGA2Yy A I NB AYyaLANBR o6& (0KS &2dz2NOS Yl

If we agreewith Wallaceand Balodisan adaptationwill even allow formajor
structural changes such as entirely differentpoint-of-view. This is the major change |
made in adapting 2 YS 2y S  9ritod&INai ArowsdIda, who in the source novel

is oneof the major characters talking to the reader through her diaries, is presented in a
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new light in the play adaptation as an older woman reflecting on her pass,
becoming a single narrator for the audiendde two methods of discourse differ in
styletoo. In{ 2 YS2y S 9Oiga Wwi@sthe2wordislin her diary; in the play she can

shout, laugh, cry, belittle or in the case of the scene with her brother, use physfeality.

a ODA 6 nethb@aitransformationmost resembles my adaptation because |
only m&e changes to help the story work for the stage. Olga is still a spy. She kills, she
rescues, she trades with the Germans, she is caaglotshe suffers guilt for being away
from her family. All theséhingsare in both versions of the story, bubaracters have
been deleted, added or merged, locations are added (such ascémee of the revelation

of the babyQ @eath just described), and scenes also merged

LY I RRAGAZ2Y (G2 aODAOO2YyQa (RMESI7ON GS32
alludesto perhaps a fourth typewhere only strands of that original woeke takeninto
the adaptation IndeedHutcheonsuggestshat adaptationcan bea process of
G0 2NNR gAY Ic2 NIRY BN | £ QENI ( S008,p 4) ParhapsihBs NBE &
mirrors Aeschylus saying that his own works of tragedy were glide2 Y SN & RA Y Y ¢
parties (cited in Karakantza, 2010y R 2 FiSy OAUGUSR | a aatAoSa
(Abel1966 p. 7). Aeschylus may have simply been paying homage to a great writer; or
perhaps Aeschylus wascuratelyd dzZ33Sa Ay 3 KS (G221 SLIA&A2RSa
expanded on themThis takingpf partsof the original might have value particularly
where the sourceext is long and consists of an intense narrative. Parts could be
borrowed or- as Hutcheon describesta (i 2 f Sy Q (2096R. 4WButkshoNditrhax
If&a2 0SS GUKS IRFELIWI2NRa 220 (2 YIFI1S adaNB (K
is too profound, why claim it as an adaptation? Why not leave this adaptation claim out
of it altogether and say this isdafferent story? After all, that is what it would be.
al Ol ASQa NFB T 05ASp&e Gdgssaydeihg atHygmerian Polyphemus

might well fit into this fourth category of adaptation.

If we can then change or add characters and scenes, or amendgdfeirgw, can

we go one step further and consider a sequéfth kind of adaptation?Greek novelist

63 There is also the issue of length. It would be a very long play is all the scenes in the novel were put in the
play. The decisions on play length and what to excise for the play is discussgdfj)Getting the Length
Right
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Nikos Kazantzakis wroleheOdyssey: A Modern Sequell938, using the same

Odysseus, Penelope and Telemachus of the original but imagining the events
immediately after the conclusion of the original, with Odysseus leaving home for further
journeys. None of the events were in theginal and new characters wenecluded
WellsLassagnargues- using the example of the television mediurthat such sequels,
reboots, prequels, and spioffs, even when they add new characters and invent new

scenarios, are still adaptations:

G¢CKS ARSBNY 2F GKS GSNY WERFLIFGAZ2YQ
expanded to accommodate the different forms of

transfiction present in television, in the same way that

television itself is constantly expanding to accommodate

YySs aAG2NRBfAYySas ySg OKINIOGSNEXE ySs
p. 8).

This interpretation has value for my adaptation, because althdiagty ofArrows
is not a sequel ocBomeone El$# War,it does contain the new presence of Olga after
the war. The source novel ends in 1943.1 have already discusselde tplayadaptation
is set in 1960 with Olga remembering her past. Many of the scenes are based on events
AY GKS y20St3x o6dzi mpecn A& Ly SEGSyaArzy 27
of events to take the audience seventeen years beyond what the novel readsebas
Wells[ I & & I 3y S QraaysRIISHow fdrimy Adapyation to be considered just that:

an adaptation.

Adaptations ofThe Odyssegcross the centuries vaincorporated all the
methodsfound inthe McGibbon and Asehylean palette. Playwrights drfilmmakers
have adapted the written version of the poem backhe originalperformance mode,
and in doing so the nature of the original work has in some cases been changed,
transformed, analogised and transposed into a range of adaptations that hageda
from minor changes from the source work, to changes so major that the original work

may hardly be recognised both in content and in style.

Anexampleof keepingthe originalcharacterdout changinghe styleis clearin

Tom{ Y A R200Zxtagingof a theatricalinterpretation of the Odysseyor young
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people® wherethe Cyclopdhecomesan awkwardteenagernamedPolly,andthe Sirens
singelevatormusic.Theplaywrightchoseto makethis playinto a work with humorous
overtoneswith the aim of helping teachaudiencesabout humility andtrust (Smith
2019).Homermayapprovethe goodintentionsherewhile probablybeingmystifiedby
the nuances of elevatorsandtheir soundtracksHomermay be lessapprovingof his
masterworkbeingreducedto a speedwayersionasit wasin 2010by R.N.Sandberg
Sandbergambitiouslycompacted 2 Y Sdxidinélpoem,amassiveepicof twelve
thousandlines,into a one act playfor four actorsrunningfor barelyhalf anhour®® Like

{ Y A twériafiisis alsoa lessthan seriousretelling of the story. In fact, it is billed asa

shortcomedy,while maintainingthe essentiathemesof the Homericoriginal:

G126 R2 ¢S LINRBGSOG 2dzNJ K2YS&K 2 KI @
or someone a monster?dw do we deal with the

monsters we encounter overseas? What does it mean to

be a hero, to grow up, to be civilized? How does each

one of us, despite our age, fears or background, confront

the obstacles that life places in our path and find our way
through?(Sandberg 2019).

Obviously adaptingan epicinto a playthis brief mustrequire somestrict
excisingThisversionstill hasCirce the Cyclopsandall forms of monstersand
treacherousseash R & & asSriralé@chuss alsofeatured,with the paralleljourneys
of father andsonfeatured, makingthe brevity of the playall the more remarkable One
must questionthe depth givento the story parts. Becausell of the scenedrom the
poemareincluded,it would necessariljoe a somewhatfrantic, andlikely shallow,piece

of stagework.

Bycontrastl A a O &tagéa@eitation of TheOdysseyivesthe originalstory
moretime than{ | y R 0\@msi@Q Eunsnearlyfour timeslongerat 105minutesand
featuresa castof twenty-two actors®® However thisadaptationaddsmore than just

time: it changeghe storyQ perspectivewith Odysseusarratingthe story asan old man

64 The Odysseyirst produ@d in 2002.
The OdysseRS @St 21LISR i GKS bSg |, 2NJ] !in/2D@SNEAG&Qa t NP ¢
6¢ K2 Yl a |ThexOOysdefrsfstaged in Boston in 2001.
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who hasreturned hometo Ithacaafter histen yearsat sea®’ Thisnarrativedevicebears
relevanceto my own adaptationbecausd too changedhe viewpointof Someon® f 4 S Q &
War sothat in Lady of Arrows Olgaistelling the story nearthe end of her life, describing
events,andplayinga kind of Masterof Ceremoniedor the eventswe areseeing,n the

wayof | A & O Rdy§s&ud® Thischangeof perspectiveoffered afurther opportunity in

that the audiencecomesascloseasthey canto dialoguewith Olga.Shetalksto them.
Sheasksthem questions andalthoughthe audiencecannotanswertheserhetorical
guestionsmy intention wasto havesomeaudienceconnection.Hischakmaywell have

hadthe sameintention of connectionwith hisfirst-personnarrationby Odysseus.

While theseadaptationsof the poeminto stageperformanceshavevariedin
length,scope,styleandnarration, the scopehasbeenbroadened evenmore with the
variousfilm adaptationsof TheOdysseyTheclosestdirectretelling of the story maybe
the 1954film, Ulysse$® KirkDouglaglaysa bare-chested muscledandslightly
darkenedOdysseud® Hismenemit grislyscreamsasthey are eatenby a giant, slightly
mechanicalCyclopsUlyssesimselfis anguishedy the callsof the Sirenslt isa film of
deeds,horrorsanda musicallyenhancedending.lt is not lyrical,nor isit spokenin the
hexameterof the sourcepoem. Thelanguages colloguialandthe accentAmerican.
Thereislittle in this movieaboutthe nature of man, of the yearningfor placeand family
beyondthe angstand posturingof the centralcharacter It isafilm of events.A
moviegoerin 1957will haveexperiencedan adventure,but most probablywill not have

left the theatre foyer ponderinglife.

In both allegorical and literal adaptation, writers run the inherask of
superficiality inh NEAy 3 G2 ONIY SOSNEBOIGKAY3IA Ayd LYy 2;
Troy, the directortries to convey just about every major elementtirK S h Re@ ada Seé Qa
predecessoiThe lliad making it a kind of literal réelling, including setting it in ancient

Greece iself. It begins with the romance between Paris and Helen. It ends with the

67 Theaudiencedoesnot know it is Odysseusimselfwho is doingthe narrationuntil late in the play. This
changeof narrationviewpointpresentsextradramaticpurposeto the playbecauseat addstension:the
audiencewill wonderwho this narrator maybe.

88 Althoughl had decidedto do this beforel haddiscovered A & O Wdrkl Q a

69| suggest in the conclusion that further research be carried out to examine the reasons for this almost
3000year fascination with The Odyssey.

70 Althoughthe filmmakersdecidedto usethe Latinform of the nameof the hero: Ulysses.
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sacking of the city of Troy. It hagimeframeof ten years. At two hours and fortyiree

minutes, the movie skims the storgut leaves out much of the mythological element:

G2 ZfLR I t SGSNBE $hypeElbyrhe hiad, editddfodalf the gods and
YyeYLIKasX FYR YIRS GKS gIFNIAyd2 Iy FOlGA2y Y

Tunzelmann 2008).

The excised gods and nymphs were probably taken out by necessity. The
screenwriter would have had to make a decision about what was es$é¢ntihe
storyline(or indeed storylines, for there are quite a fewrhe legend of Achilles seems to
be the throughline for this movie, aarethe machinations of the Greek kings as they
prepare to lay siege to Troy. Then there is the romance betwees Rad Helen. After
GKAA GKS Y20AS RSt @Sa Aigvalanghis witeard Son.ameR G K S N
0 KSNB king PriaNZess @ &is Greek antagohisy Menelaus. Each of these
characters and their associated plots could arguably hdleel fa movie script on their
own. There really would not have been a lot of space for another god or nymph. But it is
not just excision that happens froy.Some changes are made simply to make the story
more palatable, such as the fates of the protagtsi8oth Helen and Paris survive
together at the end of the movie, giving the audienceagpyHollywood finale. This is
in contrast to the epic poem where Paris dies and Helen returkstpMenelausnot as
romantic, andcertainlyless feelgood for a mematic audience. As von Tunzelmann
implies, the result is superficial: the turning of a masterpiece of heroism and myth into a
romantic action flickThis last change may have been required by a movie studio fearing
that the audience may have had enoulgad news with the sight dhe body of Hector,
played by actor Eric Banr&®eingpulled around Troy in the dust for three days. Perhaps
the executives wanted some good news for the audience to take home. Although not for
similarkinds of commercial reasons, | also found it necessary to change elements of the
Olga story in adapting it to suit a theatre audience. These decisions are outlined in detail
in the next chapter, but for the purposes of examining my method of adaptatan |
say that | moved several elements of the story to suit the build to a theatrical climax,
AyOf dzZRAY3 GKS NB@GStFdA2y GKFG hf3IFQa Kdzaod
shop assistant. Unlike Petersen, | did not whitewash this, nor did | adgdr ending.
| simply rearranged it in thmmterest of reaching alimax. | felt that moving it into a
careful sequence at the end of the play made the impact of this element more effective.
It is the same story, but it is somewhat rearranged.
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From all his we can see that an examination of adaptation theory sets few
boundaries on what an adaptation can be. The adaptation could be a close but
superficial retelling of the original (such as the moliey), but can also be analogised to
take a Homer epic to space, Mississipdrelandor the modern midwest. It can be
rewritten for children, for cartoog, comisand picture book. The original can also be
sliced so that only elements of it are used in the retelling. Even a sequel, or in my case
the projecting of the story by some seventeen years, may be considered an adaptation.
The limits of theatrical adaptation may be few, but the test of success must be whether

the resulting script makes for compelling theatre.

