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Abstract

The intention of this research project is to present the Scientific Protagonist as a defined
character type and valid means of literary analysis, and to explore the potential benefit
this concept offers to academic enquiry within theatre and drama regarding the
representation of scientific stories in fiction.
I present the concept of the ‘Scientific Protagonist’ as a main character within a fictional
narrative that promotes scientific stories, and solves their problems through the nonmartial use of scientific knowledge, innovation or invention. Within dramatic texts, this
character-type allows the audience or reader an opportunity to access scientific
discourse and learning through a relatable character-led journey, promoting interaction
between the imagination and scientific stories.

The aim of this research project is to present this concept of the Scientific Protagonist as
a valid form of analysis for the critical reading and creation of modern drama and
fiction and to demonstrate the interpretive value this concept has to offer in the context
of academic interests in the institutions of both theatre and science.
This project draws on primary examples of literary art ranging in origin from
Renaissance plays to modern novels and film which highlight the gradual emergence of
a ‘Scientific Protagonist’ character-type within our cultural stories in recent centuries.
Textual examples of the Scientific Protagonist will demonstrate the critical analysis of
this character-type with a methodology of creative practice-led research applied
simultaneously with post-modern reading methods appropriated from contemporary
performance-theory. This research aims to achieve this presentation through a
combined approach of Practice-led research along with the reading and analysis
practices of New Historicism and Cultural Materialism. This methodology will be
applied to samples of literary art in order to support the argument that the use of a
Scientific Protagonist as a concept allows audiences to interact with scientific discourse
and topics.
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Chapter One
Introduction and Methodology

It is the intention of this research project to present the concept of the Scientific Protagonist as a
defined and valid contemporary storytelling device, and to demonstrate how this character type
allows the theatre an opportunity to effectively present stories elicited from the history of
scientific discovery and invention. The Scientific Protagonist is a main character within a
fictional narrative that promotes scientific stories and solves problems through the
predominantly non-martial and rational use of scientific knowledge, innovation or invention.

The methodological approach of this project utilises both traditional research methods and
practice-led research in order to present a detailed academic analysis of the Scientific
Protagonist concept. The complementary literary theories of New Historicism and Cultural
Materialism comprise the theoretical foundation of both the traditional and practice-led, creative
research components of this project. The following chapters demonstrate how an application of
New Historicist and Cultural Materialist reading methods in an analysis of historical and
contemporary works of fiction, particularly creative theatre texts and dramas, can reveal and
define the Scientific Protagonist as a fictional device. As demanded by the New Historicism
research ethos outlined by Stephen Greenblatt (1989), in which research maintains itself as ‘a
practice, not a doctrine’, the ideas presented by the traditional reading analysis are further
explored in a process of autoethnographic practice-led research in the creative-writing
component of this project. Three original one-act plays have been written, each informed and
influenced by the traditional research, and designed to test the practical validity of the Scientific
Protagonist concept as an effective device for creative works in the theatre. The
autoethnographic process of constructing and reflecting on these three original works allows an
opportunity to understand and articulate why and how the theatre is a particularly
accommodating form of storytelling for narratives and dramas which centre on a Scientific
Protagonist.

Within the parameters of this research endeavour, the literary theories of New Historicism and
Cultural Materialism are used as a means of productively analysing creative works of fiction
and drama as indicative representations of their cultural environment. The following research
chapters shall include a detailed example of applied post-modern reading methods, and
demonstrate how this praxis of New Historicism and Cultural Materialism applied to theatre
texts can clearly reveal how the relationship between theatre and scientific discourse has
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changed and evolved over time, nurturing and encouraging the development of the Scientific
Protagonist from obscure origins in renaissance plays to the titular roles of modern dramas.
New Historicism places great emphasis on the practice of re-reading our inherited historical
narratives and re-inventing them for modern audiences, ideally with new or renewed resonance
and meaning (Greenblatt, 1990). Cultural Materialism is a theory which considers art as a
material product of human culture, and therefore an extension of it. The theory operates with a
persistent belief that scholars should maintain an awareness of how society and art react to one
another (Geertz, 1973). When applied together in literary research, these twin theories allow
researchers to moderate their ideas and justify cultural claims with clear textual evidence.

The following chapters of this exegesis present my academic examination and critique of the
concept of the Scientific Protagonist, beginning with a Literature Review that compiles and
presents the relevant sources of literary and performance theory that have guided and informed
my analysis, and describes how the traditional research component, a New Historicist analysis
of literary fiction, both informs, and is informed by, the creative component, a Practice-led
Research analysis of theatre and drama.

