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WELCOME

Dear Friends,

Welcome to the final production of the 2024/25
season: An lliad, directed by Charles Newell.

Lisa Peterson and Denis O’'Hare’s masterpiece
—one of the most celebrated productions in our
history—concludes what has been the most
successful season in our history, thanks to multiple
extensions, rave reviews, and unprecedented
numbers of new audiences. Each production in the
2024/25 season thus far has illustrated how the
decisions of our past directly impact our present,
offering a map of where we are, how we got here,
and what that means for our collective future. An
lllad is a crucial next chapter in that conversation.

This is the fourth time we have staged An lliad—
based on Homer’s epic poem, The lliad—in part
because this production continues to teach; fitting,
given our location on the University of Chicago’s
campus. Here, Homer’s works are regularly studied
and celebrated by faculty and students, and a major
collection of rare Homeric translations lives at the
Special Collections Research Center. We are proud
to be part of a community that supports this depth
of intellectual engagement and artistic ambition,
and An lliad is a perfect marriage of the two.

The distinctly prismatic nature of An lliad makes
revisiting it an exciting and worthwhile endeavor
each time. In every staging, the story remains the
same. \We feature the same performer, Timothy
Edward Kane. Yet the play takes on new weight
and resonance with every iteration. We look
through the prism alongside The Poet, and new
meaning reveals itself. New horrors come to the
surface. New hope takes root, reaching further
than the roots laid down before, and we pray—yet
again—that this will be the last time we tell this
story. After all, what is theatre if not one communal
prayer, a shared call to action?

Thank you for joining us as we answer the call, and
thank you for joining us for the most successful
season in our history. We cannot think of a more
fitting end to a banner year.

With gratitude,

&

Angel Ysaguirre
Executive Director

ey Bl

Gabrielle Randle-Bent Heidi Thompson Saunders
Senior Artistic Producer Senior Managing Producer
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AN ILIAD was originally developed as part of the New York Theatre Workshop Usual
Suspects Program, Off-Broadway premiere produced by New York Theatre Workshop
(Jim Nicola, Artistic Director; William Russon, Managing Director) in 2012.

AN ILIAD was originally produced by Seattle Repertory Theatre (Jerry Manning,
Producing Artistic Director; Benjamin Moore, Managing Director).

It was subsequently produced by McCarter Theatre Center, Princeton, NJ

(Emily Mann, Artistic Director; Timothy J. Shields, Managing Director, Mara Isaacs,
Producing Director).

AN ILIAD was developed in part with the assistance of the Sundance Institute.

AN ILIAD is presented by special arrangement with Dramatists Play Service, New York.

United Scenic Artists, Local USA-829 of the IATSE is the union representing scenic,
costume, lighting, sound, and projection designers in Live Performance.

*Denotes a member of Actors’ Equity Association, the Union of
Professional Actors and Stage Managers in the United States.

Cover photo of Timothy Edward Kane by Michael Brosilow.

The videotaping or making of electronic or other audio and/or visual recordings of this
production and distributing recordings or streams in any medium, including the inter-
net, is strictly prohibited, a violation of the author’s rights and actionable under United
States copyright law.

Court Theatre operates under an agreement between the League of Resident Theatres
and Actors’ Equity Association, the Union of Professional Actors and Stage Managers
in the United States. Court Theatre is a constituent of the League of Resident

Theatres and the lllinois Humanities Council. Court Theatre is a constituent of Theatre
Communications Group, the national organization for the American Theatre, and the
League of Chicago Theatres.