If we accept thatadaptors have broad liberties in their workwe come tathe
second majoquestionl pose in this exegesis: the questioifelicity. Cana source story
be changed so much thasaythe hero becomes a villain; that the ending in the movie
Troycan beswitched from tragc to romantic that the adapted Odysseus Raris, Texas
becomes a selfless he?@he oftd SSYy NARSNJ 2y Y2@AS LIadSNa
08 Ly lFdzZiK2NRa &dG2NBX 2N Aa éolaSRé 2y 2i
for the adaptor, especlly as this rider goes some way to ensuring the audience is not
misledabout the nature of the workFor true storieshowever, there is danger in
changing facts when making an adaptation. There is nothing in McGibbon to suggest any
of his methods of adajgtion cannot apply to noffiction. Adaptors of fiction might add
elementsto, embellish, change, deviateom, or go tangential to the originakory.
Similarly,adaptors of norfiction (when they rewrite scenes, combine characters or add
dialogue)mightfind themselvesdding a layer of fiction on top of what was rbiction
in the source story, thus changing fact into fantasy ABedoming more ethereal than
earth-bound Francois Fenelon recognised this in 1740 when writing about his own
extension othe Odysseus storyd ®dK2 g OFy LIR2SIiNERI GKS RI dAa
Ll2aaArofe Sadl of AMoK2, p.108)2f AR NB LIzl G A2y KE

This is an issue that has affected storytellers from the very first days of the craft.
| 2 Y STW&@dyssegnd The lliachave bothbeen questioned as tahether they
represented actual eveni®Rkegardlessni1955 Cottrell wrote that bothvorksended up

becoming historical sourcesyway
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[ Saa GKIFYy | KdzyRNBR &iBit N& | 32 (GKS
could be called suctof the early history of Greece was

that obtainable from Greek mythology, and especially

from the great epic poems of Homer, the lliad and the

hRéaasSedpég 0L HpOL O

While The Odyssetells the story of Odysseus, and his attempt to return home to
Greece after thélrojan War, it is a story that may never have happened. The Trojan War
may have occurred, but there is no evidence that Odysseus was kept in limbo for ten
years, seducebly a goddess or saw his troops eaten by a giganticeyed man.

Indeed, theevidence that Odysseus ever existed is scant. In 2010 a team of archeologists
RAAO2OSNBR gKId GKSé& OflAYSR (G2 0S hReé&aas
doubt:a ¢ KS Of FAY Il o62dzi GKS K2dzaS o0Sf2y3iay3
scepticism by tb many scholars who believe that Odysseus, [and] other key characters

FNRY GKS 1 2YSNHAE SLIAO &adzOK Fa |1 SO02NJ I yR

Indeed,throughout The Odyssethere are regular interactions with neimuman
creatures (The Sins, The Cyclops); with Gods and Goddesses (Poseidon, Zeus, Athena);
and with supernatural elements (The Bag of Winds). This takeOdysseinto the
realm of myth, a fairy tale, or perhaps even a metaphor that was never intended by its
author to be seeras a direct retelling of true events. Nearly three thousand years after
GKS RSFOK 2F 1 2YSNE AdG Aa tA{1Ste ¢S oAt

Homer existed as a single writer.

Mikkonen says the danger lies in the fact tcahsumerof fiction:
GaAaydzZ GFyS2dzate AYyKFEOoAG G2 RAFFSNBYy(H 62N
Y23S FTNRBY 2yS 62NI R {FRact indy $ec@né fickoNJand ficion n ¢ X
fact. And therein may lie the difficulty facing every writer of foctj or at least fiction
told in a world that exists or once existedikkonerQ & | NFhay Sy A QU A 2y | §
can also easily reside within reverential discourse without our necessarily questioning
GKS adlddza 27F 0KI {sufyesishat daNiBisSaursedisinotn ¢ = LI H

guestioned then there is the danger of fictibeing consideredact.
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We will examine this in the context of the work of Herodotus, whose masterwork
Historieswas the first known work to be the result of investigation and documentation.
/I AOSNR 6Syd Fa FEN Fa (2 Keyedlo2s B9r R2 (i dza Y

Herodbtus faceda serious problem for a writer afie new genre ohistory. He
had to rely on oral histories as sourdéike me and any writer or scholar using a
framework dependent on oral historypecause the first and second Persian Wars
occurredg St 0 STF2NB | S NEHRt@rigsd@radotisRpjzéars Keady ® @ L
accept the word of the people who told him stori€ésknow this is how it happened
0SOlIdzaS L KSFNR AlG @vedavey, BeoBVIISIZ.6).LIKAI ya Yea

Morford says unless Herodotus had personally withessed or was a participant in
the events he was writing about, he had no alternative but to attdegse oral recounts
as sources, simply because that was how history was passed on in thosé daysS
stories of the earlier period were kept alive by oral recitation, transmitted by bards like
0K2aS RSAONAOSR Ay (KS SLMAOa GUKSYaSt@gSats

The oral histories Herodotus relied upon may have been imperfect with
embellishments already built in &lsey passed from mouth to moutH.facedthe same
problem- | too had to rely on oral histories as a soufoethe facts of OlgQ story.In
both my @se and that of the Herodotus, the oral histories may have been faulty or
contaminated As | have discusse@]ga may have exaggerated. Her children may have
overreached in their retelling. Memories may have been faulty. These issues lead
Tsoutsoumpis to arn that oral testimony should be low on the scale of research
sourcesd 5 SALIA UGS GKSANI dzaS¥dzZ ySaaz 2NI € GSadaa
2F SPSylaodé O6HnAnmMcIEI LI onod

For writers of historical events such as Herodotus (and mejsthee is not
whether the oral histories have dangerthat is a givenRather, the issuanay well be
whether we as writers have taken safeguards against their doubtfulness. Unlike
Herodotus, | had libraries, memoirs, documents and my eexssnining skilas a
journalist2 ¥ Y I y& & S| .Rd Bero8diukJ$heldhSheeeerify the actions of

Xerxes, Artabanus and the Pythian prophetess would have been impossible. It was not
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as if he could, like me, have popped down to the lib@rjooked up archial records
Although the Persian Wars were still extant in his childhood, Herodotus was too young

to have been garticipant in most othe events he was describing.

Howeveti KS NRAR &A1 2F | | SNRPR2(GdzAQ 62N 0S0O2
not just ie inthe dubiousnes®f his sourcesThere isalso the fact that he went beyond
the facts. He made things uextrapolaing aspects of casd®y going into the minds of
his protagonistsandinventing thoughts, words, and probably deeds. For Homer, this
may have been allowable because he did not claim thaivbiks werehistoric record.
They wergpoems. However Herodotus claimed hiprosework washistory,
documentationof actual eventsHe went as far as to title issuch. Perhaps it was this
thatled Plutarc 1 2 NB &Ly R (2 GKS CIIA DK Sy IdeElhd K3 i 2
| SNE REKSZACIWIKSNI 2F [ASaQ

G.dzi GK2dzZ h | SNRPR2Gdzas OGN} yaFSNBai
the middle tothe beginning of the month, and at the

same time confoundest the heavens, days, and all things;

and yet thou dost pretend to be the historian of Greece!

(cited inGoodwin, 1878, section 26, 10).

CKA& A& | aSNR2dza | G341 QhrtoktifiscHa@ed R 2 (i dza O
discuss whether the inventiommy nove 2 YS2 y S peasSt@ihe samékind
of criticism, for | too invented, aiming to provide alegancy anéforce in my writing,

an example of which ighe following passage:

G { G I d@NReda slut for being with the German. A
word spat with spittle, a blade as sharp as a knife to go
Ayid2 KSNI KSI|20ILgp. 287y | FOI f 2dzRS &

These words are fiction. | wrote this verbal attack to have an effect on my reader
by surprising them witla swift and brutal passage which takes them on a new ftitiis.

true that Stavros never said ésewords because Stavros did not exist as a single known

In his workOn The Mate of Herodotus
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person. He was a composite taken from brief portraits of resistance fighters | found in

my historicakesearch. Thucydides, a contemporary of Herodotus, was one of the first to

acknowledge that such invention has storytelling value:

"To hear this history rehearsed, for that there be
inserted in it no fables, shall be perhaps not delightful.
But he that esires to look into the truth of things done,
and which (according to the condition of humanity) may
be done again, or at least their like, shall find enough
herein to make him think it profitable. And it is compiled
rather for an everlasting possessiorathto be rehearsed

for a prize" (Hobbes 1830, p. 31).

lf 6K2dzAAK GKAa O2YYSyd A& YIRS Ay NBfI{

LI & G2 Yeé 246y 62Nz F2NIL (22 OGNRSR
motivations of the people | write about. Perhaps at this early stage in the discussion |
may suggest the demarcation between inventive storytelling and deceptionld be
embedded irthe honesty of the author about the nature of the work. If the writer
claims to have seen such incideotsf they claim the writing is what we today call
journalism when it is invention, then they hapeesenteddeception. John P.A. Goulgh
Hornblower, 2012pelieves Herodotus was not being deceptitied | S NB R 2 i dzi 0
claims to have been an eye witness or participant in any of the major events or battles

tKIF 4 KS RSaAONRAROS&E¢ 6L cTnud

So according to Gould, Herodotus stayed on the right side of thehatelefines

02

deception He did not make a claim to be present at the events he descfbb@d2 dzf R Q &

view hasweight if Herodotusexplicitlyclaimed, forexampleto have beerin places
(such ag=gypt) doing things (such as measuring the Giza pyraheddid not do
Herodotus would beseen as draud, and doubts about any of his claimadd unverified

facts would reasonably follok?. However, vinether or rot he measured pyramids

72 Although it could be argued that whether Herodotus was a participant or an eyewitness is irrelevant.
One may not have to be a soldier to write about a war. Nor does one have to be a politician to write a
political history.

731t should be noted that there are no extant facts to refute his claims that he measured pyramids.
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actuality, it is certain that in hislistoriesare elements of fictional expansionism in
dialogue, motivation and thoughEor example, ifdistories Mardonius urges Xerxes to
attack the GreekgBook VII, 5.8) and much of the dialogue for this scene includes
speeches which are very long. It is improbable that they could be-¥avradiord
accuratereproductionsof actual speeches that were made at the tinspeeches that
Herodotus did not hearAl are written in inverted commas, and not paraphrased.
Unless one of the two participants wrote down that entire speech for Herodotus, this

must be inventionat least to some degree.

