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Abstract 

 

This PhD is a comparative study to accompany a play based on events in the life of the 

ŀǳǘƘƻǊΩǎ grandmother Olga Stambolis - a Greek-Australian spy working for the British in 

Greece in World War Two. hƭƎŀΩǎ story was passed on through oral history given to her 

children with few documents to support her stories. This led to several major questions 

for the writing of the play including: is fictionalisation of true stories valid? Is it possible 

that this fictionalisation could damage ǎƻŎƛŜǘȅΩǎ knowledge of history? Is it legitimate to 

write the story with fictional elements filling the gaps present in the oral narratives? The 

exegesis therefore deals with the boundaries of fact and fiction, and explores what 

options were available in writing hƭƎŀΩǎ story and which traditional elements can be 

identified. The exegesis explores the literary background to this kind of dilemma and 

considers the ŀǳǘƘƻǊΩǎ own part in it. There is discussion of how authors, playwrights 

and poets such as Homer in his The Odyssey - who also relied on oral histories - 

fictionalised and embellished their stories. There are consequences of fictionalisation, as 

the Greek historian Herodotus found out. His embellishments and invention of 

ǇǊƻǘŀƎƻƴƛǎǘǎΩ thoughts in his Histories led Plutarch to denounce him as άǘƘŜ Father of 

[ƛŜǎέΦ The play that is the creative component for this PhD is an adaptation of the 

ŀǳǘƘƻǊΩǎ 2011 novel. In writing this adaptation the author draws comparison with the 

invention of not only these ancient Greek playwrights and poets, but also more 

contemporary playwrights and several movie and television screenwriters. The 

discussion of their inventive writing methods could apply to anyone wishing to tell the 

story of a period where the protagonists have long died leaving only oral histories. It is 

this method that is worth examining, both in its legitimacy and its value. 
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1. INTRODUCTION: Going the Way of the Ancients 

 

This exegesis is submitted in partial fulfilment of a practice-based PhD, and 

accompanies the writing of a play based on events in the life of my maternal 

grandmother, Olga Stambolis, who was a Greek-Australian spy in World War II. The play, 

titled Lady of Arrows, has been written using my novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ (Kafcaloudes 

2011) as the source material. The novel was published in Australia in August 2011,1  and 

was translated into Greek and published in the European market in 2012.2 

I 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. Thus, while the adaptation 

element of this exegesis is retrospective to some degree, its main findings contextualise 

the substantial period of the development of the writing of Lady of Arrows from January 

2017 to March 2020, which was when the final version of the play was prepared after a 

January 2019 workshop production of the script. Presented here is the final post-

workshop script,3  which includes a link to parts of the visual recording of the play which 

was made on the final day of the workshop.  

 

Central to this exegesis is the question that will be expanded upon in 1.6 The 

Dangers of Invention and interrogated in the Literature Review: Is it possible that 

fictionalising a true story ŎƻǳƭŘ ŘŀƳŀƎŜ ǎƻŎƛŜǘȅΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ ƘƛǎǘƻǊȅΚ This was a 

particular issue that arose in the writing of hƭƎŀΩǎ ǎǘƻǊȅ because I had a limited set of 

sources for the facts oŦ Ƴȅ ƎǊŀƴŘƳƻǘƘŜǊΩǎ ƭƛŦŜ, leading me to place a heavy reliance on 

oral histories that were largely unverifiable. 

 

The Literature Review puts this issue into an historical context, discussing how 

writers across the centuries have dealt with telling true stories when they have little 

more than oral histories as source material. I show it is an issue which has dogged 

storytellers as far back as the Greek ancients, including Homer and Herodotus. This on-

 
1 Published by SEW Books, Melbourne and as an eBook by Port Campbell Press, Melbourne. 
2 By Psichogios Publications (Athens) under the title hƭƎŀΩǎ ²ŀǊΦ Reprinted 2013. 
3 See Appendix 8 ς Lady of Arrows script and links. 
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going dilemma is why Going the Way of the Ancients was chosen as the title of this 

exegesis.  

 

1.1 The Story and how I Approached Writing it 

 

Both the source novel and the play tell the story of Olga StambolisΩ life, with a 

focus on her activities in Greece during World War II. Estranged from her Australian-

based family, Olga was in Greece in 1940 as the Italians threatened to invade through 

Albania. The British government made a guarantee to defend Greece against any such 

invasion (Long 1953), and decided to recruit and train members of the Greek population 

in rescue, combat, sabotage and subterfuge (Morris 2017). Olga Stambolis was likely to 

have been one of those recruits.4 

 

After her espionage training finished, she started work as a member of the Greek 

resistance, rescuing Australian, New Zealand and British flyers caught behind the battle 

lines as the Germans made their push towards Athens from the north in 1941. She later 

told her family that her job involved working with Greek locals in regional areas to 

secretly transport the airmen across the country to ports on the east coast of Greece, 

and then to accompany these airmen by boat to the British stronghold of Cairo in Egypt. 

There is some evidence to substantiate her claims about these rescues.5  There is also 

some evidence which supports her story that she was caught by the Germans in 1941 

and spent six months in jail.6  

 

Olga told her family that she narrowly avoided execution through her ability as 

an actor and her understanding of the German language. After she was released, she 

 
4 There is no written evidence of this recruitment [see Appendix 5] but Olga exhibited the skills taught by 
the British-trained operatives and she carried out British-sponsored operations. The British Special 
Operations Executive may well have considered her to be a perfect candidate for an operative: she was a 
British subject (although born in Greece, she had been an Australian resident for many years); she could 
speak six languages including Greek, German and Italian; she was believed to have no close family in 
Greece and thus no family connections that could be used against her if she was caught; and she had been 
an amateur actress. 
5 hƴŜ ƻŦ ǘƘŜǎŜ ŀƛǊƳŀƴ ŀǊǊƛǾŜŘ ŀǘ ǘƘŜ ŦŀƳƛƭȅΩǎ {ȅŘƴŜȅ ǎƘƻǇ ŘǳǊƛƴƎ ǘƘe war attesting he had been rescued by 
Olga. 
6 She made a detailed claim for reparation for the personal items the Germans stole while she was in jail. 
See Appendix 1 ς Stambolis Claim. 
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claims she resumed her resistance work and continued to do this up until the Germans 

were expelled from Greece in 1944. 

 

Writing this story has been a labour of love. I describe in the novel how I had 

heard the stories about my grandmotherΩǎ ǿŀǊ ǿƻǊƪ all my life (Kafcaloudes 2011, 

Prologue). At Christmas and Easter celebrations my mother and aunts would tell, even 

act out, our grandmotheǊΩǎ ŜȄǇƭƻƛǘǎΦ The pride my mother and aunts had about Olga are 

my strongest sense memories about these gatherings. 

²ƘŜƴ L ōŜŎŀƳŜ ŀ ƧƻǳǊƴŀƭƛǎǘ ƛƴ мфусΣ L ǎǘŀǊǘŜŘ ǘƻ ǘƘƛƴƪ ǘƘŀǘ hƭƎŀΩǎ ǎǘƻǊȅ ǎƘƻǳƭŘ ōŜ 

told more widely. As a radio producer I had met Australian war hero Nancy Wake, who 

had worked for the British government in the French resistance (FitzSimons 2001). 

²ŀƪŜΩǎ ŀƴŘ hƭƎŀΩǎ ǎǘƻǊƛŜǎ ƘŀŘ ǎƛƳƛƭŀǊƛǘƛŜǎΣ ōǳǘ ǿƘŜǊŜ ²ŀƪŜ ƘŀŘ ōŜŜƴ ŘŜŎƻǊŀǘŜŘ ŦƻǊ ƘŜǊ 

work and wrote about her exploits,7  it appeared hƭƎŀΩǎ ǎǘƻǊȅ ǿŀǎ ǳƴƪƴƻǿƴ beyond our 

family. I was soon to learn that the work of the Greek resistance in general was not 

widely known outside of Greece (I explain more about this later in this chapter). This, 

and the apparent lack of general awareness about the war in Greece became an extra 

ƛƳǇŜǘǳǎ ŦƻǊ ƳŜ ǘƻ ǿǊƛǘŜ hƭƎŀΩǎ ǎǘƻǊȅΦ 

 

These second-hand accounts, provided by her daughters and son, were my 

primary sources. They told me that when the war started and Olga was working as an 

agent, they themselves were facing their own wartime challenges. The oldest daughter 

Nellie (my mother) ƘŀŘ ƳƻǾŜŘ ǘƻ 5ŀǊǿƛƴ ǳƴŀǿŀǊŜ ǘƘŀǘ DŜǊƳŀƴȅΩǎ ŀƭƭȅ WŀǇŀƴ ǿŀǎ 

preparing to bomb the town, and the Japanese Navy General Staff were arguing for an 

invasion of Australia (Bullard 2012). Because Olga had been out of contact with her 

family for much of the war, her family came to believe that she had perished. 

Consequently iƴ мфпн hƭƎŀΩǎ ƘǳǎōŀƴŘ Michael had her declared dead, and he then 

remarried and had two more children with his new wife. Olga, deep in the resistance 

and in jail for some of this time, was unaware of these developments. 

 

These elements made for a story that was about more than just a spy working in 

wartime. I came to think that the circumstances of the family in Australia could provide a 

 
7 This was the autobiography The White Mouse (Sun Books 1985). 
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powerful ŎƻƴǘǊŀǎǘ ǘƻ hƭƎŀΩǎ ǎƛǘǳŀǘƛƻƴ ƛƴ DǊŜŜŎŜ ǳƴŘŜǊ ǘƘŜ DŜǊƳŀƴǎΦ I explain the 

rationale for broadening the story to include the Australian side of the story in 1.5 (a) 

below. 

 

As I started to write the story, I came to believe a reader would question why 

Olga was in Greece when her children were in Australia. Was she simply a bad mother? 

Did she not care what happened to her children? These were acute questions given that 

this was in wartime and her family was facing its own dangers against the Japanese in 

Australia. The reasons why Olga was separated from her family were complicated and 

not simple to ǳƴǘŀƴƎƭŜ ŦƻǊ ǊŜŀŘŜǊǎΦ Lǘ ǊŜǉǳƛǊŜŘ ŘŜƭǾƛƴƎ ŘŜŜǇƭȅ ƛƴǘƻ hƭƎŀΩǎ ŎƘŀǊŀŎǘŜǊ ŀƴŘ 

background to bring to the reader an understanding of the type of person who would 

leave her family and risk her life by standing up to Germans and traitors - killing, 

rescuing, sabotaging and committing espionage. Family correspondence8  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. 

 

hƭƎŀΩǎ ŎƘƛƭdhood, teen years, 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 adoptive mother was a seamstress who worked in 

Alexandria in Egypt. This woman, the only mother Olga knew as a child, encouraged her 

to be independent, and supported her ambition to be an actress. This proto-feminist 

attitude encouraged Olga to learn languages and join an acting troupe in Alexandria. My 

ǊŜǎŜŀǊŎƘ ǿƛǘƘ hƭƎŀΩǎ Řŀǳghters suggests that by the time she left Alexandria to go to 

Australia with her husband in 1921, Olga had become outwardly an independent, 

confident woman, but who was also harbouring some self-doubt about her foundling 

origins. 

 

This exploration of Olga not only provided a snapshot of her character, but it led 

me to find deeper motivations within the story. The novel describes how being given 

away as a baby led to a series of events which, in both the novel and the play, were to 

 
8 See Appendix 11ς Letter from Nicky Stambolis to Olga. This is a letter to Olga during the war from her son 
in which he informs her that his sisters have been married and have borne children. As far as I know this is 
the first time Olga learns that her daughters have become mothers. The letter also states that her second 
daughter has been hospitalised after giving birth. 
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become the climax of the story. This climax involved the death of her youngest child, 

Christopher, which occurred when Olga visited Athens in 1930 to be reunited with the 

woman who had given birth to herΦ ¢ƘŜ ǘǊŀƎƛŎ ƛǊƻƴȅ ƻŦ /ƘǊƛǎǘƻǇƘŜǊΩǎ ŘŜŀǘƘ ƻŎŎǳǊǊƛƴƎ 

when Olga was herself trying to be reconciled with the circumstances of her own 

infancy, had a poignancy that I felt needed to be included in the telling of this story. The 

death of the baby led to wayward behaviour on her return to Australia - a behaviour 

that might have been a sign of mental illness - and contributed to the break-up of the 

marriage, and consequently the reason for Olga doing what many may see as the 

unthinkable: leaving her family. 

 

Thus I was able, ŀǎ ǘƘŜ ŀǳǘƘƻǊ ƻŦ ǘƘƛǎ ŀŎŎƻǳƴǘ ƻŦ hƭƎŀΩǎ ƭƛŦŜΣ to provide a rationale 

and a link between her desire to find her birth mother, and the reason why she was in 

Greece when the war started. 

 

Olga had died in 1960, so the starting point for the research had to be the oral 

histories passed on to me from my mother and my aunts.9  They told me that these 

stories had been given to them by Olga herself and her lone relative in Australia who 

been in Greece with Olga: her sister Anna. Apart from Anna, they knew of no-one in 

!ǳǎǘǊŀƭƛŀ ǿƘƻ ǿƛǘƴŜǎǎŜŘ hƭƎŀΩǎ ŀŎǘƛǾƛǘƛŜǎΦ Anna died in the 1970s, many years before the 

research began, so there was no first-hand verification ƻŦ hƭƎŀΩǎ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ ǎǘƻǊƛŜǎΦ In 

order to chart the information I had about Olga, a series of family meetings were set up 

ǿƛǘƘ ǘƘŜ ǘƘǊŜŜ Ƴŀƛƴ ǎƻǳǊŎŜǎ όhƭƎŀΩǎ ŘŀǳƎƘǘŜǊǎ bŜƭƭƛŜΣ ¢ƛƴŀ ŀƴŘ CǊŜŘŀύΣ ŀƴŘ ŀ ǊŜŎƻǊŘ ǿŀǎ 

made of these oral histories.10 

 

It soon became clear to me there were issues in using these oral histories as a 

research source. These problems included: 

 

(a) some conflicts of information, disagreements, and at times, the presenting of 

erratic job-lots of facts; 

(b) missing elements such as dates and places; 

(c) the oral histories were, in many cases, second-hand information; 

 
9 In interviews carried out in February 1994, April 1994 and November 1994. 
10 An excerpt from the original handwritten notes is attached as Appendix 13 ς Oral History Notes. 
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(d) this information had been passed on by the person claiming to have done 

what were sometimes heroic acts, so there was the risk of conscious or 

unconscious self-aggrandisement - emotions such as shame or 

embarrassment could have skewed the information as Olga provided it; 

(e) the primary sources were talking about their mother, so there was a risk of 

emotion tainting the facts as the stories were passed on to me; 

(f) Olga and Anna passed on their original versions of events at least ten years 

ŀŦǘŜǊ ǘƘŜ ǿŀǊΣ ǎƻ ǘƘŜǊŜ ǿŀǎ ǘƘŜ Ǌƛǎƪ ƻŦ hƭƎŀΩǎ ŀƴŘ !ƴƴŀΩǎ ƳŜƳƻǊƛŜǎ ōŜƛƴƎ 

faulty and of important details being forgotten; 

(g) similarly, with the passing of at least thirty years since Olga told these stories 

to her daughters, there was the risk the stories were misremembered, and 

important details forgotten by the daughters; 

(h) there was a risk that the daughters influenced each other as the stories were 

ǊŜƳŜƳōŜǊŜŘ ƻǾŜǊ ǘƘŜ ȅŜŀǊǎΣ ǿƛǘƘ ŀ ǎƛǎǘŜǊΩǎ ǘǊǳŜ ƳŜƳƻǊȅ ŎƘŀƴƎŜŘ ōȅ ǾŜǊǎƛƻƴǎ 

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) which could exaggerate or influence the memory of the version in 

the minds of the daughters, further skewing the original story; and 

(j) even if the original stories were uncontaminated, in the process of the 

daughters passing on these stories to the next generation, contamination 

could have occurred and multiplied each time the story was retold. 

 

An example of conflicting information was when Nellie told me of an episode 

ǘƘŀǘ hƭƎŀ ǎŀƛŘ ƘŀŘ ƘŀǇǇŜƴŜŘ ŘǳǊƛƴƎ ǘƘŜ ǿŀǊΦ Lƴ bŜƭƭƛŜΩǎ ǾŜǊǎƛƻƴΣ Olga was standing in a 

queue in a bakery in Athens and saw a double agent several places ahead of her. When 

this alleged double agent left the bakery, Olga followed him to a nearby lane and 

stabbed him to death. My aunt Tina, however, said it was not in a bakery, but in a 

butcherΩǎ ǎǘƻǊŜ. My other aunt Freda said that Olga was not alone when it happened. 

She was with another agent, and together they killed the man. Some years later a 
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ŎƻǳǎƛƴΣ aƛŎƘŜƭƭŜ {ǘŀƳōƻƭƛǎΣ ǎŀƛŘ ƘŜǊ ŦŀǘƘŜǊ όhƭƎŀΩǎ ǎƻƴ bƛŎƪy) had told her that this 

incident actually happened in Paris later in the war.11 

 

Having so many, often conflicting, memories presented a problem of finding 

what might have been the true version of each of the activities. My intention was to 

make the story as factual as possible. But there was also the possibility that the true 

version may not have existed at all in the versions given to me. Thus, 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 possible at all. 

 

To deal with these issues I developed the following processes: 

 

(1) I started by collating 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 this occurred I took this added 

detail and put it in with the original story. 

 

(2) I noted the similarities between the stories that were told by the three 

sisters. If they were closely aligned then I was able to use this common 

story as the basis of a scene and further research.  

 

(3) I highlighted the differences in details and the points of divergence. As 

with the bakery stabbing, I needed to see if there were more conflicting 

details in any of the scenarios given by the daughters. 

 

(4) I noted where some stories had details not present in the other versions. 

This would not necessarily be accepted as a factual detail, 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) I coalesced these stories into likely versions using a three-pointed triangle 

system, which involved finding the cross-over points that were common 

to all three versions to form the basis of stories that would be eventually 

included in the novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ or the play Lady of Arrows. 

 

(6) I went back to the smaller details, including those provided by only one 

sister and considered 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 of details. 

 

(7) I attempted ǘƻ ǾŜǊƛŦȅ hƭƎŀΩǎ ǎǘƻǊȅ ōȅ ǊŜǎŜŀǊŎƘƛƴƎ ŜȄƛǎǘƛƴƎ .ǊƛǘƛǎƘ ǊŜŎƻǊŘǎ ƻŦ 

their operatives in Greece. I contacted the Central Services Establishment 

(CSE) at the British Ministry of Defence, who required information 

applications to be in written form. This meant airmail communications, 

and sometimes months between exchanges. In 1994, in reply to my 

enquiry I received a letter from the CSE which said there was no record of 

hƭƎŀΩǎ ŀŎǘƛǾƛǘƛŜǎΦ ¢he office representative wrote that if an operative was 

deceased, records would have been destroyed when the operative turned 

eighty-five years of age.12  As a result, there was no information that the 

British authorities could provide for the Olga Stambolis story. I also 

contacted the British Returned Services League in 1998,13  but there was 

no response. I also made searches of the existing academic and war 

literature to see if there was any reference to Olga by name.14  This was 

fruitless. I then collected what information was available about the 

operations of the Greek resistance. 

 
(8) I collated war-era documents Olga had in her possession when she died. 

They had been divided between the daughters at ǘƘŜƛǊ ƳƻǘƘŜǊΩǎ ŘŜŀǘƘΦ 

These documents were official passes, certifications and references, as 

well as the aforementioned letter of reparation which refers to the 

 
12 See Appendix 5 - Defence Correspondence 7.11.1994. 
13 See Appendix 6 ς British RSL Journal Letter 21.9.98. 
14 hƭƎŀ ǳǎŜŘ ǎŜǾŜǊŀƭ ǎǳǊƴŀƳŜǎΥ ƘŜǊ ƳŀǊǊƛŜŘ ƴŀƳŜ ό{ǘŀƳōƻƭƛǎύΣ ƘŜǊ ŦƻǎǘŜǊ ƳƻǘƘŜǊΩǎ ƴŀƳŜ όIŀŘƧƛŘŀƪƛύΣ ƘŜǊ 
birth family name (Mavromati), as well as several shortenings and anglicisations (Stam or Stan). I 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 uniform.15  Most of the documents were in Greek. I had these 

translated into English.16 

 
(9) I put these translated documents in order,  and looked for discrepancies 

to the stories as they were told, and to see if the documents could 

confirm or locate the events in the oral histories. The documents were all 

dated and many had addresses, so Olga could be located in certain places 

at set times. 

 

(10) I constructed a rough timeline ƻŦ hƭƎŀΩǎ ƭƛŦŜ ŀƴŘ ǘƘŀǘ ƻŦ ƘŜǊ ŦŀƳƛƭȅ using 

information in the oral histories as well as dated documentation (passes, 

references, bank orders and passport applications).17 

 

(11) I researched the locations of 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. I made four trips to Greece during 

the research process18  to find locations that were mentioned ƛƴ hƭƎŀΩǎ 

documents, to see where she worked and lived, and to visit museums and 

archives. In those days of limited internet research, I found there were 

scant references to the war in Greece in written accounts by resistance 

fighters and biographies at that time. 

 

(12) I studied the broader role of women in the Greek resistance. This was 

done for two purposes: first, to give background on what kind of 

operation Olga would have been part of, and second, to find any 

reference to her. There were no references to her by name in any of the 

reference books and memoirs about the resistance. At this point it should 

ōŜ ǎŀƛŘ ǘƘŀǘ ŀƭǘƘƻǳƎƘ hƭƎŀΩǎ ŎƛǊŎǳƳǎǘŀƴŎŜǎ ŀǎ ŀƴ !ǳǎǘǊŀƭƛŀƴ-Greek spy 

 
15 See Appendix 7 - Stambolis in Uniform. 
16 My godfather Nick Maniarizis translated all the documents. One example is given in Appendix 12 which 
is a translation of a U.S. Embassy document which is presented next to the original in Greek. 
17 aȅ ŦƛǊǎǘΣ ƘŀƴŘǿǊƛǘǘŜƴ ǘƛƳŜƭƛƴŜΣ ƧǳȄǘŀǇƻǎƛƴƎ hƭƎŀ ŀƴŘ ƘŜǊ ƘǳǎōŀƴŘΩǎ ŀŎǘƛǾƛǘƛŜǎΣ ƛǎ ŀǘǘŀŎƘŜŘ ŀǎ Appendix 2 
ς Stambolis Timeline. 
18 In 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 Athens-based Greek resistance 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 that in many 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 is referenced in only a few research documents and in a 

DǊŜŜƪ DŜƴŜǊŀƭΩǎ ƳŜƳƻƛǊ ό{ŀǊŀŦƛǎ, S 1951, pp. 7-8). 

 

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

compiled a rough version of the stories.19 

 

I had hoped to gather the facts in a year or two, but it was not a simple process. 

The research went on for more than a decade, concurrent with the writing of the novel. 

This research process provided varying results. The passage of time since the war, and a 

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 (Myers 1985) or 

ǊŜǘǊƻǎǇŜŎǘƛǾŜ ōƛƻƎǊŀǇƘƛŜǎ ƻŦ ǎƻƭŘƛŜǊǎ ǎǳŎƘ ŀǎ aǳǊǊŀȅ 9ƭƭƛƻǘΩǎ ǎƘƻǊǘ ōƻƻƪ ŀōƻǳǘ 5ǳŘƭŜȅ 

Churchill Perkins, whose resistance work with local Cretans led to Perkins being called 

ά±ŀǎƛƭƛΣ ¢ƘŜ [ƛƻƴ ƻŦ /ǊŜǘŜέ όмфутύΦ L ŀƭǎƻ discovered that few Greeks wrote their own 

memoirs of the war period.  Greek-American journalist Gregory Pappas listed ten of 

what he considered the most compelling books about Greece in World War II,20  and the 

list contained only one memoir by a Greek.21  It may be reasonably supposed that a lack 

of literacy or publishing opportunity, and a desire to move on from the privations and 

horrors of war were among the reasons for this lack of autobiographical material.22 

 
19 This was effectively the beginning of the writing process that would eventually lead to the publication of 
the novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ in 2011. 
20 10 Great Books about Greece in World War II <http://www.pappaspost.com/10-great-books-greece-
world-war-ii/>. 
21  Modern Greeks: Greece in World War II: The German Occupation and National Resistance and Civil War. 
See Stassinopoulos 2005.  
22 In Chapter 4 ς Conclusion I suggest the reasons for the paucity of Greek memoirs from this era is a 
possible area for further research. 

http://www.pappaspost.com/10-great-books-greece-world-war-ii/
http://www.pappaspost.com/10-great-books-greece-world-war-ii/
https://www.amazon.com/gp/product/1889247014/ref=dbs_a_def_rwt_hsch_vapi_taft_p1_i0
https://www.amazon.com/gp/product/1889247014/ref=dbs_a_def_rwt_hsch_vapi_taft_p1_i0
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With this research only bearing limited fruit, I reconvened more sessions with 

hƭƎŀΩǎ ǎǳǊǾƛǾƛƴƎ ŎƘƛƭŘǊŜƴΦ In some cases, this was the last time the daughters had the 

ability to offer me help. Nellie had been suffering from dementia since having a series of 

strokes in 2005 and was unable to verify any but the earliest drafts.23  Freda died in 

нлмнΣ ǘƘŜ ȅŜŀǊ ŦƻƭƭƻǿƛƴƎ ǘƘŜ ƴƻǾŜƭΩǎ ǇǳōƭƛŎŀǘƛƻƴΣ ōǳǘ ǎƘŜ ƘŀŘ ōŜŜƴ ǎǳŦŦŜǊƛƴƎ ŦǊƻƳ 

!ƭȊƘŜƛƳŜǊΩǎ 5ƛǎŜŀǎŜ ŦƻǊ ŀ ŘŜŎŀŘŜ ŀƴŘ ǿŀǎ ǳƴŀōƭŜ ǘƻ assist me after the first two 

interviews with her and her sisters. The youngest sister, Tina, 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 told. I had an older 

sister and some cousins who knew Olga, but they were still children when Olga died, so 

they were able to provide limited insights into their grandmotherΩǎ ƭƛŦŜ.  

 

Nevertheless, from the first round of interviews in 1994 I had collected enough 

information to be able to write about hƭƎŀΩǎ adoption as a baby, her childhood in 

Alexandria in Egypt, and her marriage and emigration to Australia in the early 1920s. I 

could also write about the fifteen years following this emigration when Olga was a 

Sydney mother and wife. 

 

This led to decisions about how I should write an account of the story with the 

information I had. These decisions concerned the narrative voice to be used; the breadth 

of the story όǎƘƻǳƭŘ ƛǘ ōŜ ŎƻƴŦƛƴŜŘ ǘƻ hƭƎŀΩǎ ǎǘƻǊȅ ƻǊ ǎƘƻǳƭŘ ƛǘ ƛƴŎƭǳŘŜ ŜǾŜƴǘǎ ƛƴ !ǳǎǘǊŀƭƛŀ 

and in other parts); and centrally, the resolution to the dilemma of whether this would 

be a non-fictiƻƴ ǊŜƴŘƛǘƛƻƴ ƻŦ hƭƎŀΩǎ ƭƛŦŜΣ ƻǊ a fictional account incorporating factual 

elements, or a complete work of historical fiction. These decisions will become central to 

ǘƘƛǎ ŜȄŜƎŜǎƛǎΩ ǊŜǎŜŀǊŎƘ ǉǳŜǎǘƛƻƴΦ 

 

1.2 Factual or Historical Fiction: Telling Small Lies 

 

I originally intended for Someone 9ƭǎŜΩǎ War to be a work of historical journalism; 

a biography of hƭƎŀΩǎ activities from 1936 to 1943.24  I intended this non-fiction book to 

take its place as an addition to the ǿƻǊƭŘΩǎ knowledge about the war in Greece. 