This project is partially supported by a CityArts Grant from the City of Chicago
Department of Cultural Affairs & Special Events. Court Theatre acknowledges support
from the lllinois Arts Council.
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IN CONVERSATION

PLAYWRIGHTS LISA PETERSON
AND DENIS O'HARE

BY DREW DIR, PRODUCTION DRAMATURG

= r-.ﬂ é

Playwrights Lisa Peterson and Denis O’Hare built
successful careers respectively as a director and
an actor before they came together to work on their
very first play, An lliad. Originally intended as a
vehicle for O’Hare to perform and for Peterson to
direct, An lliad has taken off as a popular script in its
own right, performed by theatres across the country.
Prior to Court Theatre’s 2013 staging, Production
Dramaturg Drew Dir spoke with Lisa Peterson and
Denis O’Hare about how An lliad came to be; below
IS an excerpt of their original conversation.

How did the idea for An lliad originate? Was
It born purely out of an interest in adapting
Homer's lliad for the stage?

Lisa: It actually came out of a response to
America’s engagement with a real war in Iraq, to
our “Shock and Awe” attack on Baghdad in 2003. |
started reading through war plays, because... | was
very aware of us being a country at war in a way
that | had never been in my lifetime. In the spring of
2003, | started thinking about how theatre should
respond... mostly that we ought to be talking about
what it's like to be a country at war. Thinking about
The lliad was a part of a bigger question: “What are
the great war plays?” [Dramaturg] Morgan Jenness
had told me years before that she teaches The
lliad as one of the first plays, which surprised me
because | had studied it in college as an epic poem,
not a play. It was that idea that made me think:
maybe it is a play, why is it a play... It probably was
a solo performance before it was ever written down.
When | started looking into that and thinking about
it, | thought it would be fun to work directly with an
actor on this, instead of with a writer.

Denis: My story begins with getting a phone call
from Lisa, where she said, “Hey, have you ever
read The lliad?” and | was like, “| think so. Maybe?”
At that point, | don’t think either of us ever thought
we would end up with a script. What we thought we
would end up doing was a performance of some
kind.

Lisa: | thought that it would be a good idea to find
an actor who had opinions and could be articulate
about them, because what | really thought we
would be doing was recreating the improvisation of
The lliad—that we would read The lliad, get really
familiar with the story of the Trojan War, and that
Denis would literally walk into a bar or a pub and
say, ‘Hey, anyone want to hear the story of Hector?”
and on any given night it would be different. Then,
as we started working on it, we realized that we
should codify it, write it, etc.

Describe the process of creating the script for
An lliad.

Denis: It was very accidental. I'm kind of a
documentarian, and | thought it would be fun to
have a video camera present to document our
conversations. So we had the camera, and we
would go back to the camera occasionally for

a reference; we would say, “Oh, what was that
conversation we had last time? Let’s rewind and
look at that.” We realized that what we talked about
ended up becoming us acting it out—I'm an actor,
so | understand things through the process of
acting, which means that in order to talk about it, I'll
get up and start acting it out. We were talking about
a contemporary understanding of The lliad anyway,
so | was improvising on my own reactions to things.
We wanted that contemporary reaction to the text,
and that contemporary reaction ended up being part
of the text.

How familiar were you with Homer's lliad
before you sat down to work on t?

Denis: | remembered very little, and | think | had a
better grasp on The Odyssey. In fact, | may have
not even read The lliad; what | knew about The
lliad was the Trojan Horse (which, or course, is not
In The lliad), | knew it had something to do with
Helen and Paris, | knew it had something to do with
Achilles (and Achilles’s boyfriend Patroclus), and |
knew about Menelaus, and Agamemnon from The
Oresteia, and what happens when they come back
from Troy. | had a vague understanding of what The
lllad was, and certainly did not appreciate that The
lllad was not the entire ten-year war, that The lliad
was only—as we came to find out—about forty days
within that war.

Lisa: | had read it in college—not the Robert Fagles
translation, but the Fitzgerald. | went to Yale, and

in my freshman year, | did a thing called Directed
Studies, which was like Crash Course Western
Civilization, and The lliad and The Odyssey were
probably the first books [in that course]. My memory
of it was that it was powerful and difficult; | wouldn’t
say that | immediately fell in love with it, | remember
it just being hard. | think | probably liked The
Odyssey better—I think a lot of people do, because
The Odyssey has romance and adventure. When
we went back to look at The lliad, in the Fagles
translation, suddenly my eyes opened and | realized
how glorious and surprising it was.