Herodotus justifies his fictional passages by saying that the purpgosetmg
history is more than just to record what happened but also to speculate on dviy2
that human achievements may not become forgotten in time, and great and marvelous
dd YR SalLSOAltte (2 akKz2g oKeé (KShitingg2 LIS?
2007, p. 21).

When Herodotus does overstep into speculation at times, he admiidd#far as

~

| judge by conjectureE - SNES& 3 S O02YYlI YR F2N) 6KA& R.
(Macauley, Book VII, 24.1).

This passage may jusipresent a tool of thes NJA (Tiaftydtiat least
Herodotusis admitting to his readewhat he does not knowit is a refreshing honesty in

the face of the criticism from those like Plutarch.

| too invenkd dialogue, not only for the protagoni€lga but also for
documented historical events. In the introduction | discuss my decision to include in the
y2@St GKS LOGFtALY Yol aal RerNataxasde 1848, Yhisi dzY
ultimatum, given irthe middle of the night, demandetthat the Greeksallow Italian
GNRB2LJA (2 LI &aa GKNRdJdzZZK DNBSOS® L A& 1y2e
GKAA& Aa g NApartdrpnetieRetaxasvefudatpthere is no record of the
conversation of tht meeting. There were no witnesses beyond Metaxas and Grazzi.
Metaxas died three months later in the midst of war and wrote no menmmirgccounts

ofhislifeIn{ 2 YS2y S 94 éxpaSdani detalithismeetingto heighten the

# f K2dz3K 20KSNBR 0SSt ASWAsaSKAOKAYSRAYHRS Wy RBLIOASRA W
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emotion of the moment ad to flesh outthe charactes of the players! invented most
of the dialogue of this meetind.also constructed other details, including small nervous
movements by both men. Without this expansion this would be a rather short passage

and an abrupt, colourless incident for what wakeyy moment inmodernGreek history.

Thiscan be a dangerousriting choice Areader may not know the difference
between what certainly happened and what was a fiction. In my ddsé#, that these
elements of the story of the war in Greece were important, and the telling of these
stories should not be prohibitedbed2a S L RARY QU KI @S GKS yI YS§
of these things. | gave them a name, location and date. But to insert these invehtions
followed a rationale. They had to have a basesia events in Greece at the time
(reprisal shootings, a woman stamg to death, a sexual encounter with a soldier). |
could not claim the Parthenon was bombed when Athens was never attacked in this
way. If | did there certainly would have been critical consequengssan added
safeguard | ensured the publishelearly labelled the book as a novéburnalist Alastair

Reid made no such safeguards in a series of articles about Spain

I &ada3

O

GwSOSyuafesx ' fFLadFAN wSAR g1l &
composite characters arldcations.. Joanne Lipman, a

bS6 ,2NJ SN adlFF 6NARGSNI al@da wSAR Y
elements from different places a bar here, a bartender

or television speech there and moved tlem around and

put them in a whole different place and madepoetic

wholé 6Ye& SYLKFI&aAao o! RIYa mdpnz Lo |

This brings s backo the question that | asked at the beginning of this chapter: if
people believe fictional or serfictional depictions to babsolutely true, would their
knowledge of history be damaged? In making histpo@hole, has Reid crossed the
fAYSK LT wSARGQEpgRINY BRK @l NI RKAFSINSyY i Of o
damage is done. Indeeah this case | argue the benefits of poetic, compelling writing
probably outweigh the geographical amendments. Telling a story in a reoppeém or
entertainment is not just the dropping of facts onto paper. The story might need

succinctness which necetges amalgams of character and places; it may need to be
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adjusted for a cadencer to adda rhythm to pull the reader from line to line, and page

to page. Homer did this with his dactylic hexameter. | did this with a mix of short and

long paragraphs thehad a rhythmpor a repetition of beat or words. In thieletaxas

Grazzi meeting the cadence of the lines leads the reader through an invented flow of
sevenword phrases which is then ebbed witte truncated single liné 2 K| § A& GKA
| 2dzy 1 KEY

G ¢ KS DcBrgeS dalvn almost right away, shoeless, putting

on his dressing gown on the stairs.

The General sits on his usual couch; the Count takes an

adjacent chair.

What is this, Count?

The Count crosses and-ceosses his legs and has nowhere to
resthisarm@ ¢ KS OKIFANJ KFa y2 &dARS&ad 2 KSy
French so that his words cannot be mistaken

(Kafcaloudes 2011, p. 154).

¢2 FLILX e GKA&A OFRSyOSs L FAaAGGSuRheaSiOl EF
narrative. Obviously this was invention, as was how Metaxas was dressed, how he
walkeddownstairs how Grazzi reacted to MetaxdSventhe crossing and rerossing of
his legs was put in purely to give a sense of discomfort and a window into Cotini GraQ &
possible state of mind, and this state of mind vedsomy invention. Grazzi may not have
been uncomfortable. He may have been annoyed, sleepy, apatoetiGtumphant. We
R2yQil 1y26® LF L RAR (y26 GKI(Gcead FSta 240

differently. But again, my work was a novel and labelled as such.

If authors do not reveal the fictional nature of their work, there can be problems.
hyS SEFYLXS A& al NBE / KS&aydziidQa LIzNLIANIG SR
Diary from Dike, which was later found to have been written after the war had ended

(Adams 1990, p. 6). There is obviously a likelihood that early readers of this work would

Going the Way of the Ancients: Phil Kafcaloudes 53



have wrongly believed these to be genuine diaries writdééthe timeof the events they

are describingand they could have been considered historical documents of that time
and place Instead, it i retrospectivework, written from the safety of peacene. It

O2dz R 6S | NBdzSR / KSaldydziiQa oNARGAY3I A& |
therefore no damage was done, but it should also be asked that if Chestnutt lied about

this, how much else did she invent?

This issuef validityis also raied in the case of a series of history books by
Australian author Peter FitzSimons. The State Library of Victoria places some of these
books in its noHiction Australian history section. But whether these books can be
classified as nofiction is debatableOne example idlancy Wakea biography by
FitzSimons about the life of an Australian spy who fought with the French resistance.
¢tKS 06221 OKINIa 21F1SQa tAFS FyR 6 NIGAYS |

documentary. For examplehé openingparagraph of this biography reads:

4 dd GKS FAN ga&a GKAOl 6A0GK SEKIF dzaA
floor nearby lightly spattered with blood and wetness.

On the bed, a woman was just starting to recover from

the searing waves of pain that had been washing over

her during the supreme effort of giving birth.. Ella Wake

fre o001 SEKFIdAGSRY G2Grtfe aLlsSyasé

The style of writing here clearly aims to make the birth of Nancy Wake accessible
to readers. But these lines are at best conjecture and at woostg(ilnonfiction book)
AY@SyiGaAz2yd CAGTI {AY2ya gl a y20 LINBaSyid i
suggest that he was drawing on a written account of someone who was present. These
are the lines of an entertainment writer who hassented a scenand has left it to the
I dZRASYOS (2 RSOARS 6KSGKSNI KS 0ANIK g1 a
knowledge of the world damaged because of this passage? Probably not. It is a birth,
and whether Ella Wake screamed or not is probablythekind ofissue that would

spark a Plutarch salvo.
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That was one, seemingly unimportant exampleut there may be moreause
forO2y OSNY 2@SNJ (KS Ay @BStagviawhizhy/is ahoyit a Shipiireck, A Y 2 v
mutiny and massacre involving the Dutch sBatavia off the West Australian coast in
1629. FitzSimons not only embellishes, but invents and assigns motivations to one of

the murderers:

GOPKAA YIFIN] AaY GKS KSo gAfe LINBAyLly
pregnant, she will be incapable of running far if she tries

it. Andries grips his knife tightly and steels himself. This is

what has to be done if he is to survive. He is neither a

bad man nor a good man, particularly. He is just a man

preparing himself to do what has to be done. He has to

R2 (KAaé¢ oHAMMI LIP HppOL P

There are no references to show that this is a direct quote from the character
involved. This character is executed soon after the above evdmds, (0. 413). He left
no writings or diaryFitzSimons has extrapolated motivation and inner thinking ® th
character. He takes the reader not just into an imagined scene, but into an imagined
mind. He does so in a book that does not state anywhere that it is fictional. In fact, the
inside flap of the book read$C A (i 1 { (5it) Anyede@riting style has made him the
O2 dzy i NB Q anorfi@ien® NS SNy 2 GSNJ G KS I ad ibidSy &S|
front flap).

This portrayalof YRNA S&aQ adr-dS 2F YAYR Aa I FAO
him as a man who ruwkedoing what he did. But what if FitzSimons got Andries wrong?
What if Andries was a psychopath who enjoyed the murder of a pregnant woman? What
if the BataviarLord of the Fliescenario gave vent and opportunity to the worst of this
YIyQa LISNARYATOHEE GLKS dziK2NRa Ay@SyilAazy
that will have skewed the storfitzSimos'version certainly made the story of this
horrific killing more palatable for the reader, and if this was the reason for the softening
of the depiction of this murderer, then there must be doubts as to whether this is the

right decision, particularly inwork that claims to be noffiction.
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¢CKS alyYS A&adzsS LI ASa G2 !'dAGNIEAlLY ¥
discovery of a lordpst diary to tell the story of his ancestor Fletcher Christian in the
book The Journal of Fletcher Christi@®05). Thesoodreadsvebsite, in its description
of the book, states the work igc X & 2 dZNOSR FTNRY YeadSNR2dza 22
NE&SIFENOKAY3I KAA FrYAfTe@ yOSaiaNBRé o0D22RNBI

Thisis not true - Corrisdid not find thesediariesduringresearch but rather the
diarieswere inventedby Corris.Elementsof the story were factual (suchasthe mutiny
on the Bounty)but the fictional diariestold of animaginedfuture for FletcherChristian
andhisdescendats. Therewasno disclaimerthat thiswasanovel,and/ 2 NNJA a Q
publishersprovidedlittle to saythat the work wasfictional, exceptfor a hint on the back
cover:d . A ytBgetlleRhree lives,two historiesanda fracturedworld of new ¢ and
old ¢ cultures, TheJournalof FletcherChristianis a rivetting tale of menandmadness,

anda dazzlingwork of imaginatiorg (my emphasis)Corris2005).

Evenif areaderwould pickup on this subtleline at the backof the book, |
guestionwhether everyreaderwould understandthis to meanthat the entire premise
of the bookisfictional. Thereadermighttakethis line (if they readit) to meanthat it is
referringto the writing method asbeingimaginativethat the Christianjournalsmight
still be genuine.Thereis obviouslythe riskthat othersbesidesGoodreadsouldbe

misledby the fictional nature of the journals.

SucHfictionalisationmight be soobvioussoasnot to be a problem.In hisThe
HerriesChroniclg1939) NewZealandborn Britishauthor Hugh Walpoleuseda theatre-
of-the-mind concept® by referringthe readerto whole bookswhichdid not exist,even
goingasfar asto includethe namesof fictitious publishersin referencesn the footnotes
of hispagessuchas:at Juditht | NIhuanéls still Herriesproperty. SeeAn Old Border
Family publishedby Houghley& Watson,m y dti989,p. 452).