 
23 Nellie ŘƛŜŘ ƛƴ bƻǾŜƳōŜǊ нлммΣ ƻƴƭȅ ǘǿƻ ƳƻƴǘƘǎ ŀŦǘŜǊ ǘƘŜ ƴƻǾŜƭΩǎ publication, but had lost her long-term 
memory many years before. 
24 This was the period of hƭƎŀΩǎ activity in Greece, before and during her time as an operative. 
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For this to work to be non-fiction, I needed to be certain that the events I would 

be depicting were true. There was no room for any fiction. The facts, as supplied in the 

oral histories, needed to be confirmed. As discussed in the previous section there were 

problems with getting these facts, and greater problems certifying them. As I will explain 

in 1.5 (a), I included the activities in Australia involving hƭƎŀΩǎ husband Michael and his 

daughters in Sydney and Darwin. These events were easier to verify, because Nellie and 

her sisters were telling their own stories (not relying on hearsay) and had documentary 

evidence of where they were and what they did. They were personal eyewitnesses to 

the events. 

 

However, for the activities of Olga Stambolis in Greece, the lack of verifiable 

information about her activities meant that the part of the book devoted to Olga in 

WWII was going to be very short if it was going to be a non-fiction story. The alternative 

was to consider turning it into an account that used all the facts available but in the 

framework of a historical fiction work.25  This kind of fictionalisation appeared most 

attractive in my circumstances because times could be manipulated, and places and 

characters invented. I was also to find that this mode of storytelling offered challenges. I 

needed to learn how to write in a fictional voice. As the years went on and the book 

acquired feedback from publishers and my literary agent,26  I found writing fiction a 

challenging but satisfying art. 

 

 This said, it was never intended that the book would become purely fiction, 

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 used. Olga, her husband, 

ŎƘƛƭŘǊŜƴ ŀƴŘ ƘŜǊ ƘǳǎōŀƴŘΩǎ ǎŜŎƻƴŘ ǿƛŦŜ WŜŀƴ ŀǊŜ ŀƭƭ ǊŜŀƭ people and their real names are 

used. I was to discover in the course of this PhD candidacy that the writing of what was 

to become {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ followed the Homeric tradition of using research and 

knitting ŀ ŎƘŀǊŀŎǘŜǊΩǎ story into established facts to provide a piece of work which 

provided much truth but which was accompanied by invention. Of course, this knitting 

 
25 Britannica.com defines a historical fiction novel as άa novel that has as its setting a period of history and 
that attempts to convey the spirit, manners, and social conditions of a past age with realistic detail 
and fidelity (which is in some cases only apparent fidelity) to historical fact.έ 
<https://www.britannica.com/art/historical-novel>. 
26 I was with the Sandy Wagner Literary Agency in Darlinghurst, Sydney from 2000 until 2008.  

https://www.britannica.com/art/novel
https://www.britannica.com/art/setting
https://www.merriam-webster.com/dictionary/fidelity
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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 

5ƛŎƪŜƴǎΩ ǎȅƳǇŀǘƘȅ ŦƻǊ ǘƘŜ ǿƻǊƪƛƴƎ ŎƭŀǎǎΣ ōǳǘ ŀƭǎƻ ŦƻǊ ǘƘŜ ǿŀȅ ƘŜ ŘƛǾŜǊƎŜŘ ŦǊƻƳ ǘƘŜ Ŧŀcts 

ǿƘŜƴ ǘƘŜǊŜ ǿŀǎ ŀƴ ŀŘǾŀƴǘŀƎŜ ǘƻ ƛǘΦ ±ŜŀƭŜ ǎǳƎƎŜǎǘǎ hǊǿŜƭƭΩǎ own work may be seen in 

the same light: άIƛǎ ǿƻǊƪ Ƴŀȅ ŜǾŜƴǘǳŀƭƭȅ ŎƻƳŜ ǘƻ ǊŜŦƭŜŎǘ ǿƘŀǘ ƘŜ ǾŀƭǳŜŘ ƛƴ 5ƛŎƪŜƴǎΩǎ 

ǿƻǊƪΥ άǘŜƭƭƛƴƎ ǎƳŀƭƭ ƭƛŜǎ ƛƴ ƻǊŘŜǊ ǘƻ ŜƳǇƘŀǎƛȊŜ ǿƘŀǘ ƘŜ ǊŜƎŀǊŘǎ ŀǎ ŀ ōƛƎ ǘǊǳǘƘέ όнлл7, p. 

24). 

 

¢ƘŜ ƴǳō ƻŦ ±ŜŀƭŜΩǎ ŀǊƎǳƳŜƴǘ ŎŜƴǘǊŜǎ ƻƴ ǘƘŜ ǿǊƛǘŜǊΩǎ ƛƴǘŜƴǘΦ ²ƘŜǊŜ 5ƛŎƪŜƴǎ ƳƛƎƘǘ 

have aimed for a big truth in telling his small lies, the same may not always be said of 

Virgil. His tale of Aeneas descending into Hades27  bears resemblance to a visit by 

IƻƳŜǊΩǎ hŘȅǎǎŜǳǎ ƛƴ The Odyssey,28  with Virgil making significant changes to IƻƳŜǊΩǎ 

original, adding in the river Styx and Charon the ferryman, and changing the traveller 

from Odysseus to Aeneas. Virgil obviously expands upon the original story, projecting 

the journey onto his own hero in what may be considered a relatively harmless 

appropriation. The depiction of a mythical trip to a mythical underworld, secondhand or 

not, is unlikely to cause historical misunderstandings in the centuries to come. However, 

L ŀǊƎǳŜ ǘƘŜ ǎŀƳŜ Ŏŀƴƴƻǘ ōŜ ǎŀƛŘ ŦƻǊ ±ƛǊƎƛƭΩǎ ŘŜƭƛōŜǊŀǘŜ ŀƳŜƴŘƳŜƴǘ ƻŦ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ 

Aeneas, not for historical accuracy, but for personal benefit. Tyler suggests Virgil was 

serving the interests of his sponsor, the Roman Emperor Octavian (Augustus Caesar) by 

making his hero Aeneas appear similar to Octavian (2005, p. 152). If Tyler is correct, then 

ǘƘŜ ǿƻǊƭŘΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ !ŜƴŜŀǎ ƭŜƎŜƴŘ ƳƛƎƘǘ ƘŀǾŜ ōŜŜƴ ǎƪŜǿŜŘ ŦƻǊ ǎŜƭŦ-interest, 

and unlike Dickens, the lies were not told to achieve any big truth. 

 

In my case, the storytelling method went further than to just give a fictional 

context to true events. In order to provide context, to drive the story, to provide 

emotional context and sometimes simply to fill gaps, I invented some scenarios and 

characters from scratch, adding fictional layers to the story. At times such fictionalisation 

gave me the space to make additions to help dramatic tension. For example, there is a 

scene early in the novel, where the Greek prime minister John Metaxas shoots a 

protestor dead (Kafcaloudes 2011, pp 3-4).  This was a scene that I felt was essential for 

 
27 The Aeneid Book VI 
28 Book XI 
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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 told and acknowledged as historical fiction.  

 

 !ƴƻǘƘŜǊ ƻŦ ǘƘŜ ƴƻǾŜƭΩǎ ƛƴǾŜƴǘƛƻƴs was a scenario where Olga was sexually 

assaulted on the day the Germans entered Athens.29  Although many women were 

raped in Greece (Fagge 2015), Stambolis herself never claimed to be raped. I wrote this 

for a number of reasons: as a final motivating force for a character who was 

representative of the resistance; as symbolism of what was happening to the ancient 

capital on that day; as a device to show her personality in her response; and to give an 

example of what was happening because, as Fagge reports, these atrocities did happen. 

 

Some other 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 rape (Kafcaloudes 2011, pp 170-172). I did this to give a glimpse into how 

Olga at a particularly emotionally charged condition appeared to someone observing 

her. I had this passage immediately abutting an extract from her diary that explains how 

she felt. This contrast was useful because at this time Olga was distraught and her 

ŘƛŀǊƛŜǎ ǿƻǳƭŘ ƘŀǾŜ ōŜŜƴ ǿǊƛǘǘŜƴ ƛƴ ŀ ŦǊŀŎǘƛƻǳǎ ǎǘŀǘŜ ƻŦ ƳƛƴŘΦ .ƛƭƭΩǎ ǾƛŜǿ ƻŦ ƘŜǊ ƎƛǾŜǎ ŀ 

different aspect to the situation. 

Other scenarios had a great deal of invention because I only had the briefest of primary 

information. This included an ongoing scenario where Olga is given a house in the 

Athens suburb of Pendeli by the French ambassador (ibid., pp. 153-154). This house was 

later confiscated by the German command while Olga was in Averoff prison. The factual 

basis for this story came not only from oral history, but also from a document lodged 

with the British Ambassador in which she claimed compensation for 234 items that she 

said had been stolen from the house by the Germans, including blankets, a fur coat, car, 

boxes of cigarettes, and a meat mincer.30  This document was the inspiration for a series 

of scenarios, including Olga moving into the furnished house the French ambassador has 

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

 
 
30 See Appendix 1 ς Stambolis Claim. 
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the house when she finally returns to it after she is released from jail to find the 

Germans who had taken it over have moved out and stolen her possessions.31 

 

In addition to these invented scenarios, certain characters were also invented, 

such as a Greek priest who helps the resistance build a tunnel under an Athens church, 

and a deaf character in Greece named Nicky. This Greek Nicky, who was not based on 

any real character, was placed 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 the novel, and for me the creation of the Greek counterpart offered a tantalising 

opportunity to contrast the situation in Greece to that in Sydney. I invented this 

ŎƘŀǊŀŎǘŜǊ ǘƻ ǎƘƻǿ hƭƎŀΩǎ ƳŀǘŜǊƴŀƭ ǎƛŘŜΦ Lǘ ŀƭǎƻ ƘŀŘ ŀƴ ƛƴǘŜǊŜǎǘƛƴƎ additional benefit, in 

that it allowed me to show how disability was approached in the two countries at that 

time. 

 

Other invented characters were 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 the story I 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 positions 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 provide a contrast 

between two types of resistance leaders. While both were capable and passionate, they 

had contrasting personalities. Proteus was tough and confident, demonstrated by his 

savage murder of a suspected informant (ibid., pp. 318). Stavros was more fragile 

minded, and badly affected by the loss of a relative. As a third contrasting character, I 

invented Elias, who was enthusiastic but child-like; not at all tough; glorying in the 

killings and the successes of the underground, but certainly 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, German characters were invented, again 

 
31 These events were all also presented in the oral histories. 
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offering a range of identities to assist with the narrative. There is the German officer 

who rapes Olga, another German officer who uses the black market to enrich himself 

(ibid, pp. 253-254),  and two others who interrogate Olga in the police headquarters in 

Athens (ibid., pp. 216-219). But not all German characters were unsympathetic. There is 

a portrayal of a German man who dates Olga towards the end of the novel and helps her 

escape detection (ibid., pp. 309-312).  None of these characters are based on real 

people, except the interrogators, but since their identities are unknown, their characters 

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

 

Despite the fictional elements, I always planned for a story that would use as 

many of the available facts as possible. To do this, there were a number of rules that I 

maintained throughout the writing of these scenarios: the context needed to be as close 

to the (known) facts as possible; the scenarios could not exaggerate OlgaΩǎ story into 

that of a great war hero,32  and the scenarios could not overstate what a resistance 

operative would have done in the context of the war in Greece. The narrative had to be 

rooted in the context of what actually happened. The resistance did fight the occupiers - 

on several fronts and in many ways. At no stage could my Olga or any of the characters 

in the novel do anything that the resistance could not have done. However, to make this 

a credible work, the publication needed to clearly state that this was a work of historical 

fiction, that was no more than based on a true story. This allowed a broadening of the 

story, and the inclusion of fictional elements to help tell the story of the Greek 

experience under occupation, and of a ǿƻƳŀƴΩǎ role in that situation. 

 

The result was that the final novel was a fictional re-telling of historical events in 

Greece, Egypt and Australia while also moving backwards and forwards through a time 

period that extended from before the first world war όhƭƎŀΩǎ childhood in Egypt) to 1952 

(when Olga arrived back in Australia). I chose these movements through time to 

juxtapose the backstory with the war story, and to help explain motivations and provide 

contrasts. These backstories, and the filling of the gaps in the story were always carried 

 
32 I had no wish for this to be a hagiography. I 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. I felt as an author that a fascinating character was more fascinating when she made mistakes, 
had regrets and sometimes did not cope. 
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out while I attempted to stay honest about the nature of the work as an historical 

fiction. 

 

 

1.3 Selection of Voice in the Work: A Privileged Look 

 

Having decided to write the novel as historical fiction, the next decision made in 

the process of writing it was about its voice. Should it be written in the first or third-

person? Should I tell the story from my point-of-ǾƛŜǿ ŀǎ ƘŜǊ ƎǊŀƴŘǎƻƴΣ ŦǊƻƳ hƭƎŀΩǎ own 

point-of-view, or through an unidentified narrator? If the voice was to be one that was 

separate to hƭƎŀΩǎ or mine, I needed to decide whether the voice would be masculine, 

feminine or neutral in tone, and whether it would be detached, tending towards the 

form used in a non-fiction book.  

 

In the first few drafts of the novel the entire story was told in the third person 

ŘŜǎŎǊƛōƛƴƎ hƭƎŀΩǎ ŘŜŜŘǎ ŀƴŘ ǘƘƻǳƎƘǘǎΦ .ǳǘ ǘƘŜ ǿǊƛǘƛƴƎ ŘƛŘ ƴƻǘ ǊƛƴƎ ǘǊǳŜΦ Lǘ ōŜŎŀƳŜ ƘŜŀǾȅ 

on description, and thin on connection with the protagonist. One publisher gave verbal 

ŦŜŜŘōŀŎƪ ƻƴ ŀƴ ŜŀǊƭȅ ŘǊŀŦǘΣ ǎŀȅƛƴƎΥ ΨǿŜ (as in the readers) ŘƻƴΩǘ ǊŜŀƭƭȅ ƪƴƻǿ Ƙƻǿ ǎƘŜ 

ŦŜŜƭǎΩΦ !ǎ ǘƘŜ ǇǊƻŎŜǎǎ ŎƻƴǘƛƴǳŜŘΣ I decided that the text needed to be more inside Olga 

{ǘŀƳōƻƭƛǎΩ thoughts as she dealt with the many emotionally conflicting events around 

her. At different times she had to deal with self-doubt, guilt, fear, anger and possibly 

mental illness. For the novel to connect with the audience, the reader needed to 

connect with Olga herself. The challenge was how to make this connection happen. I 

then started exploring a first-person narrative: activating her own voice and having Olga 

talk directly to the reader.  

 

First-person exposition is not new in novel writing. Works as diverse as 

FitzƎŜǊŀƭŘΩǎ The Great Gatsby ŀƴŘ 9Ƴƛƭȅ .ǊƻƴǘŜΩǎ Wuthering Heights are presented in 

first person, with the narrator being one of the more minor characters in the book. 

Telling the story in this way through a secondary character can risk a sense of 

detachment because it is inherently descriptive; the central characters do not reveal 

thoughts or deeds unless talking with the narrator or doing something within the view of 

that narrator. This kind of narration by a secondary character was not an option for me 
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anyway because there was no other character in the story who could see all that was 

happening to Olga ŀƴŘ ŘŜǎŎǊƛōŜ ƛǘ ǘƻ ǘƘŜ ǊŜŀŘŜǊΦ ¢ƘŜ ƴŀǘǳǊŜ ƻŦ ƳǳŎƘ ƻŦ hƭƎŀΩǎ ǊŜǎƛǎǘŀƴŎŜ 

work was solitary. Only she witnessed all of it. Hence, I decided the only effective voice 

for the work would be through a first-person narrator: Olga Stambolis herself.  

 

This led to consideration of the best way for Olga to tell her story. She could be a 

detached observer of her own story, but to do so would mean she would need to be the 

person leading the reader through the story, the conductor of the journey, and an 

impartial explainer of events. This is not what I wanted of OlgaΩǎ ŎƘŀǊŀŎǘŜǊ. I wanted to 

show her with her failings and doubts and problems. I did not want detachment. I 

wanted her reactions, even the unreasonable ones. I 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 assessed as reasonable or 

unreasonable, and fair or unfair. She could not be an unaffected observer because 

everything that happens to her in this story affects her. 

 

This led me to choose to have Olga tell us her story through the most personal of 

methods: in personal diaries. This is a device that has been used many times, for 

example in .ǊƛŘƎŜǘ WƻƴŜǎΩǎ 5ƛŀǊȅ (Fielding 1996), the protagonist speaks to the reader 

through a near-daily diary, although it might be argued that the writing was less a diary 

than a simple 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 script-like than diary style: 

 

άΨ²ƘƻΩǎ WǳƭƛŜ 9ƴŘŜǊōȅΚΩ 

Ψ¸ƻǳ ƪƴƻǿ WǳƭƛŜΣ ŘŀǊƭƛƴƎΗ aŀǾƛǎ 9ƴŘŜǊōȅΩǎ ŘŀǳƎƘǘŜǊ 

WǳƭƛŜΗ ¢ƘŜ ƻƴŜ ǘƘŀǘΩǎ Ǝƻǘ ǘƘŀǘ ǎǳǇŜǊ-dooper job at 

!ǊǘƘǳǊ !ƴŘŜǊǎƻƴΧΩ 

ΨaǳƳΧΩ 

Ψ!ƭǿŀȅǎ ǘŀƪŜǎ ƛǘ ƻƴ ƘŜǊ ǘǊƛǇǎΧΩ 

ΨL ŘƻƴΩǘ ǿŀƴǘ ŀ ƭƛǘǘƭŜ ōŀƎ ǿƛǘƘ ǿƘŜŜƭǎ ƻƴΦΩ 

 (Fielding 1996, p. 27). 
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For Someone ElseΩǎ War, I wanted the diary to be more personal than this, and 

not simply a narrative device. hƭƎŀΩǎ diary must have all the elements of a real diary: an 

opening of her heart that makes the reader a confidant to her secrets. The literary 

device of a fictional diary as presented in Someone 9ƭǎŜΩǎ War gave scope to revealing 

secret thoughts that Olga may never have intended anyone to know about. In other 

words, the reader is getting a privileged look. In places the diary is written almost as 

letters to her eldest daughter Nellie. Olga is telling her daughter all her secrets. 

Obviously as an undercover operative, she would not have been able to send actual 

letters from occupied Greece. These parts of the diaries were written as direct 

communication between mother and daughter, although the daughter would never see 

them, and the mother probably intended for her never to see them. These diary entries 

are hƭƎŀΩǎ imagining of a one-way conversation with her daughter, a conversation where 

she admits guilt, confesses her shortcomings and says things that she might never really 

say to her daughter face-to-face. These conversations are perhaps no more than a 

comfort to Olga herself. 

 

The diaries are also central to the storytelling because they not only explain what 

is happening, but they give hƭƎŀΩǎ slant on the events and her reactions to them, so 

these invented diaries allow scope for more of the storytelling beyond her own thinking. 

They can weave in contemporary accounts and oral histories. At one point the diary 

becomes a plot device when she is arrested by the police and the diaries come close to 

being discovered (Kafcaloudes 2011, p. 185).  If found, the diaries would be evidence of 

her resistance work and would also lead to the discovery of the underground and its 

operations. These diaries were never to be discovered by the German occupiers because 

this would change the truth of her story and indeed, the history of hƭƎŀΩǎ own story. For 

this reason, I had to ensure that the diary must not itself affect the way hƭƎŀΩǎ story 

developed. 

 

¢ƘŜǎŜ ŦƛŎǘƛƻƴŀƭ ŘƛŀǊƛŜǎΣ ƳŀŘŜ ƛƴ hƭƎŀΩǎ ǾƻƛŎŜΣ were the most difficult of the 

elements in the book. It required writing in the voice of a woman who lived in a different 

era33  to that of me as the author, and who was a part of a culture which was foreign to 

 
33 1921-1943. 
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me,34  whose background included speaking English as a second or third language, who 

was living in a country under repression (Greece under a dictatorship), in a period of war 

(which I have never experienced); and whose voice I had never heard.  

 

The choice to write these diaries was to prove valuable later when it came time 

ǘƻ ŎƻƴǾŜǊǘ ǘƘŜ ƴƻǾŜƭ ƛƴǘƻ ŀ ǇƭŀȅΣ ōŜŎŀǳǎŜ ƘŀǾƛƴƎ ŦƻǳƴŘ hƭƎŀΩǎ ǾƻƛŎŜ ŦƻǊ ǘƘŜ ŘƛŀǊƛŜǎΣ I had  

now had some basis for the voice for the play Lady of Arrows. The diary entries are 

necessarily told in first-person. The other parts of the story (explained below in 1.4) are 

told in the third person. 

 

 

1.4 Deciding on the breadth of the story 

 

The next choice in the writing of the work was to decide how much to include. 

¢ƘŜ ǎǘƻǊȅ ŎƻǳƭŘ ƘŀǾŜ ōŜŜƴ ŀǎ ƴŀǊǊƻǿ ŀǎ hƭƎŀΩǎ ǇŜǊǎƻƴŀƭ ǎǘƻǊȅ ƻŦ ƘŜǊ ǘƛƳŜ ƛƴ DǊŜŜŎŜ ƛƴ 

the war as told through her diaries, or it could be broadened to incorporate the events 

affecting other people including her family. 

 

 1.4 (a) Whether to include the Australian side  

 

My original idea was for this to be a story about Olga Stambolis the spy, with the 

story restricted to events in Greece during the war. But as the writing process continued, 

I felt the events affecting her children in Australia became essential to understanding 

hƭƎŀΩǎ ǎƛǘǳŀǘƛƻƴΦ IŜǊ ŦƻǳǊ ŎƘƛƭŘǊŜƴ ǊŀƴƎŜŘ ƛƴ ŀƎŜ ŦǊƻƳ ŜƛƎƘǘ ǘƻ ŦƻǳǊǘŜŜƴ ŀǘ ǘƘŜ ǎǘŀǊǘ ƻŦ 

the novel in 1936 when Olga left the family. The children, particularly Nellie, suffered 

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, Jean. As explained in 

1.1, when Olga is not heard from during the war years, her husband Michael has her 

declared dead and marries his shop assistant Jean who becomes a de facto mother to 

hƭƎŀΩǎ children, and bears two children to Michael. During the war, some of the children 

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

 
34 Greece and Egypt in the early twentieth century, as well as inter-war 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 family at this time. If the novel was to consist simply of her 

fictionalised diaries, none of this Australian part of the narrative could be included, and I 

did want to include it. This Australian side is dramatic, and provides a contrast to what is 

happening to Olga. To be a character that engenders sympathy from the reader, Olga 

will have to show how she never stopped caring about her children. To have her wonder 

about her children means the story would need to provide the answers. This Australian 

side of the story provides these answers. Without it, a reader may well have too many 

unanswered questions. Because of this I decided to include events in Australia both 

ōŜŦƻǊŜ ŀƴŘ ŘǳǊƛƴƎ ǘƘŜ ǿŀǊΣ ǎǳŎƘ ŀǎ hƭƎŀΩǎ ǇǊŜ-war marital breakdown; the relationship 

ŀƴŘ ŜǾŜƴǘǳŀƭ ƳŀǊǊƛŀƎŜ ƻŦ ƘŜǊ ƘǳǎōŀƴŘ ǿƛǘƘ WŜŀƴΤ ŀƴŘ ƻƴŜ ƻŦ hƭƎŀΩǎ ǊŜǎŎǳŜŘ ŦƭȅŜǊǎ 

coming to the family ship in Ultimo in Sydney to pass on a message from her.35 

I decided the Australian side of the story would need to include more than just 

the activities of the husband and children, but the context of events in Australia, 

especially insoŦŀǊ ŀǎ ǘƘŜȅ ŀŦŦŜŎǘŜŘ hƭƎŀΩǎ ŎƘƛƭŘǊŜƴΦ It shows the war had also come to 

Australia. Two major contextual events relevant to the story were: 

¶ the Japanese mini-submarine firing a torpedo in Sydney Harbour on the 

31st of May 1942, and 

¶ the first bombing of Darwin ten weeks earlier on the 19th of February 

1942. 

Both these events were included in the novel to heighten tension for the reader 

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 passages fǊƻƳ ǘƘŜ ƳƻǘƘŜǊΩǎ ŘƛŀǊȅ 

to those of Nellie, making this novel a conversation of sorts. Eventually I decided against 

 
35 This is a true event ǿƘƛŎƘ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ŦŜǿ ŎƻǊǊƻōƻǊŀǘƛƻƴǎ ƻŦ hƭƎŀΩǎ ŎƭŀƛƳǎ. It is depicted in Kafcaloudes 
2011, pp 328-329. 
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this idea. Although Nellie was a child and it would have been ŦŀǎŎƛƴŀǘƛƴƎ ǘƻ ƎƛǾŜ ŀ ŎƘƛƭŘΩǎ 

view of the situation, some of the action in Australia would not be available to her eyes. 

{ƘŜ ǿƻǳƭŘ ƴƻǘΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ƪƴƻǿ ǿƘŀǘ ǿŀǎ ƘŀǇǇŜƴƛƴƎ ƛƴ ƘŜǊ ŦŀǘƘŜǊΩǎ ōŜŘǊƻƻƳ ōŜƘƛƴŘ 

closed doors. She would also not be able to share the details 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 the novel 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 

!ƭǘƘƻǳƎƘ hƭƎŀΩǎ ŘƛŀǊƛŜǎ ŎƻǳƭŘΣ ǘƻ ŀ ŘŜƎǊŜŜ, give an overview of the events in 

Greece, there would be things that she would not see, and I felt that context required 

these events be depicted. I wrote several scenes in third-person to reflect these events. 

 

The first was the midnight visit by Italian Ambassador Count Grazzi to Greek 

Prime Minister John Metaxas to give an ultimatum to allow Italian troops to cross 

Greece, or be invaded (ibid., pp. 141-144).36  Apart from setting context for the events to 

follow, the depiction of this meeting constitutes an important plot device: it gives a 

ǎŜƴǎŜ ƻŦ aŜǘŀȄŀǎΩ ŎƘŀǊŀŎǘŜǊΦ Lǘ ƛǎ ŀ ŎƘŀǊŀŎǘŜǊƛǎŀǘƛƻƴ ǘƘŀǘ ƴŜŜŘŜŘ ǘƻ ŎƻƳŜ ǘƻ ƭƛŦŜ in order 

for readers to see why the resistance changed from fighting against the fascist Metaxas 

to being supportive of him. Over the course of 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 fellow insurgents could so suddenly switch positions from 

resistance to the Metaxas government to a resistance against the Axis powers. The 

Metaxas-Grazzi meeting was fictionalised to include ŜƳƻǘƛƻƴŀƭ ŎƻƴǘŜȄǘΥ aŜǘŀȄŀǎΩ ŀƴƎŜǊΤ 

DǊŀȊȊƛΩǎ ŜƳōŀǊǊŀǎǎƳŜƴǘΤ and the evaporation of the underlying camaraderie between 

the two men who, within hours, would become enemies. 