You've obviously condensed a lot of material
INnto a relatively short performance. Was there
material you particularly regretted leaving on
the cutting room floor?

Denis: We struggled with the scope of the story

and which stories to tell, because The lliad doesn't
tell one story, it tells many stories, and depending
on how you edit it, you can produce a different
emphasis. We kept boiling it down to the basics. We
realized that the story is Achilles’s story. It's the rage
of Achilles—it begins with “Sing goddess the rage of
Achilles...” That's a framing device, but it's also the
major theme.

What draws you to epic, foundational texts like
The lliad?

Denis: They're challenging and they're terrifying,
and that’'s a good reason to do them. | would

also love to do Dante’s Inferno, | would love to do
Paradise Lost... But the other reason is that they're
just great works. Oddly enough, | think for Lisa and
|, it's not even a matter of taking on great works.
What we're taking on are great subjects, and those
don’t have an expiration date, and those don’t have
a time and a place, they're universal and they're
timeless. So war, killing, murder, and death are the
subjects we took on for An lliad...those are really
exciting things to dwell on theatrically.

Lisa: It's a passion that Denis and | just happen to
share. We both are drawn to the history of culture
just as much as literature... [we're both] trying to
understand how the human species developed this
shared culture. | think it's about that, as much as
it's about literature...these texts are key to how we
organize ourselves as human beings.

This article was edited and reproduced from the 2013 program of An lliad.
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A NOTE FROM DIRECTOR

CHARLES NEWELL

Dear Friends,

As we embark on the fourth
staging of An lliad, | want to
thank you for joining us on
this journey.

The good fortune of returning
to the same production
multiple times with the exact
same performer is not lost
on me. Few directors ever
receive such a chance in Rl g
the first place, let alone four ~ Potooffetning histe vector e
times. This staging, coming at

the end of my tenure at Court

Theatre—first as Marilyn F. Vitale Artistic Director,

then as Senior Artistic Consultant—feels particularly
profound.

Over the last thirty-plus years, | have stood in

the lobby for hundreds of performances, greeting
patrons, gratefully accepting feedback, and getting
to know you. The work we do onstage is important,
but these interactions are perhaps the most
rewarding part of the job. As | look ahead to my
future after Court, there are many things that | will
miss, but that depth of audience engagement and
investment is, without question, at the top of the list.

Thank you for your years of support and trust; for
joining us on transcendent and transformational
journeys, much like this one; for taking creative
risks alongside us; and, quite simply, for continuing
to show up. What makes a performance is having
an audience, and we—at Court—have the best
audience.

Whether this is your first time experiencing An lliad
or your fourth, please know that | am immensely
grateful that you are here. We could not do this
without you.

Thank you for everything.

Ol f e

Charles Newell
Director
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THE HOMERIC QUESTION

BY EVAN GARRETT, FORMER COURT THEATRE
DRAMATURGY INTERN
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Homer Dictating his Verses by Rembrandt (1663).

Homer is undoubtedly the most well-known author
from Ancient Greece. At the same time, he also
remains one of the most mysterious authors of
modern scholasticism. Partly, this is due to the
substantial distance between our modern times

and when he wrote. This distance has created a
question of authorship, notoriously known as “the
Homeric question.” We do not know who, truthfully,
wrote The lliad and The Odyssey: it may have been
a group of poets, a poor and blind nomad, a woman,
an aristocrat, anyone—we simply do not have the
information to make a solid claim. However, we can
make hypotheses, use our imagination, and perform
some impressive detective work to make a best
guess—that is to say, to do what classical historians
do. If (and what a big “if” that is!) Homer were to
exist as a single person, we would be able to use
historical records, archaeology, and geographical
evidence to make educated claims about what type
of person he would be.