NeitherwdzR A {i KourndindtArsQl Border Famibxist. They are texts
invented by Walpole for that one footnote referenée K A f S {rigkdtBoda |

5 A concept that originally came from radio, where the writimgated vivid images in the minds of the
listeners. | argue the concept applies equally to the writing of fiction, which may also create mental
images or beliefs in the minds of the reader.
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readerswere misled intahinking thatRogue Herries a true story the fact thatit was
widely known that theRogue Herrieseries was a set of noveatseansthese references
were likely to beseen for what theywere: devices to help subsume the reader into a
culture of a fictional family of such note that members wouldédavritten
autobiographies, and other writers would have written about them. It is an immersive
technique unlikely to misrepresenespecially as anybodyying to locatethe

references would find tesebooks to benon-existent.

Max Morgan took the fictinalised diary concepine step furthemwith his
Aerobleu(1997) This novel is written as adiaryandSf f & (KS adG2NBR 2F |
journey. The diarfnovel textishandwritten (orin a font that apes handwriting). There
are no headers, footers, intductions or chapter titleg there is nothing to distinguish
GKA&a FTNRY | 3ISydzAyS LAt 20 QaiaDatesboawghlpdged ¢ K SN
demarcate events The book is in the shape of a genuine logbook (280mm x 145mm) and
comes in an aluminiuroase in the style of a protective case that might have been used
0 LAft20a FteAyad ANDONIFTI Ay (GKS mohnnad ¢
RIFGS adamdpnTté d

It is not until the finapagethat the following statement is made in small print:
G! SNRof Sdz t Af20aQ W2daNy It A& | g2N] 2F FA
references to actual persons, the content and context of those references are entirely
FAOGAZ2Y I ¢ 6az2NBIY mMppTtI Sy RLI LISND ©

Thismight suggesthat in the interestsof keeping readersimmersedin the story,
the publisherswishedin this caseto keepthe fictional nature of the work hidden from
the readeruntil the veryend. Thereis no deception.Readersvho havereadthe whole
work will be appraisedof the fictional nature of the book, but only if they readthat
endnote.Neverthelessthe publisherand author havetakenstepsnot to misleal the

readerand haveclearaboutit, clearerthanin the caseof Corris

However, there have been cases where Wréter hasindeeddeliberately
YAANBLINEaAaSYiSR GKSYaSt@dSa |yR (KSmdlklg2 N ¢
The Hand That Signed the PafiE993)is set in World War Il, and tells of a man,
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LIdZNLI2 NI SR G2 06S GKS | dziK2NDa dzyOf Sz K2 K
prisoners. The author claimed that the book was based on true events and theasiery

part of her Ukrainian background:

G5FNDATES adzoYAGGSR GKS 06221 G2 GKS
Queeasland Press in early 1993 as a work of nonfiction.

| SNJ I dzi K2NH& y23S aidldiSay WeKS GKAY
book really happened, the things they did [are] historical

I Olddzr t AGUASEA®PQ LG aléa aKS O2YLWAf SR
interviews with, among others, hetzy Ot S W+ A (| f &
5SYARSY12QF 6K2 I LIISFNBR Ay (KS RNI
name. The manuscript is accompanied by notes in

51 NIDAf f SUAKNEX290R)6 NR (G Ay 3 €

But Demidenko had no Uncle Vitaly. She wasUlatinian,and her name was

Darville, not Demidenko. The story wastirely fiction.

The Demidenko case led to great controversy about the nature of fact versus
fiction in writing. Commentator Gerard Henderson claimed that the Demidenko book

had thepotential to cause societal damage:

Gl St Sy 5SYARSy12Qa ¢KS I FyR GKFG {A
loathsome boolk all the more so because the author

insists that her first novel is not just a work of fiction.

Regrettaby (and no doubt unintentionally) this bookill

give comfort to racists andnti-Semitesg from

l dzZAGNI £ Al Qa [dzyk N wA3IKG [ SF3IAdzsS 2F w
gAYy 2F wdzaaAl Qa tlyYeld Y20SYSya¢ 6
2015).

After this criticism, Darville amended her back strgay she hathterviewed
an aronymous (and still unknown) Ukrainian war criminal to getféngson which the

novel is based. Whether the story was based on a true interview is not certain, even at
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the time of writing this exegesitwenty-a A E & S+ NA | FGSNJ 6 KS LJdzo f
booK). Theoriginal novelwas told with narrative merit, proven by the fact that the

manuscript won several Australian literary awarfidqut the value of the work has been
damaged by this question efhether Darville had been lyingormbt L ¥ FaleNIIAf £ S
based on drue story, then this is a powerful story that may have been of benefit to

history because the bookthough clearly witten in the style of a novelmight have

brought to the world a story of historical value, especially as Darville claimed at the time

of publication that the protagonist was telling his story for the first time. There must be
value in knowing a firshand account of a person who did what he did learn and gain

insight; and to go some way towards an understanding of his thought processes and

how he could be so abusive to helpless peopleweverMeyer cites a survey which

indicated respondents believeth the wake of the scandal, thidte whole workwas

fakeand thus the atrocities at the base of the bdwkd not happened:

G{ONR{Ay3Aftes GKS OFGSIA2NRal A2y 27F
in all cases and across all response groups based upon

conjectures of authorial motivation and/or intent: either

as hoax (satirical), as fraud (exploitative), or as the

AyaSyaAridAaogsS R2Ay3Ia 2F | LI GK2ft 23A 0!I
(2006, p. 134).

So this survey indicates Darville may have done a disservice tdthamidns she
had claimed to have wanted to hels an extensigrif theg I NJ O Ndoadhy | £ Qa
LINEOS&dasSa INB 5FNBAfESQa f2yS FyR | NB |
may have nothing at all to do with those of a dangerous, abusive mtre df940s.
¢ KNRdzZAK 51 NIDAf f Svhabelievedit sl ta by Irueisyb vk

misled?’’

Questionable labelling may haled readers to misunderstand the nature of a

book produced in 1961 by former British politician Garry Allighan. The novel is an

6 The Australian Vogel Literary Award, the Miles Frankiiard and the ASAL Gold Medal.

"These are issues which have caused concern for both the publisher and the Vogel Award itself. The
Vogel now has a policy of mandating that an author writing under a nom de plume must reveal their real
name on submission fahe prize.
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imagined perspective of someone writing twergix years later in 1987. In it he

imagines the thercurrent South African prime miret, Dr H.F. Verwad transforming

from the architect of apartheid to the man who dissolvedTihe future that Allighan

imagined did not come to pass. Verwdevas assassinated in 1966. The roathtoend

of apartheid was very different from that prediadeby Allighan. However, nowhere does

the book explain that it is a fictional work. The style of writinthé of a biography, as is

thea G @t S 2 Fdesigk $howing 2 flllPage posed photo of Verwoerd, in the style

of a biography. The dust jacket@anation is written as if the book is a biography. The

one concession to the fictional nature of the story is a single line on the front inside dust
jacketfold:a! y AYI IAYIFGABS SEOdNEA2Y Ayid2 LIRfAl

This ambiguous stateent is the only reference to the fact that the book is a
work of fiction. It could be argued th&dr someone buying this book in 1987, there
would be a chance thdhe reader may believe they were buying a rfiction
biography. The reader might be led believe an alternative (and wrong) version of the

end of apartheid.

These are the concerns that accompanied me as | Wro2eY S2y S 9If 4 SQa
do not believe my fictionalising of the Olga story constitutes lying (in the Cicero sense)
and| attempted to reduce the risk of misrepresentation by making it clear on the cover
of the English editionthat 2 YS2 vy S avbsia®@vél. ThRete Nas also an
acknowledgment at the end of the novel that statédi Yy R (G2 hf 3 I K2 L
shoulder an so many of the late evenings. | hope the diaries were as you would have
GNAGGSY GKSYé oOoYFFOFIE2dzZRSa HamMmMI LIP cwm@lda

Perhapshis wasnot enough.Somereadersof Someond f a\&afbélievedthe
inventeddiarieswere genuine. Asone elderly Greekmanwho attended one of the
0 2 2 lauméhedold me: & wason that street corneron the day shewasreleasedrom

prison,andyou broughtit all backto me. Youwrote it justasit ¢ I J8d ¢

’8This man approached me in the Sydney War Memorial after | had given a speech in 2012 at the Oxi Day
commemoration.
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HoweverWi dagga KS 4 I & wida tr&atioa & Rydmaginatiorit was
based on true accounts @fhat was happening in Athens around that tintit the diary
entry that described what Olga saw on the day of her release from Averoff Prison was
imagired by me In it she walked through a pavement covered in dead bodies and
degperate people in a time of famine and spoke to a man whose daughter was cradling a
long-dead baby. It was a fictionalised account, yet this reader believed it was true and

believed that he was there on the day that Olga walked free from prison.

He was ont one of several peopho told me they believedh f Idiafed were
real. In a2011linterviewon ABC Melbourngradio presenter Jon Faine asked me whére
F2dzy R Y& 3INIYRY2UKSND& RAFNEBE® ¢CKAA Yl & KI
success in writing in the voice of a woman of a different era and culture, but it raised the
guestion of whether | had done enough to make it clear that this was an historica

fiction. | thought | had done enoughaybeL. Kl Ry Qi @

This has a parallel in tregaged historical evenflesus Christ Superstarhich is
an imagineddepiction of the last days of Jesus Christ. Clearly this has many invented
elements, including songshoreography, an elaborate staging. There was little risk of an
audience believing that the words spoken on stage were the actual words used in the
Middle East two thousand years ago, especially with lines that use modern phraseology
adz0K & WYIFHGA2PRYNYRADSsKI GQa G(GKS odd 1 Qo L
inclusion of these phrases obviates the need to spell out that the work is fiction. But

lyricist Tim Rice did want his work to have an elemerttistory to it:

Gdod wiA OS | LILINE hoykinSidadaf KS a0 2NE | & KA
scripture.. that the action of Jesus Christ Superstarais

version of how it might have been. Because he treated

the story as history, he took the facts he could establish

FYR FAEESR Ay (GKS o0flR®.1a4 KAYaSt¥Fe o

It could not be completly historical, because the source material was itself
incomplete. Miller says that the gospels (on which Rice drew his basis for the Christ

character) had very thin descriptions of the other characfmdrayedin the musical.e.
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Mary Magdalene, the priests and Pilatew A OS KIF'R (G2 FfSakK (KSY
LISNEZ2Y T AO0ASEaS AYYSNbd pRY> Y2UAQFGA2Yy I ol

To do this, Rice gave the characters words that they never uttered. Rice
concocted discussions among theests about the rebel Jesus Christ which explained
their fear of the mar’® Mary Magdalene expresses her love for J&adter she
washes his feet. In both cases, the characters are presented as more than simply the
priest and former prostitute as portrayed in the Bible. Tim Rice did what all stage writers
do. He took the story and made ifarm of entertainment for an adience. Rice knew
that because an event is significant to history, it does not follow that the story of that
event writes itself as a theatrical dram&/ould theatreI3 2 SN&E 06S YA af SRK L

SO.