This research project also frequently draws on examples of contemporary fiction, including
theatre texts, novels and film, in its critical analysis. Following the detailed New Historicism
and Cultural Materialism reading practices, this exegesis will present a clear and definitive
profile of a Scientific Protagonist character using examples from these modern contemporary
fictions. Hayao Miyazaki’s animated film The Wind Rises (2013) and Andy Weir’s novel The
Martian (2011) are both contemporary stories which present their respective reader and
audience with an epitomical Scientific Protagonist. The main characters of these two works
demonstrate the qualities of a Scientific Protagonist, and the stories they inhabit demonstrate the
narrative conditions required to successfully convey a non-violent, scientific plot and promote
science discourse and literacy. A variety of other examples are also used alongside The Wind
Rises (2013) and The Martian (2014) to exemplify the development and realisation of the
Scientific Protagonist concept and to establish a comprehensible definition and image of what a
Scientific Protagonist can be. The information and ideas interpreted through this method of
enquiry are what inform and construct the creative writing component of this project. Scientific
information and stories are made accessible and resonate through the relatable and emotional
journeys of the Scientific Protagonist characters. This may be the most valuable attribute of the
conceptual Scientific Protagonist; as a fictional device which allows audiences a chance to
access and relate to scientific information and stories in a new, deliberate and personal fashion.
Dramatic texts such as The Life of Galileo (Brecht, 1947) and Arcadia (Stoppard, 1993) are
noteworthy inclusions in this project as examples of the Scientific Protagonist concept and
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morphology taking shape within the theatre as well as in other forms of fiction and mediums of
the creative and dramatic arts.
The third chapter of this exegesis, titled ‘Histories’, is a presentation of the chronological
morphology and gradual development of the Scientific Protagonist character within works of
fiction, beginning with the origins of the literary protagonist in Ancient Greek plays and
continuing through to the characters of relevant contemporary works in the early twenty-first
century.
Following this historical review and study of character evolution, the fourth chapter seeks to
clearly define the current morphology of the Scientific Protagonist as it appears in contemporary
fiction and drama.

The fifth chapter of this exegesis presents the theory and methodology of Practice-led Research
relevant to this project, introduces the creative writing component that is included as the
creative-element of this exegesis and offers a critical reading guide to the three original one-act
plays that have been written for the purposes of this research.
The practice-led research element of this project is guided by a process of autoethnographic
writing and reflection demonstrated through the creative writing component.
Each of the three original one-act plays presented has been written to demonstrate the
development of the conceptual Scientific Protagonist, to provide a creative space in which the
potential of this concept may be explored, to provide clear examples for the analytical
discussion, and to put into creative practice the new ideas that the analysis provides.
Although each one-act play is an individual and self-contained story, they share a commonality
in their origin. Each play has been constructed as a reaction to Carl Sagan’s work The Pale
Blue Dot (1994), a noteworthy work of non-fiction scientific literature written for the general
public, and each play has been written to include topics and themes of contemporary scientific
discourse.

Cosmic Bottle is the first of the three plays and demonstrates the most basic concept of a
Scientific Protagonist narrative. The play promotes and celebrates facts relating to the Voyager
2 spacecraft, launched by NASA in 1977, which has since completed its original mission to
observe the outer planets and is currently, decades later, exiting the solar system. Intended as a
demonstration of a rudimentary Scientific Protagonist narrative, Cosmic Bottle demonstrates the
early conceptualisation of the non-violent and informative style of story that the Scientific
Protagonist seems to require, where the theatre’s mode of storytelling is used to promote and
play with true stories of scientific discovery and exploration.
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The second original play, Apples and Alchemy, demonstrates the improvements made by this
writer to the constructive concept of the Scientific Protagonist after reflecting on the strengths
and weaknesses of Cosmic Bottle. Apples and Alchemy is the creative reinvention of another
true story; that of Voltaire and Emilie du Chatelet, two intellectuals from the eighteenth century
who, among their numerous achievements in life, translated and published the scientific work of
Sir Isaac Newton’s Philosophae Naturalis Principia Mathematica from English into French and
promoted its reception across mainland Europe. Despite being inspired by these real-life
individuals, Apples and Alchemy uses a deliberate infusion of fantasy and other fiction elements
to distort the details of the truth and accentuate the relevant scientific information. As such, it is
not a work of biography, documentary theatre or non-fiction, but instead becomes a work that
uses fiction to highlight specific facts.