Currently, it is thought that Homer must have
composed his famous poems sometime in the
eighth century BCE. The epic style of the poems
hints that they would have needed to be composed
sometime after 750 BCE, when Pan-Hellenic
festivals celebrating poetry became popular. If this
were the case, Homer would have been traveling
through the larger Greece, delivering his poems to
adoring and upper-class fans. While this is our best
guess based on archaeology, one cannot ignore the
fact that ancient authors dated Homer much earlier
than this relatively late date. Herodotus claimed that
Homer lived 400 years before he did, dating Homer
to around 850 BCE. Other ancient authors claimed
that Homer must have existed even closer to the
Trojan War, sometime around 1200 BCE. Thus, it
appears that there is a five hundred-year span of
when Homer may have lived, with a larger likelihood
on the later dates.

The next unsolved mystery is determining where
Homer would have lived. Much of the geology and
flora described in The lliad would make it seem that
Homer had intimate knowledge of lonia (roughly
modern-day Turkiye). This would seem to place
him somewhere where Ancient Troy would have
been. However, Homer also illustrates a great deal
of knowledge of island geography in his Odyssey,
which would support the fact that he spent much
time on various Greek isles. Many of the cities
existing in Attica (the area around Athens) and
even Laconia (Greece’s Southern Peninsula)
made claims that Homer rested in their town while
composing his epic, which provides evidence
(albeit weak) that Homer may have actually been a
wandering poet traveling throughout Greece. These
records are probably false, however—created by
towns wanting to attract tourism and fame. Who
wouldn’t want to spend a night in the same town as
history’s greatest poet? Despite nomadic legends,
it is important to note that Homer’s dialect was
Ancient lonic Greek, making the case, once again,
for his more eastern roots.

Why does there exist this idea of Homer as

a “blind poet”? Most likely, it derives from his
name “Ounpog,” which in Ancient Greek roughly
translates to “follower.” In the Eastern dialect of
Greek, however, this word takes on the second
and literal meaning, “blind.” Additionally, much has
been written about the blind poet, Demodocus—
appearing in book eight of The Odyssey—who
recounts the story of the Trojan War to a disguised
Odysseus. This has been described as a seli-
referential moment in the story where Homer
illustrates the power and importance of epic poetry
as a tool for recording history and catharsis. This
theory is acceptable, but must be taken with a
grain of salt: not all great authors intentionally write
themselves into their stories. In general, modern
scholars have no reason to think Homer was blind,
especially since his poems include such strikingly
visual descriptions. If anything, Homer’s “blindness”
IS another fiction we recount in order to maintain a
mystery around the masterworks he created.

While these are some of the knowns and unknowns
of this ancient author, one is forced to acknowledge
a very simple fact: our knowledge of the ancient
world is incomplete. Indeed, it is very likely that
Homer is a fictive personage created by stringing
together dozens of ancient poets’ renditions of

war stories. We are so distanced from Homer’s
time that we will probably never know for sure
whether he actually existed. However, one may
look at the evidence we have so far and make the
case that his poetry does seem to come from a
common experience, from a common culture, and
from a common style. It is for this reason that one
should have no qualms stating that Homer, either
the person or the idea, remains one of the most
masterful authors standing the tests of time.

This article was edited and reproduced from the 2011 program of An lliad.
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ONE AND MANY ILIADS

BY DREW DIR, PRODUCTION DRAMATURG

Papyrus fragment of The lliad. Book 10, second century BCE.

How much of Homer is there in Denis O’Hare and
Lisa Peterson’s adaptation, An lliad?