 

 
36 ¢Ƙƛǎ hŎǘƻōŜǊ нуΣ мфпл ƳŜŜǘƛƴƎ ŜƴŘŜŘ ƛƴ aŜǘŀȄŀǎΩ ǊŜŦǳǎŀƭ ǘƻ ŀƭƭƻǿ Lǘŀƭȅ ƻƴǘƻ DǊŜŜƪ ǎƻƛƭΣ ǿƘƛŎƘ ƭŜŘ ǘƻ 
Italy invading several hours later. Greece resisted and forced the Italian soldiers back into Albania in a 
majoǊ DǊŜŜƪ ǾƛŎǘƻǊȅΦ Lǘ ƛǎ ǎǘƛƭƭ ŎŜƭŜōǊŀǘŜŘ ŜǾŜǊȅ ȅŜŀǊ ŀǎ άhȄƛ 5ŀȅέ όάbƻέ Řŀȅύ [see Chapter 2: Literature 
Review for a discussion on the relevance of the Grazzi-aŜǘŀȄŀǎ ƳŜŜǘƛƴƎ ǘƻ hƭƎŀ {ǘŀƳōƻƭƛǎΩ ǎǘƻǊȅϐ. 
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Another scene was about the deportations of Greek Jews to concentration camps 

outside of Greece. In the novel, Olga is sent to gather intelligence on these deportations 

(ibid., pp. 321-324).  There is no evidence that Olga Stambolis went to the north of 

Greece during the war. There is no evidence that she witnessed the deportations of 

Greek Jews. While not directly impacting on the story, these deportations were 

happening in northern Greece and may not have been as widely known as other 

atrocities against Jewish Europeans.37  This section reveals this horror, provides added 

motivation for the Olga character and gives us further insight into her reactions. I felt it 

was an inclusion that had value for the narrative. 

 

A third scene showed the unprovoked blowing up of the Greek warship Elli by the 

Italians (ibid., pp. 137-138).  I considered this part of the pre-invasion story to be 

important because it provoked the Greek government into preparing for war.38  It also 

gave context for the Metaxas-Grazzi meeting which took place two months later. 

Using this mix of first-person diaries and third-person external eyes, Someone 

9ƭǎŜΩǎ ²ŀǊ allow its characters to reveal their own humanity, while the narrated parts 

brought in wider elements of human behaviour: how people act under duress; why 

some act altruistically while others will use the situation for personal gain; how a war 

can destroy lives but also give a chance for people to find their purpose in life. In this 

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 

that almost led ǘƻ hƭƎŀΩǎ ƻǿƴ ŘŜŀǘƘΦ 

 
 

 1.5 The Dangers of Invention 

 

Chapter 2 - the Literature Review - discusses possible problems with this 

fictionalisation approach and leads to the main interlocked questions posed by me in 

this exegesis: Is fictionalisation of true stories valid? Is it possible that this fictionalisation 

 
37 One ABC broadcaster told me that he had not known about the Greek holocaust until he had read about 
it in the novel [see the final page of Chapter 2: Literature Review for more detail]. 
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ŎƻǳƭŘ ŘŀƳŀƎŜ ǎƻŎƛŜǘȅΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ ƘƛǎǘƻǊȅΚ This is an issue that is magnified in the 

adaptation into a play, particularly with the introduction of a theatrical creative team.  

 

In the Literature Review I will expand on this issue to include a discussion of how 

other authors - from Homer to Hugh Walpole to Tim Rice - have fictionalised ς or told 

little lies - to aid their storytelling. Shakespeare too invented dialogue and facts for all his 

major characters - Richards II and III; Henrys IV, V, VI and VIII; King John; and Pericles. It 

was not just in his histories that Shakespeare invented. In his dramas he also gave 

imagined dialogue to real characters such as Antony & Cleopatra and Julius Caesar. The 

ancient writers, Hesiod, Virgil and Herodotus, similarly used surmise and invention, as 

did the Greek playwrights Euripides, Aeschylus and Sophocles. However, unlike 

{ƘŀƪŜǎǇŜŀǊŜΩǎ ƘƛǎǘƻǊƛŜǎ, my writings are not comprised of new takes on an established 

and well-ƪƴƻǿƴ ǎǘƻǊȅΦ hƭƎŀ {ǘŀƳōƻƭƛǎΩ ǎǘƻǊȅ ƛǎ ǘƻƭŘ ŦƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ ƛƴ {ƻƳŜƻƴŜ 9ƭǎŜΩǎ 

War and subsequently Lady of Arrows. Since my character of Olga is the only one in 

existence, a major question for me was: how could I write a work that paid due respect 

to the true facts of her legacy and not portray her as a character that may have been 

very different to how she was? This was especially an issue for me because I never knew 

her, and my painting of her character in the novel and the play was largely my own 

construction ς a best guess based on the information I had been given, but still a best 

guess. 

 

The Literature Review also examines adaptation theory specifically, but not 

exclusively, relating to adaptations of historical novels into theatrical works. Although 

this exegesis is about adapting the existing novel into a play, I considered the decision-

making process I have just outlined about the writing of the source novel to be 

important because some of the major writing decisions made in regard to my novel 

{ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ were carried through to the writing of the play Lady of Arrows. 

 
 

1.6 The Conversion of a Novel into a Play 

 

After the publication of {ƻƳŜƻƴŜ 9ƭǎŜΩǎ War, I considered how this story could 

work as live performance theatre. The reason live performance attracted me for the 

telling of hƭƎŀΩǎ ǎǘƻǊȅ ǿŀǎ because it presented the opportunity to bring Olga to life for 



 

Going the Way of the Ancients: Phil Kafcaloudes 

 

25 

an audience, and to have an actor interpret and highlight elements of this character 

more than I could in the confines of the written words in a novel. As explained earlier in 

this introduction, for the most part in the novel, I have Olga tell her story in a 

fictionalised diary, allowing her to talk directly to the reader. The tantalising prospect of 

a play was the fact that it could take this personal communication one step further: Olga 

herself could talk to an audience. With this in mind, the original conception was for this 

to be an intimate one actor play, with the actor playing Olga to be the only person on 

stage, and the other characters being voices from offstage. By the time I completed the 

post-workshop script in 2019, this changed to a three-actor play,39  but intimacy was still 

essential for the success of the writing of such a personal story. Therefore, despite 

having other actors on stage with her, the protagonist Olga often spoke directly to the 

audience, explaining herself, her actions, or her justifications. 

 

Chapter 3 ς From Novel to the Play is the substantive part of this exegesis which 

contextualises this playwriting journey as research. It follows the process of writing the 

play from early 2017 until the production of a post-workshop draft in late 2019. This 

chapter looks at the decisions that led to the final construction of Lady of Arrows. This 

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 process, and the developments 

that occurred at each stage of this timeline. 

 

In that chapter, particular attention is paid to dramatic needs as the story is 

converted into a work for the stage. It examines what I needed to do in changing the 

mode of storytelling from book to play [3.1], the need to restructure the story to make 

the play more dramatically effective for a live audience [3.1 (a)], the need ŦƻǊ hƭƎŀΩǎ 

voice to be changed into one suitable for direct conversation with the audience [3.1 (c)], 

and the consideration of the needs of a staged production and the requirement for 

collaboration with a creative team [3.1 (a)]. The title of the work was also changed 

several times during the writing process. A rationale for the final decision about the 

name is explained in 3.1 (i) Giving the play a name. Stick with the old? 

 

 
39 The reasons for this significant change are outlined in Chapter 3.1 (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 method and style needed to be 

changed for this to succeed as a stage production. In a novel the author can paint a 

scene and the reader has no other influence in terms of response but the words on the 

page and their own imagination. In a live performance, however, there is much more 

information imparted to the audience with choices made by an entire artistic team 

which decides the direction, acting, use of sound, scenery and lighting. Furthermore, the 

performance of the actor can inform by intonation, movement and gesture. It is not so 

much that the written words are spoken, but the way the words are spoken and how the 

actor expresses them physically that will determine what is conveyed to the audience. 

This process obviously does not apply to ǘƘŜ ŀǳŘƛŜƴŎŜΩǎ ǊŜŎŜǇǘƛƻƴ ƻŦ novels. 

 

To look at these issues, I examined other plays, many of them about historical 

figures. I made a study of the methodologies used in those plays to help in the 

preparation of Lady of Arrows. I examined and considered the techniques used by these 

other playwrights, particularly in plays where true stories are told in a fictional context.40  

I did not limit the comparisons to play scripts, but also screenplays that had similar 

thematic or stylistic choices. There is a particular focus on a number of ancient Greek 

texts (IƻƳŜǊΩǎ The Odyssey ŀƴŘ IŜǊƻŘƻǘǳǎΩ The Persian Wars). From these works there 

were techniques that playwrights have been using since the first plays were recorded (or 

at least, the oldest plays that have survived). Also in this comparison with Lady of Arrows 

are six recent plays (Greek Goddess, I Am My Own Wife, Resident Alien, Heroes of Past & 

Present, The Testament of Mary and The Good Muslim Boy), and a screenplay (The Lives 

of Others).41 

 

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 process, where these 

 
40 The issues raised by these comparison works and how they affected the writing of Lady of Arrows are 
discussed in Appendix 3 ςOther Works (and Personal Responses). 
41 These other works were chosen by me, and some on the advice of my supervisors Professor Christopher 
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 works helped inform me of broader ways of writing this play and extended the 

palette of writing styles and concepts for me to draw upon.42 

 

I also carried out a fieldwork trip 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. These facts include 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 

ǊŜǎƛǎǘŀƴŎŜ ŀƴŘ Ƴŀȅ ƘŀǾŜ ŦƻǳƴŘ Ƴȅ ƎǊŀƴŘƳƻǘƘŜǊΩǎ Ǌesistance cell.43 

 

In summary, 3.1 explains the following elements of the adaptation into a play: 

- the approach to writing Lady of Arrows;  

- the logic behind the changes made from {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ source material; 

- the reasoning for the final choices made in the final play draft;  

- how the decisions were necessary to tell this story as a 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 the decision to change the format from a one-

woman play into a play for three actors); 

- the way the story is presented to the audience: a discussion of point-of-view. 

 

The final part of the development process was a workshop of the play at the 

RMIT University television studio in Melbourne in January 2019 with three actors and a 

director. In 3.2 The Workshop I 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 resolutions are in 3.2 (a) to (j). These changes 

varied from minor, such as point-of-view being changed for a short scene [3.2 (g)], to 

some more substantial modifications including the deletion of characters [3.2 (b)], 

 
42 The details of the plays and a fuller examination of the issues raised by them is included in Appendix 3 ς 
Other Works (and Personal Responses). 
43 The Bouboulina Cell founded by war heroine Lela Carayannis. The detailed findings of this trip are 
outlined in Appendix 4 ς The Greece Research Trip. 
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changing the sex of one character [3.2 (c)], and action added to aid the storytelling [3.2 

(f)]. There is also discussion of whether an interval was needed [3.2 (d)]. 

 

I decided to end the playwriting process after the workshop because this was the 

effective end of the ǇƭŀȅΩǎ development process. As I explain in chapter 4, the workshop 

director told me at the end of the workshop that he 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 and in the end a theatre company may 

put its own imprint on the script, with its creative team adding further layers of 

interpretation; others may want to have it undergo further development. It is an 

arbitrary process from here, a process dependent on others. For these reasons, I 

considered the script produced in the months after the workshop to be an appropriate 

and productive place to stop the substantive writing process. As I explain in the 

conclusion, there may be an area of further research with the process of getting the play 

to an audience, but that is beyond the scope of this exegesis. I did 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. 

 

The conclusion to this exegesis gives a brief summary of what I gained from this 

PhD process, from where I started with a first draft to the final version of the play 

presented at the end of the January 2019 workshop. In the conclusion I note that the 

final play was substantially different from the first draft I had already written at the start 

of the PhD process. By outlining these insights and the rationale for the script changes 

and improvements, this exegesis offers these developments to the scholarly world so 

that others working in the field of adaptation or historical non-fiction may also benefit 

from my research and playwriting journey. As this exegesis is part of a practice-based 

PhD the conclusion also provides the equivalent of tƘŜ ΨŦǳǘǳǊŜ ǊŜǎŜŀǊŎƘΩ ǎŜŎǘƛƻƴ ƻŦ ŀ 

traditional thesis, looking at where the play may go from here: what opportunities there 

are for further development of Lady of Arrows, including possible opportunities for the 

script to be staged, both within Australia and internationally. There is also discussion 

about whether the story could be further developed by adapting it for other media, 

particularly film or television. Finally, following 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 further studies or explorations of the topic. 
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Chapter 2: Literature Review 

 

 

Art lies in concealing art - Ovid 

 

This chapter serves as a contextual scene-ǎŜǘǘŜǊ ŦƻǊ ǘƘŜ ƴŜȄǘ ŎƘŀǇǘŜǊΩǎ 

explanation of the adaptation of the novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ into the play Lady of 

Arrows. It begins with a discussion of adaptation theory and the issues that may occur 

when attempting to change the storytelling modality from the written form of a novel 

ƛƴǘƻ ǘƘŜ ǎǘŀƎŜΩǎ ƻǊŀƭ ŀƴŘ ǇƘȅǎƛŎŀƭ ƳŜŘƛǳƳΦ Lǘ ǿƛƭƭ ŜȄŀƳƛƴŜ ǘƘŜ ǇŀǊǘƛŎǳƭŀǊ ǊŜǉǳƛǊŜƳŜƴǘǎ ƻŦ 

adapting historical fiction, and discusses the range of adaptation methods, a 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, a stage adaptation of a non-fiction story necessarily brings in elements 

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 

chapter also presents a contemporary critical discourse about telling true stories 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 I consider 

misrepresentation. By this I mean a situation where the author has, wittingly or 

unwittingly, asserted their writing to be history, when it (or parts of it) was historical 

fiction. I will maintain that there is nothing wrong with invention to aid storytelling, as 

long as the reader or audience understands that what they are reading or watching is 

not strictly factual. 

 

This leads on to the central question in the adaptation of true stories: with my 

ƎǊŀƴŘƳƻǘƘŜǊΩǎ ǎǘƻǊȅ ōŜƛƴƎ ǿǊƛǘǘŜƴ ŀǎ ŀ ǇƛŜŎŜ ƻŦ ƘƛǎǘƻǊƛŎŀƭ ŦƛŎǘƛƻƴ ǳǎƛƴƎ ƛƴǾŜƴǘŜŘ 

elements, if people believed these tales to be absolutely factual, would their knowledge 

of history be damaged? This Literature 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 thousand years later, these issues informed my writing of Someone 

9ƭǎŜΩǎ ²ŀǊ and subsequently Lady of Arrows. It should be noted that I mean by this 
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invention not only whole scenes and incidents, but also more subtle deviations from fact 

such as dialogue, thoughts, expressed motivations and emotions. All of these kinds of 

invention are present in the writings of Herodotus, the man credited with writing the 

ǿƻǊƭŘΩǎ ŦƛǊǎǘ ŦƻǊƳŀƭ ǿƻǊƪ ƻŦ ƘƛǎǘƻǊȅΦ44  The ancient Greeks generally invented stories 

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 figures from 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 characters in The Iliad may have been 

entirely invented by Homer. He suggests this character, the Trojan hero Hector was 

created by Homer because the alternative character of Paris, who had taken Helen from 

her husband, was not an ideal hero for the Trojans: 

 

άtŀǊƛǎ ǿŀǎ ǘƘŜ ǘǊŀŘƛǘƛƻƴŀƭ ƭŜŀŘŜǊ ŀƴŘ ŎƘŀƳǇƛƻƴ ƻŦ ǘƘŜ 

Trojans, but for moral reasons could not be made the 

protagonist in the poem. 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 Iliad; without Homer there 

would have ōŜŜƴ ƴƻ ǘǊŀŘƛǘƛƻƴ ƻŦ IŜŎǘƻǊέ όмфнмΣ p. 236). 

 

If Scott is correct, this changes the story in a big way. The battle between Achilles 

and Hector is one of the climaxes of The Iliad. Without Hector, this battle between two 

worthy representatives of the Greeks and Trojans would not have taken place. If Homer 

could invent such a major character, how much else ς what other little lies ς exist in his 

work? We will probably never know. 

 

First though, we will look at adaptation and the theory behind it. Hutcheon 

admits that defining adaptation is a difficult task because the term refers to both the 

ǇǊƻŎŜǎǎ ƻŦ ŎǊŜŀǘƛƻƴ ŀƴŘ ǘƻ ǘƘŜ ŜƴŘ ǇǊƻŘǳŎǘ ƻŦ ǘƘŀǘ ǇǊƻŎŜǎǎ όнллсΣ ǇΦ мрύΦ ¢Ƙƛǎ ŘƻŜǎƴΩǘ 

mean that adaptation cannot be defined, rather Hutcheon may be suggesting that it 

 
44 IŜǊƻŘƻǘǳǎΩ Histories, originally written in Ionic Greek in 440 BC. Translated by Macauley, 2012. 
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may be difficult to make a definition that is not unwieldy. We may be able to simplify the 

task if we only attempt to make a definition that is appropriate to my own work, that is, 

in the context of a theatrical adaptation of a novel. 

 

[ŀŜǊŀ ǎǳƎƎŜǎǘǎ ŀŘŀǇǘŀǘƛƻƴ ƛǎ άŀ ǎȅƴƻƴȅƳ ƻŦ ŀǇǇǊƻǇǊƛŀǘƛƻƴΣ ōŜŎŀǳǎŜ ƛǘ ƛǎ ǘƻo 

ǇǊƻōƭŜƳŀǘƛŎ ǘƻ ŘǊŀǿ ǘƘŜ ƭƛƴŜ ōŜǘǿŜŜƴ ŀ ΨŦŀƛǘƘŦǳƭ ŀŘŀǇǘŀǘƛƻƴΩ ŀƴŘ ŀƴ ΨǳƴŦŀƛǘƘŦǳƭ 

ŀǇǇǊƻǇǊƛŀǘƛƻƴΩέ όнлмпΣ ǇΦ рύΦ Without wishing to delve into a set of Russian dolls of 

definitions within definitions, to understand Laera we must define appropriation, 

particularly in the theatrical adaptation sense. Where Saggini argues that appropriation 

and adaptation are interchangeable terms (2016, p. 94), Sanders draws a line between 

the two, arguing that a theatrical adaptation may be considered a re-reading of the 

original which may, as might be the case with WŀƳŜǎ WƻȅŎŜΩǎ 1922 (admittedly literary) 

adaptation of The Odyssey, be removed to a new cultural context (Sanders 2015, p. 2). 

With appropriation, however, Sanders argues it may differ from adaptation in that it 

άŦǊŜǉǳŜƴǘƭȅ ŀŘƻǇǘǎ ŀ ǇƻǎǘǳǊŜ ƻŦ ŎǊƛǘƛǉǳŜΣ ŜǾŜƴ ŀǎǎŀǳƭǘέ (ibid., p. 4). She goes on to 

explain that this ΨcritiqueΩ or ΨassaultΩ can occur because the appropriator is not bound 

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

either a positive or a negative way. As we will see ǿƛǘƘ aŎDƛōōƻƴΩǎ ŀǊƎǳƳŜƴǘ later in 

this chapter, there need not be much of this kind of appropriation in an adaptation. The 

original text may be no more than the inspiration for the adaptation, as was the case 

with JoyceΩǎ 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 characterǎ ōŀǊŜƭȅ ǊŜŎƻƎƴƛǎŀōƭŜ ǘƻ ǘƘŜ ƻǊƛƎƛƴŀƭΦ Lƴ WƻȅŎŜΩǎ ŎŀǎŜ The Odyssey provided 

little more than a story idea and some themes. Thus Joyce gives us a bottom edge of our 

adaptation definition, where the only appropriation was of a concept of a man battling 

some daily obstacles as he journeys through 1930s Dublin. Even the obstacles were not 

particularly brutal: there were certainly no one-eyed, man-eating giants in Ulysses. In 

this appropriation, perhaps he is doing no more or less than a modern playwright 

drawing an ancient myth to enliven the story of a twentieth century hero. In this context 

it should be remembered that Homer was not the inventor of his stories about Achilles, 

Odysseus, Agamemnon or Menelaus. He took existing oral histories, and the characters, 

and put them into epic poetry (while perhaps adding the odd Hector). He was, by the 
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definitions offered above, an adaptor, and perhaps also an appropriator because he 

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

 

By the time Sanders, Hutcheon and Saggini wrote their papers, adaptation from 

novel to stage was a common event. In preceding decades there had been many such 

ŀŘŀǇǘŀǘƛƻƴǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ǘƻ ǘƘŜ ƳǳǎƛŎŀƭ ǘƘŜŀǘǊŜ ǎǘŀƎŜΣ ƛƴŎƭǳŘƛƴƎ Lŀƴ CƭŜƳƛƴƎΩǎ ŎƘƛƭŘǊŜƴΩǎ 

book Chitty Chitty Bang Bang,45  tΦ[Φ ¢ǊŀǾŜǊΩǎ Mary Poppins46 (via a film adaptation first), 

¢Φ{Φ 9ƭƛƻǘΩǎ Old Possum's Book of Practical Cats (1939) which became the basis of the 

Andrew Lloyd-Webber musical Cats,47  and Jesus Christ Superstar 48  which was an 

ŀŘŀǇǘŀǘƛƻƴ ōȅ ²ŜōōŜǊ ŀƴŘ ƭȅǊƛŎƛǎǘ ¢ƛƳ wƛŎŜ ƻŦ ǘƘŜ .ƛōƭŜΩǎ ƎƻǎǇŜƭǎ ǿƛǘƘ ŀ ƎǊŜŀǘ ŘŜŀƭ ƻŦ 

dialogue invention, as was Godspell.49  wƻŀƭŘ 5ŀƘƭΩǎ ƴƻǾŜƭ Matilda was adapted into a 

film in 1996, and subsequently into a stage musical by Australian composer Tim 

Minchin.50  However there is always the possibility that musical theatre adaptation may 

represent a passing fad, much in the way that film musicals were popular in 1940s and 

мфрлǎ IƻƭƭȅǿƻƻŘΦ Lǘ ŎŀƴΩǘ ōŜ ŎŜǊǘŀƛƴ ǘƘŀǘ ƳǳǎƛŎŀƭ ŀŘŀǇǘŀǘƛƻƴǎ ƻŦ ƴƻǾŜƭǎ ǿill still be 

happening in thirty years. It will depend on audience taste. Thus the definition of 

adaptation may change. University of Chicago researcher Mark BrokenshireΩǎ ŘŜŦƛƴƛǘƛƻƴ 

of adaptation allows for a range of sources: 

 

ά/ƻƴǎƛŘŜǊ ŀ ǇǊƻǇŜǊǘȅ ǎǳŎƘ ŀs Star Trek, which began as 

a failing television program, but survived extinction 

through adaptation into other media such as animated 

television, comic books, novels and feature films, 

before returning to television and commencing the 

cycle again. Since 1966, Star Trek has leapt back and 

forth from medium to mediumέ (2019). 

 

 
45 First produced at the London Palladium in April 2002. 
46 First produced in Bristol and London in 2004. 
47 First ǇǊƻŘǳŎŜŘ ƻƴ [ƻƴŘƻƴΩǎ ²Ŝǎǘ 9ƴŘ ƛƴ мфум ǿƛǘƘ ŀŘŘƛǘƛƻƴŀƭ ƭȅǊƛŎǎ ōȅ wƛŎƘŀǊŘ {ǘƛƭƎƻŜ ŀƴŘ ¢ǊŜǾƻǊ bǳƴƴΦ 
48 First produced on Broadway in October 1971. 
49 First produced off-Broadway in May 1971. 
50 First produced as Matilda, A Musical in Stratford-upon-Avon by the Royal Shakespeare Company in 
December 2010. 

https://lucian.uchicago.edu/blogs/mediatheory/keywords/television/
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Just as the source may be comics, film, play, books, history, poems or indeed oral 

history, Brokenshire suggests the final adaptation may also be comprised of any of these 

media, or as we have seen with the Marvel universe, even more diverse media forms 

(film, animation, comics, animated storybooks, audiobooks). In effect, the sky is the limit 

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

An examination of the range of adaptations of IƻƳŜǊΩǎ The Odyssey reveals just 

Ƙƻǿ ōǊƻŀŘ ŀŘŀǇǘŀǘƛƻƴǎ Ŏŀƴ ōŜΦ IƻƳŜǊΩǎ ǿƻǊƪ ǿŀǎ ǿǊƛǘǘŜƴ ƛƴ an epic poem of more than 

twelve thousand lines divided into twenty-four books, all written in a dactylic 

hexameter.51  We should note that although it was an epic poem and was written in 

hexameter, it was not like the poems we know today. The Odyssey was not bound in a 

book and published in the 7th century BCE. It was most likely performed and sung before 

an audience before the poetry was written down, 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 types: transposition, analogy and 

transformation.52  These methods cover the range of adaptation from making minor 

ŎƘŀƴƎŜǎ όǎŜŜ ōŜƭƻǿ ŦƻǊ ǘƘŜ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ²ƻƭŦƎŀƴƎ tŜǘŜǊǎŜƴΩǎ ŦƛƭƳ ŀŘŀǇǘŀǘƛƻƴ Troy and 

its setting in the sand and dust of the era) to making a change so profound that the 

original text could barely be recognised (for example 2001: A Space Odyssey which sets 

the Cyclops in outer space). For my adaptation of {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ into a play, this 

palette was liberating. Here L ǿƛƭƭ ŀǎǎŜǎǎ aŎDƛōōƻƴΩǎ ǘƘǊŜŜ ƳŜǘƘƻŘǎ ƛƴ ǘǳǊƴ ŀƴŘ ǘƘŜƛǊ 

suitability as vehicles for my adaptation. 

aŎDƛōōƻƴΩǎ ŦƛǊǎǘ ƳŜǘƘƻŘΣ transposition (2014, p. 33), tells 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 

how to adapt {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ I thought about making 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 I 

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

 
51 A form of rhythmic structure in verse writing. 
52 In his PhD thesis: 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 

sense. It begins with the format of the original story and then you decide whether it 

needs to be changed. I was soon to find that the needs of a staged performance meant 

an unchanged literature format would not work for the play Lady of Arrows. The novel 

starts with Olga as an out-of-work actress in Athens just before the second world war. 

