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Daniela Cavallaro

‘Thought up by man in his own image and un-likeness’, woman cannot recognize
herself in the female figures created by the ‘dreams of omnipotence’ of the male
mind, claimed Italian philosopher Adriana Cavarero. Thus, she concluded, women
writers have but two choices: either they create new images of women or they
‘steal’ the old." Like Cavarero, who recovered female figures from the world
of ancient philosophy, many contemporary women writers appropriated from
the literary canon the very stories which had condemned women to madness,
suicide and murder, and rewrote them, from the point of view of the outsider, the
marginalized, the monster: the woman.

This current in the rewriting of canonical literature has been called “women’s
e-vision’. Adrienne Rich first defined it in 1971 as ‘the act of looking back, of
seeing with fresh eyes, of entering an old text from a new critical dimension’. Ten
years later Alicia Ostriker affirmed that in revisionist mythmaking

the old stories are changed, changed utterly, by female knowledge of female
experience, so that they can no longer stand as foundations of collective male
fantasies. Instead [...| they are corrections; they are representations of what
women find divine and demonic in themselves; they are retrieved images of
what women have collectively and historically suffered [...]2

oth Rich and Ostriker used the word ‘survival’ in describing the purpose of
women’s revision. According to Rich, the act of re-vision was for women ‘an act
f survival’! Ostriker found that in some cases re-visions offered ‘instructions for
urvival’? A woman’s revision of a canonical text in fact would often provide an
lternative to the fate that male authors assigned to women — survival instead of
cath. In some revisions this meant literally that the female protagonist would not
1e on stage but would go on living an independent life. In other cases the classical
lot seen from a woman’s point of view would expose — and maybe eliminate —
¢ patriarchal ‘frames’ which kept women silenced.

Tragedy, in particular, is one literary genre against which many women writers
cted. In fact, it has been claimed that tragedy itself is ‘derived from a male-
minated world’® and that its structure ‘reflects the structure of patriarchy””
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the mid-7os, however, Rame had r .
10 longer work a5 a m, ‘ eached a point of rupture. She deci
husband 50 he col] d?}?fef t(;lfe the co}lln];?any if her only role was to fe(icelciiilees moild
This was the beginning of it punch line. She asked for niore satisfactory part ?i
performance based on a scries Z ;‘If;“; lﬁ’fifo e fkfffSﬂ‘[All Home, Bed and Church] pa IQS.
nionoilqogue on Medea came at theozlfdogg? 1‘.‘::? Rame as the solc actress.” HZ:Z
play the roles of se performance which b .
Exploitation. either :’;J(fjil ]Wofle;ll’ laﬂ-of whom were suffering ﬁ‘omai)lifee r}of:{ami"
in the performance and s;pézc ological or social. Medea was the only tragic sentl' N
monologues. me to acquire a distinguished status, after the C(Cn;oii;
One of the char risti
prologues in whic }llafﬁeeutsvt:gs of i?oth. Rame and Fo’s productions is their use of
b eplaining the topics preqemeagt'cns directly _addr.ess the audience, anticipatin Od
oo Modea Roame mentiQI]:q D 1% the theatrical pieces that follow. In the Prolgoan
story of Medea, undeﬂinj‘n hlelfl es as the source of the plot and summarizes %{Ie
_]asi)ln. Rame then points o Et et 131;:21;:21;11;:;):21:; and 1}11e1- intervention in support :_)ef
ill use, namel 0 l rom the myth of M ic
an action, Sgg:;g? wa}e]tiziﬁl and abandonment of MedZa fora YZi?gg}i::f e
however, Ramo Conti,nues ; ISd -e;;tremely common in our day. Medea’s reac:jl;an
hich charactorises man ;bas dl crent from the depression or suicidal instinni;
their children. Rame corfcludn Ened women: she plans to take revenge by killi y
is action literally but tuera hes; er prologue by warning the audience noStI to tiig
ner, 20 in Burinides, con fd Eo)uc.:adlly. In her Medea the killing of the children isance)
ainst the Patriarchai, exploi v Jealousy. Racher, it becomes a gesture of rebelli
_ plottation of women. This, she announces, is ‘thee oxt
, most

litically feminist piece i
ist plece in the whole ) 16
dience.”? hole show”." She then dedicates it to her female