The inspiration for An lliad originated from theatre
director Lisa Peterson’s interest in developing

a play about war. Teaming up with actor Denis
O’Hare (a Broadway, film, and TV actor who was
last seen on Court’s stage during the 1990/91
season), Peterson turned to Western civilization’s
first war story: Homer’s lliad, an epic poem about
the mythical ten-year Trojan War. Reading aloud
from the Robert Fagles translation of the poem—a
popular translation admired for its liveliness and
contemporary idioms—Q’Hare would then explain,
extemporize, and elaborate on the story in his
own words. Peterson recorded these digressions,
many of them improvised, and together, the two
assembled a multi-layered script using O’'Hare's
words, Fagles’s translation of Homer, and even
some of Homer’s Ancient Greek. Originally, Denis
O’Hare intended to play the role of The Poet with
Lisa Peterson directing; however, when their mutual
schedules postponed that production, Peterson
directed productions at Seattle Rep and McCarter
Theatre Center with different actors. Peterson

and O’Hare generously allowed Court Theatre to
produce the Chicago premiere of An lliad in 2011
with its own actor-director team. (O’'Hare and
Peterson finally got the opportunity to mount An lliad
together in February 2012 for a production at New
York Theatre Workshop.)

The insight required to gracefully consolidate
Homer’s lliad into a single night of theatre is
formidable: Homer’s poem contains over 15,000
lines of verse, divided into 24 “books™ (it would
take roughly twenty-four hours to speak the entire
poem out loud). Fortunately, Homer himself was
an excellent dramatist—rather than tell the entire
ten-year history of the Greek siege of the city of
Troy, he limited the story of The lliad to only a few
weeks in the last year of the war, focusing on the
drama of the Greek warrior Achilles, his dispute with
Agamemnon, and his defeat of the Trojan general
Hector. Many of the most iconic details we associate
with Homer’s lliad didn’t actually originate from the
poem. The story of the Trojan Horse and the fall

of Troy is told not in The lliad but in The Odyssey.
The story of Achilles’s heel was invented by poets
and tragedians long after Homer. Even the story of
Helen of Troy’s kidnapping by Paris is only alluded
to indirectly (and the famous line, “The face that
launched a thousand ships,” is from Christopher
Marlowe, not Homer). Homer’s poem begins with
the rage of Achilles and ends with the burial of
Hector. It was this dramatic unity that prompted
Aristotle to call Homer the epic poet who most
resembled a tragedian, and An lliad draws on this
fundamental feature to dramatically flesh out the
confrontation between Achilles and Hector.

At least one other aspect of An lliad is true to its
source material: the fact of its oral performance
by a single performer. While modern readers are
fortunate enough to possess a singular text of
Homer’s lliad, the poem was orally transmitted for
many hundreds of years before it was finally written
down. Scholars today conceive of The lliad as a
poem that a bard would have performed through
both memorization and improvisation (much like
An lliad’s Poet); the performer would have been
equipped with certain “formulas” that he could
freely rearrange from night to night, depending on
the audience. Lisa Peterson and Denis O’'Hare
have captured in their adaptation a modern
understanding of the immediacy and liveness of
those ancient Homeric performances. As a result,
An lliad is in dialogue with not only the content of
its source material, but also its form, presuming
correctly that Homer’s lliad is, and always has been,
a poem meant to be experienced as an act of live
performance.

This article was edited and reproduced from the 2011 program of An lliad.
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READING HOMER'S ILIAD TODAY:
AN INTERVIEW WITH SCHOLAR GLENN W. MOST

BY DREW DIR, PRODUCTION DRAMATURG
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King Priam Begging Achilles For The Return Of Hector's Body
by Aleksandr Andreevich Ivanov, 1824.

Many of us read The lliad for the first time Iin
Nigh school or college. Do you remember the
first time you read The lliad, and what your
first iImpressions were? Did It immediately
grab you or did It appreciate with time?

| first read The lliad in high school—in English
translation, of course. But | had the feeling that |
already had some acquaintance with it, even though
| did not know any of the details and was unclear on
the exact ending. As Italo Calvino wrote, a classic

IS a book that one cannot read for the first time: it

IS such a part of one’s culture that one always feels
that one has already known it. When | read it in high
school, | found it enthralling. Despite the episodes
of bloodshed (which | found so horrific that | had
difficulty sleeping for weeks), | found the scenes

of friendship, of loyalty, of risk, of self-sacrifice
deeply moving. And the last book—Iin which Priam
crosses at night from his walled fortresss city to the
encampment of his deadliest enemies in order to
plead with the murderer of his son to give him back
that son’s body—moved me so deeply that | could
not help weeping when | read it then—or now.