Likewise we could ask whether they would be misledngyalmost entire
fictionalisation of he story of Mary, the mother of Jesudsy / 2t Y C¢Bhda 0 Ay Qa |
Testament of Mary! Toibin brings to life the characteristics of motherhood, grief and
gAtELRSND 1 ff GKSaS FTIOG2NAR 6SNB NIAasSR
in expanding and fictionalising the story makes these elements, and consequently the
character heself, jump out to an audience @@meone who may beelatable to a
modern audienceHerlines give a detail to the thought processes of a mother watching

her son being killed:

GLG Aa 2yfeée y2g GKFG L OFy FRYAG GK
allow myself to sait. For years | have comforted myself

with the thought of how long | remained there, how

much | suffered then. But | must say it once, | must let

the words out, that despite the panic, despite the

desperation, the shrieking, despite the fact that his hear

and his flesh had come from my heart and my flesh,

despite the pain | felt, a pain that has never lifted and

|n the songd his Jesus Must Daed Then We Are Decided.
®inthesond. 52y Qi Yy2¢ 126 ¢2 [20S | AYD
81 Discussed itn Appendix 3 (hThe Testament of Mary
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will go with me into the grave, despite all of this, the pain
gla KA& FYR y20 YAYSE O0C2A0AY HANAMHZI

C2A0AY Q& al NB A the cuciifkibn] ang/tiere &r§ hoNdtords & (i S NJ
al NB NBTfSOGAYy3a o601 2y (GKS RIFI& 2F WS&adzaC
LI aal3S>s gKAOK GASa dzL al NBQa YSydalt I|y3d
her son beinglowly andhorrificallykilled in front of herwith her own guilt of feeling
that her pain would never be enoughhe audience would understand this as an
SEGNI LIRtIGA2Yy GKFG RNIga 2y GKS | dzi K2NDa

any historical record.

Similarly, a plagbout writer and critic Quentin Crisp has Crisp demonstrating
motivationsCrispmay never have had. Resident Aliehe is depicted as an elderly
man, living alone and no longer the toast of New York life. Yet it was this period and not
/I NRAaLlQa FflFyYoz2zelyd SIF NI ASNJI f.8 Hobntain iverits A y & L
/ NAaLlQa RAA&l LR AY G i ficlonadiseéRascOuntoionelnigiRin RA 3y
I NAaLQa fAFS gKSy KS gla Ft2yS Ay KA& | LI
awork of entertainment and poignancy, where the words ofone critic dwords,
gestures and environment ricochet®f 2y S ' y2U0KSNE o. NIyt Se
fictionalisation that made a rather sad episode into living, insightful entertainment. The
RNI Y 2F (GKS Lile O02vySa GKNRBdIdAEK (KS SELRA
for aplannedinterview that never happens, then agamhis slow undressing in
RAAI LIRAYGYSY (G Fd GKS 22daNyIltAadtQa aydzm o
revealed to an audienc&hich has beemade sympathetic not only to a ondamous

critic and bon vivantbut to an old rejected man living alone.

Thethrough linein these exampless howfictionalisation brings the story of the
central character to a wider audience. When the soundtracke®sus Christ Superstar
was firstreleased Y M T n ¢ A (sKan Gifad didgingdbi dale & desus, millions
of teenage hard rock fans may have found themselves singing lines about what Jesus
had sacrificedas he last days of Christ became a pop culture tour de force. Similarly

(and on anuchreducedscale)Somey” S 9 f ArévBads the stodabout Greece in

82 Discussed it\ppendix3 (f) Resident Alien.
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World War 1l Against the background diobruk, Singapore, the Western Front, the Blitz,

Pearl Harbour, the Holocaust, North Africa, Dunkirk, MussolitEMX2 a Ay OdzNBE A 2y
Russia, the Norwegian Scorched Earth, the Bletchley Codebreakers and the atom bomb,
the battle for Greece was one dfi¢ less noted parts of the waABC broadcaster Jon

Faine told meafter our2011ABGQnterview that untiiheread 2 YS2y S %hée aSQa 2
was unaware of the impact of World War Il on Greecg. ZY S2y S haddb&oa 2 | |
written as a history work, Faine mayt have read the book. Both he and his audience

would probably not know about the events in the war in Greece, and certainly noQ@ga

part in it. As FitzSimorfsund, making his books into personal stories, ripping yarns,
entertainments, novels, or deast histories written in an accessible way, may help the

story find wider audiences.

In summary, for thousands of years authors have used invention and amendment
of facts in their storytelling. They may have done this to increase the impact of their
A02NASaT 2N 0KSeé Yleée aavywLie KFE@S R2yS Al
Whenthere has been little or navailableresearch on that personal story, or when
feelings, tone, thoughts, dialogue, detail of places and times are unknown, the ancient
writers negotiated that information gap, authoring works that have endured for more
thantwo thousand years. It is a testament to those ancient writers that their works are
still of interest todayMany of the same issues that faced Homer and Herodapgyto
the writing of{ 2 YS2 y S cahditSadaptattort inidady of Arrowsln all three
cases oral narratives have been the primary source. All the stories had gaps addch
to be filled ifthin source stories wergoing to make sense artdrn those original oral

histories into a story thaleadsthe reader through the story successiull

Perhaps, it may be argued, if people are so absorbed in the story and choose to
believe that it is entirely true, then this is in itself a measure of the success of the
writing. But that cannot be the end of the issue. Authors need to be aware of the rising
danger of invention. | have given examples in titsrature Review of reviewers who
have believed notfiction books to be entirely factual. In my mind, too many readers
havebelieved Olga did everything that | portrayed in my novel. At least | can assure
myself that | have taken steps to show that my works are a fiction, even if it is a fiction

based on a true story.argue the problem exists where a walaims to bea nonfiction
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work but contains fictional element$. KS FAOGA 2y I f LAt 20Qa RAII

us a clear attestation of its fictionality at the end of the book. Others, as we have seen,
have not done this as clearly.

In the next chapter there wilhe an analysis of how some of these principles were

used in adapting the novgl 2 YS 2 y' S  dntodhs MayLadylofdIrows.
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Chapter 3From Novel to Play: Strateqgies of Conversion

Gdd RNIYI Aa tAFS gA0K GKS Rdz f
(Alfred Hitchcock, cited b§ow 1968, p. 33).

This chapter is the substantive component of this exegesis. It explores the
conversion of the source novgl2 YS 2 y' S dritodh$ MaylLadylofMIrowsl start
with a rationale for the decision to produce this story as a play, before moving onto how
| applied the Adaptation Theory discusseimapter 2Literature Reviewo this
adaptation. | provide a timeline of the significant events that took pladbe
development of this play from first writing to thfénalising of the script after the January
2019workshop and include landmarks such as first readings, workshops and rewrites.
There isa discussion aboutow to make the play sound and look ag ikitrue to the
times and places in which it is set. Eeéssues otime and place correctnesgpply to
the novelof course butin a stage performancthese are magnified idialogue,
description, look, word usage, staging and tors! will discussa wrong inflexion may

change the meaning of the writing

The main body of this chapter follows my journey as | write the play, examining
Y& OK2A0Sa Ay oNAGAy3d adetsSsz aGdNUzOGazNB I o
view, particularly in comaist to the way they were applied in the source novel. Some of
these decisions changed as | moved towards the final script, and | explain those changes,

including those brought about by the workshop.

{2YS 2F (GKS LX I 2Qa OK Ll iyfdnsation gainedfomimy NIB &
research trip to Greece in November 2017 and reflections | had made on other
performance worksincluding ancients works by Homer, Herodotus and modern
playwrights®® Apart from these plays and screenplays, the adaptation wes al
influencedbyr Yy OASY i DNBS]1 6NAGAY3IAZ LI NIwktOg# | NI &

83 These plays are outlined Appendix 3; Other Works (andersonaResponses).
81 NRA&aid20Gf SQa ONEhaped3 1ab) StructureRAIIhO dadibde thieadA Y
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These readings raised ideas for techniques that playwrights have been using since the

first plays were recorded (or at least, the oldest plays that have \seniyi

It should be said here that the journey of a playwright is an individual endeavour,
and my process is specific to this play. It may not all apply to all theatrical adaptations
because the nature of the story, the degree of fictionalisation, the sfzhe production
andeven my approachisdzy A lj dzS® a& 22dz2NySeé Yl & y2i 0685

work may assist others undergoing the adaptation process.

In the Introduction to this exeges, | explaired the reasoning for writing the
novel,{ 2 YS2y S 9liwanfedta adapt tiNshovel into a play because where
books tell, theatre depicts, and | wanted pbysicallydepict my interpretation of the
events that affected my grandmotherwant an audiencéo experience more of Olga
Just aHutcheonwrites that adaptations can evokeO2 Y¥F 2 NIi 2 F N G dz-
0KS LAIljdzl yOe 2 B)lavazedmyiudiéée tofael/more than bddrely
comfort and a piquant surprise. When the play is stagedantaudience members who
havereadthe novel (and | am aware that many people who kady of Arrowsvill not
haveread 2 YS2y S 9tb Be &<sfrised-ahtdlenlightened as the people who

are learning of the story for the first time.

As astarting point | wanted to get an insight into the people of that time: how
they talked, the way they interactegihd how they worked, particularly in the stressful
and unique time of invasion and occupation in Greece in the 19A@slo this | looked
for plays that were written about the war argiwomay” Q &  NX fisSvashaysearchi @
that yielded limited success. | found no Greek wartime plays that actually told of
wartime Greece. They may have existed, but there areaxes ofany such plays. The
National Theatre of Greece produced plays and operas throughout the war, but it listed
no warbased dramas among its significant plags least until it founded the Second
Theatre in 1956 which encouraged new local playwrights (The National Theatre of
Greece P17)

85 SeeChapterl.2 How | approachednd researchethe Olga Stambolis story
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That there was little theatrical storytellirgpoutthe war is understandable.
Greece was an occupied country. It would have been dangdooussistancemembers
to depict the operations of thendergroundduring this time ofAxisoccupation and the
danger did not end with the defeat of the Germans. In the five years after the Germans
left Greece in 1944 there was a civil war which involved the left wing®ElaA8 DS¥
resistance groups fightingyalist Greeks anthe Britishbacked government forces.
CKAA QOA2tSyd OflakKk 2F DNBS{ IF3IlFLAyad DNBS]
have been interrupted for a decade or mosed,leastfrom the start of the German

occupation in April 1941 untiifteri KS OA @GA f ctoberNI#8. Sy R Ay h

What is also important is that the activities of the resistance have not been
significantly dramatised for the stage in the decades sifbe. closesexample of such a
work is Distomo: Bleeding Humanitgplayby Greek author A.Ssourag1999) This
tells of the atrocity in the central Greek town of Distomo, where a German SS patrol
killed almost all the inhabitants in 1942.1t is also significant that this play about one of
the major events of the war was only published in tbealMunicipality of Distomo, not
nationally.In the postwar period, there was a renaissance of sorts in Greek theatre, with
playwrights such as Kambanellis and his plys Seventh Day of Creatid®56)and
The Courtyard of Miracl€4957).While both looked at the displacement of Greek

populations, neither of these plays were set during the war.

The war was more richly depicted in screenplays. There were several film
adaptations that touched on the Gree&gistance, including the following Greek

productions:

- Teleftaia ApostoliThe Last Missiofa 1949 filmwhich had a central
character that worked with the resistance and was betrayed to the Germans

by her own mother;

8¢ KS DNBS] tS2LX SQa [A0SNI A2y ! LibationFeft (EAM). G KS YA
87 The Democratic Army of Greece, founded by the Communist Party of Greece in 1946.

88 Howeverthe playwas not about the resistance itself, although its action takes place because of

resistance action: the Germans committed the massacre after the patrol had been fired upon by

resistance members, and the patrol leader believing, wrongly, that the peoidstdmo had been giving

aid to the Greek assailants.

89 A Greek language film directed by Nikos Tsiforos as an adaptation from his own novel of the same

name
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- O Thiassos (Theavelling Playedsa 1975 Greek film directed by Theodoros
Angelopoulos, has a plot about collaboration during the war and the ensuing
civil war; and

- The Barefoot Battaliona 1953 film which told the true story of orphans who
helped the resistance byesiling food and aiding in the smuggling of

American servicemen out of Gree¥e.