Nancy Reinhardt suggested that Aristotle’s Poetics implied that women are inferior
- character to be the tragic hero’.t Thus,

and that ‘it is not appropriate for a female
pprop .
d mostly marginal, supporting roles to the

a1 female character in classical theatre ha
male hero. “When she does take the center seage’, Reinhardt continued, ‘she is
often exaggerated or distorted as very good or very bad. [..] Or, at the very least,

if she moves into the conspicuous central male-space, she 1s depicted as abnormal
or unusual in some way.’® Thus, Reinhardt concluded, female roles in traditional
Western theatre were reduced to “inferior or passive support characters ot as display
objects for men’s titillation or abhorrence’.”” Women playwrights, on the contrary,
in their re-visions of tragedy, denounced the invisibility or the abnormality of
the traditional female characters. Their female protagorists claimed the right not .-
merely to act as support for the male hero but to take centre stage jtself. Women'’s
re-appropriation of classic tragedy, which first appeared in Ttaly at the same time as
the explosion of the feminist movement in the 1970s, scemed cherefore at the time

to be an act charged with extremely subversive potential.
There is no doubt that Franca Rame’s Medea (1977) and Maricla Boggio’s

Medea (198Y), the first two plays considered in this essay, were meant Lo CXpress an
explicitly subversive message against patr

iarchal society and in support of the new.

ideas expressed by the femninist movement of the 1970s. It was, in fact, a period o

intense struggle and remarkable success for the Italian women’s movement, whic
during those years achieved several essential goals: the divorce law (established i
1970 and confirmed in 1974); protective legislation for working mothers; equ
family rights; equal pay; and equal treatment of male and femate workers.'" T
law legalizing abortion passed in 1978 and was confirmed by a popular referendu
in 1981. Hundreds of thousands of signatures supporting a law against sexual

tence were collected as well. Women's theatre during those years, from the
blished in Rome in. 1973, to other, smaller, wome

women’s ‘La Maddalena’, esta )
formed their plays in streets, garages and politi

experimental groups which per
festivals, expressed these same social and political concerns. They discussed worn/
emancipation and liberation in the family, the work force and society in gene

relationships among women; motherhood; abortion; and violence against wom
The two revisions of the tragedy of M
issues of the early Italian feminist movement. Much different is the tone ©
third Medea considered in this essay, written and directed in 2004 by Emma Dant:
The violence, the passion and the subversive message of the early feminist

have given rise, in Dante’s Medea, to a more mature, almost petsonal reflectio

s 3 12
women’s roles and women's past.

Throughout the performance Rame i
s, she is both & me is the only person on stage. Covering vari
e phi; e\gotlz)le; of Corinth, announcing that ]ﬁson hasr;r};i:sz?:g
«lf inside her home and re;jry a younger womarn, and Medea, who has shut
rotagomist’s ‘spii personﬂﬁ s’('ash to come out. This theatrical technique s1;1~es5es
cllion, to doubt. to fil r‘e }1’ her passage from an initial phase of dejectionk t
the first part of this worslg ?}Elogiot foll -
her home, talks wi ; ollows closely Euripides’ model:
onist aspects of the play, the mii g execut'es her plan to Kill her children T}gle
ent understanding of t}}; tr R reside so much in the plot itself a:; in a
vers and denounces the Won';:gIC ?Vent%. Iﬁ, fhe fimt place, Rame's Medes soon
gh, i fact. they sappont Mei'cl1 of Corinth’s endorsement of patriarchal societ
h do so by explaining th edea as well and try to comfort her, the women gf
ger woman, — 18 norgfnalats:;v Eat hasl appencd Lo her — being abandoned for
that this is the way the v:forld ‘;’;1:;3 ;11:“ t};eY Cali}[iti‘the faw of this world "
ine for what & , y advise Medea to accept her i
declaring in:;te:il(;3 tll'l;:lst iESt‘CR?-meS. Medea, however, rebels Egaimtdf‘j?}?y;
S acting i vy o ¢ Corinthian women are themselves part] .?;t faul
y since they not only accept this ‘law’ but also pchIair?quiE

Franca Rame’s Medea (1977)
veral reasons: its autho

Rame’s Medea stands out among the other plays for se

co-author — is the only one who enjoys an international 1'eputation;13 in fa
Medea is the only one that has been translated into other languages and the ©
available on commercial videotape. Working in partnership with her husban

Fo, by the early 1970s Rame had gained considerable fame thanks to stp
er husband’s controversial anti-government, anti-establishment p

roles in h
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as sacred. To calm Medea down the women of Corinth then try a different tactic.