From this base the story then moves back and forward in time, and across to Australia 

and back again to Athens. Each of these movements is depicted in 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 point-of-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 not re-read a chapter or go 

back a page to make sure they could comprehend the changes. The play needs to take 

the audience with it. Although writing nearly fifty years before my adaptation, Perry 

(1968) noted that adaptations often require additions to the source story to make the 

ƴŀǊǊŀǘƛǾŜ ǿƻǊƪ ƻƴ ǎǘŀƎŜ ŀƴŘ ŎƛǘŜǎ ǘƘŜ ǎǘŀƎŜ ŀŘŀǇǘŀǘƛƻƴ ƻŦ IŜǊƳŀƴ aŜƭǾƛƭƭŜΩǎ ōƻƻƪ Billy 

Budd. When two playwrights53  looked at adapting the novella, they found the text 

wordy and difficult to use as a source. They added extra action to the story to keep it 

exciting for an audience (Perry 1968, p. 1313). Likewise, I was to find in the playwriting 

process that scenes I wrote as quick passages in the novel needed to be expanded upon 

in Lady of Arrows to give those scenes a dramatic tension.54  aŎDƛōōƻƴΩǎ transposition 

would just not have been effective enough for a successful adaptation in either case of 

Billy Budd or {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ. I needed to make substantial changes to the ƴƻǾŜƭΩǎ 

structure to make it work for the stage.55  For me transposition worked as a starting 

point and failed as a final outcome. This kind of risk with transposition is 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. 

aŎDƛōōƻƴΩǎ ǎŜŎƻƴŘ ƳŜǘƘƻŘ ōǊŜŀƪǎ ŀǿŀȅ ŦǊƻƳ ǘƘŜ ƻǊƛƎƛƴŀƭ ǎǘƻǊȅ ŀƭƳƻǎǘ 

completely. His analogy technique is where a new, different, analogous story is found to 

ǘŜƭƭ ǘƘŜ ƻǊƛƎƛƴŀƭ ǎǘƻǊȅ όǇΦ сфύΦ IŜ ŎƛǘŜǎ !ƴŘǊŜǿ .ƻǾŜƭƭΩǎ !ǳǎǘǊŀƭƛŀƴ ƳǳǊŘŜǊ ƳȅǎǘŜǊȅ ƳƻǾƛŜ 

 
53 Louis O. Coxe and Robert Chapman. Their adaptation was produced on Broadway in 1951. 
54 See 3.2 (f) Adding action to emphasise the dialogue. 
55 These are outlined in Chapter 3 - From the Novel to the Play: Strategies of Conversion. 
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Lantana56  as being an analogy of the play about suburban sexual intrigue Speaking in 

Tongues. The storylines 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 of The Odyssey into Oh Brother, Where Art Thou? in which George 

Clooney plays Ulysses Everett McGill, an escaped prisoner who is trying to get back to his 

family in Mississippi in 1937. While in the original poem, hŘȅǎǎŜǳǎΩ wife Penelope is 

besieged by suitors wanting to marry her for the riches of the kingdom and titl e of king 

(and Odysseus wants to get back to Ithaca before one of these suitors succeeds), in the 

film, aŎDƛƭƭΩǎ wife is about to remarry, and he wants to get back to her before the 

wedding can happen. The ǇƻŜƳΩǎ sailors are replaced in the film by two fellow 

travellers, Hogwallop and hΩ5ƻƴƴŜƭƭΣ while the Cyclops is no mythical monster here, but 

a large Bible-selling John Goodman who mugs the trio instead of eating them. In this 

version of the story, the tension of the protagonist needing to get home and being 

thwarted (because of the barriers put up by the salesman; the flirting, thieving, bathing 

sirens; the sheriff who is set on trapping the escapees; and the wrath of the authorities) 

represents a constant underlying frustration that is true to the original. All these 

impediments correspond to the characters in the poem, but reinterpret them as earth-

bound powers who trap, delay, divert and frustrate. Thus this film adaptation is more 

successful in conveying the tension of the poem as it has an imperative that is in the 

original. The fact that Odysseus has already been away from Ithaca for the ten years of 

the Trojan War and spends a further ten years returning from Troy (amid the ǘǊƛǇΩǎ many 

diversions) is represented by aŎDƛƭƭΩǎ time in jail. 

There have been other allegorical film adaptations of The Odyssey ς for example 

Mackie (2017a) has suggested that Odysseus is the inspiration for the stranded 

astronaut Dave in 2001: A Space Odyssey,57  in which a lone surviving astronaut is 

prevented from returning back to earth by a computer that has taken control of his 

ǎǇŀŎŜ ǾŜǎǎŜƭΦ wŜŎŀƭƭƛƴƎ !ŜǎŎƘȅƭǳǎΩ ŎƻƳƳŜƴǘǎ ŀōƻǳǘ ǘƘŜ ΨǎƭƛŎŜǎ ƻŦ IƻƳŜǊΩΣ ǘƘƛǎ ŦƛƭƳ Ƴŀȅ 

be an example of just that: a slice from The Odyssey, with the one-eyed computer HAL 

representing the Cyclops Polyphemus. Like Polyphemus in the Homer story, HAL kills 

5ŀǾŜΩǎ ŦŜƭƭƻǿ ǘǊŀǾŜƭƭŜǊǎ ŀƴŘ ŜƴǘŜǊǎ ŀ ōŀǘǘƭŜ ƻŦ ǿƛǘǎ ǿƛǘƘ 5ŀǾŜ ƘƛƳǎŜƭŦΦ ¢ƘŜǊŜ ƛǎ ƴƻ ǎƛǊŜƴΣ 

 
56 Released in 2001. Bovell wrote both the screenplay for the movie and the 1996 play Speaking in 
Tongues. 
57 Directed by Stanley Kubrick and released by Metro-Goldwyn-Mayer in April 1968. 

http://www.imdb.com/title/tt0062622/
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sea monsters or god in this version of the ǎǘƻǊȅΦ Lǘ ƛǎ ǘǊǳƭȅ Ƨǳǎǘ ŀ ǎƭƛŎŜ ƻŦ IƻƳŜǊΩǎ 

narrative, with a one-eyed power who is eventually overcome. 

Mackie (2017a) goes on to say that there are also parallels between Odysseus 

and the drifter character in the film Paris, Texas.58  Certainly a fan page for the film 

claims that the director read The Odyssey when forming the subject for the film (Louis 

2000). There certainly are similarities between Odysseus and Harry Dean StantonΩǎ 

Travis Henderson who, like 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 

journŜȅΣ ŀƴŘ ǎƻƳŜ ƴƻǘ ǎƻ ƳǳŎƘΦ ¢ƘŜǊŜ ŀǊŜƴΩǘ /ȅŎƭƻǇŜǎ-like monsters or giant Bible 

salesmen in this story, but the allegory seems to be more personal. It does diverge 

ǎƘŀǊǇƭȅ ŦǊƻƳ IƻƳŜǊΩǎ ƻǊƛƎƛƴŀƭ ŀǘ ǘƘŜ ŜƴŘΥ IŜƴŘŜǊǎƻƴ ŦƛƴŘǎ Ƙƛǎ ǿƛŦŜ WŀƴŜΣ ōǳǘ ǊŀǘƘŜǊ ǘƘŀƴ 

be the man 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 selfless. In The Odyssey, it might be argued that Odysseus just 

wants to get home to fight off his enemies and get his wife and kingdom back. LǘΩǎ ŀƭƭ 

about him. 

These films appear to be slices of the poem, acting as personal responses to The 

Odyssey without being a literal re-telling 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 enemy. Here The Odyssey has been sliced, with these slices rewritten 

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

In adapting {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ into Lady of Arrows, I also took slices of my 

original story, but not all of it. As I will discuss in 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, taking slices of 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 was all I could do if I was to keep the play to a length 

suitable for a theatre audience. 

 
58 Directed by Wim Wenders and released by 20th Century Fox in May 1984. 

https://en.wikipedia.org/wiki/Harry_Dean_Stanton
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aŎDƛōōƻƴΩs analogy technique is an idea that gives scope for a new slate for the 

playwright. In the case of Lady of Arrows where 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 playwright. I 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 opened up a mythological arena for me, with a freedom to 

move beyond the truth of her story.  However, there are several downsides to the 

technique in terms of its relevance to Lady of Arrows: 

 

¶ If the adaptation were to use analogy it would have lost the factual basis 

of the storytelling. If one is telling a story based on fact (such as in the 

case of Lady of Arrows), changing the circumstances of the play may lead 

to a great loss because the audience would not be introduced to the 

events in Greece in World War II 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 exegesis59  tell true stories 

and are all the more powerful because the characters are depicted as real 

people responding to the events of their times. 

¶ In Lady of Arrows, ǘƘŜ ǎǘƻǊȅΩǎ ŎƭƛƳŀȄ ǊŜǾŜŀƭǎ ƻƴŜ ƻŦ ǘƘŜ ƳŀƧƻǊ ƳƻǘƛǾŀǘƛƴƎ 

ŦŀŎǘƻǊǎ ŦƻǊ ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘΩǎ ōŜƘŀǾƛƻǳǊΥ ǘƘŀǘ ōŜŦƻǊŜ ǘƘŜ ǿŀǊ hƭƎŀΩs infant 

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 believe it is simply a fictional device in 

a fictional analogical play. 

 

These issues represent the problems with analogy as an adaptive technique. It is 

possible the analogy can be so far set from the original that it may be difficult to 

recognise as an adaptation. ¢ƻ ŜȄǇƭŀƛƴ ǘƘƛǎ L ǿƛƭƭ ǊŜǘǳǊƴ ǘƻ WŀƳŜǎ WƻȅŎŜΩǎ ŀƴŀƭƻƎƛŎŀƭ ƴƻǾŜƭ 

 
59 See Appendix 3 ς Other Works (and Personal Responses). 
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Ulysses.60  While The Odyssey describes ǘŜƴ ȅŜŀǊǎ ƛƴ ǘƘŜ ƭƛŦŜ ƻŦ hŘȅǎǎŜǳǎΣ WƻȅŎŜΩǎ work 

sets the story over the course of one day in 1904 in Ireland. Joyce changes Odysseus into 

Leopold Bloom who was anything but a Greek warrior, rather, he sells advertising. 

hŘȅǎǎŜǳǎΩ ǎƻƴ ¢ŜƭŜƳŀŎƘǳǎ ōŜŎƻƳŜǎ ǘƘŜ ǿǊƛǘŜǊ ŀƴŘ ǘŜŀŎƘŜǊ {ǘŜǇƘŜƴ 5ŜŘŀƭǳǎΣ ŀƴŘ 

hŘȅǎǎŜǳǎΩ ǿƛŦŜ tŜƴŜƭƻǇŜ ƭƻǎŜǎ ƘŜǊ hŘȅǎǎŜŀƴ ŦƛŘŜƭƛǘȅ ǘƻ ōŜŎƻƳŜ [ŜƻǇƻƭŘΩǎ ǎŜȄǳŀƭƭȅ 

promiscuous wife Molly Bloom. The adaptation has a poetical style in eighteen chapters 

ǘƛǘƭŜŘ ŀŦǘŜǊ ŎƘŀǊŀŎǘŜǊǎ ŀƴŘ ŜǾŜƴǘǎ ŦǊƻƳ IƻƳŜǊΩǎ ƻǊƛƎƛƴŀƭ ŀƴŘ relies on a stream-of-

consciousness in terms of narrative style that seems to bear little relation to the cadence 

ƻŦ IƻƳŜǊΩǎ ƻǊƛƎƛƴŀƭ. The story retains elements of the original with the character of 

Bloom meeting and overcoming various roadblocks and adversaries across the day, but 

ƛǘ ǿƻǳƭŘ ōŜ ŜƴǘƛǊŜƭȅ ǇƻǎǎƛōƭŜ ǘƘŀǘ ƛŦ ǘƘŜ ōƻƻƪ ŘƛŘƴΩǘ ǳǎŜ the Homeric chapter titles and 

name, a reader would not realise that what was being read was in any way related to 

The Odyssey. 

 

If WƻȅŎŜΩǎ adaptation is almost unrecognisable from the source, Dermot Bolger 

goes even further in his ŀŘŀǇǘŀǘƛƻƴ ƻŦ WƻȅŎŜΩǎ Ulysses into a stage play also called 

Ulysses.61   Bolger took whole passages of the stream-of-consciousness novel, cutting it 

down from its 295,000 words, but maintaining the ƴƻǾŜƭΩǎ dense narrative style. 

However, the play is significantly different from the source novel, giving us an 

interesting process of adaptation upon adaptation using two different adaptation 

methodsΦ ²ƘŜǊŜ WƻȅŎŜ ŀƴŀƭƻƎƛǎŜŘ IƻƳŜǊΩǎ ƻǊƛƎƛƴŀƭΣ ōǊƛƴƎƛƴƎ ƛƴ ǇǳōǎΣ ǇǊƻƳƛǎŎǳƛǘȅ ŀƴŘ 

drunks, Bolger made ŦǳǊǘƘŜǊ ŎƘŀƴƎŜǎ ǘƻ WƻȅŎŜΩǎ story in a way that fits it into the third of 

aŎDƛōōƻƴΩǎ ŀŘŀǇǘŀǘƛƻƴ ǘȅǇŜǎΥ ǘƘat of transformation. McGibbon says this method is 

more useful for writers making adaptations because it allows the story to be expanded 

beyond that in ǘƘŜ ǎƻǳǊŎŜ ƳŀǘŜǊƛŀƭΣ ŀƴŘ ǘƘŜ ǎǘƻǊȅΩǎ ǘƘŜƳŜǎ ǘƻ ōŜ ŘŜƭǾŜŘ ƛƴǘƻ όǇΦ рпύΦ ¢Ƙƛǎ 

is the method which my adaptation of {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ most resembles. The story is 

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 

ƛƴ ǘƘŜ ŀŘŀǇǘŀǘƛƻƴΦ aŎDƛōōƻƴ ŎƛǘŜǎ ǘƘŜ ŜȄŀƳǇƭŜ ƻŦ 5ŀǾƛŘ aŀƳŜǘΩǎ ŀŘŀǇǘŀǘƛƻƴ ƻŦ Ƙƛǎ own 

play Glengarry Glen Ross into a movie of the same name.62  The original play is about a 

group of sales executives ǎǘǊǳƎƎƭƛƴƎ ǘƻ ƳŀƪŜ ǘƘŜƛǊ ŦƛǊƳΩǎ ǉǳƻǘŀ ƻŦ ƴŜǿ ŎƭƛŜƴǘǎΦ Lƴ ǘƘŜ 

 
60 Published in 1922 by Sylvia Beach. 
61 .ƻƭƎŜǊΩǎ Ulysses was originally staged in 1995 and rewritten in 2017. 
62 tǊƻŘǳŎŜŘ ƛƴ мффн ŦǊƻƳ aŀƳŜǘΩǎ tǳƭƛǘȊŜǊ tǊƛȊŜ-winning 1984 novel. 
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movie version ǘƘŜ ŦƻŎǳǎ ƛǎ ŎƘŀƴƎŜŘ ŦǊƻƳ ǘƘŜ ǇƭŀȅΩǎ ŜƴǎŜƳōƭŜ of characters into a single 

protagonist. The ensemble is still there, but the single salesman Levene becomes the 

ƳƻǾƛŜΩǎ ǇǊƻǘŀƎƻƴƛǎǘΣ ōŜŎŀǳǎŜ ǘƘŜ ŘƛǊŜŎǘƻǊ 5ŀǾƛŘ aŀƳŜǘ ōŜƭƛŜǾŜŘ ǘƘŜ ǇƻǿŜǊ ƻŦ ǘƘŜ 

movie lay in the story of one character (p. 57). 

 

In this way the transformation method allows the freedom to change the story to 

make it suit a different medium. I do make such changes in Lady of Arrows. For example, 

I add a major ǎŎŜƴŜ ǎƘƻǿƛƴƎ hƭƎŀΩǎ ǊŜŀŎǘƛƻƴ ǿƘŜƴ ƘŜǊ ōŀōȅ ƎƻŜǎ ƳƛǎǎƛƴƎΦ Lƴ ǘƘŜ ƴƻǾŜƭ 

she simply reveals that her child had died. For the stage medium I added a scenario 

ǿƘŜǊŜ hƭƎŀΩǎ ƳƻǘƘŜǊ ŀƴŘ ōǊƻǘƘŜǊ ƭƛŜ ŀōƻǳǘ ǘƘŜ ōŀōȅΩǎ ŦŀǘŜΣ ŎƭŀƛƳƛƴƎ ǘƘŜ ŎƘƛƭŘ Ƙŀǎ 

wandered off. Olga rages against her mother and grabs the throat of her brother, forcing 

them to admit to her that the child was accidentally killed. For a theatre audience I felt 

this was a much more powerful mode of revealing the death of the baby than in the 

original novel ŀƴŘ ƎƛǾŜǎ ƳƻǊŜ ƻŦ ŀƴ ƛƴǎƛƎƘǘ ƛƴǘƻ hƭƎŀΩǎ hitherto latent maternal instinct. 

Balodis sees nothing wrong with making such changes in the process of adaptation, 

suggesting that adaptations are a re-telling of the source story, and are not necessarily 

bound to the incidents and characters as depicted in the source material. He says this is 

particularly so in the genre of theatre adaptation:  

 

άΦΦŀǎ ǘƘŜ ǘƘŜƻǊŜǘƛŎŀƭ ŘƛǎŎƻǳǊǎŜ Ƙŀǎ ƳƻǾŜŘ ƻƴ ŦǊƻƳ 

outmoded notions of fidelity to original sources, the 

practices of adaptation is a method of re-invigorating 

ǘƘŜŀǘǊŜ ŦƻǊƳǎ ŀƴŘ ƛƴǾŜƴǘƛƴƎ ƴŜǿ ƻƴŜǎέ  ό.ŀƭƻŘƛǎ нлмнΣ ǇΦ 

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 invent: ά¢ƘŜ ōŜǎǘ 

ŀŘŀǇǘŀǘƛƻƴǎ ŀǊŜ ƛƴǎǇƛǊŜŘ ōȅ ǘƘŜ ǎƻǳǊŎŜ ƳŀǘŜǊƛŀƭΣ ƴƻǘ ŘƛŎǘŀǘŜŘ ōȅ ƛǘέ όнлммύΦ 

 

If we agree with Wallace and Balodis, an adaptation will even allow for major 

structural changes such as an entirely different point-of-view. This is the major change I 

made in adapting {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ into Lady of Arrows. Olga, who in the source novel 

is one of 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 past, thus 

becoming a single narrator for the audience. The two methods of discourse differ in 

style too. In {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ Olga writes the words in her diary; in the play she can 

shout, laugh, cry, belittle or in the case of the scene with her brother, use physicality.63 

 

aŎDƛōōƻƴΩǎ method of transformation most resembles my adaptation because I 

only make 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 caught, and she suffers guilt for being away 

from her family. All these things are in both versions of the story, but characters have 

been deleted, added or merged, locations are added (such as the scene of the revelation 

of the babyΩǎ death just described), and scenes are also merged. 

 

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ aŎDƛōōƻƴΩǎ ǘƘǊŜŜ ŎŀǘŜƎƻǊƛŜǎ ƻŦ ŀŘŀǇǘŀǘƛƻƴΣ .ŀƭƻŘƛǎ ό2012, p. 17) 

alludes to perhaps a fourth type: where only strands of that original work are taken into 

the adaptation. Indeed Hutcheon suggests that adaptation can be a process of 

άōƻǊǊƻǿƛƴƎ ŀƴŘ ǎǘŜŀƭƛƴƎ ς ƻǊ ƳƻǊŜ ŀŎŎǳǊŀǘŜƭȅΣ ƻŦ ǎǘƻǊȅ ǎƘŀǊƛƴƎέ ό2006, p. 4). Perhaps this 

mirrors Aeschylus saying that his own works of tragedy were slices of IƻƳŜǊΩǎ ŘƛƴƴŜǊ 

parties (cited in Karakantza, 2010) ŀƴŘ ƻŦǘŜƴ ŎƛǘŜŘ ŀǎ άǎƭƛŎŜǎ ƻŦ ǘƘŜ ōŀƴǉǳŜǘ ƻŦ IƻƳŜǊέ 

(Abel 1966, p. 7). Aeschylus may have simply been paying homage to a great writer; or 

perhaps Aeschylus was accurately ǎǳƎƎŜǎǘƛƴƎ ƘŜ ǘƻƻƪ ŜǇƛǎƻŘŜǎ ŦǊƻƳ IƻƳŜǊΩǎ ǎǘƻǊƛŜǎ ŀƴŘ 

expanded on them. This taking of parts of the original might have value particularly 

where the source text is long and consists of an intense narrative. Parts could be 

borrowed or - as Hutcheon describes - ΨǎǘƻƭŜƴΩ ŀƴŘ ΨǎƘŀǊŜŘΩ (2006, p. 4). But should it not 

ŀƭǎƻ ōŜ ǘƘŜ ŀŘŀǇǘƻǊΩǎ Ƨƻō ǘƻ ƳŀƪŜ ǎǳǊŜ ǘƘŜ Ǝƛǎǘ ƻŦ ǘƘŜ ƻǊƛƎƛƴŀƭ ǎǘƻǊȅ ƛǎ ǘƻƭŘΚ LŦ ǘƘŜ ŎƘŀƴƎŜ 

is too profound, why claim it as an adaptation? Why not leave this adaptation claim out 

of it altogether and say this is a different story? After all, that is what it would be. 

aŀŎƪƛŜΩǎ ǊŜŦŜǊŜƴŎŜ ǘƻ I![ ƛƴ 2001, A Space Odyssey as being a Homerian Polyphemus 

might well fit into this fourth category of adaptation. 

If we can then change or add characters and scenes, or amend point-of-view, can 

we go one step further and consider a sequel a fifth 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 discussed in 3.1 (f) Getting the Length 
Right.  
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Nikos Kazantzakis wrote The Odyssey: A Modern Sequel in 1938, 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 the original and new characters were included. 

Wells-Lassagne argues - using the example of the television medium - that such sequels, 

reboots, prequels, and spin-offs, even when they add new characters and invent new 

scenarios, are still adaptations: 

ά¢ƘŜ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǘƘŜ ǘŜǊƳ ΨŀŘŀǇǘŀǘƛƻƴΩ Ƴǳǎǘ ōŜ 

expanded to accommodate the different forms of 

transfiction present in television, in the same way that 

television itself is constantly expanding to accommodate 

ƴŜǿ ǎǘƻǊȅƭƛƴŜǎΣ ƴŜǿ ŎƘŀǊŀŎǘŜǊǎΣ ƴŜǿ ǎŜǘǘƛƴƎǎ ŜǘŎέ όнлмтΣ 

p. 8). 

 

This interpretation has value for my adaptation, because although Lady of Arrows 

is not a sequel of Someone ElseΨs War, it does contain the new presence of Olga after 

the war. The source novel ends in 1943. As I have already discussed, the play adaptation 

is set in 1960 with Olga remembering her past. Many of the scenes are based on events 

ƛƴ ǘƘŜ ƴƻǾŜƭΣ ōǳǘ мфсл ƛǎ ŀƴ ŜȄǘŜƴǎƛƻƴ ƻŦ ǘƘŜ ƴƻǾŜƭΩǎ ǘƛƳŜƭƛƴŜΣ ŀƴŘ ǘƘŜǊŜ ƛǎ ŀƴ ŜȄǇŀƴǎƛƻƴ 

of events to take the audience seventeen years beyond what the novel reader has seen. 

Wells-[ŀǎǎŀƎƴŜΩǎ ŘŜŦƛƴƛǘƛƻƴ may still allow for my adaptation to be considered just that: 

an adaptation.  

 

Adaptations of The Odyssey across the centuries have incorporated all the 

methods found in the McGibbon and Aeschylean palette. Playwrights and filmmakers 

have adapted the written version of the poem back to the original performance 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 have ranged 

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.  

 

An example of keeping the original characters but changing the style is clear in 

Tom {ƳƛǘƘΩǎ 2002 staging of a theatrical interpretation of the Odyssey for young 
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people,64  where the Cyclops becomes an awkward teenager named Polly, and the Sirens 

sing elevator music. The playwright chose to make this play into a work with humorous 

overtones with the aim of helping teach audiences about humility and trust (Smith 

2019). Homer may approve the good intentions here while probably being mystified by 

the nuances of elevators and their soundtracks. Homer may be less approving of his 

masterwork being reduced to a speedway version as it was in 2010 by R.N. Sandberg. 

Sandberg ambitiously compacted IƻƳŜǊΩǎ original poem, a massive epic of twelve 

thousand lines, into a one act play for four actors running for barely half an hour.65  Like 

{ƳƛǘƘΩǎ work this is also a less than serious retelling of the story. In fact, it is billed as a 

short comedy, while maintaining the essential themes of the Homeric original: 

 

άIƻǿ Řƻ ǿŜ ǇǊƻǘŜŎǘ ƻǳǊ ƘƻƳŜǎΚ ²Ƙŀǘ ƳŀƪŜǎ ǎƻƳŜǘƘƛƴƎ 

or someone a monster? How 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, adapting an epic into a play this brief must require some strict 

excising. This version still has Circe, the Cyclops and all forms of monsters and 

treacherous seas. hŘȅǎǎŜǳǎΩǎ son Telemachus is also featured, with the parallel journeys 

of father and son featured, making the brevity of the play all the more remarkable. One 

must question the depth given to the story parts. Because all of the scenes from the 

poem are included, it would necessarily be a somewhat frantic, and likely shallow, piece 

of stage work. 

 

By contrast IƛǎŎƘŀƪΩǎ stage adaptation of The Odyssey gives the original story 

more time than {ŀƴŘōŜǊƎΩǎ version. It runs nearly four times longer at 105 minutes and 

features a cast of twenty-two actors.66  However, this adaptation adds more than just 

time: it changes the storyΩǎ perspective, with Odysseus narrating the story as an old man 

 
64 The Odyssey, first produced in 2002. 
65 The Odyssey, ŘŜǾŜƭƻǇŜŘ ŀǘ ǘƘŜ bŜǿ ¸ƻǊƪ ¦ƴƛǾŜǊǎƛǘȅΩǎ tǊƻǾƛƴŎŜǘƻǿƴ tƭŀȅƘƻǳǎŜ in 2010.  
66 ¢ƘƻƳŀǎ IƛǎŎƘŀƪΩǎ The Odyssey first staged in Boston in 2001. 
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who has returned home to Ithaca after his ten years at sea.67  This narrative device bears 

relevance to my own adaptation because I too changed the viewpoint of Someone 9ƭǎŜΩǎ 

War so that in Lady of Arrows, Olga is telling the story near the end of her life, describing 

events, and playing a kind of Master of Ceremonies for the events we are seeing, in the 

way of IƛǎŎƘŀƪΩǎ Odysseus.68  This change of perspective offered a further opportunity in 

that the audience comes as close as they can to dialogue with Olga. She talks to them. 

She asks them questions, and although the audience cannot answer these rhetorical 

questions, my intention was to have some audience connection. Hischak may well have 

had the same intention of connection with his first-person narration by Odysseus. 

 

While these adaptations of the poem into stage performances have varied in 

length, scope, style and narration, the scope has been broadened even more with the 

various film adaptations of The Odyssey. The closest direct retelling of the story may be 

the 1954 film, Ulysses.69  Kirk Douglas plays a bare-chested, muscled and slightly 

darkened Odysseus.70  His men emit grisly screams as they are eaten by a giant, slightly 

mechanical Cyclops; Ulysses himself is anguished by the calls of the Sirens. It is a film of 

deeds, horrors and a musically enhanced ending. It is not lyrical, nor is it spoken in the 

hexameter of the source poem. The language is colloquial and the accent American. 

There is little in this movie about the nature of man, of the yearning for place and family 

beyond the angst and posturing of the central character. It is a film of events. A 

moviegoer in 1957 will have experienced an adventure, but most probably will not have 

left the theatre foyer pondering life. 

