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On arrival in Oxford, we were given 5 folders containing reviews of previous plays and 

adaptations of Aeschylus’ Oresteia and a few programmes featuring pictures to accompany 
these. The adaptations included Katie Mitchell’s 1999 adaptation of Ted Hughes’ Oresteia 
set in the American Civil war in 1940, Howard Danes’ 2003 version of Eugene O'Neill's 
1930 “Mourning Becomes Electra” and Dorinda Hulton’s 2004 production of Agamemnon. Some 
of these archives also included still images taken during a production or from articles about the 
plays, faxes and notes from the director and producers detailing their initial ideas and workshop 
material provided for students attending the show.

In general, most of the adaptations were for a wider audience, but Katie Mitchell’s play 
often attracted a scholarly audience as a result of the length of her adaption, which lasted up to 
seven hours. The majority of reviews that we read were for a scholarly audience, although some 
featured in newspapers in the culture and arts sections and were aimed at a wider audience, 
and we found that this helped us to gain a greater understanding of the play and  what Mitchell 
was trying to achieve. However, due to the nature of Greek tragedy, the plays often attracted a 
fairly clued-up audience.

We did take inspiration from the stage production, particularly Mitchell’s, as she used 
filmed close ups of the facial expressions of the cast during poignant moments and we had a 
similar idea in our scene with Cassandra of projecting the visions that she has onto the screen. 
It was also interesting to learn about the different types of chorus used, including Mitchell’s use 
of a chorus of wheel-chaired veterans and Danes use of a chorus of a St John’s ambulance 
brigade. However, the most relevant to our ideas for the chorus was a chorus of masked men, 
dressed in black suits as we want to de-characterise our chorus to make all of the members the 
same. 

We also took inspiration from the costumes used, including Cassandra’s costume in 
Danes adaptation, in which she is straight-jacketed into a  wedding dress. We played on this 
idea and decided to subtly feature the colour yellow saffron in our Cassandra’s costume to 
represent marriage, but also to use this to represent Cassandra as a rape victim. 

 
 
In general, the material provided allowed us to gain a greater understanding of the 

directors’ visions through scholarly reviews. Often, the reviewers commented on how well (or 
badly) the directors had managed to maintain the psychological relevance of Aeschylus’ plays 
in our present day, so this came across to us as being an important aspect to concentrate on 
in our adaptation. However, none of the plays focuses on the particular scene of character that 
we intend to, which limited their utility. We found the pictures of the plays particularly useful as 
these allowed us to gain a greater understanding of the staging and backdrops used to create 
a relevant but classically Greek performance and from this, we concluded that the presence of 
a door in our set design would be of vital importance in our adaptation. However, we generally 
agreed that it would have benefited us greatly if we could have seen a video recording of at 
least one of the adaptations. 