There were also poswvar film dramatisations that contained references to the
war in Greecesuch as the internationalgroducedThe Angry Hill&MGM, U.S. 1959);
The Guns of Navarorf€olumbia, U.S. 196 \Who Pays the FerrymdBBC, U.K. 1977);
Escape to AthendTC, U.K. 197%0r Your Eyes OrfMGM, U.S. 1981) arieleni
(Warner Brothers, 1985), but most of these films, Greek and internatitvaa resistance
fighters as secondary or remembered characters. None of these productions told the
story of a resistance fighter such as Olga, working day to day challenging the German

occupation?!

It should also be stressed that most of these are ntaetric films. All have male
heroes, except fol eleftaia Apostoland Elenibut in the case of the former the drama
focusses less on the operation of the resistance and more on a family storgttidre
has little resistance work, rather the heroine dies not in the course of fighting in the
resistance, but for her opposition to%t. This lack of storytelling about women in the
resistance was extraordinary because of the huge numbers of womenwshma part
of it. Chimbos estimates that one third of Greek warhad a role in the resistance
(2003). There is certainly photographic evidence that the women andéeesstance

fighters)worked closely with their male comrades [see photos below].

% Directed by Gregg Tallis amdth the screenplayy Nico Katsiotes who adapted it from his own stdty

was produced by Petd@oudouresn1953

91The Barefoot Battaliois a partial exceptiortelling a story about children working in the underground.

92This film is based on the novel by Nicholas GageR G Sttt a 2F DF3SQa Y2GKSNI ¢
O2YYdzyAada RdNAYy3I GKS OAGAfT 61 N LG SELXIAya K26
America, a decision that led to her execution.
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Women Andartes XPhoto courtesy of the Foreign Ministry of Greece)
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Women Andartes 2 & §Photos courtesy of théVar Museum of Rendina)
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Some womertook onseniorrolesin the resistance armie3.he photos below

show women ELAS fightdarstructing male fighters on using seautomatic weapons.

R

ourtesy of thewar Museum of Renaina)

“Women Instructors 2(
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Given the roles women played in thesistance, it is surprising that Chimbos
found that little has been written, locally or internationally about these women (2003, p.
28). This may also be surprising for a country where strong women proliferated in
ancient epic poems and plays. These amcgramas had strong female characters often
central to the storiesuch ad S & O KQyfenlzésty 9 dzNA IMEdRES &R { 2 LIK2 Of
Antigone®® Whittaker (2017) says of ancient Greek theatiedb ®A G A & SE G NJ 2 N.
many powerful women there are, in K & GKSNB QA LR gSNFdz 3I2RR
/[ £eidSYySaaNrz Ittt GKS&AS IYFTAy3a 62YSyé 02

Clearlymuchhas changed in two thousand years.-blee has dramatised the
storyof LelaCayt Y YA aX (GKS g2 VYikefyregiskagice ¢el§ &d Whb @ds Q &
tortured and shot by the Nazis (Chimbos 200333). Her wartime home waater made
into a national monumenby the President of Greece (Paraf@aayannis 2018)Even
so, her story remainkargely urknown, certainly outside of Greec&his added impetus
for me to push the focusf the play to the feminist elements of a woman and her place
in the war; a mother estranged from her children; a woman dealing witindially
male-dominated resistance in a country controlled by fascist maesreflection, | can
seelgl & 0SAYy3 FYOoOAUA2dzAY L gl a y2a4 2yfte GSf
story of the theatre of war and of the social more# this in aninety-minute stage

drama.

At the beginning of the procesBowever, | saw no such hurdles. | just wanted to
write the play.l started byformulating a schedule of milestones that | would need to
achieve to get script written Below are themilestones as the script developed from
January 2017 to the time of submission for examination iBRQf course, lis timeline
would develop andchange as the years pass&ar example, | did not envisage that the
playwriting would end up accompanyind®aD journeyso this part of the process was

added in the later years

January 2017The first draft ofLady of Arrowsgthen callech £ 3 | QdadWweery 3

sketched out during a short, intense period of writing. This was well before the research

931t should be noted that these playgere written by men, performed by men and performed to male
audiences (Powe2017)
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trip to Greece in November 2017. | saw this draft as an important first stage, a reference
point from which development could springboard. In this first draft were concepts that
remained until the final script, including having Olga tell her own story in retrospect
from her room in Sydneyifteen years after the warThis draft was based on the

concept of a onavoman play and introduced the idea of having voices off stage playing

the parts of others in her imagination. This draftthe playcame to14,000 words.

May-July 20171 started worksecond draft of the plags | began the PhD
process. After discussion with my supervidasbserved other plays and read classic
texts and movie scripts [thpersonalresponses to which are outlined Apperdix 3¢
OtherWorkg. | wanted to see which storytelling elements and techniques in these other
productions might work in telling the Olga story. This draft also helped to reveal what
information was needed to tell this story in a performance medium, dn tvhat |

could try to discover in the upcoming November 2017 research trip.

AugustOctober 2017At this stage in the process | decided to follatechnique
used by many playwrights in the development of their work. This involved seeking
critical feedbackrom other artists (directors, writers, actors). The individual members
of this feedback group were shown the second draft to inform the developrokthe
play. They did not write elements of the play, nor did their comments necessarily change
anything. Some offered positive feedback or gave opinions on elements they thought
needed work. Howeveit was not an information gathering exercise whersuavey of
opinions was being constructed as research in it3éiis initial feedback group consisted
of directors Gary Young (Australian resident directoMamma Mia and author of the
musicalekyl); Robert Hewett (author of the awandinningGullg, and Theresa Borg
(codirector of theLife Likeheatrical company). Also in this group was actor Jackie Rees

who was to play the role of Olga in the 2019 workshop.

November- December 2017Aresearch trip to central, western and northern
GreeceyielB R AYT2NXI GA2yS AyOfdzZRAYy3 ySé FI Oda
findings and discoveries were incorporated in the next drafts fsggendix 4 The

Greece Research Tfgr the rationale of the research trip, itinerary and the outputs].
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December 20T: Actor Jackie Rees read sections of the play withwmiée we
were in Greeceln these sessions we were able to address issues like pace, accents, tone
and, at times, script clarity. We were able to discuss the intent of the words and the
adzo i SEG® C2NJ SEFYLX S ht3rQa tAGGtS Ne2Y
y20i 2yfteé& | NBRdzOGA2Y Ay hf3aFQa OANDdzvyaidl y
She has gone from a worldly woman able to mix in wide grtobea woman livingn a
little flat in a closed community. These subtleties were reinforced by scene readings and
AYF2NYSR wSSaQ RSt Apasshiihe @fpewouiSBadge Sv&Sy A T
subsequent revisiondgt was also during these readings that the idgeaseof
incorp2 NI G A y daryra$ ednajorlot device.

January ¢ February 2018The information from the research trip and the
suggestions raised in the reading and discussions with Rees were considered as the play
entered its third draft. twas also @itK A & LI2AY G gKAES T™MEI RAyYy 3
Odyssey: A Modern Seq#959) that | came upon the idea to relate the Olga story to
0 KS S @Sy &helgysskar¥hé mdtldrale see.1 Writing Lady of Arrows
This led to additions such as gestfromThe Odyssegt the start of each scene. | also
decided to reexamine the structure by listing the scenarios as they appeared in the play
in order. The purpose of this was to get an overview to see how the play developed. As
the play was developingito a complicated piece of storytelling with several through
lines, | was concerned that important elements might have been missing in the
narrative, and that the journey to the climax might have been too complicated or slow.
Appendix 3 Lady of Arrows @L7 Rundowis alist of scenes in the play from this early
draft. From this scenario | could see that the scenes were of an unnecessarily unequal
length. Some involved several scenarios, while others were very short, perhaps too
short, and lacking deta®. A G K AS@SNIf aG2NRBfAYySa 02y OSNE
her childhood; her marital breakdown; her children growing up; and her return to
Australia), this rundown showed that this early draft was complicated, and may have
been difficult for an auignce to follow. This led to the restructuring that simplified the
d02NEB FYR YIRS GKS ¥20dza hft3alQa 62N Ay
other elements such as her family and the reason why she was in Greece could still
remain in the narratie and add emotional spark, but they would no longer be the

central tenet of the piece. This would also lead to the development of one of the biggest
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differences betweed 2 YS2 Yy S  Gahddds\00d ArrowsthNd nature of the climax.
In{ 2 YS2yS oifistte QaiureoflwNyband how her baby son had died;ady of
Arrowsthe climaxis her confrontation with her birth mother ander escape from the
Nazis when the cell is destroyed. This climax als@brin information gathered during
the November 2017 research trip about the Bouboulina resistance group and its
destruction.Appendix 10: Lady of Arrows April 2018 Rundskaws how the rundown

looked once these factors were taken into account.

FebruaryApril 2018:After feedback from director Gary Young, | decided to

convert the script into a play for three actors. | started work on this convef8ion

May 2018:After amendments werenadeto convert the play into avork for
three actors, actor Jackie Rees and | did a first reading of the entire play. Rees read the
part of the central protagonist (Olga), and | read the other thidyr characters. Each
act was timed, with appropriate space left for the suggested moveraadtspacing
implicit in my directions. This was done to give a rough indication of the running time of
the play. The first actan to forty-two minutes, and the second acnto forty-seven
minutes. This workg duration presented deasible load for thehree actors. The
reading raised several issues ranging from simple typographical errors to excessive
wordiness. Two scenes where the protagonist told stories were changed after the
reading. They were converted into smiallbcks of prosavith new dialogudor the three
actors. After these rewrites, the play was sent to director Gary Young so he could give

feedback and prepare for a reading.

July 2018The first feedbackamefrom the directorGary Youngn the second

draft. Hesuggested reducing some thfe stage directions.

October 2018The first reading of the plapok place in the presence tfe
director Young Jackie Rees and | read all the parts. The director was not involved in
reading partsThepartswere readsitting ata tableand there was little physical acting.
I O0OSyida ¢SNBYyQil dzaSRI 2yfteé @2A0S I QiAay3o

such ado:

94 The rationale for this change is explainadChapter3.1 (e)One actor or three: An Aeschylean flexibility.
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see if the play worked as a drama,;

determinewhether the humour was successful;

assessvhether scenes, acts and the total duration were too long or short;
seewhether the writing had a successful cadence;

find outwhether there were important parts of the story missiragd to

=4 =2 A A4 A -2

discoverwhether new parts were needed to aid audience compmatien.

Feedback from the actor and the director led to some rewrifimgstly suggestions
about stage directions and information for the actors to understand the roles they were
playing such as the year the scene was supposed to have haupemd the chald O S NA Q
motivations). There were also typographical errors discovered, and practicalities about
entrances and exits that needed to be considered in the writing. These suggestions were

incorporated in the script.

OctoberDecember 2018The script was updated to take into account the
feedback from the October 2018 reading. Stage directions were changed, and the script
format was cleaned up in preparation for it to be used in the January 2019 workshop.
Negotiations vere conducted with RMIT University, Melbourne for its Studio A in Media
Street to be made available, along with their cameras and recording equipmepdifts
of the final reading of the play to be recorded on the last day of the workshop. RMIT also
agredl to provideatable and chairs, and some props for the play reading. Two actors
were also sought during this period, with the director making recommendations about
the cast. The director and the author also had some discussions during this period about
writing, scope and the staging limits for the play. There was also some discussion about
music and whether it should be included in the workshop. The actors were chosen and
sent the script. La Trobe University Internal Research Grant Scheme Funding wds sough

to pay the actors for the workshop. This grant was approved in November®2018.