What do we non-Greek readers lose by
reading The lliad in its English translations?

It is better to read Homer in Greek than in English;
but it is better to read Homer in English than not

at all. Read in translation, Homer loses most of

the sounds and the exact meanings of many of

the words, and some of the interrelations between
various words and sounds, and all of the meter. But a
lot comes through: the moral vision, and the plot, and
the characters, and the speeches, and the similes,
and the speed, and the sorrow. Still, there is no
doubt that reading a work in translation is like kissing
through a screen door.

Much modern scholarship has been devoted
to the question of whether The lliad was
composed by a single poet (perhaps called
Homer, perhaps not) or a work by many

poets who differed in style and emphasis.
Setting aside for a moment all the philological
scholarship on the origins of the poem, as a
reader, do you experience The lliad as a poem
composed by a single poet or a poem woven
from multiple voices?

Whenever | read The lliad, | respond to it as to a
profoundly unified and complex vision of the world
formulated in terms of a coherent and carefully
organized plot, theme, set of characters, and use of
language. To be sure, this unity seems sometimes
to be marred by defects and inconsistencies of all
sorts, most of them quite minor, some of them more
serious. But | do not believe that the only way to
explain all these problems is to suppose that there
were multiple authors—for example, the Ancients,
who studied Homer closely, concluded instead that
he sometimes dozed—and | do think that, even
though positing a single author is one way to explain
its fundamental unity of purpose, it is not the only
one. Homer, for me, is a multiple but ultimately
harmonious voice expressing, but also criticizing, the
complex and dissonant visions of his whole culture.

In your essay “Anger and Pity in Homer's lliad,”
you wrestle with one of the most notable
features of The lliad, namely that the poem
begins with a word for anger (translated
“rage”) and ends with an expression of pity
(Achilles returning the body of Hector to his
enemy Priam). Do you see anger and pity as
opposing forces in The lliad?

Not so much as opposing forces, but rather as
complementary ones. When an Ancient Greek saw

a friend being harmed by an enemy, he felt pity for
the friend and simultaneously anger at the enemy:
the two feelings were the two sides of the same coin,
Inseparable from one another and equally justified.
Are we any different?

Do you consider Homer's lliad an anti-war
poem?

Absolutely no; and absolutely yes. Absolutely no, Iin
the sense that Homer presupposes as simply true
his culture’s view that war is an inevitable feature of
human and divine existence and that glory in war is
one of the greatest possible achievements. Homer
does not imagine that there can be life without war
and thinks that, given that there is always going to
be war, we must prepare for it and acquit ourselves
In it as nobly as possible. But absolutely yes, in the
sense that Homer is fascinated by the price that
must be paid for military victory and martial prowess
—the price in young lives lost, in hopes snipped
prematurely, in horrific bloodletting, but also, and
even worse, in the brutalization of otherwise gentle
souls, in the bestialization of better human potentials.
In The lliad, men and countries quarrel over futile
stakes, and in consequence, men die and whole
cities burn to ash. Homer’s men fight other men

and wound and slay them and die, and their women
are left to mourn them—and to raise their sons to
avenge them, bloodily. We might hypothesize that
Homer inherited a bloody-minded epic tradition that
he faithfully retold at the same time as he criticized
it. But why should we suppose that he was the

first Greek to notice that epic glory was purchased
at a terrible price? Better, probably, to think that a
complex and self-contradictory set of attitudes and
emotions regarding war characterized Greek culture
from the beginning.
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