 

In both allegorical and literal adaptation, writers run the inherent risk of 

superficiality in ǘǊȅƛƴƎ ǘƻ ŎǊŀƳ ŜǾŜǊȅǘƘƛƴƎ ƛƴΦ Lƴ ²ƻƭŦƎŀƴƎ tŜǘŜǊǎŜƴΩǎ ŜǇƛŎ нллп ƳƻǾƛŜ 

Troy, the director tries to convey just about every major element in ¢ƘŜ hŘȅǎǎŜȅΩǎ 

predecessor The Iliad, making it a kind of literal re-telling, including setting it in ancient 

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

 
67 The audience does not know it is Odysseus himself who is doing the narration until late in the play. This 
change of narration viewpoint presents extra dramatic purpose to the play because it adds tension: the 
audience will wonder who this narrator may be. 
68 Although I had decided to do this before I had discovered IƛǎŎƘŀƪΩǎ work. 
69 I suggest in the conclusion that further research be carried out to examine the reasons for this almost 
3000-year fascination with The Odyssey. 
70 Although the filmmakers decided to use the Latin form of the name of the hero: Ulysses. 
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sacking of the city of Troy. It has a timeframe of ten years. At two hours and forty-three 

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

ά²ƻƭŦƎŀƴƎ tŜǘŜǊǎŜƴΩǎ нллп ŦƛƭƳΣ ΨinspiredΩ by the Iliad, edited out all the gods and 

ƴȅƳǇƘǎΣ ŀƴŘ ƳŀŘŜ ǘƘŜ ǿŀǊ ƛƴǘƻ ŀƴ ŀŎǘƛƻƴ ƳƻǾƛŜΣ ǎǳǇǇƻǎŜŘƭȅ ōŀǎŜŘ ƻƴ ƘƛǎǘƻǊȅέ όǾƻƴ 

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 essential to the 

storyline (or indeed storylines, for there are quite a few). The legend of Achilles seems to 

be the through-line for this movie, as are the machinations of the Greek kings as they 

prepare to lay siege to Troy. Then there is the romance between Paris and Helen. After 

ǘƘƛǎ ǘƘŜ ƳƻǾƛŜ ŘŜƭǾŜǎ ƛƴǘƻ tŀǊƛǎΩ ōǊƻǘƘŜǊ IŜŎǘƻǊΩǎ ǎǘƻǊȅΣ involving his wife and son. Then 

ǘƘŜǊŜ ƛǎ ¢ǊƻȅΩǎ king Priam versus his Greek antagonist king Menelaus. Each of these 

characters and their associated plots could arguably have filled a 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 in Troy. Some changes are made simply to make the story 

more palatable, such as the fates of the protagonists. Both Helen and Paris survive 

together at the end of the movie, giving the audience a happy Hollywood finale. This is 

in contrast to the epic poem where Paris dies and Helen returns to king Menelaus: not as 

romantic, and certainly less feel-good for a cinematic audience. As von Tunzelmann 

implies, the result is superficial: the turning of a masterpiece of heroism and myth into a 

romantic action flick. This last change may have been required by a movie studio fearing 

that the audience may have had enough bad news with the sight of the body of Hector ς 

played by actor Eric Bana - being pulled around Troy in the dust for three days. Perhaps 

the executives wanted some good news for the audience to take home. Although not for 

similar kinds of commercial reasons, I 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 adaptation I can 

say that I moved several elements of the story to suit the build to a theatrical climax, 

ƛƴŎƭǳŘƛƴƎ ǘƘŜ ǊŜǾŜƭŀǘƛƻƴ ǘƘŀǘ hƭƎŀΩǎ ƘǳǎōŀƴŘ ƘŀŘ ƘŜǊ ŘŜŎƭŀǊŜŘ ŘŜŀŘ ōŜŦƻǊŜ ƳŀǊǊȅƛƴƎ Ƙƛǎ 

shop assistant. Unlike Petersen, I did not whitewash this, nor did I add a happier ending. 

I simply rearranged it in the interest of reaching a climax. I 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 this 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 movie Troy), but can also be analogised to 

take a Homer epic into space, Mississippi, Ireland or the modern mid-west. It can be 

rewritten for children, for cartoons, comics and picture books. 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 that adaptors have broad liberties in their work, we come to the 

second major question I pose in this exegesis: the question of felicity. Can a source story 

be changed so much that, say, the hero becomes a villain; that the ending in the movie 

Troy can be switched from tragic to romantic; that the adapted Odysseus in Paris, Texas 

becomes a selfless hero? The oft-ǎŜŜƴ ǊƛŘŜǊ ƻƴ ƳƻǾƛŜ ǇƻǎǘŜǊǎ ǘƘŀǘ ǘƘŜ ŦƛƭƳ ƛǎ άƛƴǎǇƛǊŜŘέ 

ōȅ ŀƴ ŀǳǘƘƻǊΩǎ ǎǘƻǊȅΣ ƻǊ ƛǎ έōŀǎŜŘέ ƻƴ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ ǿƻǊƪ ǎŜŜƳǎ ǘƻ ƎƛǾŜ ǎƻƳŜ ƭŜŜǿŀȅ 

for the adaptor, especially as this rider goes some way to ensuring the audience is not 

misled about the nature of the work. For true stories, however, there is danger in 

changing facts when making an adaptation. There is nothing in McGibbon to suggest any 

of his methods of adaptation cannot apply to non-fiction. Adaptors of fiction might add 

elements to, embellish, change, deviate from, or go tangential to the original story. 

Similarly, adaptors of non-fiction (when they rewrite scenes, combine characters or add 

dialogue) might find themselves adding a layer of fiction on top of what was non-fiction 

in the source story, thus changing fact into fantasy and becoming more ethereal than 

earth-bound. Francois Fenelon recognised this in 1740 when writing about his own 

extension of the Odysseus story:  άΦΦƘƻǿ Ŏŀƴ ǇƻŜǘǊȅΣ ǘƘŜ ŘŀǳƎƘǘŜǊ ƻŦ ŜǊǊƻǊ ŀƴŘ ŦƛŎǘƛƻƴΣ 

Ǉƻǎǎƛōƭȅ ŜǎǘŀōƭƛǎƘ ŀ ǎƻƭƛŘ ǊŜǇǳǘŀǘƛƻƴΚέ (Vol 2, p. 104). 

 

This is an issue that has affected storytellers from the very first days of the craft. 

IƻƳŜǊΩǎ The Odyssey and The Iliad have both been questioned as to whether they 

represented actual events. Regardless, in 1955 Cottrell wrote that both works ended up 

becoming historical sources anyway: 
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ά[Ŝǎǎ ǘƘŀƴ ŀ ƘǳƴŘǊŜŘ ȅŜŀǊǎ ŀƎƻ ǘƘŜ ƻƴƭȅ ƪƴƻǿƭŜŘƎŜ ς if it 

could be called such ς of the early history of Greece was 

that obtainable from Greek mythology, and especially 

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

hŘȅǎǎŜȅΦέ όǇΦ нрύΦ 

 

While The Odyssey tells the story of Odysseus, and his attempt to return home to 

Greece after the Trojan 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, seduced by a goddess or saw his troops eaten by a gigantic one-eyed man. 

Indeed, the evidence that Odysseus ever existed is scant. In 2010 a team of archeologists 

ŘƛǎŎƻǾŜǊŜŘ ǿƘŀǘ ǘƘŜȅ ŎƭŀƛƳŜŘ ǘƻ ōŜ hŘȅǎǎŜǳǎΩ ƘƻǳǎŜ ōǳǘ ŜǾŜƴ ǘƘƛǎ ŘƛŘ ƴƻǘ ǉǳŜƭƭ ŀƭƭ 

doubt: ά¢ƘŜ ŎƭŀƛƳ ώŀōƻǳǘ ǘƘŜ ƘƻǳǎŜ ōŜƭƻƴƎƛƴƎ ǘƻ hŘȅǎǎŜǳǎϐ ǿƛƭƭ ōŜ ƎǊŜŜǘŜŘ ǿƛǘƘ 

scepticism by the many scholars who believe that Odysseus, [and] other key characters 

ŦǊƻƳ ǘƘŜ IƻƳŜǊϥǎ ŜǇƛŎ ǎǳŎƘ ŀǎ IŜŎǘƻǊ ŀƴŘ !ŎƘƛƭƭŜǎΣ ǿŜǊŜ ǇǳǊŜƭȅ ŦƛŎǘƛƻƴŀƭέ ό{ǉǳƛǊŜǎ нлмлύΦ 

 

Indeed, throughout The Odyssey there are regular interactions with non-human 

creatures (The Sirens, The Cyclops); with Gods and Goddesses (Poseidon, Zeus, Athena); 

and with supernatural elements (The Bag of Winds). This takes The Odyssey into the 

realm of myth, a fairy tale, or perhaps even a metaphor that was never intended by its 

author to be seen as a direct retelling of true events. Nearly three thousand years after 

ǘƘŜ ŘŜŀǘƘ ƻŦ IƻƳŜǊΣ ƛǘ ƛǎ ƭƛƪŜƭȅ ǿŜ ǿƛƭƭ ƴŜǾŜǊ ƪƴƻǿ ǿƘŀǘ ǿŀǎ ƛƴ IƻƳŜǊΩǎ ƳƛƴŘΣ ƛŦ ƛƴŘŜŜŘ 

Homer existed as a single writer. 

 

Mikkonen says the danger lies in the fact that consumers of fiction: 

άǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ƛƴƘŀōƛǘ ǘǿƻ ŘƛŦŦŜǊŜƴǘ ǿƻǊƭŘǎ ǿƛǘƘ ŘƛŦŦŜǊŜƴǘ ƻƴǘƻƭƻƎƛŎŀƭ ǎǘŀǘǳǎŜǎΣ ƴƻǘ Ƨǳǎǘ 

ƳƻǾŜ ŦǊƻƳ ƻƴŜ ǿƻǊƭŘ ǘƻ ǘƘŜ ƻǘƘŜǊέ όнллсΣ ǇΦ олтύΦ Fact may become fiction, and fiction 

fact. And therein may lie the difficulty facing every writer of fiction, or at least fiction 

told in a world that exists or once existed. MikkonenΩǎ ŀǊƎǳƳŜƴǘ thatΥ άŦƛŎǘƛƻƴŀƭ ŜƴǘƛǘƛŜǎ 

can also easily reside within reverential discourse without our necessarily questioning 

ǘƘŜ ǎǘŀǘǳǎ ƻŦ ǘƘŀǘ ŘƛǎŎƻǳǊǎŜέ όнллсΣ ǇΦ нффύ, suggests that if this discourse is not 

questioned then there is the danger of fiction being considered fact.  
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We will examine this in the context of the work of Herodotus, whose masterwork 

Histories was the first known work to be the result of investigation and documentation. 

/ƛŎŜǊƻ ǿŜƴǘ ŀǎ ŦŀǊ ŀǎ ǘƻ Ŏŀƭƭ IŜǊƻŘƻǘǳǎ Ψ¢ƘŜ CŀǘƘŜǊ ƻŦ IƛǎǘƻǊȅΩ όKeyes 1928, 1.5). 

 

Herodotus faced a serious problem for a writer of the new genre of history. He 

had to rely on oral histories as sources (like me and any writer or scholar using a 

framework dependent on oral history) because the first and second Persian Wars 

occurred ǿŜƭƭ ōŜŦƻǊŜ IŜǊƻŘƻǘǳǎΩ ŀŘǳƭǘƘƻƻŘΦ Ln Histories, Herodotus appears ready to 

accept the word of the people who told him stories: "I know this is how it happened 

ōŜŎŀǳǎŜ L ƘŜŀǊŘ ƛǘ ŦǊƻƳ ǘƘŜ 5ŜƭǇƘƛŀƴǎ ƳȅǎŜƭŦΦέ (Macauley, Book VII, 12.6). 

 

Morford says unless Herodotus had personally witnessed or was a participant in 

the events he was writing about, he had no alternative but to accept these oral recounts 

as sources, simply because that was how history was passed on in those days: ά¢ƘŜ 

stories of the earlier period were kept alive by oral recitation, transmitted by bards like 

ǘƘƻǎŜ ŘŜǎŎǊƛōŜŘ ƛƴ ǘƘŜ ŜǇƛŎǎ ǘƘŜƳǎŜƭǾŜǎέ όмфффΣ ǇΦ ннύΦ 

 

The oral histories Herodotus relied upon may have been imperfect with 

embellishments already built in as they passed from mouth to mouth. I faced the same 

problem - I too had to rely on oral histories as a source for the facts of OlgaΩǎ story. In 

both my case and that of the Herodotus, the oral histories may have been faulty or 

contaminated. As I have discussed, Olga may have exaggerated. Her children may have 

overreached in their retelling. Memories may have been faulty. These issues lead 

Tsoutsoumpis to warn that oral testimony should be low on the scale of research 

sources: ά5ŜǎǇƛǘŜ ǘƘŜƛǊ ǳǎŜŦǳƭƴŜǎǎΣ ƻǊŀƭ ǘŜǎǘƛƳƻƴƛŜǎ Řƻ ƴƻǘ ǇǊŜǎŜƴǘ ŀƴ ΨŀǳǘƘŜƴǘƛŎΩ ǾŜǊǎƛƻƴ 

ƻŦ ŜǾŜƴǘǎΦΦέ όнлмсΣ ǇΦ олύΦ 

 

For writers of historical events such as Herodotus (and me) the issue is not 

whether the oral histories have dangers - that is a given. Rather, the issue may well be 

whether we as writers have taken safeguards against their doubtfulness.  Unlike 

Herodotus, I had libraries, memoirs, documents and my cross-examining skill as a 

journalist ƻŦ Ƴŀƴȅ ȅŜŀǊǎΩ ŜȄǇŜǊƛŜƴŎŜ. For Herodotus, the chances to verify 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 library or looked up archival records. 

Although the Persian Wars were still extant in his childhood, Herodotus was too young 

to have been a participant in most of the events he was describing. 

 

However, ǘƘŜ Ǌƛǎƪ ƻŦ ŀ IŜǊƻŘƻǘǳǎΩ ǿƻǊƪ ōŜŎƻƳƛƴƎ ǘŀƴƎŜƴǘƛŀƭ ŦǊƻƳ ǘƘŜ ŦŀŎǘǎ ŘƛŘ 

not just lie in the dubiousness of his sources. There is also the fact that he went beyond 

the facts. He made things up, extrapolating aspects of cases by going into the minds of 

his protagonists, and inventing thoughts, words, and probably deeds. For Homer, this 

may have been allowable because he did not claim that his works were historic records. 

They were poems. However, Herodotus claimed his prose work was history, 

documentation of actual events. He went as far as to title it as such. Perhaps it was this 

that led Plutarch71  ǘƻ ǊŜǎǇƻƴŘ ǘƻ ǘƘŜ /ƛŎŜǊƻ ŜǇƛǘƘŜǘ όΨ¢ƘŜ CŀǘƘŜǊ ƻŦ IƛǎǘƻǊȅΩ) by labelling 

IŜǊƻŘƻǘǳǎ Ψ¢ƘŜ CŀǘƘŜǊ ƻŦ [ƛŜǎΩ:  

ά.ǳǘ ǘƘƻǳΣ h IŜǊƻŘƻǘǳǎΣ ǘǊŀƴǎŦŜǊŜǎǘ ǘƘŜ Ŧǳƭƭ Ƴƻƻƴ ŦǊƻƳ 

the middle to the 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!έ 

(cited in Goodwin, 1878, section 26, 10). 

¢Ƙƛǎ ƛǎ ŀ ǎŜǊƛƻǳǎ ŀǘǘŀŎƪ ƻƴ IŜǊƻŘƻǘǳǎΩ ŎǊŜŘƛōƛƭƛǘȅΦ Lƴ ǘƘƛǎ part of this chapter I 

discuss whether the invention in my novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ opens it to the same kind 

of criticism, for I too invented, aiming to provide an elegancy and a force in my writing, 

an example of which is the following passage: 

 

ά{ǘŀǾǊƻǎ calls her a slut for being with the German. A 

word spat with spittle, a blade as sharp as a knife to go 

ƛƴǘƻ ƘŜǊ ƘŜŀǊǘέ όYŀŦŎŀƭƻǳŘŜǎ 2011, p. 287). 

 

These words are fiction. I wrote this verbal attack to have an effect on my reader 

by surprising them with a swift and brutal passage which takes them on a new turn. It is 

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

 
71 In his work On The Malice of Herodotus. 
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person. He was a composite taken from brief portraits of resistance fighters I found in 

my historical research. 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 desires 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 possession than to be rehearsed 

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

 

!ƭǘƘƻǳƎƘ ǘƘƛǎ ŎƻƳƳŜƴǘ ƛǎ ƳŀŘŜ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ IŜǊƻŘƻǘǳǎΩ ƛƴǾŜƴǘƛƻƴΣ ƛǘ Ƴŀȅ ŀƭǎƻ 

ŀǇǇƭȅ ǘƻ Ƴȅ ƻǿƴ ǿƻǊƪΣ ŦƻǊ L ǘƻƻ ǘǊƛŜŘ ǘƻ ƭƻƻƪ ƛƴǘƻ ǘƘŜ ΨǘǊǳǘƘ ƻŦ ǘƘƛƴƎǎ ŘƻƴŜΩΣ ƛƴǘƻ ǘƘŜ 

motivations of the people I write about. Perhaps at this early stage in the discussion I 

may suggest the demarcation between inventive storytelling and deception should be 

embedded in the honesty of the author about the nature of the work. If the writer 

claims to have seen such incidents or if they claim the writing is what we today call 

journalism when it is invention, then they have presented deception. John P.A. Gould (in 

Hornblower, 2012) believes Herodotus was not being deceptive: άόIŜǊƻŘƻǘǳǎύ ƴƻǿƘŜǊŜ 

claims to have been an eye witness or participant in any of the major events or battles 

tƘŀǘ ƘŜ ŘŜǎŎǊƛōŜǎέ όǇΦ стпύΦ 

 

So according to Gould, Herodotus stayed on the right side of the line that defines 

deception. He did not make a claim to be present at the events he described.72  DƻǳƭŘΩǎ 

view has weight if Herodotus explicitly claimed, for example, to have been in places 

(such as Egypt) doing things (such as measuring the Giza pyramids) he did not do. 

Herodotus would be seen as a fraud, and doubts about any of his claimed and unverified 

facts would reasonably follow.73  However, whether or not he measured pyramids in 

 
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. 
73 It should be noted that there are no extant facts to refute his claims that he measured pyramids.  



 

Going the Way of the Ancients: Phil Kafcaloudes 

 

51 

actuality, it is certain that in his Histories are elements of fictional expansionism in 

dialogue, motivation and thought. For example, in Histories, Mardonius urges Xerxes to 

attack the Greeks (Book VII, 5.8) and much of the dialogue for this scene includes 

speeches which are very long. It is improbable that they could be word-for-word 

accurate reproductions of actual speeches that were made at the time, speeches that 

Herodotus did not hear. All are written in inverted commas, and not paraphrased. 

Unless one of the two participants wrote down that entire speech for Herodotus, this 

must be invention, at least to some degree. 

 

Herodotus justifies his fictional passages by saying that the purpose of writing 

history is more than just to record what happened but also to speculate on why: ά{ƻ 

that human achievements may not become forgotten in time, and great and marvelous 

ΦΦ ŀƴŘ ŜǎǇŜŎƛŀƭƭȅ ǘƻ ǎƘƻǿ ǿƘȅ ǘƘŜ ǘǿƻ ǇŜƻǇƭŜ ŦƻǳƎƘǘ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊέ όŎƛǘŜŘ ƛƴ ²hiting 

2007, p. 21). 

 

When Herodotus does overstep into speculation at times, he admits it: άAs far as 

I judge by conjectureΣ ·ŜǊȄŜǎ ƎŀǾŜ ŎƻƳƳŀƴŘ ŦƻǊ ǘƘƛǎ ŘƛƎƎƛƴƎ ƻǳǘ ƻŦ ǇǊƛŘŜέ όƳȅ ŜƳǇƘŀǎƛǎύ 

(Macauley, Book VII, 24.1).  

 

This passage may just represent a tool of the ǿǊƛǘŜǊΩǎ craft, but at least 

Herodotus is admitting to his reader what he does not know. It is a refreshing honesty in 

the face of the criticism from those like Plutarch. 

 

I too invented dialogue, not only for the protagonist Olga, but also for 

documented historical events. In the introduction I discuss my decision to include in the 

ƴƻǾŜƭ ǘƘŜ Lǘŀƭƛŀƴ ŀƳōŀǎǎŀŘƻǊΩǎ ǳƭǘƛƳŀǘǳƳ ǘƻ DǊŜŜƪ tǊƛƳŜ aƛƴister Metaxas in 1940. This 

ultimatum, given in the middle of the night, demanded that the Greeks allow Italian 

ǘǊƻƻǇǎ ǘƻ Ǉŀǎǎ ǘƘǊƻǳƎƘ DǊŜŜŎŜΦ Lǘ ƛǎ ƪƴƻǿƴ ǘƘŀǘ aŜǘŀȄŀǎΣ ǎǇŜŀƪƛƴƎ ƛƴ CǊŜƴŎƘΣ ǎŀƛŘ Ψ{ƻΣ 

ǘƘƛǎ ƛǎ ǿŀǊΩ ό[ƻǊŘ нлмуύΦ74  Apart from the Metaxas refusal, there is no record of the 

conversation of that meeting. There were no witnesses beyond Metaxas and Grazzi. 

Metaxas died three months later in the midst of war and wrote no memoirs or accounts 

of his life. In {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ I expand and detail this meeting to heighten the 

 
74 !ƭǘƘƻǳƎƘ ƻǘƘŜǊǎ ōŜƭƛŜǾŜ aŜǘŀȄŀǎ ǎƛƳǇƭȅ ǊŜǇƭƛŜŘ ΨhxƛΩΣ ǿƘƛŎƘ ƳŜŀƴǎ ΨƴƻΩ όbŜƻǎ YƻǎƳƻǎ нллфύΦ 
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emotion of the moment and to flesh out the characters of the players. I invented most 

of the dialogue of this meeting. I 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 was a key moment in modern Greek history. 

 

This can be a dangerous writing choice. A reader may not know the difference 

between what certainly happened and what was a fiction. In my case, I felt that these 

elements of the story of the war in Greece were important, and the telling of these 

stories should not be prohibited becaǳǎŜ L ŘƛŘƴΩǘ ƘŀǾŜ ǘƘŜ ƴŀƳŜΣ ƭƻŎŀǘƛƻƴ ŀƴŘ ǘƘŜ ŘŀǘŜ 

of these things. I gave them a name, location and date. But to insert these inventions I 

followed a rationale. They had to have a base in real events in Greece at the time 

(reprisal shootings, a woman starving to death, a sexual encounter with a soldier). I 

could not claim the Parthenon was bombed when Athens was never attacked in this 

way. If I did there certainly would have been critical consequences. As an added 

safeguard I ensured the publisher clearly labelled the book as a novel. Journalist Alastair 

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

 

άwŜŎŜƴǘƭȅΣ !ƭŀǎǘŀƛǊ wŜƛŘ ǿŀǎ ŎŀǎǘƛƎŀǘŜŘ ŦƻǊ ŎǊŜŀǘƛƴƎ 

composite characters and locations... Joanne Lipman, a 

bŜǿ ¸ƻǊƪŜǊ ǎǘŀŦŦ ǿǊƛǘŜǊ ǎŀȅǎ wŜƛŘ Ψǘƻƻƪ ŘƛǎǇŀǊŀǘŜ 

elements from different places ς a bar here, a bartender 

or television speech there ς and moved them around and 

put them in a whole different place and made a poetic 

wholeέ όƳȅ ŜƳǇƘŀǎƛǎύ ό!ŘŀƳǎ мффлΣ ǇΦ рύΦ 

 

This brings us back to the question that I asked at the beginning of this chapter: if 

people believe fictional or semi-fictional depictions to be absolutely true, would their 

knowledge of history be damaged? In making his poetry whole, has Reid crossed the 

ƭƛƴŜΚ LŦ wŜƛŘΩǎ {ǇŀƴƛǎƘ ōŀǊǘŜƴŘŜǊ simply ǿƻǊƪŜŘ ŀǘ ŀ ŘƛŦŦŜǊŜƴǘ ŎƭǳōΣ L ŎŀƴΩǘ ǎŜŜ ǘƘŀǘ ŀƴȅ 

damage is done. Indeed, in this case I argue the benefits of poetic, compelling writing 

probably outweigh the geographical amendments. Telling a story in a novel, a poem or 

entertainment is not just the dropping of facts onto paper. The story might need 

succinctness which necessitates amalgams of character and places; it may need to be 
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adjusted for a cadence, or to add a rhythm to pull the reader from line to line, and page 

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

long paragraphs that had a rhythm, or a repetition of beat or words. In the Metaxas-

Grazzi meeting the cadence of the lines leads the reader through an invented flow of 

seven-word phrases which is then ebbed with the truncated single line ά²Ƙŀǘ ƛǎ ǘƘƛǎΣ 

/ƻǳƴǘΚέΥ 

 

ά¢ƘŜ DŜƴŜǊŀl comes down 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 re-crosses his legs and has nowhere to 

rest his armsΦ ¢ƘŜ ŎƘŀƛǊ Ƙŀǎ ƴƻ ǎƛŘŜǎΦ ²ƘŜƴ ƘŜ ǎǇŜŀƪǎ ƛǘΩǎ ƛƴ 

French so that his words cannot be mistaken.έ 

(Kafcaloudes 2011, p. 154). 

 

¢ƻ ŀǇǇƭȅ ǘƘƛǎ ŎŀŘŜƴŎŜΣ L ŦƛǘǘŜŘ aŜǘŀȄŀǎΩ ŀƴŘ ǘƘŜ /ƻǳƴǘΩǎ ƳƻǾŜƳŜƴǘǎ ǘƻ suit the 

narrative. Obviously this was invention, as was how Metaxas was dressed, how he 

walked downstairs, how Grazzi reacted to Metaxas. Even the crossing and re-crossing of 

his legs was put in purely to give a sense of discomfort and a window into Count GraȊȊƛΩǎ 

possible state of mind, and this state of mind was also my invention. Grazzi may not have 

been uncomfortable. He may have been annoyed, sleepy, apathetic, or triumphant. We 

ŘƻƴΩǘ ƪƴƻǿΦ LŦ L ŘƛŘ ƪƴƻǿ ǘƘŀǘ ƘŜ ŦŜƭǘ ƻǘƘŜǊǿƛǎŜΣ L ǿƻǳƭŘ ƘŀǾŜ ǿǊƛǘǘŜƴ ǘƘƛǎ ǎcene 

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. 

hƴŜ ŜȄŀƳǇƭŜ ƛǎ aŀǊȅ /ƘŜǎƴǳǘǘΩǎ ǇǳǊǇƻǊǘŜŘ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ !ƳŜǊƛŎŀƴ /ƛǾƛƭ ²ŀǊ ŘƛŀǊȅ, A 

Diary from Dixie, 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 
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have wrongly believed these to be genuine diaries written at the time of the events they 

are describing, and they could have been considered historical documents of that time 

and place. Instead, it is a retrospective work, written from the safety of peacetime. It 

ŎƻǳƭŘ ōŜ ŀǊƎǳŜŘ /ƘŜǎǘƴǳǘǘΩǎ ǿǊƛǘƛƴƎ ƛǎ ŀ ƎŜƴǳƛƴŜ ƳŜƳƻƛǊ ƻŦ ŀƴ ŜǾŜƴǘ ǎƘŜ ǿŀǎ ǇŀǊǘ ƻŦΣ ŀƴŘ 

therefore no damage was done, but it should also be asked that if Chestnutt lied about 

this, how much else did she invent? 