January 2224 2019:The threeday workshop of the play took place at RMIT

University in Swanston St, Melbourne. The purpose of this workshop was to see how the

95 LaTrobeUniversityHUS3nternalResearclGrantSchemeRoundl, 2019Grant# 2019 1-HDR0004
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play worled as practical theatre piece both in story and in narratiies was a

minimalist modelith the actors reathg excerpts in a closed session unde dzy' 3 Q a
direction.| was also presenOn the final day of the workshop a visual recording was

made usingk S a G dzZRA 2 Q& O Y-Eoklreading, dvikele dhe threedactdrsy 2 Y
read from the scriptThis was done because there was not enough time to memorise

the entire script and all thirtfive charactersparticularly as there were egoing script
changesThe workshop was also nobnductedwith full staging, with the props being

limited to chairs, tables, notepads and books.

January 2430 2019:The visual recording of scenes from the workshop reading
was edited Linksto these recordings is included in the final scfidppendix 8 Lady of

Arrowsscript and linkg

FebruaryOctober2019: Another revised script is produced which incorporated
the changes made in the workshop. This is the final draft includéghpendix & Lady

of Arrows script and links

In the nextpart of this chaptel explore the issues in the writing of the play, but
before doing this | need to address an unexpected parallel to ancient Greek writers. This
parallel enriched my writing of the play and led to new elements that were not present
in the first draft. Thisdeveloped when, at the start of the process of doing this PhD, my
LINAY OA LI £ adzZLJSNPAA2NI / KNAa al O1lA% ai{SR Y
Y2 RSNY @S NE ATBeyOdy&sEyhis Abgedvhitidrawas a surprise, because at no
stage in the writing bthe novelhad| intended to make it a work comparative with this
ancient text. As | readlhe Odyssey started to see the parallels between the two
works®® The parallel was incompletbowever, because of the novel finishing in 1943
well beforetheg R 2 F h f 3 Th@secoldRvdriE wad was still continuing at the
y20StQa SYR O600KS ¢NR2ly @heNddykddyRndiviebzf & FA Y
The OdysseB Yy R4 6A UK hRe&aaSdza NBO2yOAfAy3d gAGK
g2dZd R y20 KILWLISY dzyGAf mMppHI YyAYyS &SI NB |
some years to reflect on the novel, | started to see the value in seeing where Olga ended

up andwhat kind of person she became, likeTihe Odyssewhen we see Odysseus

9% For a full rundown on these similarities s&ppendix 3 (a) The Odyssey.
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return to Ithaca to slay his suitor§he Odyssegould not have finished before this
climax.Likewiseh f 31 Q& LX & O2dzZ R y20 KI @S FTAYAaAKS
happened to ler and how she turnedout. lm ®m O RO C2 NXdzf FGAY 3 ht :

explain how this became central to this adaptation.

The parallel withThe Odyssewas also relevant in a number of other ways. |
started exploring quotations fronithe Odyssegs a way of introduction to each scene,
particularly scenes which contained parallels with the ancient #&stl have discussed,
Olga wasindertaking gourney n a way not dissimilar to Odyssetrying to get home,
overcoming obstaclesind matching wits with beings of overwhelming power. As |
moved on with the writing, | found each scene had elements that could be related to a
scene inthe ancient texts. | condered having quotes eithdyeingprojected onto the
back of the stage at each dark section (between scenes), and/or read out in a male
voice. One example is a wéthown quote fromThe Odysseyt 2 dziT 2 F &AA3IKG X 2
1y26ft SRAISE o Bdokili2a3yThRis\i&Susead tp introluce the scene where
Olga finds out that her husband in Australia has not stdyted a romantic relationship
with anotherwoman buthas had Olga declared dead so he ganry this woman
Other quotes are used to highlight the stronger thenfi@snd inThe Odyssegs well as
the playsuch as dislocation; family brealp; being alone in dangerous scenariasg
using intelligence (Greeknetis) to overcome extraordinarily 8ing adversariedn using
these guotes, the parallels between the works are raised as ssetters. As the writing
of Lady of Arrowsontinued,l saw more parallels between the two work3lgaand
Odysseus were stranded away from their homes for mgears; they both tried to get
home and were stopped by events and the actions of others; both fought battles in
times of war in lands far from their homdattles that may have had a strategic
influence on the safety of their families; their families aife believed them dead and
tried their best to cope; ad finallyfor both casesll these conceptencapsulated ithe
Greek concept ofiostos(A * | with ndstosdefinedasa! K2 YSO2 YAy 3 2 NJ
journey as a literary subject or topaspecificallythe return of Odysseus and the other
DNSS]1 KSNRSa 2F GKS ¢NR2ly 2| NXford & y I NNJI
Dictionary2018).
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This homecoming was not simply the return to a place. It is the struggle to get
home that consumes much ttie story of bothThe OdyssegndLady of ArrowsThis
homecoming was always in my mind as | started the adaptation process. In the case of
Olga, the homeward journey was in two directions: heading back to Athens to find her

birth home; and to Australia xere her family was now living.

a® adzZJISNIBAAaA2NRa O02YYSyid tSR (2 &a2YS NB
mythical journg® 2 ' a Y& OKF NI OGSNRa LI NXffSfta gAd
faced adversityas shestruggkedto get home? Apparently nodoseph Campbell
attempted to categorise mythical heroes and mapped a hero type that existexyiins
Campbell suggests that in mamythsthe hero (such as Odysseus) goes on a journey,
wins a battleis improved in the procesand finally gets homeThis is the process that
Campbeltallsthel S NP Q& onwvdrde3h8 B A OK Ay @2 f @ Sifiationd & S LI
return (2008 p.23). It begins with a call to adventuré(d., p. 43), followed by a refusal
to heed this callibid., p. 51). Then comes supernatural aioid., p. 57) which could be
represented in ancient Greek myths perhaps by the seers of Delphi or the gods and
goddesses who weréepicted byHomer aspartisanaid-givers in the Trojan war.
CampbeY SEG adl 38 Ay G(KS KSNRQa 22iNypSe Aa
64), beyond which is danger and the Belly of the Whiie.(p. 74) which represents a
form of rebirth for the hero as he is swallod/énto the unknown. From there the would
be hero is initiated into a road of trialb{d., p. 81)and meets the goddes#{d., p. 92)
who will be his sponsor. The hero then meets the temptrédss.(p. 101), which in
terms of Odysseus could be the SisgLattimore p. 340). | Y LJoHero Sufyides this
temptation and goes on to atone with his father, father figure or g2@0g8,p. 105).
After this point comes the realisation called the Apotheosisd;, p. 136)and the
eventual return of the herdibid., p. 181).

/| SNIFAyt& f2271Ay3 thaiforthé AdstQartheBahcaNMifeS & A U
fitsintomostof/ I YLI0 St f Q& sQVhile ®Fensderairiiek B Yiave
supernatural divinities helping her, her call to adventure waslactant one and was at
times pushed onto her by events such as letters from home, a chance meeting, or an
offer of employment But once she crossed the first threshold, she considered herself

committed to the cause of the Greek resistance. There wagptation to leave the
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resistance when a British soldier persuaded her to go back to Australia in Act Il. Her
realisation about her worth and place in the world is a late realisation and this leads

eventuallyto her journey back to Sydney, Australia.

CamplSf f Q&4 Y2y2Ye K KI & y2 ForexaBpesis A i K 2 dzi

argues that it shelters an underlying approval of selfish fascist beha@odriteven
contains he claims, strands ainti-Semitism(Gill 1989). Be that as it may (or may not)
Campbé fl GNP Q a takés fiahfl&ssical myth a cycle of adventure and heroism
which subjects the hero to a series or ups and downs which for a playwright offers a
palette or character development and resolution. Talisooffered an inspirationfor me
Fa AG Yire Sttt KIFEZS YANNRBNBR StSySydaa

3.1 Writing Lady of Arrows

Adapting{ 2 YS2 y S dntod &IYai Arrowsidd my first attempt at a
literary conversion. Apart from one attempt to warite a musical play? | had not
previously written for the stagel'his meant that | was learningis mode of writingas |
went, from the first draft, which had begurbeforethe PhD process, to the final script

produced after the January 2019 workshop

| understood early in the process thattstantial changes were needed to make
h t IrowelEsedstory work for the stageln the Literature Review!| explained why | felt
that asimple transpositiof of { 2 YS2 y' S  owbuld ®@ @workefdr tNd theatre. The
N} LIAR Y2@0SYSyia o0SG46SSy G4AYS IyR aLl OS
writing used in the novel meant that a direct transposition wouldubgvorkable. Scenes
would be too quick, the fast changes too onerdasa production to carry outin
essence, | needed to start writing the play from scratch. | needed to make decisions
about pointof-view, length, style, structure and voice. Outlineddselis a rationale for

these early decisions, including references to other works and theory. | shouldhere

27

Ay

TAYdza A0t o6F&aSR 2y GKS fAFTS 2F ! dZ&AGNI £ Al ySagdza A OA |

That You Love Md995)
BC2ff 20AY 3 Tamitomehbdisee Chapter 2].
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that some of these decisions changed as the playwriting praessloped These too

are outlined later in this chapter.

3.1 (a) Writing stylenovel v play

My first hurdle was handling the difference between writing for reading and
writing for acting. This difference is highlighted by Australian actor Max Gillies, who tells
how playwright David Williamson has a singular rhythm to the wordiésiscriptsa
rhythm that only comes outwhenread aloutf 2 0 2F KA A @¢2NRA R2Y(
sentences are ungrammatical and repetitive, his syntax is confusing, he can be long
GAYRSROD 282dz aLISYR | 322R RSIt 2F GAYS &

Gillies, in this one quote, hits on théférence between a novel and a play. For a
performance work, the test of the writing lies in whether it succeeds when read out

aloud, acted and presented on stagrit t may not flow as a novel.

Another difference in writing for the two media is that wigenovelreadershave
no more thanwords on the pagéor information, a play script has action to augment
these words. | learnt early in this process that action speaks as loud, if not louder, than
words.Gesture, body language, expression and other-werbal communications can
be written into a script to a degree, but thisostlycomes into the areas of
interpretation by the actors ando a lesser degree, the directddnlessa playwright
directs, stagesdesigns and acts in their play, th& I @ ¢ NA A K Qa 62 NRaA | N
art of others Indeed,Curtis likens the creative team to a sports side with the director as
the captain of the team bringing the story to the stage (2014, p. Ti&3.
director/captain may suggesicriptchanges and decide on the staging and
interpretation; the lighting and sound designers may apply their own tone to the play;
the set designers will give the play its look. Finally, theretla@ectors who will give life
to the chaacters. Because of the involvement of these creatives, an original script will
rarely make it to the stage without some amendmegand becoming, perhaps,
inauthentic to what the playwright had originally writteBven ifthese creative
personnelK I LILISY (G2 adA0] adNROGfe G2 (td8e LI I &g
is no guarantee of consistency from performance to performaBagbaix argues that
thisrisk ofinauthenticityit is not jus abou the actor who might interpret the lines

Going the Way of the Ancients: Phil Kafcaloudes 82



differently on different nights but the audiencewhichwill be different in each
performance There is no certainly that one audience will rethet same way as the one
the previous nightand this musiffect the actor Derbaix goes on to say thdtis
potential for variance from performance to performancekes stage acting a much
more malleable and fluid art (2007, p. 7Ti).the workshop of thé.ady of Arrow$ saw
actors try different approaches to one particular scene involving Olga clasitinger
mother. In one readinghe scene was played with comedy. In another it was played
much more seriouslyNot a word of the script had been changed but the outcome
varied enormouslyAs | write in3.2 (e) this variance in interpretation had a gresffect
2y GKS LI26SN 2F wdidhceavasshoi@nZloséfwbrkshop with ¢ K A &
onlyfive participants. It would not be hard to imagine that if an audience of several
hundred people reacted to the comedy, this effect would be magnifiéiscomedy
unintended in my scriptnhade the interpretatiordifferent to what | intended when |

wrote it.