The third and final one-act play is titled Sludge. Although this final text presents fewer facts
than the first two creative plays, Sludge is a story that portrays the definitive Scientific
Protagonist as a character confronted by difficult moral and ethical choices during an
environmental disaster, highlighting the importance of considering the human and emotional
element of scientific discovery and invention.

This process of self-reflection and improvement is part of what Smith and Dean (2009) refer to
as a ‘bi-directional flow of benefice’ within practice-led research, in which the traditional
analysis informs the creative work, and the creative work assists in informing the traditional
research in turn. Improving on one another’s progress, these three original works comprising
the creative component demonstrate that the concept of the Scientific Protagonist does not
operate solely as a device to be used in the analysis of the reading and consumption of fiction,
but one that can also be consciously applied to the creation and construction of creative work.

Following the presentation of the original one-act plays, the final part of this project orientates
the research within contemporary academic discussion and reinforces the relevance and the
potential of the Scientific Protagonist within the context of modern science education and
theatre storytelling.
I argue that the Scientific Protagonist is one possible valid contribution to the issues of modern
science communication and literacy that are presented by Nesbit (2010) and Pearce, Romero
and Zibluk (2010), who express concerns over the public, democratic perception of the sciences
and scientific institutions and the challenges faced today in effective science education. This
argument and critique is supported by an example case study of Australia’s formal education
system in order to provide a clear correlative link between the arguments made by Nesbit (2010)
and a potential beneficial and educative application of the Scientific Protagonist concept.
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Regarding the benefit to the theatre as an institution for entertainment, I argue that the Scientific
Protagonist has the potential to provide the theatre with many potential sources of creative
inspiration, as the character type makes otherwise abstract and complicated stories more
accessible to an audience. This research project will demonstrate that the theatre itself offers a
unique space for the scientific Protagonist to succeed in promoting science literacy and
discourse for three main reasons. The first is that the theatre is a traditional venue with which
audiences are familiar and in which they are seemingly comfortable absorbing the new
information that is presented on the stage. The second reason is that the theatre is a storytelling
space in which character holds a significant amount of importance. When compared to other
modes of fictional storytelling which often have literary prose or film conventions to assist in
the storytelling, we see that performance, theatre and drama rely far more heavily on
entertaining characters using dialogue to carry their stories. The third reason that the theatre is
uniquely beneficial to Scientific Protagonist stories is its natural process of reinvention. Theatre
texts are by their very nature, intended to be constantly re-read, re-interpreted and re-performed.
No two live performances are ever the same. The design, tradition, conventions, and economics
of the theatre ensure that dramatic texts are constantly re-invented for contemporary audiences,
making them perfect candidates for New Historicist research that seeks to find new meanings in
our inherited works.

A Note on Terminology
The decision to reference the topical character-type as the ‘Scientific Protagonist’ is one of
efficiency; with these words being the most appropriate and concise presentation of the
distinctive qualities discussed in this research.

Dictionary Definitions

Scientific: (adjective)
1

– Based on or characterised by the methods and principles of science

1.1 – Relating to or used in science
2

– (informal) Systematic, methodical

Protagonist: (noun)
1

– The leading character or one of the major characters in a play, film, novel etc.

1.1 – The main figure or one of the most prominent figures in a situation.
2

– An advocate or champion of a particular cause or idea.

(Oxford English Dictionary, 2020)
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The alternative terminology of ‘Scientific Pacifist’ was considered but disregarded as it does not
emphasise the central protagonist role of the character within their respective narrative.
Likewise, the ‘Protagonist Scientist’ was dismissed as it does not emphasise the quality of nonviolence and although the characters discussed interact with scientific themes, issues and
problems, they remain creative constructs and are not necessarily qualified as ‘scientists’.
‘Scientific Protagonist’ remains as a simple and accurate terminology for the purposes of this
discussion.

A Note on Science-Fiction

I believe it is important to make a clear distinction between the genre of science-fiction and
texts which contain true scientific stories and facts. While some of the texts discussed in this
research project are indeed considered science-fiction, such as The Martian (Weir, 2011), it is
not their sci-fi elements which are under analysis, but rather their ability to promote scientific
facts to an audience, a quality which not all science fiction stories possess.

Darko Suvin provides a concise definition of the qualities of science-fiction, describing it as:
“A literary genre whose necessary and sufficient conditions are the presence and interaction of
estrangement and cognition, and whose main formal device is an imaginative framework
alternative to the author’s empirical environment.” (Suvin, 1972, p. 375).
These fictional ‘estrangements’ and ‘imaginative frameworks’ are often scientific in nature, but
science-fiction texts are not required to represent science accurately. The scientific accuracy of
these stories is a choice left to the writer’s discretion.