They ask her to accept her fate for the sake of her children: Medea should bebave

‘ | ' en realizes that
not as a jealous woman but as a ‘worthy mother’."” Rame’s Medea th

patriarchal society uses motherhood as a means of oppresf;ing x.:voAmen.f It is at t}l:ml
point that the protagonist decides to stop being the passwfz:ovmtim'o patlzilarc' tah
society: she refuses what she calls ‘the yoke’ of motherhood. The plec(; eril 5 \fv}ller
Medea contemplating the killing of her children, aware that from the death o
i ill be reborn a new woman. o
Ch%%r: I;ijl}:l;: ]gles of the play in the original Italian, however,.suggest the Pos}s;bﬂlty
of a different ending. The protagonist, consclous that she will go C?O:Nﬂ in 1st<()irgi
as 2 murderous, unnaturat beast, concludes by saying: ‘Bd eo, me c,hro chiagnen g;
“Moril Mori! Pe’ fa’ nascere 'na donna nova... Mori! Pe" 2’ nascere ‘na donna no;)a.. %
[And T, I will tell myself, crying: ‘Diel Diel To give b‘lrt’h to 4 new woman... llej
To give birth to a new woman!’.** Medea uses the ‘eu (second-ple]i§on~s1ngu arf
form, which creates ambiguity for the Italian audience: 1s Medea ta ing tl? (;{ni o
her children, as one would expect, or to herself, as she says‘? Whom will she ki ;t
the end? All the various English translations of ‘Fhe ﬁnal lines of the pla3;1 lose tt e
ambiguity of the original text and add a stage dlrt{ftl_on that wo;lﬂd ;ee il: e c};ré)s a-
gonist, in a moment of affirmation and self—-def"n_uuon, shgﬁt er .mla Wi : .
Rame, however, pronounces her last lines quite dl.fferently. -H_er fmaf \;Jor 5 :ri*
hardly triumphant; rather, they are more the an.gmshed, agonizing, soft am?'lk ?
a woman who is killing the best of herself, hoping for a possible, though unlikely
rebﬁi;};e’s Medea has sparked the interest of many critics over the years foT: its sp.et‘nai
role in the actress’s repertoire. Marga Cottino‘—jones, in one of th‘e -ﬁ}];St crxt%ci,_
essays to consider Rame as a writer, deﬁng:d this monologue as the ‘hig Zsttﬁo;r;.
in Rame’s quest to stage women’s issues. 4 Cottmo—jgnes further argue _fa Id
the play Rame ‘challenges the patriarchal rep?e_s?ntatlm} of Wo;nan as wi e{ir}il
mother’ by denouncing and refusing the ‘gacnﬁcml role’ Ehat the .worr;enbonion
chorus propose.” Thus, Cottino-Jones continued, Medea’s ‘is the _\;om(_a }cl) reh.eh "
against the law of men that has invented [...] a moral blackn.la% with w 1; 2
slence them’2® In fact, Cottino-Jones concluded, the most striking aspect of this

. e
b 3 .t -
i ale voice, Jasons,
performance is that at the end we hear Medea’s lone voice: ‘No m ]

s E
i i w27 5 ¢ i voice’ on

or others’, interrupts or silences Medea’s.”” Rame’s ‘subversive female : o
ones, ‘one of the most disruptive

stage makes of this piece, according to Cottino-]

. Ry 28
texts of Italian feminist theater’.”

Theatre scholar Jennifer Jones underlined a different aspect of the play: that Rzl.:?_e
claimed this Medea was ‘discovered’, not written, by her and Fo 'anzcg presente. 0
the audience in the same archaic dialect in which thCY. fm;md %t. _ Thus, ]oqzi
argued, Rame ‘distances herself from the roge of the writer’, claamglgha s;ior;;ge._
authenticity for her dramatic interpretation.? ]opes, morcover, noted that Ran ;
Medea comes at the end of a performance in which the many femal.e protagon_lsij
victims of various forms of exploitation, become aware of and somnetimes ex.rgél reV
against their condition of oppression. Finally, as ‘their collective anger buld $ ?t
the course of the evening [..] the last woman takes the stage; this is Medea,
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quintessential rebel, the embodiment of female rage.®" Thus did Jones define Medea
as ‘the culmination of Rame’s [..] theatrical denaturalization of femininity’ which
deconstructs the ‘oppressive gender ideclogies’ created by classical tradition3?