 

This issue of validity is also raised 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 non-fiction Australian history section. But whether these books can be 

classified as non-fiction is debatable. One example is Nancy Wake, a biography by 

FitzSimons about the life of an Australian spy who fought with the French resistance. 

¢ƘŜ ōƻƻƪ ŎƘŀǊǘǎ ²ŀƪŜΩǎ ƭƛŦŜ ŀƴŘ ǿŀǊǘƛƳŜ ŀŎǘƛǾƛǘƛŜǎ ōǳǘ ŀǘ ǘƛƳŜǎ ŜȄǇŀƴŘǎ ōŜȅƻƴŘ 

documentary. For example, the opening paragraph of this biography reads: 

 

ά ΦΦ ǘƘŜ ŀƛǊ ǿŀǎ ǘƘƛŎƪ ǿƛǘƘ ŜȄƘŀǳǎǘƛƻƴΣ ǘƘŜ ǎƘŜŜǘǎ ŀƴŘ 

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 

ƭŀȅ ōŀŎƪ ŜȄƘŀǳǎǘŜŘΣ ǘƻǘŀƭƭȅ ǎǇŜƴǘέ όнллмΣ ǇΦ оύΦ 

 

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 worst (for a non-fiction book) 

ƛƴǾŜƴǘƛƻƴΦ CƛǘȊ{ƛƳƻƴǎ ǿŀǎ ƴƻǘ ǇǊŜǎŜƴǘ ŀǘ ²ŀƪŜΩǎ ōƛǊǘƘΦ bƻǊ ƛǎ ǘƘŜǊŜ ŀƴȅ ǊŜŦŜǊŜƴŎŜ ǘƻ 

suggest that he was drawing on a written account of someone who was present. These 

are the lines of an entertainment writer who has invented a scene and has left it to the 

ŀǳŘƛŜƴŎŜ ǘƻ ŘŜŎƛŘŜ ǿƘŜǘƘŜǊ ǘƘŜ ōƛǊǘƘ ǿŀǎ ŀǎ ŘŜǎŎǊƛōŜŘΦ ¢Ƙŀǘ ǎŀƛŘΣ ƛǎ ǘƘŜ ǊŜŀŘŜǊΩǎ 

knowledge of the world damaged because of this passage? Probably not. It is a birth, 

and whether Ella Wake screamed or not is probably not the kind of issue that would 

spark a Plutarch salvo. 
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That was one, seemingly unimportant example, but there may be more cause 

for ŎƻƴŎŜǊƴ ƻǾŜǊ ǘƘŜ ƛƴǾŜƴǘƛƻƴ ƛƴ CƛǘȊ{ƛƳƻƴǎΩ ōƻƻƪ Batavia which is about a shipwreck, 

mutiny and massacre involving the Dutch ship Batavia off the West Australian coast in 

1629. FitzSimons not only embellishes, but invents and assigns motivations to one of 

the murderers: 

 

άΦΦƘƛǎ ƳŀǊƪ ƛǎΥ ǘƘŜ ƘŜŀǾƛƭȅ ǇǊŜƎƴŀƴǘ aŀȅƪŜƴ {ƻŜǊǎ ς so 

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 

Řƻ ǘƘƛǎέ όнлммΣ ǇΦ нфрύΦ 

 

There are no references to show that this is a direct quote from the character 

involved. This character is executed soon after the above events (ibid., p. 413). He left 

no writings or diary. FitzSimons has extrapolated motivation and inner thinking to the 

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 reads: άCƛǘȊ{ƛƳƻƴǎΩ (sic) unique writing style has made him the 

ŎƻǳƴǘǊȅΩǎ ōŜǎǘǎŜƭƭƛƴƎ non-fiction ǿǊƛǘŜǊ ƻǾŜǊ ǘƘŜ ƭŀǎǘ ǘŜƴ ȅŜŀǊǎέ όŀǳǘƘƻǊ ŜƳǇƘŀǎƛǎύ όibid., 

front flap). 

 

This portrayal of !ƴŘǊƛŜǎΩ ǎǘŀǘŜ ƻŦ ƳƛƴŘ ƛǎ ŀ ŦƛŎǘƛƻƴΣ ŀƴŘ CƛǘȊ{ƛƳƻƴǎ ŎƘƻǎŜ ǘƻ Ǉŀƛƴǘ 

him as a man who rued doing 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 Batavian Lord of the Flies scenario gave vent and opportunity to the worst of this 

ƳŀƴΩǎ ǇŜǊǎƻƴŀƭƛǘȅΚ Lƴ ǘƘƛǎ ŎŀǎŜ ǘƘŜ ŀǳǘƘƻǊΩǎ ƛƴǾŜƴǘƛƻƴ ǇƭŀŎŜŘ ŀ ŎƻƳǇƭŜȄƛƻƴ ƻƴ ǘƘŜ ǎǘƻǊȅ 

that will have skewed the story. FitzSimons' 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 in a work that claims to be non-fiction.  
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¢ƘŜ ǎŀƳŜ ƛǎǎǳŜ ŀǇǇƭƛŜǎ ǘƻ !ǳǎǘǊŀƭƛŀƴ ƴƻǾŜƭƛǎǘ tŜǘŜǊ /ƻǊǊƛǎΩ ƛƴǾŜƴǘƛƻƴ ƻŦ ǘƘŜ 

discovery of a long-lost diary to tell the story of his ancestor Fletcher Christian in the 

book The Journal of Fletcher Christian (2005). The Goodreads website, in its description 

of the book, states the work is: άΧǎƻǳǊŎŜŘ ŦǊƻƳ ƳȅǎǘŜǊƛƻǳǎ ƧƻǳǊƴŀƭǎ ƻōǘŀƛƴŜŘ ǿƘƛƭŜ 

ǊŜǎŜŀǊŎƘƛƴƎ Ƙƛǎ ŦŀƳƛƭȅ ŀƴŎŜǎǘǊȅέ όDƻƻŘǊŜŀŘǎ нлмтύΦ 

 

This is not true - Corris did not find these diaries during research, but rather the 

diaries were invented by Corris. Elements of the story were factual (such as the mutiny 

on the Bounty) but the fictional diaries told of an imagined future for Fletcher Christian 

and his descendants. There was no disclaimer that this was a novel, and /ƻǊǊƛǎΩ 

publishers provided little to say that the work was fictional, except for a hint on the back 

cover: ά.ƛƴŘƛƴƎ together three lives, two histories and a fractured world of new ς and 

old ς cultures, The Journal of Fletcher Christian is a rivetting tale of men and madness, 

and a dazzling work of imaginationέ (my emphasis) (Corris 2005). 

 

Even if a reader would pick up on this subtle line at the back of the book, I 

question whether every reader would understand this to mean that the entire premise 

of the book is fictional. The reader might take this line (if they read it) to mean that it is 

referring to the writing method as being imaginative; that the Christian journals might 

still be genuine. There is obviously the risk that others besides Goodreads could be 

misled by the fictional nature of the journals.  

 

Such fictionalisation might be so obvious so as not to be a problem. In his The 

Herries Chronicle (1939), New Zealand-born British author Hugh Walpole used a theatre-

of-the-mind concept75  by referring the reader to whole books which did not exist, even 

going as far as to include the names of fictitious publishers in references in the footnotes 

of his pages, such as: ά 1 Judith tŀǊƛǎΩ Journal is still Herries property. See An Old Border 

Family, published by Houghley & Watson, муфпέ (1939, p. 452). 

 

Neither WǳŘƛǘƘ tŀǊƛǎΩ Journal nor An Old Border Family exist. They are texts 

invented by Walpole for that one footnote reference. ²ƘƛƭŜ ǘƘŜǊŜΩǎ ŀ risk that some 

 
75 A concept that originally came from radio, where the writing created vivid images in the minds of the 
listeners. I 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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readers were misled into thinking that Rogue Herries is a true story, the fact that it was 

widely known that the Rogue Herries series was a set of novels means these references 

were likely to be seen for what they were: devices to help subsume the reader into a 

culture of a fictional family of such note that members would have written 

autobiographies, and other writers would have written about them. It is an immersive 

technique unlikely to misrepresent - especially as anybody trying to locate the 

references would find these books to be non-existent. 

 

Max Morgan took the fictionalised diary concept one step further with his 

Aerobleu (1997). This novel is written as a diary and ǘŜƭƭǎ ǘƘŜ ǎǘƻǊȅ ƻŦ ŀ ǇƛƭƻǘΩǎ ǇƭŀƴŜ 

journey. The diary/novel text is handwritten (or in a font that apes handwriting). There 

are no headers, footers, introductions or chapter titles ς there is nothing to distinguish 

ǘƘƛǎ ŦǊƻƳ ŀ ƎŜƴǳƛƴŜ ǇƛƭƻǘΩǎ ƧƻǳǊƴŀƭΦ ¢ƘŜǊŜ ƛǎ ƴƻǘ ŜǾŜƴ ŀ ǘƛǘƭŜ ǇŀƎŜΦ Dates on each page 

demarcate events. The book is in the shape of a genuine logbook (280mm x 145mm) and 

comes in an aluminium case in the style of a protective case that might have been used 

ōȅ Ǉƛƭƻǘǎ ŦƭȅƛƴƎ ŀƛǊŎǊŀŦǘ ƛƴ ǘƘŜ мфплǎΦ ¢ƘŜ ōƻƻƪ ƛǎ ǎǘŀƳǇŜŘ ǿƛǘƘ ǘƘŜ ǿǊƛǘŜǊΩǎ ƴŀƳŜ ŀƴŘ ǘƘŜ 

ŘŀǘŜ άмфптέΦ 

 

It is not until the final page that the following statement is made in small print: 

ά!ŜǊƻōƭŜǳ tƛƭƻǘǎΩ WƻǳǊƴŀƭ ƛǎ ŀ ǿƻǊƪ ƻŦ ŦƛŎǘƛƻƴΦ !ƭǘƘƻǳƎƘ ǘƘŜ ŀǳǘƘƻǊ ƳŀƪŜǎ ƻŎŎŀǎƛƻƴŀƭ 

references to actual persons, the content and context of those references are entirely 

ŦƛŎǘƛƻƴŀƭέ όaƻǊƎŀƴ мффтΣ ŜƴŘǇŀǇŜǊύΦ 

 

This might suggest that in the interests of keeping readers immersed in the story, 

the publishers wished in this case to keep the fictional nature of the work hidden from 

the reader until the very end. There is no deception. Readers who have read the whole 

work will be appraised of the fictional nature of the book, but only if they read that 

endnote. Nevertheless, the publisher and author have taken steps not to mislead the 

reader and have clear about it, clearer than in the case of Corris. 

 

However, there have been cases where the writer has indeed deliberately 

ƳƛǎǊŜǇǊŜǎŜƴǘŜŘ ǘƘŜƳǎŜƭǾŜǎ ŀƴŘ ǘƘŜƛǊ ǿƻǊƪΦ !ǳǎǘǊŀƭƛŀƴ ŀǳǘƘƻǊ IŜƭŜƴ 5ŜƳƛŘŜƴƪƻΩǎ novel 

The Hand That Signed the Paper (1993) is set in World War II, and tells of a man, 
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ǇǳǊǇƻǊǘŜŘ ǘƻ ōŜ ǘƘŜ ŀǳǘƘƻǊΩǎ ǳƴŎƭŜΣ ǿƘƻ ƘŀŘ ŎƻƳƳƛǘǘŜŘ ŀǘǊƻŎƛǘƛŜǎ ŀƎŀƛƴǎǘ WŜǿƛǎƘ 

prisoners. The author claimed that the book was based on true events and the story was 

part of her Ukrainian background: 

 

ά5ŀǊǾƛƭƭŜ ǎǳōƳƛǘǘŜŘ ǘƘŜ ōƻƻƪ ǘƻ ǘƘŜ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ 

Queensland Press in early 1993 as a work of nonfiction. 

IŜǊ ŀǳǘƘƻǊϥǎ ƴƻǘŜ ǎǘŀǘŜǎΥ Ψ¢ƘŜ ǘƘƛƴƎǎ ƴŀǊǊŀǘŜŘ ƛƴ ǘƘƛǎ 

book really happened, the things they did [are] historical 

ŀŎǘǳŀƭƛǘƛŜǎΦΩ Lǘ ǎŀȅǎ ǎƘŜ ŎƻƳǇƛƭŜŘ ƘŜǊ ǎǘƻǊȅ ŦǊƻƳ ǘŀǇŜŘ 

interviews with, among others, her ǳƴŎƭŜ Ψ±ƛǘŀƭȅ 

5ŜƳƛŘŜƴƪƻΩΣ ǿƘƻ ŀǇǇŜŀǊŜŘ ƛƴ ǘƘŜ ŘǊŀŦǘ ǳƴŘŜǊ ǘƘŀǘ 

name. The manuscript is accompanied by notes in 

5ŀǊǾƛƭƭŜϥǎ ƘŀƴŘǿǊƛǘƛƴƎέ (Knox 2005). 

 

But Demidenko had no Uncle Vitaly. She was not Ukrainian, and her name was 

Darville, not Demidenko. The story was entirely 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 the potential to cause societal damage: 

 

άIŜƭŜƴ 5ŜƳƛŘŜƴƪƻΩǎ ¢ƘŜ IŀƴŘ ǘƘŀǘ {ƛƎƴŜŘ ǘƘŜ tŀǇŜǊ ƛǎ ŀ 

loathsome book ς all the more so because the author 

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

Regrettably (and no doubt unintentionally) this book will 

give comfort to racists and anti-Semites ς from 

!ǳǎǘǊŀƭƛŀΩǎ [ǳƴŀǊ wƛƎƘǘ [ŜŀƎǳŜ ƻŦ wƛƎƘǘǎ ǘƻ ǘƘŜ ŦŀǎŎƛǎǘ 

ǿƛƴƎ ƻŦ wǳǎǎƛŀΩǎ tŀƳȅŀǘ ƳƻǾŜƳŜƴǘέ όŎƛǘŜŘ ƛƴ {ǇŀǊǊƻǿ 

2015). 

 

After this criticism, Darville amended her back story to say she had interviewed 

an anonymous (and still unknown) Ukrainian war criminal to get the facts on 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 exegesis (twenty-ǎƛȄ ȅŜŀǊǎ ŀŦǘŜǊ ǘƘŜ ǇǳōƭƛŎŀǘƛƻƴ ƻŦ 5ŀǊǾƛƭƭŜΩǎ 

book). The original novel was told with narrative merit, proven by the fact that the 

manuscript won several Australian literary awards,76  but the value of the work has been 

damaged by this question of whether Darville had been lying or notΦ LŦ 5ŀǊǾƛƭƭŜΩǎ tale is 

based on a true story, then this is a powerful story that may have been of benefit to 

history because the book - though clearly written in the style of a novel - might 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 first-hand account of a person who did what he did: to 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 people. However Meyer cites a survey which 

indicated respondents believed, in the wake of the scandal, that the whole work was 

fake and thus the atrocities at the base of the book had not happened: 

 

ά{ǘǊƛƪƛƴƎƭȅΣ ǘƘŜ ŎŀǘŜƎƻǊƛǎŀǘƛƻƴ ƻŦ ǘƘŜ ƭƛǘŜǊŀǊȅ ǎŎŀƴŘŀƭ ǿŀǎ 

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 

ƛƴǎŜƴǎƛǘƛǾŜ ŘƻƛƴƎǎ ƻŦ ŀ ǇŀǘƘƻƭƻƎƛŎŀƭ ŀŘƻƭŜǎŎŜƴǘ ŀǳǘƘƻǊέ 

(2006, p. 134). 

 

So this survey indicates Darville may have done a disservice to the Ukrainians she 

had claimed to have wanted to help. As an extension, if the ǿŀǊ ŎǊƛƳƛƴŀƭΩǎ thought 

ǇǊƻŎŜǎǎŜǎ ŀǊŜ 5ŀǊǾƛƭƭŜΩǎ ŀƭƻƴŜ ŀƴŘ ŀǊŜ ŀ ǘƻǘŀƭ ƛƴǾŜƴǘƛƻƴΣ ǘƘŜƴ ǘƘŜǎŜ ǘƘƻǳƎƘǘ ǇǊƻŎŜǎǎŜǎ 

may have nothing at all to do with those of a dangerous, abusive man of the 1940s. 

¢ƘǊƻǳƎƘ 5ŀǊǾƛƭƭŜΩǎ ŘŜŎŜǇǘƛƻƴΣ ǊŜŀŘŜǊǎ who believed the story to be true may have been 

misled.77 

 

Questionable labelling may have led readers to misunderstand the nature of a 

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

 
76 The Australian Vogel Literary Award, the Miles Franklin Award and the ASAL Gold Medal. 
77 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 for the prize. 
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imagined perspective of someone writing twenty-six years later in 1987. In it he 

imagines the then-current South African prime minster, Dr H.F. Verwoerd transforming 

from the architect of apartheid to the man who dissolved it. The future that Allighan 

imagined did not come to pass. Verwoerd was assassinated in 1966. The road to the end 

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

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

the ǎǘȅƭŜ ƻŦ ǘƘŜ ōƻƻƪΩǎ design showing a full page posed photo of Verwoerd, in the style 

of a biography. The dust jacket explanation 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 

jacket fold: ά!ƴ ƛƳŀƎƛƴŀǘƛǾŜ ŜȄŎǳǊǎƛƻƴ ƛƴǘƻ ǇƻƭƛǘƛŎǎέ ό!ƭƭƛƎƘŀƴ мфсмΣ ƛƴǎƛŘŜ ŦƭŀǇύΦ 

 

This ambiguous statement is the only reference to the fact that the book is a 

work of fiction. It could be argued that for someone buying this book in 1987, there 

would be a chance that the reader may believe they were buying a non-fiction 

biography. The reader might be led to believe an alternative (and wrong) version of the 

end of apartheid. 

 

These are the concerns that accompanied me as I wrote {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊΦ I 

do not believe my fictionalising of the Olga story constitutes lying (in the Cicero sense) 

and I attempted to reduce the risk of misrepresentation by making it clear on the cover 

of the English edition that {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ was a novel. There was also an 

acknowledgment at the end of the novel that stated: ά!ƴŘ ǘƻ hƭƎŀΣ ǿƘƻ L ŦŜƭǘ ŀǘ Ƴȅ 

shoulder on so many of the late evenings. I hope the diaries were as you would have 

ǿǊƛǘǘŜƴ ǘƘŜƳέ όYŀŦŎŀƭƻǳŘŜǎ нлммΣ ǇΦ смфύΦ 

 

Perhaps this was not enough. Some readers of Someone 9ƭǎŜΩǎ War believed the 

invented diaries were genuine. As one elderly Greek man who attended one of the 

ōƻƻƪΩǎ launches told me: άL was on that street corner on the day she was released from 

prison, and you brought it all back to me. You wrote it just as it ǿŀǎΦέ78 

 

 
78 This man approached me in the Sydney War Memorial after I had given a speech in 2012 at the Oxi Day 
commemoration. 
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However, ΨǘƘŜ day ǎƘŜ ǿŀǎ ǊŜƭŜŀǎŜŘΩ was a creation of my imagination. It was 

based on true accounts of what was happening in Athens around that time, but the diary 

entry that described what Olga saw on the day of her release from Averoff Prison was 

imagined by me. In it she walked through a pavement covered in dead bodies and 

desperate 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 only one of several people who told me they believed hƭƎŀΩǎ diaries were 

real. In a 2011 interview on ABC Melbourne, radio presenter Jon Faine asked me where I 

ŦƻǳƴŘ Ƴȅ ƎǊŀƴŘƳƻǘƘŜǊΩǎ ŘƛŀǊȅΦ ¢Ƙƛǎ Ƴŀȅ ƘŀǾŜ ƘŜƭǇŜŘ ŎƻƴŦƛǊƳ ǘƻ ƳŜ ǘƘŀǘ L ƘŀŘ ǎƻƳŜ 

success in writing in the voice of a woman of a different era and culture, but it raised the 

question of whether I had done enough to make it clear that this was an historical 

fiction. I thought I had done enough. Maybe L ƘŀŘƴΩǘΦ 

 

This has a parallel in the staged historical event, Jesus Christ Superstar, which is 

an imagined depiction of the last days of Jesus Christ. Clearly this has many invented 

elements, including songs, choreography, 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 

ǎǳŎƘ ŀǎ ΨƳŀǎǎ ŎƻƳƳǳƴƛŎŀǘƛƻƴΩ ŀƴŘ ΨǿƘŀǘΩǎ ǘƘŜ ōǳȊȊΩΦ Lǘ ŎƻǳƭŘ ōŜ ŀǊƎǳŜŘ ǘƘŀǘ ǘƘŜ 

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 element of history to it: 

 

άΦΦ wƛŎŜ ŀǇǇǊƻŀŎƘŜŘ ǘƘŜ ǎǘƻǊȅ ŀǎ Ƙƛǎtory instead of 

scripture.. that the action of Jesus Christ Superstar is .. a 

version of how it might have been. Because he treated 

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

ŀƴŘ ŦƛƭƭŜŘ ƛƴ ǘƘŜ ōƭŀƴƪǎ ƘƛƳǎŜƭŦέ όaƛƭƭŜǊ нллтΣ ǇΦ 129). 

 

It could not be completely 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 characters portrayed in the musical i.e. 
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Mary Magdalene, the priests and Pilate: άwƛŎŜ ƘŀŘ ǘƻ ŦƭŜǎƘ ǘƘŜƳ ƻǳǘΣ ǘƻ ƎƛǾŜ ǘƘŜƳ 

ǇŜǊǎƻƴŀƭƛǘƛŜǎΣ ƛƴƴŜǊ ƭƛŦŜΣ ƳƻǘƛǾŀǘƛƻƴΣ ōŀŎƪǎǘƻǊȅέ όibid., p. 129). 

 

To do this, Rice gave the characters words that they never uttered. Rice 

concocted discussions among the priests about the rebel Jesus Christ which explained 

their fear of the man.79  Mary Magdalene expresses her love for Jesus80  after 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 it a form of entertainment for an audience. 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 drama. Would theatre-ƎƻŜǊǎ ōŜ ƳƛǎƭŜŘΚ L ŘƻƴΩǘ ǘƘƛƴƪ 

so. 

 

Likewise we could ask whether they would be misled by the almost entire 

fictionalisation of the story of Mary, the mother of Jesus, ƛƴ /ƻƭƳ ¢ƻƛōƛƴΩǎ ǇƭŀȅΣ The 

Testament of Mary.81  Toibin brings to life the characteristics of motherhood, grief and 

ǿƛƭƭǇƻǿŜǊΦ !ƭƭ ǘƘŜǎŜ ŦŀŎǘƻǊǎ ǿŜǊŜ ǊŀƛǎŜŘ ƛƴ ǘƘŜ bŜǿ ¢ŜǎǘŀƳŜƴǘ ƎƻǎǇŜƭǎΣ ōǳǘ ¢ƻƛōƛƴΩǎ ŎǊŀŦǘ 

in expanding and fictionalising the story makes these elements, and consequently the 

character herself, jump out to an audience as someone who may be relatable to a 

modern audience. Her lines give a detail to the thought processes of a mother watching 

her son being killed: 

 

άLǘ ƛǎ ƻƴƭȅ ƴƻǿ ǘƘŀǘ L Ŏŀƴ ŀŘƳƛǘ ǘƘƛǎΣ ƻƴƭȅ ƴƻǿ ǘƘŀǘ L Ŏŀƴ 

allow myself to say it. For years I have comforted myself 

with the thought of how long I remained there, how 

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

the words out, that despite the panic, despite the 

desperation, the shrieking, despite the fact that his heart 

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

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

 
79 In the songs This Jesus Must Die and Then We Are Decided. 
80 In the song L 5ƻƴΩǘ Yƴƻǿ Iƻǿ ¢ƻ [ƻǾŜ IƛƳΦ 
81 Discussed in In Appendix 3 (h) The Testament of Mary. 
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will go with me into the grave, despite all of this, the pain 

ǿŀǎ Ƙƛǎ ŀƴŘ ƴƻǘ ƳƛƴŜέ ό¢ƻƛōƛƴ нлмнΣ ǇΦ мнсύ. 

 

¢ƻƛōƛƴΩǎ aŀǊȅ ƛǎ ǎǇŜŀƪƛƴƎ ȅŜŀǊǎ ŀŦǘŜǊ the crucifixion, and there are no records of 

aŀǊȅ ǊŜŦƭŜŎǘƛƴƎ ōŀŎƪ ƻƴ ǘƘŜ Řŀȅ ƻŦ WŜǎǳǎΩ ŘŜŀǘƘΦ ¸Ŝǘ ǘƘŜ ǎǘƻǊȅ ƛǎ ǘƘŜ ǎǘǊƻƴƎŜǊ ŦƻǊ ǘƘƛǎ 

ǇŀǎǎŀƎŜΣ ǿƘƛŎƘ ǘƛŜǎ ǳǇ aŀǊȅΩǎ ƳŜƴǘŀƭ ŀƴƎǳƛǎƘ ŀǎ ƻƴŜ ŜƴǘǿƛƴŜŘ ǿƛǘƘ ōƻǘƘ ƘŜǊ ƳŜƳƻǊȅ ƻŦ 

her son being slowly and horrifically killed in front of her, with her own guilt of feeling 

that her pain would never be enough. The audience would understand this as an 

ŜȄǘǊŀǇƻƭŀǘƛƻƴ ǘƘŀǘ ŘǊŀǿǎ ƻƴ ǘƘŜ ŀǳǘƘƻǊΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƘǳƳŀƴƛǘȅ ƳƻǊŜ ǘƘŀƴ ŦǊƻƳ 

any historical record. 