Sometimeghe playwright is still involved in the production of their wobkit the
play may still transform into something not originally presented in the text. Referring to
the first production of his play about the mother of Jesus Chfisg Testament of Mary,
Irish playwright Colm Toibin says he was surprised at the follownmgofuevents in a

pre-production meeting:

G{2YS 2F dz&a 6K2 62N]J SR 2y (KS LINEZRC
experienced loss, and there was a great deal of

discussion about how we had dealt with the pain of that.

Much of that discussion made its way into the

product2 Yy ¢ O6HAMTZXZ LI® v o

Thushis play changed because of the input of the other creatives. It follows then
that the words in a plagre subject to the interpretation of all of these artists on the
OF LI Ay Qa S| viotheomizér: 3 A IYATFAOF yif @

GtftlFegNARIKGA Ffy2ald ySOSNI GStf dza R
WYSIyaQd 2KFG GKS LIXF@gNRIKG o yiha
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buried within the script so waeed to work it out, based
2y 2dz2NJ AYyGStt A3SyO0SxT AYIFIAYLFGAZ2Y |y
2014, p.24).

Indeed.,it is significant that it is not usual for playwrights in a workshop to
demonstrate how they envisaged the words to be played. At one stage indhesiwop
for Lady ofArrowsl stood and acted a line the way | had envisaged it. The director gave
me the sense thathad overstepped my bounds hadcrossedhe lineinto the role of
the actor and director. | would not do it agaifhis issignificant because, as McRoberts
alreéeasz AG Aa GKS Ol2NRa NBftS (G2 AydSNLINEBIG
Gt SNF2NYSNBE ONARYy3I (GKS adz2NeR G2 tATFS
our responses. We are used to conventional fiction that
the actorsarethe characters. With skilled performers, as
in Proof the illusion is plausible: we suspend our
disbelief, forgetting that these are actors on a set, and
FSStAy3a F2N) GKSY a GKS WNBIf LIS2Ld
(1995, p. 8).

Thismaymeanthel O 2 NDa A goild NihiiN&tiendickse ghd up
beingentirely different to theLJt | & ¢ NdgiaKidtetEon. This could happen for a

number of reasons:

(1) theactor may have their own view on the story, changing the delivery to suit

her own bias and experiencer

(2G6KS | OG2NDa RStAGSNE OFYy AYIlIROSNISYf
inflection. This is exemplified by a tool used by performance teacharexercise where
the students are introduced to the lisesuch a8 L & 5 A RijeStole NlylBRie Papg

The meaning of this sentence changes with the word emphasized by the actor. There are

% This line has many variations. THeS:basedBridge English Language Center uéeR:A Ry Qi &l & KS§
0 KS Y hypS/Brlgeenglish.com/blog/2012/08/28/whestole-the-money-a-brief-lessonin-english
intonation/
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eight words in the sentence, and there are eight separate rregnthat can be

conveyed. This is a tool available to actors to add their own layer of interpretation. But a
nervous night, a lapse in concentration, a stumble from the lips may inadvertently
change the emphasis away from the written intent, even if il baenrehearsedn a
waythatconveyedi KS a2 ONA LI g NR GSNRa AyldSylarazyo

The actorplayingmy grandmother mayortray Olga in any one of a range of
ways:from a war hero; ta fractured, fragile characteor most negativelhas a bad
mother who put herself before her offspringll theseinterpretations of her character
might be read into the lines | wrote in the first draft. The only ways to guard against
misinterpretation of my visiomasto be obvious in the script, to deonstrate that she
did love her children; to have her explain why she left them (and to make a good case of
it). As | wrote the script | kept in mind how subtle emotional elements could be included:
having her cry on receipt of a letter from her séeel anger that her husband let her
daughter be in Darwin when the Japanese were so ckse;expresgoy when her

family asks her to return to Australia.

3.1 (b) Structure and the double thread

As | have already briefly stated in the Literati&eview, | realisedagly in the
writing procesghat the structure of the play would need to be radically different to that
ofthenovel. If 2 YS 2y S 9thete &QrégularimdlEment from one time to
another, moving from Australia in 1939 to Egypf#15 and then to Greece in 1941. |
did these fast time movements to unfold the development of Digacharacter by
unpeeling her background and giving continuous exposition to the reader by contrasting
her wartime actions with the early life incidentsathinformed her character
development explainngwhy she does what she doe&part from the time shifts,
{2YS2yS abahisdaverdl didgdrate strands: the Greek war story; the
l dzZAGNF f ALY K2YS a02NRBT (KS ZselseensB ar@iFthréef 3| C
cities: Sydney, Darwin and the country town of Moree. There are also several scenes in
variouslocationsacross Sydneysuch ashe familyshop in Ultimo, The Greek Club, the
t @NX2yid YIFEIN]JSGasz bStfASQa NBydGlf Kz2dzaAaS Ay
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RSodzil yisSQa oFff YR teéN¥2yid .NAR3ISP Ly 9

Thessaloniki, Alexandria and country Greece.

In a playsuch rapid movements can be problematic because unlike a novel
reader, the audience member has no opportunity to revisit an earlier scene for
clarification2 KA f S storyldifes ndt@eaessarilyneedto be linear, it does need to
be clearlt mayhavebeenpossiblefor me towritel  LJ I @ GKF G Ay Of dzRS &
locations and their associated scenbat this may have beedlifficult to stage clearly
andfor an audience to followTo address thigny first thought wago use aminimalist
approachto limit it to perhaps only one of these elements. | thought an audience would
not be able to follow a complicated story. HoweyAristotle has more faith in an
I dZRASY OSQa FoAf AdGe aided (TSt faiaNHad-GydBsSS R FLIE (2N
aK2dzZ R 0S5 02 Y ldteSifr Dorsgfi®TH, padB)Md gbeS én tassay that
42YS ONRGAOA 2F KAA RIFId O2YyaARSNBR || daR2d
story.As mentioned earlier in this sectiornd source nove] 2 Y'S 2 y Svaghasa S Q a
such a double threadcne thread tells the story of Olgavhile the second thread is
about her family irAustraliaat the same timel felt this double thread was worth
exploring as a starting point for my storytellinig. use this naturatiouble thread, |
decided here needed to be an intersection of the two stories. In the earliest stages of
preparation for writing the play, | considsd having the two stories placed side by side
on the stage. On one side is Olga in Greece, on the otherstide family in Australia.
Occasionally the two stories would entwine, hdike. An examplenightbe when
letters are exchanged between the twor if news of the war reaches the other side. But
this concept would assume that the events in Australia are as powerful as the events in
Greece. It also requires a conversion into two poioftsview, one being Olga, and the

other being, perhaps, her dgiiter Nellie.

| discarded this option in favour of what | considered to be a strosgeyle
point-of-view: the personal story and remembrances of Olga after the war. By doing it
GKAA gl & 1dzZadNIfTALY S@SyiGa O2dzZs®ine6S AyO2
g2dzt R It gl &da NBYIAY Ay wmdopcn {&8RYSé&xX FyR h

in time and across the worl@he intersection of the strands of the helix could thus be
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through time (her memories) and space (her daughters coming into her current

existence through letters or by being in the 1960 frame of reference).

As explained in the next section, in this way the double thread would be more of
a triple thread: (1) Olga in 1960; (2) her memories of Greece in the war; and (3) her
memories of hetife before the war (which was Australia and her childhood in

Alexandriaymaking the play a play aboatemory.

3.1 (c) The Poinbf-View, remembering and reflecting

Gt £ 1 @6 NRIKO & -ovew abauftheld K | L2 Ay U

subjects and theicharacters. The same event can be

seen as tragic by one writer and comic by another; the

alYyS OGAazy Oly 6S O2yaARSNBR FRYAN
(Wilson 1994, p. 155).

Beinga memory play necessarily means that the voicgingular that of Olga.
Thisis incontrast to the source novel which has many voices and paifitsew thatare
specific to the novel medium. Parts of the story were told through fictional diaries and
letters, and the narrative moved between fifgerson diary exposition and
explanaton to a third-personnarrative that reveale@vents both in Greece and
Australia. In the novel | moved between these poiafssiew as | desired. lthe oral and
physical form of dramatic storytellinghe stories need to ba a form thatis apt for an
audience member being told and shown yarns, not for a reader flipping pages.i¥here
no space for confusion. It must always come back to Olga who has the only narrative

voice in the play.

As explained in the last sectidmnack this perspective retrospective, coming
from Sydney in 1960, with Olga speaking to the audience fronsitiedl addon room

where she was now living. This setting is intended to be the baseline of the play.

100This occurs ih £ Jdiafked, which | wrote in the first person to give Olga a direct communication to
the reader.

Going the Way of the Ancients: Phil Kafcaloudes 87



Everything happens from her potof-view as memaes and reenactments from these
memories. The voice of her daughter calling her to dinner leads us into the first memory,
GKAOK A& GKIG 2F GKS alyYS RIFEdAKISNI Fa | C
1942 or Egypt in 1915, but it always returosthat baseline of that little Sydney house

in 1960. This also happens in the ememan play,The Testament of Maif! The

protagonist Mary speaks to the audience from her house years after the crucifixion. She

has just been visited by disciples of Chnglho wanted her permission to rewrite the

story of her son, Jesus Christ (Toibin 2012). This dramatic meeting with the apostles,
though never seen, is the through line for the play. It sets the basis for her reminiscence

and eventual selawareness.

| decided a similar kind of motivation was required Eady of ArrowsOlga
needed something to force her to revisit her past isimilarway and perhaps not just
to reveal what had happened to her, but to make her acknowledge her part in the past.
She hado face her actionandthe consequences of those actions, and have her
character develop because of it. | made this motivationlfady of Arrow$ier wartime
diary, sent to her fifteen years after the war by the son oésistance comradelhe
simple presence dhis diarybrings back her memoriegust as Mary has had har2 y Q a
crucifixionjolted by the visit of the Apostles. Although the audiSnc A 4y Qi (2 Yy 2
several scenes what is in the packa@égacertainlydoes. It is eventually revealed that
the package is her own wartime diarittsat she had lefith her comraden Greece.
Thisdiary device would bring back the memories of the wadéher part in it. From that
point onwards in the play, the stoiglling can come from two sources: (1) the diary,
from which she could read short passages to remind her of events, and (2) her own
memory, which might have been sparked by what is in tlaeydOlgacould relive the
action or explain her actions to the audiendde use of the diary as a narrative device
also offered the tantalising option of having her contradict her own written words,
proving that over the years she has developed someaetreness and recognised
some seHustification in the original diaryThrough the memory jaged bythe diary,
OlgaHost<L1he eventsin her storyfrom the first to last scenes. There is never any
suggestion that there is another person telling the story. From the first line, the

protagonist speaks to the audience directly. She remembers the events of her life, and

101 SeeAppendix 3 (hThe Testament of Mary
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