In her book on Gender and the Italian Stage Maggie Giinsberg, on the other hand,
expressed a very different opinion, defining as ‘unfortunate’ any association of
Rame’s Medea with feminism® Giinsberg argued that Rame’s revision fails as a
feminist text because the protagonist does not recognize ‘her own acquiescence
with patriarchal motherhood’, for she treats her children as something that she has
procreated for their father?* Giinsberg faulted the play in as much as it ‘falls into
the erroneous belief that the complete destruction of motherhood, rather than its
reinterpretation and reappropriation’ will allow women to redefine themselves.?
Giinsberg’s provocative comments, however, seern to indicate a reading of Rame’s
Medea which did not take into consideration its historical background and its origin
in the early stages of Ttalian feminist theatre — “a theatre that broke with the past,
attacked, set up barricadés’, in the words of Dacia Maraini3® Giinsberg instead read
this play with the eyes of a much later ferninism — a feminism which had already
destroyed and was ready to rebuild, a feminism which had transcended the refusal
of motherhood as a form of patriarchal oppression and had re-appropriated it as
a form of growth and self-definition. This newer form of feminism was already
taking shape in Boggio’s play Medea of 1981 — a play written only a few years after
Rame’s but which represented the more complex stage of self~awareness the Italian
womer’s movement was beginning to reach in those years.

Maricla Boggio’s Medea (1081)

Together with Dacia Maraini, Edith Bruck and Annabella Cerliani, Boggio was
one of the original founders in 1973 of the first Italian all-women theatre, ‘1.2
Maddalena’, where she worked as theatre director. She then moved on to write
a number of award-winning plays, many of them based on characters from the
classical tradition, such as Phaedra, Antigone and Orpheus ¥’

In Boggio’s 1981 Medea, the protagonist is a contemporary woman who is simply
trying to make sense of a very common event — her husband’s betrayal. As the play
opens, she is sitting on a psychoanalyst’s bed. The audience comes to understand

that this imagined psychoanalytical session causes her to double, during the course

of the play, as the prototype of the ‘betrayed woman’; the classical Medea. Thus,

during the development of Boggio’s play, the protagonist at times abandons her

own voice and quotes passages from a variety of traditional ‘Medeas™ from Cheru-

bini, Euripides and Seneca to Corneille, Niccolini and Anouilh3® These literary

quotations, appropriated by Boggio’s protagonist, show the various patterns of

behaviour that were considered inevitable for the ‘betrayed woman’: jealousy, hatred
and desire for revenge. ‘It is as though every one of those behaviours’, the playbill
for the 1981 staging stated, ‘is stratified within her own personality of woman’

Boggio’s Medea, however, finally refuses the role models of the literary canon.

This play, first, suggests that a betrayed woman need not fall prey to hatred and
Iévenge; second, it proposes an alternative, a way for a modern woman to be a wife,
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but ab 11 her own person. Boggio’s Medea stages a process of interior, '_ 1l Stt}iaﬂei :he$ Eetl’?gc t}S;y SEW t};{;:bhght of day
. t above a . . 1 sifled thernbefore dhcy s he |
im\(;?}llufn 1tlhe protagonist by transforming traditional elemepts frc?m the. story: : I stifled them with pain busj firmly,
B}:O lationship between Medea and her ‘rival’; the way in which this relationship
the relationshi ;

o out of love for their impossible happiness,
tributes to the protagonist’s process of maturation; and the final decision about out of love for my husband, my eldest child
contribu

! who needed love, who didn’t want to share it with
killing the children.