 

Similarly, a play about writer and critic Quentin Crisp has Crisp demonstrating 

motivations Crisp may never have had. In Resident Alien he is depicted as an elderly 

man, living alone and no longer the toast of New York life. Yet it was this period and not 

/ǊƛǎǇΩǎ ŦƭŀƳōƻȅŀƴǘ ŜŀǊƭƛŜǊ ƭƛŦŜ ǘƘŀǘ ƛƴǎǇƛǊŜŘ ǇƭŀȅǿǊƛƎƘǘ ¢ƛƳ Cƻǳƴǘŀƛƴ.82  Fountain invents 

/ǊƛǎǇΩǎ ŘƛǎŀǇǇƻƛƴǘƳŜƴǘΣ ǎǘƻƛŎƛǎƳ ŀƴŘ ŘƛƎƴƛǘȅ in this fictionalised account of one night in 

/ǊƛǎǇΩǎ ƭƛŦŜ ǿƘŜƴ ƘŜ ǿŀǎ ŀƭƻƴŜ ƛƴ Ƙƛǎ ŀǇŀǊǘƳŜƴǘΦ ¢ƘŜ ǎǘƻǊȅ ƻŦ ǘƘƛǎ ŦŀƭƭŜƴ ǎƻŎƛŀƭƛǘŜ ōŜŎƻƳŜǎ 

a work of entertainment and poignancy, where in the words of one critic: άwords, 

gestures and environment ricochet ofŦ ƻƴŜ ŀƴƻǘƘŜǊέ ό.ǊŀƴǘƭŜȅ нллмύΦ Lǘ ƛǎ ǘƘƛǎ 

fictionalisation that made a rather sad episode into living, insightful entertainment. The 

ŘǊŀƳŀ ƻŦ ǘƘŜ Ǉƭŀȅ ŎƻƳŜǎ ǘƘǊƻǳƎƘ ǘƘŜ ŜȄǇƻǎƛǘƛƻƴ ƻŦ /ǊƛǎǇΩǎ ǘƘƻǳƎƘǘǎ ŀǎ ƘŜ ǎƭƻǿƭȅ ŘǊŜǎǎŜǎ 

for a planned interview that never happens, then again in his slow undressing in 

ŘƛǎŀǇǇƻƛƴǘƳŜƴǘ ŀǘ ǘƘŜ ƧƻǳǊƴŀƭƛǎǘΩǎ ǎƴǳōΦ Lƴ ǘƘƛǎ ǎŎŜƴŀǊƛƻΣ ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ /ǊƛǎǇ ƛǎ 

revealed to an audience which has been made sympathetic not only to a once-famous 

critic and bon vivant, but to an old rejected man living alone. 

 

The through line in these examples is how fictionalisation brings the story of the 

central character to a wider audience. When the soundtrack to Jesus Christ Superstar 

was first released ƛƴ мфтл ǿƛǘƘ 5ŜŜǇ tǳǊǇƭŜΩs Ian Gillan singing the role of Jesus, millions 

of teenage hard rock fans may have found themselves singing lines about what Jesus 

had sacrificed, as the last days of Christ became a pop culture tour de force. Similarly 

(and on a much-reduced scale) SomeoƴŜ 9ƭǎŜΩǎ ²ŀǊ reveals the story about Greece in 

 
82 Discussed in Appendix 3 (f) Resident Alien. 
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World War II. Against the background of Tobruk, Singapore, the Western Front, the Blitz, 

Pearl Harbour, the Holocaust, North Africa, Dunkirk, Mussolini, HitlŜǊΩǎ ƛƴŎǳǊǎƛƻƴ ƛƴǘƻ 

Russia, the Norwegian Scorched Earth, the Bletchley Codebreakers and the atom bomb, 

the battle for Greece was one of the less noted parts of the war. ABC broadcaster Jon 

Faine told me after our 2011 ABC interview that until he read {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ he 

was unaware of the impact of World War II on Greece. If {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ had been 

written as a history work, Faine may not have read the book. Both he and his audience 

would probably not know about the events in the war in Greece, and certainly not OlgaΩǎ 

part in it. As FitzSimons found, making his books into personal stories, ripping yarns, 

entertainments, novels, or at least 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 

ǎǘƻǊƛŜǎΣ ƻǊ ǘƘŜȅ Ƴŀȅ ǎƛƳǇƭȅ ƘŀǾŜ ŘƻƴŜ ƛǘ ǘƻ ƛƴŎǊŜŀǎŜ ǘƘŜ ǎǘƻǊȅΩǎ ŜƴǘŜǊǘŀƛƴƳŜƴǘ ǾŀƭǳŜΦ 

When there has been little or no available research 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 

than two thousand years. It is a testament to those ancient writers that their works are 

still of interest today. Many of the same issues that faced Homer and Herodotus apply to 

the writing of {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ and its adaptation into Lady of Arrows. In all three 

cases, oral narratives have been the primary source. All the stories had gaps which had 

to be filled if thin source stories were going to make sense and turn those original oral 

histories into a story that leads the reader through the story successfully. 

 

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. I have given examples in this Literature Review of reviewers who 

have believed non-fiction books to be entirely factual. In my mind, too many readers 

have believed Olga did everything that I portrayed in my novel. At least I can assure 

myself that I have taken steps to show that my works are a fiction, even if it is a fiction 

based on a true story. I argue the problem exists where a work claims to be a non-fiction 
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work but contains fictional elements. ¢ƘŜ ŦƛŎǘƛƻƴŀƭ ǇƛƭƻǘΩǎ ŘƛŀǊȅ ŘŜŀƭǘ ǿƛǘƘ ǘƘƛǎ ǿŜƭƭΣ ƎƛǾƛƴƎ 

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 will be an analysis of how some of these principles were 

used in adapting the novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ into the play Lady of Arrows. 
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Chapter 3: From Novel to Play: Strategies of Conversion 

 

άΦΦ ŘǊŀƳŀ ƛǎ ƭƛŦŜ ǿƛǘƘ ǘƘŜ Řǳƭƭ ōƛǘǎ Ŏǳǘ ƻǳǘέ 

(Alfred Hitchcock, cited by Gow 1968, p. 33). 

 

This chapter is the substantive component of this exegesis. It explores the 

conversion of the source novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ into the play Lady of Arrows. I start 

with a rationale for the decision to produce this story as a play, before moving onto how 

I applied the Adaptation Theory discussed in Chapter 2: Literature Review to this 

adaptation. I provide a timeline of the significant events that took place in the 

development of this play from first writing to the finalising of the script after the January 

2019 workshop and include landmarks such as first readings, workshops and rewrites. 

There is a discussion about how to make the play sound and look as if it is true to the 

times and places in which it is set. These issues of time and place correctness apply to 

the novel of course, but in a stage performance these are magnified in dialogue, 

description, look, word usage, staging and tones. As I will discuss, a wrong inflexion may 

change the meaning of the writing. 

 

The main body of this chapter follows my journey as I write the play, examining 

Ƴȅ ŎƘƻƛŎŜǎ ƛƴ ǿǊƛǘƛƴƎ ǎǘȅƭŜΣ ǎǘǊǳŎǘǳǊŜΣ ōŀǎƛŎ ǎǘŀƎƛƴƎΣ ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘΩǎ ǾƻƛŎŜ ŀƴŘ Ǉƻƛƴǘ-of-

view, particularly in contrast to the way they were applied in the source novel. Some of 

these decisions changed as I moved towards the final script, and I explain those changes, 

including those brought about by the workshop. 

 

{ƻƳŜ ƻŦ ǘƘŜ ǇƭŀȅΩǎ ŎƘŀƴƎŜǎ ŎŀƳŜ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ƴŜǿ information gained from my 

research trip to Greece in November 2017 and reflections I had made on other 

performance works, including ancients works by Homer, Herodotus and modern 

playwrights.83  Apart from these plays and screenplays, the adaptation was also 

influenced by ŀƴŎƛŜƴǘ DǊŜŜƪ ǿǊƛǘƛƴƎΣ ǇŀǊǘƛŎǳƭŀǊƭȅ !ǊƛǎǘƻǘƭŜΩǎ ŎǊƛǘƛŎƛǎƳ ƻŦ ǘƘŜŀǘǊŜ writing.84  

 
83 These plays are outlined in Appendix 3 ς Other Works (and Personal Responses). 
84 !ǊƛǎǘƻǘƭŜΩǎ ŎǊƛǘƛŎƛǎƳ ƛǎ ŘƛǎŎǳǎǎŜŘ ƛƴ Chapter 3.1 (b) Structure and the double thread. 
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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 survived).  

 

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 size of the production 

and even my approach, is ǳƴƛǉǳŜΦ aȅ ƧƻǳǊƴŜȅ Ƴŀȅ ƴƻǘ ōŜ ŀƴƻǘƘŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜΣ ōǳǘ Ƴȅ 

work may assist others undergoing the adaptation process. 

 

 In the Introduction to this exegesis,85  I explained the reasoning for writing the 

novel, {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊΦ I wanted to adapt this novel into a play because where 

books tell, theatre depicts, and I wanted to physically depict my interpretation of the 

events that affected my grandmother. I want an audience to experience more of Olga. 

Just as Hutcheon writes that adaptations can evoke άŎƻƳŦƻǊǘ ƻŦ Ǌƛǘǳŀƭ ŎƻƳōƛƴŜŘ ǿƛǘƘ 

ǘƘŜ ǇƛǉǳŀƴŎȅ ƻŦ ǎǳǊǇǊƛǎŜέ όнллсΣ ǇΦ 4), I wanted my audience to feel more than merely 

comfort and a piquant surprise. When the play is staged, I want audience members who 

have read the novel (and I am aware that many people who see Lady of Arrows will not 

have read {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊύ to be as surprised and enlightened as the people who 

are learning of the story for the first time. 

 

As a starting point I wanted to get an insight into the people of that time: how 

they talked, the way they interacted and how they worked, particularly in the stressful 

and unique time of invasion and occupation in Greece in the 1940s. To do this I looked 

for plays that were written about the war and a womaƴΩǎ ǊƻƭŜ ƛƴ ƛǘΦ This was a search 

that yielded limited success. I found no Greek wartime plays that actually told of 

wartime Greece. They may have existed, but there are no traces of any such plays. The 

National Theatre of Greece produced plays and operas throughout the war, but it listed 

no war-based dramas among its significant plays - at least until it founded the Second 

Theatre in 1956 which encouraged new local playwrights (The National Theatre of 

Greece 2017). 

 

 
85 See Chapter 1.2: How I approached and researched the Olga Stambolis story. 
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 That there was little theatrical storytelling about the war is understandable. 

Greece was an occupied country. It would have been dangerous for resistance members 

to depict the operations of the underground during this time of Axis occupation, 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 ELAS86  and DSE87  

resistance groups fighting royalist Greeks and the British-backed government forces. 

¢Ƙƛǎ ǾƛƻƭŜƴǘ ŎƭŀǎƘ ƻŦ DǊŜŜƪ ŀƎŀƛƴǎǘ DǊŜŜƪ ƳŜŀƴǘ ǘƘŀǘ DǊŜŜŎŜΩǎ ƭƛǾŜ ǘƘŜŀǘǊŜ ǎŎŜƴŜ ǿƻǳƭŘ 

have been interrupted for a decade or more, at least from the start of the German 

occupation in April 1941 until after ǘƘŜ ŎƛǾƛƭ ǿŀǊΩǎ ŜƴŘ ƛƴ hctober 1949. 

 

What is also important is that the activities of the resistance have not been 

significantly dramatised for the stage in the decades since. The closest example of such a 

work is Distomo: Bleeding Humanity, a play by Greek author A.S. Tsouras (1999). This 

tells of the atrocity in the central Greek town of Distomo, where a German SS patrol 

killed almost all the inhabitants in 1944.88  It is also significant that this play about one of 

the major events of the war was only published in the local Municipality of Distomo, not 

nationally. In the post-war period, there was a renaissance of sorts in Greek theatre, with 

playwrights such as Kambanellis and his plays The Seventh Day of Creation (1956) and 

The Courtyard of Miracles (1957). 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 Greek resistance, including the following Greek 

productions: 

 

- Teleftaia Apostoli (The Last Mission)89 a 1949 film which had a central 

character that worked with the resistance and was betrayed to the Germans 

by her own mother;  

 
86 ¢ƘŜ DǊŜŜƪ tŜƻǇƭŜΩǎ [ƛōŜǊŀǘƛƻƴ !ǊƳȅ ό9[!{ύ ǘƘŜ ƳƛƭƛǘŀǊȅ ŀǊƳ ƻŦ ǘƘŜ bŀǘƛƻƴŀƭ Liberation Front (EAM). 
87 The Democratic Army of Greece, founded by the Communist Party of Greece in 1946. 
88 However the play was 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 people of Distomo 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 (The Travelling Players) a 1975 Greek film directed by Theodoros 

Angelopoulos, has a plot about collaboration during the war and the ensuing 

civil war; and  

- The Barefoot Battalion, a 1953 film which told the true story of orphans who 

helped the resistance by stealing food and aiding in the smuggling of 

American servicemen out of Greece.90 

 

 There were also post-war film dramatisations that contained references to the 

war in Greece such as the internationally-produced The Angry Hills (MGM, U.S. 1959); 

The Guns of Navarone (Columbia, U.S. 1961); Who Pays the Ferryman (BBC, U.K. 1977); 

Escape to Athena (ITC, U.K. 1979); For Your Eyes Only (MGM, U.S. 1981) and Eleni 

(Warner Brothers, 1985), but most of these films, Greek and international, had 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.91 

 

It should also be stressed that most of these are male-centric films. All have male 

heroes, except for Teleftaia Apostoli and Eleni but in the case of the former the drama 

focusses less on the operation of the resistance and more on a family story; the latter 

has little resistance work, rather the heroine dies not in the course of fighting in the 

resistance, but for her opposition to it.92  This lack of storytelling about women in the 

resistance was extraordinary because of the huge numbers of women who were a part 

of it. Chimbos estimates that one third of Greek women had a role in the resistance 

(2003). There is certainly photographic evidence that the women andartes (resistance 

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

 

 
90 Directed by Gregg Tallis and with the screenplay by Nico Katsiotes who adapted it from his own story. It 
was produced by Peter Boudoures in1953. 
91 The Barefoot Battalion is a partial exception, telling a story about children working in the underground. 
92 This film is based on the novel by Nicholas Gage ŀƴŘ ǘŜƭƭǎ ƻŦ DŀƎŜΩǎ ƳƻǘƘŜǊ ǿƘƻ ǿŀǎ ƳǳǊŘŜǊŜŘ ōȅ DǊŜŜƪ 
ŎƻƳƳǳƴƛǎǘǎ ŘǳǊƛƴƎ ǘƘŜ ŎƛǾƛƭ ǿŀǊΦ Lǘ ŜȄǇƭŀƛƴǎ Ƙƻǿ DŀƎŜΩǎ ƳƻǘƘŜǊ ǊƛǎƪŜŘ ƘŜǊ ƭƛŦŜ ǘƻ ǎŜŎǊŜǘƭȅ ǎŜƴŘ ƘŜǊ ǎƻƴ ǘƻ 
America, a decision that led to her execution. 
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Women Andartes 1 (Photo courtesy of the Foreign Ministry of Greece) 
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Women Andartes 2 & 3 (Photos courtesy of the War Museum of Rendina) 
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Some women took on senior roles in the resistance armies. The photos below 

show women ELAS fighters instructing male fighters on using semi-automatic weapons. 

 

 
Women Instructors 1 (Photo courtesy of epitropesddiodiastop.blogspot.com) 

 

 
Women Instructors 2 (Photo courtesy of the War Museum of Rendina) 

 



 

Going the Way of the Ancients: Phil Kafcaloudes 

 

73 

Given the roles women played in the resistance, 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 ancient dramas had strong female characters often 

central to the stories such as !ŜǎŎƘȅƭǳǎΩ Clytemnestra, 9ǳǊƛǇƛŘŜǎΩ Medea ŀƴŘ {ƻǇƘƻŎƭŜǎΩ 

Antigone.93  Whittaker (2017) says of ancient Greek theatre: άΦΦƛǘ ƛǎ ŜȄǘǊŀƻǊŘƛƴŀǊȅ Ƙƻǿ 

many powerful women there are, in ǘƘŀǘ ǘƘŜǊŜΩǎ ǇƻǿŜǊŦǳƭ ƎƻŘŘŜǎǎŜǎΣ ǘƘŜǊŜΩǎ 

/ƭȅǘŜƳƴŜǎǘǊŀΣ ŀƭƭ ǘƘŜǎŜ ŀƳŀȊƛƴƎ ǿƻƳŜƴέ ό²ƘƛǘǘŀƪŜǊ нлмтύΦ 

 

 Clearly, much has changed in two thousand years. No-one has dramatised the 

story of Lela CarayŀƴƴƛǎΣ ǘƘŜ ǿƻƳŀƴ ǿƘƻ ƭŜŘ hƭƎŀΩǎ likely resistance cell, and who was 

tortured and shot by the Nazis (Chimbos 2003, p. 32). Her wartime home was later made 

into a national monument by the President of Greece (Pararas-Carayannis 2018). Even 

so, her story remains largely unknown, certainly outside of Greece. This added impetus 

for me to push the focus of the play to the feminist elements of a woman and her place 

in the war; a mother estranged from her children; a woman dealing with an initially 

male-dominated resistance in a country controlled by fascist males. On reflection, I can 

see I ǿŀǎ ōŜƛƴƎ ŀƳōƛǘƛƻǳǎΥ L ǿŀǎ ƴƻǘ ƻƴƭȅ ǘŜƭƭƛƴƎ Ƴȅ ƎǊŀƴŘƳƻǘƘŜǊΩǎ ǎǘƻǊȅΣ ōǳǘ ŀƭǎƻ ǘƘŜ 

story of the theatre of war and of the social mores: all this in a ninety-minute stage 

drama. 

 

At the beginning of the process, however, I saw no such hurdles. I just wanted to 

write the play. I started by formulating a schedule of milestones that I would need to 

achieve to get a script written. Below are the milestones as the script developed from 

January 2017 to the time of submission for examination in 2020. Of course, this timeline 

would develop and change as the years passed. For example, I did not envisage that the 

playwriting would end up accompanying a PhD journey, so this part of the process was 

added in the later years. 

 

 January 2017: The first draft of Lady of Arrows (then called hƭƎŀΩǎ wƛƴƎ) had been 

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

 
93 It should be noted that these plays were written by men, performed by men and performed to male 
audiences (Power 2017). 



 

Going the Way of the Ancients: Phil Kafcaloudes 

 

74 

trip to Greece in November 2017. I 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 Sydney, fifteen years after the war. This draft was based on the 

concept of a one-woman play and introduced the idea of having voices off stage playing 

the parts of others in her imagination. This draft of the play came to 14,000 words.  

 

 May-July 2017: I started work second draft of the play as I began the PhD 

process. After discussion with my supervisor, I observed other plays and read classic 

texts and movie scripts [the personal responses to which are outlined in Appendix 3 ς 

Other Works]. I 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, and thus what I 

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

 

 August-October 2017: At this stage in the process I decided to follow a technique 

used by many playwrights in the development of their work. This involved seeking 

critical feedback from other artists (directors, writers, actors). The individual members 

of this feedback group were shown the second draft to inform the development of the 

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. However, it was not an information gathering exercise where a survey of 

opinions was being constructed as research in itself. This initial feedback group consisted 

of directors Gary Young (Australian resident director for Mamma Mia, and author of the 

musical Jekyll); Robert Hewett (author of the award-winning Gulls), and Theresa Borg 

(co-director of the Life Like theatrical company). Also in this group was actor Jackie Rees 

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

  

 November - December 2017: A research trip to central, western and northern 

Greece yieldŜŘ ƛƴŦƻǊƳŀǘƛƻƴΣ ƛƴŎƭǳŘƛƴƎ ƴŜǿ ŦŀŎǘǎ ŀōƻǳǘ hƭƎŀΩǎ ǿƻǊƪΦ {ƻƳŜ ƻŦ ǘƘŜǎŜ 

findings and discoveries were incorporated in the next drafts [see Appendix 4 ς The 

Greece Research Trip for the rationale of the research trip, itinerary and the outputs]. 
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 December 2017: Actor Jackie Rees read sections of the play with me while we 

were in Greece. In 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 

ǎǳōǘŜȄǘΦ CƻǊ ŜȄŀƳǇƭŜΣ hƭƎŀΩǎ ƭƛǘǘƭŜ ǊƻƻƳ ŀǘ ǘƘŜ ƻǇŜƴƛƴƎ ƻŦ ǘƘŜ Ǉƭŀȅ ƛǎ ƳŜŀƴǘ ǘƻ ŎƻƴǾŜȅ 

ƴƻǘ ƻƴƭȅ ŀ ǊŜŘǳŎǘƛƻƴ ƛƴ hƭƎŀΩǎ ŎƛǊŎǳƳǎǘŀƴŎŜǎΣ ōǳǘ ŀƭǎƻ ŀ ǊŜŘǳŎǘƛƻƴ ƛƴ ƘŜǊ ǎǘŀǘŜ ƻŦ ƳƛƴŘΦ 

She has gone from a worldly woman able to mix in wide circles, to a woman living in a 

little flat in a closed community. These subtleties were reinforced by scene readings and 

ƛƴŦƻǊƳŜŘ wŜŜǎΩ ŘŜƭƛǾŜǊȅ ŎƘƻƛŎŜǎΣ ŜǾŜƴ ƛŦ ǎƻƳŜ parts of the script would change over 

subsequent revisions. It was also during these readings that the idea arose of 

incorpƻǊŀǘƛƴƎ hƭƎŀΩǎ diary as a major plot device. 

 

 January  ς February 2018: The 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. It was also at ǘƘƛǎ ǇƻƛƴǘΣ ǿƘƛƭŜ ǊŜŀŘƛƴƎ bƛƪƻǎ YŀȊŀƴǘȊŀƪƛǎΩ The 

Odyssey: A Modern Sequel (1959) that I came upon the idea to relate the Olga story to 

ǘƘŜ ŜǾŜƴǘǎ ƛƴ IƻƳŜǊΩǎ The Odyssey [for the rationale see 3.1 Writing Lady of Arrows]. 

This led to additions such as quotes from The Odyssey at the start of each scene. I also 

decided to re-examine 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 developing into a complicated piece of storytelling with several through 

lines, I 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 9 ς Lady of Arrows 2017 Rundown is a list of scenes in the play from this early 

draft. From this scenario I 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 detail. ²ƛǘƘ ǎŜǾŜǊŀƭ ǎǘƻǊȅƭƛƴŜǎ ŎƻƴǾŜǊƎƛƴƎ όhƭƎŀΩǎ ǎǇȅ ǿƻǊƪΤ ƘŜǊ ŀǊǊŜǎǘΤ 

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 audience to follow. This led to the restructuring that simplified the 

ǎǘƻǊȅ ŀƴŘ ƳŀŘŜ ǘƘŜ ŦƻŎǳǎ hƭƎŀΩǎ ǿƻǊƪ ƛƴ ǘƘŜ DǊŜŜƪ ǊŜǎƛǎǘŀƴŎŜ ŦǊƻƳ мфпм ǘƻ мфпрΦ ¢ƘŜ 

other elements such as her family and the reason why she was in Greece could still 

remain in the narrative 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 between {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ and Lady of Arrows: the nature of the climax. 

In {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊΣ it is the nature of why and how her baby son had died; in Lady of 

Arrows the climax is her confrontation with her birth mother and her escape from the 

Nazis when the cell is destroyed. This climax also brings in information gathered during 

the November 2017 research trip about the Bouboulina resistance group and its 

destruction. Appendix 10: Lady of Arrows April 2018 Rundown shows how the rundown 

looked once these factors were taken into account. 

 

 February-April 2018: After feedback from director Gary Young, I decided to 

convert the script into a play for three actors. I started work on this conversion.94 

 

 May 2018: After amendments were made to convert the play into a work for 

three actors, actor Jackie Rees and I did a first reading of the entire play. Rees read the 

part of the central protagonist (Olga), and I read the other thirty-four characters. Each 

act was timed, with appropriate space left for the suggested movement and spacing 

implicit in my directions. This was done to give a rough indication of the running time of 

the play. The first act ran to forty-two minutes, and the second act ran to forty-seven 

minutes. This working duration presented a feasible load for the three 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 small blocks of prose with new dialogue for 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 2018: The first feedback came from the director Gary Young on the second 

draft. He suggested reducing some of the stage directions. 

  

 October 2018: The first reading of the play took place in the presence of the 

director Young. Jackie Rees and I read all the parts. The director was not involved in 

reading parts. The parts were read sitting at a table and there was little physical acting. 

!ŎŎŜƴǘǎ ǿŜǊŜƴΩǘ ǳǎŜŘΣ ƻƴƭȅ ǾƻƛŎŜ ŀŎǘƛƴƎΦ ¢ƘŜǊŜ ǿŜǊŜ ǎŜǾŜǊŀƭ ǇǳǊǇƻǎŜǎ ǘƻ ǘƘƛǎ ǊŜŀŘƛƴƎ, 

such as to: 

 
94 The rationale for this change is explained in Chapter 3.1 (e) One actor or three: An Aeschylean flexibility. 
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¶ see if the play worked as a drama;  

¶ determine whether the humour was successful;  

¶ assess whether scenes, acts and the total duration were too long or short;  

¶ see whether the writing had a successful cadence;  

¶ find out whether there were important parts of the story missing; and to 

¶ discover whether new parts were needed to aid audience comprehension. 

 

Feedback from the actor and the director led to some rewriting (mostly 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 happened and the chaǊŀŎǘŜǊǎΩ 

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. 

 

 October-December 2018: The 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 were conducted with RMIT University, Melbourne for its Studio A in Media 

Street to be made available, along with their cameras and recording equipment for parts 

of the final reading of the play to be recorded on the last day of the workshop. RMIT also 

agreed to provide a table 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 was sought 

to pay the actors for the workshop. This grant was approved in November 2018.95   

  

 January 22-24 2019: The three-day workshop of the play took place at RMIT 

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

 
95 La Trobe University HUSS Internal Research Grant Scheme Round 1, 2019 Grant # 2019-1-HDR 0004. 
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play worked as practical theatre piece both in story and in narrative. This was a 

minimalist model with the actors reading excerpts in a closed session under ¸ƻǳƴƎΩǎ 

direction. I was also present. On the final day of the workshop a visual recording was 

made using tƘŜ ǎǘǳŘƛƻΩǎ ŎŀƳŜǊŀǎΦ ¢Ƙƛǎ ǿŀǎ ŀƴ ƻƴ-book reading, where the three actors 

read from the script. This was done because there was not enough time to memorise 

the entire script and all thirty-five characters, particularly as there were on-going script 

changes. The workshop was also not conducted with full staging, with the props being 

limited to chairs, tables, notepads and books.  

 

January 24-30 2019: The visual recording of scenes from the workshop reading 

was edited. Links to these recordings is included in the final script [Appendix 8 - Lady of 

Arrows script and links].  

 

 February-October 2019: Another revised script is produced which incorporated 

the changes made in the workshop. This is the final draft included as Appendix 8 - Lady 

of Arrows script and links.  