anybody,
Medea’s rival, in Boggio’s play, is not only younger; she is also presented{as a those were my crimes] |
member of the feminist movement. By meeting with her and other womeg E);n This contrast berween the abortions — which dhe L ey bt
the group, Medea discovers that women are connected through a common destiny possible killing of her chidine oS which

of exploitation and suffering. After an initial period ofijeaiousy ancihmlsgr?:; };ii
i i i ’s lover, almost a mother—da :
establishes a bond of friendship with Jason's \ her-daughecr
i ' i it is the younger woman who ‘m ;
relationship. In this bond, however, it 1s th : ers
i : ibilities for life. Thus the gifts the two wor
the older, showing her new possibilities _ e ‘ men
hich since Euripides have represe
xchange, the dress and the necklace, w Hur
1te)el:raya% hatred and death, now become symbols of solidarity and love. N‘ot OHIZ’dE
the cor’mect Medea and the young woman, they also help to create a (,01’1;:16‘3; 10
witS}() all the other women, who now join in song and dance in a sort of "Rang

Around the Rosie”;

tmately decides not to carry out ‘
— illustrates Medea’s changed attitude towards her marriage and towards herself,

At the end of the play, in fact, the protagonist finds the idea of killing her children f
unthinkable as she realizes they are a part of herself. By the end of the play Medea i
has learnt to think in terms of benefit or harm to herself and not, as before, in terms

of Jason’s happiness.

Moreover, Boggio shows that the essential moments in Medea’s ‘conscientization’

are connected to her relationship with other women. She is able to transcend her

initial desire for revenge — which was in line with the traditional character of

Medea — when she forms a bond with the women of the feminist movement.

Te lo diedi Unlike Euripides.’ women of Corinth, the feminist women do not simply offer

e £ un dono naturale silent, sympathetic support, but rather open Medea’s life to another reality: one
naturalmente accettato... ' in which women leave their homes to Join forces and support one another, one in

b e veste bines which women, as they would during many public occasions in the 19705 and 8os,
hai infilato la vestc bianca

) share in joy, celebration, song and dance. Finally, Boggio shows that, through her
¢ subito sei diventata una bambina, o relationship with Jason's new partner, Medca experiences her own rebirth, one
e danzavi fehcc_ ) lla danza : . in which love, solidarity and self-respect take the place of hatred, Jealousy and
mentre le altl‘€4(8)1 univane atia can -' - selt-effacement, The protagonist learns to see her experience not as an individual
¢ cantavano.. : occurrence, but as part of a larger pattern of exploitation which includes many
[I gave it to you ) : other women — including Jason’s lover. She concludes that she has acquired a
and it was a spontane()é.ls gift sense of her own suffering, and personal growth, by sharing with other women the
Spontaneou“;lya;;(:eit;ai; of blue jeans; over them common experience of failure and pain. It is through this rebirth and maturation,
;(:;1 ;irzrx;e W%lite dress . . iin solidarify with other women, that Medea will finally make decisions based on
and immediately you became a little girl, her own wishes and not those of Jason.
and you danced with joy Stressing the solidarity among women as the catalyst of conscientization for
while the other women joined the dance her Medea, Boggio in fact underlines what have been considered the two main
and sang] characteristics of Italian feminism: the processes of autocoscienza and affidamento,
Autocoscienza is the Ttalian word for the process of self-discovery which helped
with ‘establishing a collective sense of self with other women”** It is significant
hat Boggio’s Medea shares her anguish not only with the women of the feminist
movement in the play, but also with her audience in the theatre. In her prologue,
Rame explicitly stated that she hoped her spectators would go home transformed after
_  eima che venissero alla luce ' watching her play.* Boggio’s play, by using the process of autocoscienza, implicitly
Li spenst prima i;dZT mio ventre, opes to reach the same goal. The relationship of entrustment or affidamento, on the
ﬁei;: g;livt;t:;ngi{i)]i()fe e fc.:fmez%az \ t_}_.ler har.ld., tif:s a wotnan to another Wo‘man in_a. connection ti'lat empowers both.
per amore della loro impossibile felicit, Irna Cicioni defines affidamento as the ‘recognition of, and reliance on, difference

- re 0 o e B e v ompetence between women’,** pointing out that the word in Italian ‘has the
bisogno: . loso di dividerlo con chiungue p P g
bisognosoe d’affetto, geloso di dividerlo ¢ :

4T onnotation of dependence, refiance and trust’* While affidamento can be seen as a
quelli furono i miei delitti.

The canonical Medea’s second means of revenge, of tc:lourse, W?shto kil‘lgiz r(l:hﬂdi ;
io’ i cady killed some of her chn —

b on. Boggio’s Medea, in fact, has already _ :

urlgiin chﬂd%fn. She has secretly aborted them to preserve the unity of 1tc1rlle fanﬁ}l

for love of Jason, so that he would not be jealous of them, so that he would not 14

to share Medea’s attention with so many others:
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¢ and is therefore mostly to point to Dante’s interest in Greek tragedy which ultimately leads to her direction

understood as a younger woman gaining from her relationship with an older, more : . of Eu{:ipides’ Medea .in_2004.52

experienced one, in her Medea Boggio shows how in fact both. women — the T"I_us last Medea is in many ways very different from the others. Unlike the
Medea character and the Glauké character — acquire understanding, wisdom and tevisions from the latter part of the twentieth century, Dante’s staging of Medea
ationship with each other. 1s not a one-woman play which privileges the female voice but a play with a full
f Medea’s ‘unnatural motherhood’. cast of characters. The director has, to use her own words, ‘respected the soul

symbolic redefinition of the mother—daughter relationship*

self-respect through their rel
Boggio also subverts the eraditional concept o

Her Medea recalls how she was at first like a mother to her husband in order to and_ti}e structure’ of Euripides’ tragedy:> her work follows the main events of
satisfy him;* how she killed her unborn children not out of jealousy or hatred, Euripides’ plot, keeping the chorus on stage and assi gning all violence to off stage.
but out of love for jason, her ‘eldest son’#® This sort of unnatural motherhood kept Moreover, D:thj has retained the principal speeches as well: Medea’s speech on the
Medea in a position of inferiority, of passivity. By the end of .the play, however, unfortunate deSth’Of women; Creon'’s exile orders; Medea’s announcement of her
Boggio shows that Medea has severed the umbilical cord which tied her to Jason and plan; the messenger’s report on the deaths of Jason’s new bride and her father; and

is finally able fully to accept her responsibility towards her real children, choosing the three dialogues between Medea and Jason: the first when she reminds him of

o e over Jason. Baggio's Mede embodics that era of ferninist mytb—making all she did for him and he explains the reasons for his new marriage; the second
that sought and offered ‘instructions for survival’, A contemporary audlence,' on W}‘mn Medea, sgpposedly'accepting Jason’s reasons, asks her children be allowed to
the other hand, may be left with a sense of dissatisfaction by many of the solutions bring gifts to -hls new bride; and the final one when Jason asks in vain at least to
such as the lack of discussion on the issue of abortion; the almost touch the bodies of their dead children. As for the main cuts, Dante has eliminated
the relationship _ !:he character of Aegeus and his support for Medea, thus creating an ending which
between Medea and Jason’s new partner; and, finally, the destiny of thi§ woman, is quite different from the original in spirit, if not in letter.
which the play never really considers. Nevertheless, during the era of feminism thlsT _ Although‘she has.mostiy helc.i to the original plot, it would be misleading to say
e e, 1o seprescrn, the mesmge of sofidarity between the.t wo women, as ~ that Dante simply directt_ad Euripide’s play since, although her name is not listed as
2 o the teaditional rivalry, and the call for survival for all involved, would the author, she has certainly added to the original text. However, the innovations
effected by Dante are to be found less in the plot or in the principal dialogues than
in the language, the use of the female body, the setting, the choruses and the mix
, -between pagan and Christian traditions. For example, in Dante’s Medea, the main
Emma Dante’s Medea (2004) . ‘protagonists — the foreigner Medea, Jason, Creon and the priest/messen,ger - use
About twenty-five years separate these two revisionist Medeas and the next text, standard [talian, taking their lines directly from Euripides’ tragedy. The members

$ f the chorus, on the other hand, speak a mixture of Southern Italian dialects from

which marks a return to Euripides’ tragedy and to a more traditional theatre. Its of ¢
director, Emma Dante, shows in her works a different understanding of wome Sicily, Naples and Apulia. The contrast between standard Ttalian and dialect in this

condition from that prevalent in the explosive times of the nascent Italian femini_s"r?r:l staging mark.s the belonging not so much to particular geographical locations as to
Born in 1967, after theatre studies and a short acting career in mainland Ttaly I-)a-_nt lifferent social classes. The lines in dialect, all created by Dante and used only by
returned to her native Sicily. There she received the Ubu Prize for the best or1g1‘1_1‘_a he chorus, further emphasize the function of the chorus as the bearer of popular
Ttalian play two years in a row: in 2002 for mPalermu and in 2003 fo? Carnezzerig visdom on the one hand 'anc_l comic relief on the other.