 

In the next part of this chapter I explore the issues in the writing of the play, but 

before doing this I 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. This developed when, at the start of the process of doing this PhD, my 

ǇǊƛƴŎƛǇŀƭ ǎǳǇŜǊǾƛǎƻǊ /ƘǊƛǎ aŀŎƪƛŜ ŀǎƪŜŘ ƳŜ ǿƘȅ L ŎƘƻǎŜ ǘƻ ǿǊƛǘŜ hƭƎŀΩǎ ǎǘƻǊȅ ŀǎ a 

ƳƻŘŜǊƴ ǾŜǊǎƛƻƴ ƻŦ IƻƳŜǊΩǎ The Odyssey. This observation was a surprise, because at no 

stage in the writing of the novel had I intended to make it a work comparative with this 

ancient text. As I read The Odyssey, I started to see the parallels between the two 

works.96  The parallel was incomplete, however, because of the novel finishing in 1943, 

well before the eƴŘ ƻŦ hƭƎŀΩǎ ƻŘȅǎǎŜȅ. The second world war was still continuing at the 

ƴƻǾŜƭΩǎ ŜƴŘ όǘƘŜ ¢ǊƻƧŀƴ ǿŀǊ ƘŀŘ ǘǊǳƭȅ ŦƛƴƛǎƘŜŘ ōȅ ǘƘŜ ŜƴŘ ƻŦ The Odyssey), and where 

The Odyssey ŜƴŘǎ ǿƛǘƘ hŘȅǎǎŜǳǎ ǊŜŎƻƴŎƛƭƛƴƎ ǿƛǘƘ tŜƴŜƭƻǇŜΣ hƭƎŀΩǎ Ŧƛƴŀƭ ǊŜŎƻƴŎƛƭƛŀǘƛƻƴ 

ǿƻǳƭŘ ƴƻǘ ƘŀǇǇŜƴ ǳƴǘƛƭ мфрнΣ ƴƛƴŜ ȅŜŀǊǎ ŀŦǘŜǊ ǘƘŜ ƴƻǾŜƭΩǎ Ŧƛƴŀƭ ǇŀƎŜǎΦ {ƻ ƘŀǾƛƴƎ ƘŀŘ 

some years to reflect on the novel, I started to see the value in seeing where Olga ended 

up and what kind of person she became, like in The Odyssey when we see Odysseus 

 
96 For a full rundown on these similarities see Appendix 3 (a) The Odyssey. 
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return to Ithaca to slay his suitors. The Odyssey could not have finished before this 

climax. Likewise, hƭƎŀΩǎ Ǉƭŀȅ ŎƻǳƭŘ ƴƻǘ ƘŀǾŜ ŦƛƴƛǎƘŜŘ ōŜŦƻǊŜ ǘƘŜ ŀǳŘƛŜƴŎŜ ƪƴŜǿ ǿƘŀǘ 

happened to her and how she turned out. In оΦм όŘύ CƻǊƳǳƭŀǘƛƴƎ hƭƎŀΩǎ ŎƘŀǊŀŎǘŜǊ I 

explain how this became central to this adaptation. 

 

The parallel with The Odyssey was also relevant in a number of other ways. I 

started exploring quotations from The Odyssey as a way of introduction to each scene, 

particularly scenes which contained parallels with the ancient text. As I have discussed, 

Olga was undertaking a journey in a way not dissimilar to Odysseus: trying to get home, 

overcoming obstacles, and matching wits with beings of overwhelming power. As I 

moved on with the writing, I found each scene had elements that could be related to a 

scene in the ancient texts. I considered having quotes either being projected onto the 

back of the stage at each dark section (between scenes), and/or read out in a male 

voice. One example is a well-known quote from The Odyssey: άƻǳǘ ƻŦ ǎƛƎƘǘΣ ƻǳǘ ƻŦ 

ƪƴƻǿƭŜŘƎŜέ ό[ŀǘǘƛƳƻǊŜ мфстΣ Book I, 243). This is used to introduce the scene where 

Olga finds out that her husband in Australia has not only started a romantic relationship 

with another woman but has had Olga declared dead so he can marry this woman. 

Other quotes are used to highlight the stronger themes found in The Odyssey as well as 

the play such as dislocation; family break-up; being alone in dangerous scenarios; and 

using intelligence (Greek: metis) to overcome extraordinarily strong adversaries. In using 

these quotes, the parallels between the works are raised as scene-setters. As the writing 

of Lady of Arrows continued, I saw more parallels between the two works. Olga and 

Odysseus were stranded away from their homes for many years; 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 home - battles that may have had a strategic 

influence on the safety of their families; their families at home believed them dead and 

tried their best to cope; and finally for both cases all these concepts encapsulated in the 

Greek concept of nostos (˄ˈˋˍˇˌύ, with nostos defined as: ά! ƘƻƳŜŎƻƳƛƴƎ ƻǊ ƘƻƳŜǿŀǊŘ 

journey as a literary subject or topos; specifically, the return of Odysseus and the other 

DǊŜŜƪ ƘŜǊƻŜǎ ƻŦ ǘƘŜ ¢ǊƻƧŀƴ ²ŀǊΣ ŀǎ ƴŀǊǊŀǘŜŘ ŜǎǇŜŎƛŀƭƭȅ ƛƴ ǘƘŜ hŘȅǎǎŜȅέ όOxford 

Dictionary 2018). 
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 This homecoming was not simply the return to a place. It is the struggle to get 

home that consumes much of the story of both The Odyssey and Lady of Arrows. This 

homecoming was always in my mind as I 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 where her family was now living. 

 

aȅ ǎǳǇŜǊǾƛǎƻǊΩǎ ŎƻƳƳŜƴǘ ƭŜŘ ǘƻ ǎƻƳŜ ǊŜǎŜŀǊŎƘ ŀōƻǳǘ ǘƘŜ ŎƻƳƳƻƴŀƭƛǘȅ ƻŦ ǘƘŜ 

mythical journeyΦ ²ŀǎ Ƴȅ ŎƘŀǊŀŎǘŜǊΩǎ ǇŀǊŀƭƭŜƭǎ ǿƛǘƘ hŘȅǎǎŜǳǎ ŀ ǊŀǊŜ ǘƘƛƴƎ ƛƴ ǘƘŜ ǿŀȅ ǎƘŜ 

faced adversity as she struggled to get home? Apparently not. Joseph Campbell 

attempted to categorise mythical heroes and mapped a hero type that existed in myths. 

Campbell suggests that in many myths the hero (such as Odysseus) goes on a journey, 

wins a battle, is improved in the process and finally gets home. This is the process that 

Campbell calls the IŜǊƻΩǎ WƻǳǊƴŜȅ or monomyth ǿƘƛŎƘ ƛƴǾƻƭǾŜǎΥ άǎŜǇŀǊŀǘƛƻƴ ς initiation - 

return (2008, p. 23). It begins with a call to adventure (ibid., p. 43), followed by a refusal 

to heed this call (ibid., p. 51). Then comes supernatural aid (ibid., p. 57) which could be 

represented in ancient Greek myths perhaps by the seers of Delphi or the gods and 

goddesses who were depicted by Homer as partisan aid-givers in the Trojan war. 

CampbellΩǎ ƴŜȄǘ ǎǘŀƎŜ ƛƴ ǘƘŜ ƘŜǊƻΩǎ ƧƻǳǊƴŜȅ ƛǎ ǘƘŜ ŎǊƻǎǎƛƴƎ ǘƘŜ ŦƛǊǎǘ ǘƘǊŜǎƘƻƭŘ όibid., p. 

64), beyond which is danger and the Belly of the Whale (ibid., p. 74) which represents a 

form of rebirth for the hero as he is swallowed into the unknown. From there the would-

be hero is initiated into a road of trials (ibid., p. 81) and meets the goddess (ibid., p. 92) 

who will be his sponsor. The hero then meets the temptress (ibid., p. 101), which in 

terms of Odysseus could be the Sirens (Lattimore p. 340). /ŀƳǇōŜƭƭΩǎ hero survives this 

temptation and goes on to atone with his father, father figure or god (2008, p. 105). 

After this point comes the realisation called the Apotheosis ( ibid., p. 136) and the 

eventual return of the hero (ibid., p. 181). 

 

/ŜǊǘŀƛƴƭȅ ƭƻƻƪƛƴƎ ŀǘ hƭƎŀΩǎ ƧƻǳǊƴŜȅ ƛǘ ǎŜŜƳǎ that for the most part, her adventure 

fits into most of /ŀƳǇōŜƭƭΩǎ ŎŀǘŜƎƻǊƛǎŀǘƛƻƴs. While Olga never claimed to have 

supernatural divinities helping her, her call to adventure was a reluctant 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 was temptation to leave the 
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resistance when a British soldier persuaded her to go back to Australia in Act II. Her 

realisation about her worth and place in the world is a late realisation and this leads 

eventually to her journey back to Sydney, Australia.  

 

CampbŜƭƭΩǎ ƳƻƴƻƳȅǘƘ Ƙŀǎ ƴƻǘ ōŜŜƴ ǿƛǘƘƻǳǘ ƛǘǎ ŘŜǘǊŀŎǘƻǊǎΦ For example, Gill 

argues that it shelters an underlying approval of selfish fascist behaviour, and it even 

contains, he claims, strands of anti-Semitism (Gill 1989). Be that as it may (or may not), 

CampbeƭƭΩǎ IŜǊƻΩǎ WƻǳǊƴŜȅ takes from classical 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. This also offered an inspiration for me 

ŀǎ ƛǘ Ƴŀȅ ǿŜƭƭ ƘŀǾŜ ƳƛǊǊƻǊŜŘ ŜƭŜƳŜƴǘǎ ƻŦ hƭƎŀΩǎ ƻǿƴ ƧƻǳǊƴŜȅΦ 

 

  

 3.1 Writing Lady of Arrows 

Adapting {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ into Lady of Arrows was my first attempt at a 

literary conversion. Apart from one attempt to co-write a musical play,97  I had not 

previously written for the stage. This meant that I was learning this mode of writing as I 

went, from the first draft, which I had begun before the PhD process, to the final script 

produced after the January 2019 workshop.  

I understood early in the process that substantial changes were needed to make 

hƭƎŀΩǎ novelised story work for the stage. In the Literature Review I explained why I felt 

that a simple transposition98  of {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ would not work for the theatre. The 

ǊŀǇƛŘ ƳƻǾŜƳŜƴǘǎ ōŜǘǿŜŜƴ ǘƛƳŜ ŀƴŘ ǎǇŀŎŜ ƛƴ ǘƘŜ ƴƻǾŜƭΩǎ ǎƘƻǊǘ ŎƘŀǇǘŜǊǎ ŀƴŘ ǘƘŜ ǎǘȅƭŜ ƻŦ 

writing used in the novel meant that a direct transposition would be unworkable. Scenes 

would be too quick, the fast changes too onerous for a production to carry out. In 

essence, I needed to start writing the play from scratch. I needed to make decisions 

about point-of-view, length, style, structure and voice. Outlined below is a rationale for 

these early decisions, including references to other works and theory. I should note here 

 
97 A ƳǳǎƛŎŀƭ ōŀǎŜŘ ƻƴ ǘƘŜ ƭƛŦŜ ƻŦ !ǳǎǘǊŀƭƛŀƴ ƳǳǎƛŎƛŀƴ WƻƘƴƴȅ hΩYŜŜŦŜ όǘƘŜ ǳƴǇǳōƭƛǎƘŜŘ ŀƴŘ ǳƴǎǘŀƎŜŘ Say 
That You Love Me, 1995). 
98 CƻƭƭƻǿƛƴƎ aŎDƛōōƻƴΩǎ Transposition method [see Chapter 2]. 
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that some of these decisions changed as the playwriting process developed. These too 

are outlined later in this chapter. 

 

3.1 (a) Writing style: novel 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 words in his scripts, a 

rhythm that only comes out when read aloud: ά! ƭƻǘ ƻŦ Ƙƛǎ ǿƻǊŘǎ ŘƻƴΩǘ Ŧŀƭƭ ƴŀǘǳǊŀƭƭȅΦ Iƛǎ 

sentences are ungrammatical and repetitive, his syntax is confusing, he can be long 

ǿƛƴŘŜŘΦΦ ȅƻǳ ǎǇŜƴŘ ŀ ƎƻƻŘ ŘŜŀƭ ƻŦ ǘƛƳŜ ǎǘǊǳƎƎƭƛƴƎ ǿƛǘƘ ƛǘΦέ ό²ƛƭƭƛŀƳǎƻƴ нллфΣ ǇΦ мпύ. 

 Gillies, in this one quote, hits on the difference 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 stage, but it may not flow as a novel. 

Another difference in writing for the two media is that where novel readers have 

no more than words on the page for information, a play script has action to augment 

these words. I learnt early in this process that action speaks as loud, if not louder, than 

words. Gesture, body language, expression and other non-verbal communications can 

be written into a script to a degree, but this mostly comes into the areas of 

interpretation by the actors and, to a lesser degree, the director. Unless a playwright 

directs, stages, designs and acts in their play, the ǇƭŀȅǿǊƛƎƘǘΩǎ ǿƻǊŘǎ ŀǊŜ ǎǳōƧŜŎǘ ǘƻ ǘƘŜ 

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. 18). The 

director/captain may suggest script changes 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, there are the actors who will give life 

to the characters. Because of the involvement of these creatives, an original script will 

rarely make it to the stage without some amendments and becoming, perhaps,  

inauthentic to what the playwright had originally written. Even if these creative 

personnel ƘŀǇǇŜƴ ǘƻ ǎǘƛŎƪ ǎǘǊƛŎǘƭȅ ǘƻ ǘƘŜ ǇƭŀȅǿǊƛƎƘǘΩǎ ƛƴǘŜƴǘ ƛƴ ŜǾŜǊȅ ƭƛƴŜ ƻŦ ǎŎǊƛǇǘΣ there 

is no guarantee of consistency from performance to performance. Derbaix argues that 

this risk of inauthenticity it is not just about the actor who might interpret the lines 
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differently on different nights, but the audience, which will be different in each 

performance. There is no certainly that one audience will react the same way as the one 

the previous night, and this must affect the actor. Derbaix goes on to say that this 

potential for variance from performance to performance makes stage acting a much 

more malleable and fluid art (2007, p. 77). In the workshop of the Lady of Arrows I saw 

actors try different approaches to one particular scene involving Olga clashing with her 

mother. In one reading, the scene was played with comedy. In another it was played 

much more seriously. Not a word of the script had been changed but the outcome 

varied enormously. As I write in 3.2 (e), this variance in interpretation had a great effect 

ƻƴ ǘƘŜ ǇƻǿŜǊ ƻŦ ǘƘŜ ǎǘƻǊȅΩǎ ŎƭƛƳŀȄΦ ¢Ƙƛǎ variance was noted in a closed workshop with 

only five participants. It would not be hard to imagine that if an audience of several 

hundred people reacted to the comedy, this effect would be magnified. This comedy, 

unintended in my script, made the interpretation different to what I intended when I 

wrote it. 

 

Sometimes the playwright is still involved in the production of their work, but 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 Christ, The Testament of Mary, 

Irish playwright Colm Toibin says he was surprised at the following turn of events in a 

pre-production meeting: 

 

ά{ƻƳŜ ƻŦ ǳǎ ǿƘƻ ǿƻǊƪŜŘ ƻƴ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƘŀŘ ǊŜŎŜƴǘƭȅ 

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 

productiƻƴέ όнлмтΣ ǇΦ фύΦ 

 

Thus his play changed because of the input of the other creatives. It follows then 

that the words in a play are subject to the interpretation of all of these artists on the 

ŎŀǇǘŀƛƴΩǎ ǘŜŀƳΣ ōǳǘ ǎƛƎƴƛŦƛŎŀƴǘƭȅ not the writer:  

 

άtƭŀȅǿǊƛƎƘǘǎ ŀƭƳƻǎǘ ƴŜǾŜǊ ǘŜƭƭ ǳǎ ŘƛǊŜŎǘƭȅ ǿƘŀǘ ǘƘŜ ǎŎǊƛǇǘ 

ΨƳŜŀƴǎΩΦ ²Ƙŀǘ ǘƘŜ ǇƭŀȅǿǊƛƎƘǘ ǿŀƴǘǎ ǘƻ ǎŀȅ ƛǎ ǳǎǳŀƭƭȅ 
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buried within the script so we need to work it out, based 

ƻƴ ƻǳǊ ƛƴǘŜƭƭƛƎŜƴŎŜΣ ƛƳŀƎƛƴŀǘƛƻƴ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜέ ό/ǳǊǘƛǎ 

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 in the workshop 

for Lady of Arrows I stood and acted a line the way I had envisaged it. The director gave 

me the sense that I had overstepped my bounds. I had crossed the line into the role of 

the actor and director. I would not do it again. This is significant because, as McRoberts 

ǎŀȅǎΣ ƛǘ ƛǎ ǘƘŜ ŀŎǘƻǊΩǎ ǊƻƭŜ ǘƻ ƛƴǘŜǊǇǊŜǘ ǘƘŜ ǇƭŀȅǿǊƛƎƘǘΩǎ ǿƻǊŘǎΥ 

 

άtŜǊŦƻǊƳŜǊǎ ōǊƛƴƎ ǘƘŜ ǎǘƻǊȅ ǘƻ ƭƛŦŜ ƛƴ ǿŀȅǎ ǿƘƛŎƘ ŎƻƭƻǳǊ 

our responses. We are used to conventional fiction that 

the actors are the characters. With skilled performers, as 

in Proof, the illusion is plausible: we suspend our 

disbelief, forgetting that these are actors on a set, and 

ŦŜŜƭƛƴƎ ŦƻǊ ǘƘŜƳ ŀǎ ǘƘŜ ΨǊŜŀƭ ǇŜƻǇƭŜΩ ǘƘŜȅ ŀǊŜ ǇƭŀȅƛƴƎέ 

(1995, p. 8). 

 

This may mean the ŀŎǘƻǊΩǎ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ could - in the extreme case ς end up 

being entirely different to the ǇƭŀȅǿǊƛƎƘǘΩǎ original intention. This could happen for a 

number of reasons:  

 

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

her own bias and experience, or 

 

(2) ǘƘŜ ŀŎǘƻǊΩǎ ŘŜƭƛǾŜǊȅ Ŏŀƴ ƛƴŀŘǾŜǊǘŜƴǘƭȅ ŎƘŀƴƎŜ ŀ ƳŜŀƴƛƴƎ ǿƛǘƘ ŀ ŎƘŀƴƎŜ ƻŦ 

inflection. This is exemplified by a tool used by performance teachers; an exercise where 

the students are introduced to the lines such asΥ άL 5ƛŘƴΩǘ {ŀȅ He Stole My Blue PenΦέ99 

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

 
99 This line has many variations. The U.S.-based Bridge English Language Center uses: άI ŘƛŘƴΩǘ ǎŀȅ ƘŜ ǎǘƻƭŜ 
ǘƘŜ ƳƻƴŜȅΦέ https://bridgeenglish.com/blog/2012/08/28/who-stole-the-money-a-brief-lesson-in-english-
intonation/ 
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eight words in the sentence, and there are eight separate meanings that 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 it had been rehearsed in a 

way that conveyed ǘƘŜ ǎŎǊƛǇǘǿǊƛǘŜǊΩǎ ƛƴǘŜƴǘƛƻƴΦ 

 

The actor playing my grandmother may portray Olga in any one of a range of 

ways: from a war hero; to a fractured, fragile character; or most negatively as a bad 

mother who put herself before her offspring. All these interpretations of her character 

might be read into the lines I wrote in the first draft. The only ways to guard against a 

misinterpretation of my vision was to be obvious in the script, to demonstrate that she 

did love her children; to have her explain why she left them (and to make a good case of 

it). As I wrote the script I kept in mind how subtle emotional elements could be included: 

having her cry on receipt of a letter from her son; feel anger that her husband let her 

daughter be in Darwin when the Japanese were so close; and express joy when her 

family asks her to return to Australia. 

 

 

3.1 (b) Structure and the double thread 

 

 As I have already briefly stated in the Literature Review, I realised early in the 

writing process that the structure of the play would need to be radically different to that 

of the novel. In {ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊΣ there is irregular movement from one time to 

another, moving from Australia in 1939 to Egypt in 1915 and then to Greece in 1941. I 

did these fast time movements to unfold the development of the Olga character by 

unpeeling her background and giving continuous exposition to the reader by contrasting 

her wartime actions with the early life incidents that informed her character 

development, explaining why she does what she does. Apart from the time shifts, 

{ƻƳŜƻƴŜ 9ƭǎŜΩǎ ²ŀǊ also has several disparate strands: the Greek war story; the 

!ǳǎǘǊŀƭƛŀƴ ƘƻƳŜ ǎǘƻǊȅΤ ǘƘŜ ǎǘƻǊȅ ƻŦ hƭƎŀΩǎ ŎƘƛƭŘƘƻƻŘΦ Lƴ !ǳǎǘǊŀƭƛŀΣ ǘƘe scenes are in three 

cities: Sydney, Darwin and the country town of Moree. There are also several scenes in 

various locations across Sydney, such as the family shop in Ultimo, The Greek Club, the 

tȅǊƳƻƴǘ ƳŀǊƪŜǘǎΣ bŜƭƭƛŜΩǎ ǊŜƴǘŀƭ ƘƻǳǎŜ ƛƴ aƻǎƳŀƴΣ ǘƘŜ 5ŜŀŦ LƴǎǘƛǘǳǘŜΣ ǘƘŜ DǊŜŜƪ 
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ŘŜōǳǘŀƴǘŜΩǎ ōŀƭƭ ŀƴŘ tȅǊƳƻƴǘ .ǊƛŘƎŜΦ Lƴ 9ǳǊƻǇŜΣ ǘƘŜ ŀŎǘƛƻƴ ƳƻǾŜǎ ōŜǘǿŜŜƴ !ǘƘŜƴǎΣ 

Thessaloniki, Alexandria and country Greece. 

 

In a play, such rapid movements can be problematic because unlike a novel 

reader, the audience member has no opportunity to revisit an earlier scene for 

clarification. ²ƘƛƭŜ ŀ ǇƭŀȅΩǎ story does not necessarily need to be linear, it does need to 

be clear. It may have been possible for me to write ŀ Ǉƭŀȅ ǘƘŀǘ ƛƴŎƭǳŘŜǎ ŀƭƭ ǘƘŜ ƴƻǾŜƭΩǎ 

locations and their associated scenes, but this may have been difficult to stage clearly 

and for an audience to follow. To address this, my first thought was to use a minimalist 

approach: to limit it to perhaps only one of these elements. I thought an audience would 

not be able to follow a complicated story. However, Aristotle has more faith in an 

ŀǳŘƛŜƴŎŜΩǎ ŀōƛƭƛǘȅ ǘƻ Ŧƻƭƭƻǿ ǘŀƴƎƭŜŘ ǇƭƻǘƭƛƴŜǎΥ άΦΦǘƘŜ ǎǘǊǳŎǘǳǊŜ ƻŦ ǘǊŀƎŜŘȅ ŀǘ ƛǘǎ ōest 

ǎƘƻǳƭŘ ōŜ ŎƻƳǇƭŜȄΣ ƴƻǘ ǎƛƳǇƭŜέ όcited in Dorsch 1974, p. 48). He goes on to say that 

ǎƻƳŜ ŎǊƛǘƛŎǎ ƻŦ Ƙƛǎ Řŀȅ ŎƻƴǎƛŘŜǊŜŘ ŀ άŘƻǳōƭŜ ǘƘǊŜŀŘ ƻŦ Ǉƭƻǘέ ǘƘŜ ōŜǎǘ ǿŀȅ ƻŦ ǇǊŜǎŜƴǘƛƴƎ ŀ 

story. As mentioned earlier in this section, the source novel {ƻƳŜƻƴŜ 9ƭǎŜΩǎ War has 

such a double thread: one thread tells the story of Olga, while the second thread is 

about her family in Australia at the same time. I felt this double thread was worth 

exploring as a starting point for my storytelling. To use this natural double thread, I 

decided there needed to be an intersection of the two stories. In the earliest stages of 

preparation for writing the play, I considered having the two stories placed side by side 

on the stage. On one side is Olga in Greece, on the other side is her family in Australia. 

Occasionally the two stories would entwine, helix-like. An example might be when 

letters are exchanged between the two, or 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 points-of-view, one being Olga, and the 

other being, perhaps, her daughter Nellie. 

 

I discarded this option in favour of what I considered to be a stronger single 

point-of-view: the personal story and remembrances of Olga after the war. By doing it 

ǘƘƛǎ ǿŀȅΣ !ǳǎǘǊŀƭƛŀƴ ŜǾŜƴǘǎ ŎƻǳƭŘ ōŜ ƛƴŎƻǊǇƻǊŀǘŜŘ ŀǎ hƭƎŀΩǎ ƳŜƳƻǊƛŜǎΦ ¢ƘŜ ōŀseline 

ǿƻǳƭŘ ŀƭǿŀȅǎ ǊŜƳŀƛƴ ƛƴ мфсл {ȅŘƴŜȅΣ ŀƴŘ hƭƎŀΩǎ ƳŜƳƻǊƛŜǎ ǿƻǳƭŘ ƳƻǾŜ ōŀŎƪ ŀƴŘ ŦƻǊǘƘ 

in time and across the world. The 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 her life before the war (which was Australia and her childhood in 

Alexandria) making the play a play about memory. 

 

 

3.1 (c) The Point-of-View, remembering and reflecting 

 

άtƭŀȅǿǊƛƎƘǘǎ ŜǎǘŀōƭƛǎƘ ŀ Ǉƻƛƴǘ-of-view about their 

subjects and their characters. The same event can be 

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

ǎŀƳŜ ŀŎǘƛƻƴ Ŏŀƴ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀŘƳƛǊŀōƭŜ ƻǊ ŘŜǎǇƛŎŀōƭŜΦέ 

(Wilson 1994, p. 155). 

 

 Being a memory play necessarily means that the voice is singular: that of Olga. 

This is in contrast to the source novel which has many voices and points-of-view that are 

specific to the novel medium. Parts of the story were told through fictional diaries and 

letters, and the narrative moved between first-person diary exposition and 

explanation100  to a third-person narrative that revealed events both in Greece and 

Australia. In the novel I moved between these points-of-view as I desired. In the oral and 

physical form of dramatic storytelling, the stories need to be in a form that is apt for an 

audience member being told and shown yarns, not for a reader flipping pages. There is 

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 section, I made this perspective retrospective, coming 

from Sydney in 1960, with Olga speaking to the audience from the small add-on room 

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

 
100 This occurs in hƭƎŀΩǎ diaries, which I wrote in the first person to give Olga a direct communication to 
the reader. 
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Everything happens from her point-of-view as memories and re-enactments from these 

memories. The voice of her daughter calling her to dinner leads us into the first memory, 

ǿƘƛŎƘ ƛǎ ǘƘŀǘ ƻŦ ǘƘŜ ǎŀƳŜ ŘŀǳƎƘǘŜǊ ŀǎ ŀ ŎƘƛƭŘΦ hƭƎŀΩǎ ƳŜƳƻǊȅ Ƴŀȅ ǘŀƪŜ ǳǎ ǘƻ 9ǳǊƻǇŜ ƛƴ 

1942 or Egypt in 1915, but it always returns to that baseline of that little Sydney house 

in 1960. This also happens in the one-woman play, The Testament of Mary.101  The 

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

has just been visited by disciples of Christ, who 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 self-awareness.  

 

I decided a similar kind of motivation was required for Lady of Arrows. Olga 

needed something to force her to revisit her past in a similar way and perhaps not just 

to reveal what had happened to her, but to make her acknowledge her part in the past. 

She had to face her actions and the consequences of those actions, and have her 

character develop because of it. I made this motivation for Lady of Arrows her wartime 

diary, sent to her fifteen years after the war by the son of a resistance comrade. The 

simple presence of this diary brings back her memories, just as Mary has had her ǎƻƴΩǎ 

crucifixion jolted by the visit of the Apostles. Although the audiencŜ ƛǎƴΩǘ ǘƻ ƪƴƻǿ ŦƻǊ 

several scenes what is in the package, Olga certainly does. It is eventually revealed that 

the package is her own wartime diaries that she had left with her comrade in Greece. 

This diary device would bring back the memories of the war and her part in it. From that 

point onwards in the play, the story-telling 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 the diary. Olga could relive the 

action or explain her actions to the audience. The 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 some self-awareness and recognised 

some self-justification in the original diary. Through the memory jogged by the diary, 

Olga ΨhostsΩ the events in her story from 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 See Appendix 3 (h) The Testament of Mary. 