both of which she wrote and directed. Neither of these two works, set in the poor Another particularly significant element of Dante’s staging is the use of the
neighbourhoods of Palermo, Sicily’s largest city, seems at first sight to ha-vf: much male body, an element immediately announced by the image on the playbill and
common with Greek tragedy. However, referring to these carly works critics s'u.ch . }.x.e poster of the play. A pregnant woman’s body — like an ancient statue ripped
Gerardo Guccini and Claudio Meldolesi have mentioned qualities that do indicat part by a fracture in her womb — introduces 2 Medea heavy with child who, in
connection: ‘the dialectics between the individuals and their social communitx’ 1 _:lgh heels, can barely walk on stage and yet manages to make her body sensually
the dramaturgy which ‘compensates for history’s immutability with gouching Titt ttract'n.re to those shf_: wants to scjduce. Medea'’s visible signs of fertility stand in
of purification’ are both elements which appear in Greek tragedy.*’ Meldolesi pposition to the sterility Qf the city: she is not merely the only woman on stage
Guecini have also noticed how these two early plays by Dante explore the the_ l.Jt':ﬂ?o the only woman in Corinth, The women of the chorus, who share the
of the impossibility of change and atonement, of ritual suspensions and :l;acrifl. fﬂlctlon and desperation caused by Jason’s abandonment, are all played by men
ante herself claimed that the protagonists of her first pla : drag. However, apart from their clothes no attempt is made to disguise their
members of the urban underclass, were all ‘mythological’ — because of th asculinity, beards, hairy chests or deep voices. The men of the chorus, who
feelings of superiority over death and because of interior enigmas which D a the role of the women of Corinth and carry Southern women’s names —
their creator, claims she herself cannot solve>* In retrospect, all these features appe erina, Rosetta, Mimma, Giuseppina and Pupella — appear obsessed by Medea'’s

it proposes, 0 '
folkloristic aspects of the 1970s Italian feminist movement it stages,

oppose
have found a sympathetic audience.

expiations>” Finally, D
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pregnancy and by the fact that, as the play opens, she is due to give birth at any of suffering heard in the representation of the Passion of Christ still performed
moment. They dream about having children of their own; discuss the best diet during Holy Week in many Southern Italian towns. The incomprehcfsibﬂit of
for pregnant women; prepare little clothes for newborn babies and quibble over the singing helps to accentuate its emotional content so that, as the playbill stztes
the traditional hanging of blue or pink ribbons on the door upon the birth of a ‘the nasal sounds of the voice contribute to suggest a dark aI;d painfgl Yath \lvhe"
child. Although their appearance, gossip and quarrelling provide comic relief to the a song for Medea becomes, in fact, Medea’s lament’>® P *
atmosphere, Dante had another purpose in mind when she chose men for Most reviewers have noted the presence of these Christian elements in this stagin
the chorus: to present a Medea who is the only bearer of life in a land that has lost : of Euripides’ tragedy. Francesco Urbano suggested it be read in a Christologic g1
its capacity to procreate. Thus, Medea’s real crime, comitents the director in her : light, that is, that Medea, because of her full awareness of the inevitabilitg sf
production notes, is that she denies her children not only to Jason but to the entire her destiny, portrays a Christ figure’” Dante has made no explicit refere . t
city, which without her will have lost any hope of survival** a Christological interpretation but has claimed that all her theatre is ba 'n‘iie .
In this staging the power of Medea’s physical presence is equalled by the matriarchy, as Sicilian families are all matriarchal. By this she means that \?vi)mzz
introduction of Christian elements into the classical tragedy through a setting are central in the family, not that they hold the power. In fact, quoting Medea as
which emphasizes the centrality of the church in the life of the citizens of Corinth an example, she has further explained that women will be the ::anes whi make the
and the use of sacraments as part of the performance. When Medea first appears on decision but also the ones who will be defeated *® The final scene of this play, which
stage, for example, she emerges through the church doors. These same doors, which centres on Jason rather than Medea and which forgets the possibility of hZ,r flight
create the different settings of the play — the houses of the women of Corinth, the on a chariot drawn by dragons, seems to confirm this interpretation. On the otier
town square, Creon’s palace — are in the second act moved to create a confessional, hand, the centrality of Jason on stage during the ceremony which Brin s together
where Medea will confess to the priest her plan to avenge Jason’s betrayal. The _ the Eucharist and the mourning for the killing of the innocents points ;go hi;g ule
church appears again in a wedding ceremony — a menmory of the union between and takes away responsibility from the character of Medea. k ®
Medea and Jason and a prefiguration of the new nuptials between Jason and Creon’s ‘Medea is par excellence the woman who gives everything for love and in return
daughter — as well as in the baptism which Medea requests for her five newborn - receives betrayal and abandonment’, summarizes the director®® Such a prosai
babies when it appears the citizens of Corinth may try to murder them.?® This interpretation has left some reviewers dissatisfied: ‘Rather tha.r; a reenact y Salcf
initiation ritual of death and rebirth, however, then changes into an act of murder one of the greatest classics of ancient drama, this seems more like a news;zpil: zltto:y

when Medea drowns her children in the same baptismal water. The character of which never does succeed in reinterpreting myth’, commented Clara Gebbia oo
furthermore, when he finally realizes . Giulia Tellini added that Dante had ‘adopted Medea believing that she was ;m

Tl s OF
orphan of Euripides’.”" Such comments seem appropriate to Dante’s staging, whose
purpose was, as she said, ‘to take away the Medeitis from Medea’®” However

tragic

the confessor acquires further importance,
Medea’s plan to kill Jason’s new bride but, because of his vow to secrecy in all

matters related to the sacrament of confession, becomes an unwilling accomplice to .
the murder of her babies. Dante has not just taken away. In her unorthodox, highly symbolic, multi-lingual

After the vicious confession and murderous baptism, then, which bring only - interpretation of Euripides’ play she has followed Rame and Boggio in choosin
death with no possibility of rebirth, the play ends with another distorted version of” Medea’s motherhood as the pivotal aspect of her heroine. Dante’s pregnant Médeg
2 Christian sacrament: in the last scene of the play, after Medea has denied Jason’s . reminds the audience of the power of fertility — and of the tragic consequences
request to touch the bodies of his dead children, the five women of Corinth line when this power comes accompanied by feelings of powerlessness. Dante’(s;l use of
up to receive the Eucharist from the priest. What they are actually given, however, Christian symbolism throughout the play suggests a contimuity between Greek and
y will use to hang on a line which joins all the houses of : modern times which underlines the presence of sacrificial victims. Medea’s children
f the drowned babies. Throughout this are drowned, not reborn, in a baptismal font. The protagonist herself disappears
among the shadows, not into the clouds in a chariot drawn by dragoﬁs. There is 1o

are clothes pegs that the
the town the dripping baptismal clothes o
final scene —— which sees a destroyed, powerless Jason centre-stage, surrounded b
the clothes of newborn babies while Medea’s figure becomes almost hidden by the: redemption in Dante’s Medea — only suffering.

shadows on the side of the stage — the audience listens to a Sicilian version of the Dante’s Medea is certainly far rernoved from the feminist revisions of the 1970s and

‘Ave Maria’. Its clear reference to the fruits of a woman’s womb on the one hand’. 1980s which either justified or even removed from Medea the charge of infanticide
and to the moment of death on the other underscores this mixture of paganism and: -Rame and Boggio, in their revisions of the character of Medea, expressed the ideals'.
Christianity, life and death, which runs throughout Dante’s version of Medea. of the early Italian feminist movement. Rame, in the earlier n;onologue protested

The music that marks the separation between scenes and is performed on stage ‘against women’s oppression and against women'’s complicity with patriar;hal ideals

throughout the play signals the presence of elements of traditional Christian ritual refusing the role of the noble, self-sacrificing and self-effacing mother figure. Boggio
between scenes or noticeably sitting on the in a later play, offered an alternative solution for her female protagonist and he;

as well. By moving across the stage in-
plicate the sound ‘audience, that of solidarity with other women and re-appropriation of motherhood

side looking at the action, the voices of this alternative chorus re
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