Science-fiction writers frequently indulge in the Sciences as a source of inspiration for their
cognitive narratives, but the accuracy in which science-fiction texts portrays scientific fact
varies wildly. This variation of scientific authenticity is made apparent when considering
imaginative events of fiction such as Frankenstein re-animating his monster with a lightning
bolt, something that science cannot truly explain beyond a freak phenomenon of bioelectricity,
and H.G. Wells’ famous Martian invasion of Earth in The War of the Worlds (1898). Despite
each story being influenced by scientific concepts, they are both overtly fantastic in nature and
plot compared to the theoretically ‘accurate’ events of The Martian (Weir, 2014), which are also
fictional, yet strictly conscious of the scientific realities of Mars in a way that H.G. Wells’ The
War of the Worlds narrative is not.

It is also important to remember that a drama or fiction does not need to be science-fiction text
in order to possess this quality of scientific fidelity, as seen with historical and biographical
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dramas such as Agora (Amenabar, 2009) and Hidden Figures (Melfi, 2016). Rather, it is this
quality of promoting scientific discourse, ideas and true stories of scientists that is of particular
interest to this research. It is in stories such as these that we can notice an emerging new trend
in storytelling; a new form of character arch-type. The figure is a deliberately non-martial
character, one who stands centre stage and overcomes an obstacle by using problem solving
skills and applying the scientific method, rather than through means of violence. This character
type is defining itself further and further from the ‘mad scientist’ and ‘helpful deuteragonist’
characters (clichés) of history’s earlier stories.

In the next chapter I will present the academic theory and literature which has informed the
perspectives of research, theory, and methodological practices of this project, with an emphasis
on works relating to the topics of New Historicism, Cultural Materialism, Performance Theory
and Practice-led Research.
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Chapter Two
Literature Review

Frameworks of Theory and Practice: New Historicism and Cultural Materialism

The following chapter will introduce the academic literature that has informed and guided the
research methodology throughout this project. The theory and practices presented outline how
theatre scholars and researchers can pursue ideas and draw their conclusions through a process
of New Historicist and Cultural Materialist reading methods and practice-led research. This
process of academic enquiry forms the theoretic foundation of this research project.

A strong definition of New Historicism is provided by Stephen Greenblatt in his essay titled
Towards a Poetics of Culture (1989). Greenblatt presents New Historicism as a reaction to the
over politicised discourse of other theoretical philosophies in the early post-modern and poststructuralist era. In contrast to these theories, Greenblatt states that New Historicism emerged
as an alternative to older, more traditional historicisms and for the purpose of analysing modern
artistic relationships with literary works and inherited historical texts. Greenblatt outlines a
theory in which the significant trait and shared perspective of the New Historicist practice is as a
means of interpreting resonating meaning within a text: “That is, a work of art is the product of
a negotiation between a creator or a class of creators, equipped with a complex, communally
shared repertoire of conventions, and the institutions and practices of society.” (Greenblatt,
1989, p. 12). It is this method of exploring the qualities of individual creative works, notably
literary art, with a self-aware and contextualised political concern and consistent awareness for
the influences of culture, history, and the autonomous potential of individual acts of creation
and consumption that New Historicist research determines new ideas and theory. This act of
diminishing implicit political motivations in research renders New Historicism comparatively
more objective when considered alongside other postmodern theories influenced by Marxism
and post-structuralism (Greenblatt, 1989). This characteristic trait of New Historicism, the
political self-consciousness and objectivity of the researcher, is further elaborated on and
described by Catherine Gallagher (1989) in a critique of a contradiction often found in
Greenblatt’s own practice:

However, the insistence on finding a single, unequivocal political meaning for this
critical practice, indeed in some cases on reducing it to politics or a relation to power, is
puzzling and certainly run counter to what seems to me to be new historicisms most
valuable insights: that no cultural or critical practice is simply a politics in disguise, that
14

such practices are seldom intrinsically either liberatory or oppressive, that they seldom
contain their politics as an essence but rather occupy particular historical situations from
which they enter into various exchanges, or negotiations, with practices designated as
“political”. The search for the new historicism’s political essence can be seen as a
rejection of these insights.
-Gallagher, 1989, p. 37
Rather than seeking to ‘resolve history’ or explain it, which Greenblatt considers a habit of
traditional historicism, New Historicism embraces complexity. Greenblatt explains that this is
accomplished by heavily considering the influence of the human individual, and also their social
environment, in the creative processes of producing and consuming literary art. This method of
re-reading history and, not ignoring politics, but reducing them to one of many important realms
of social discourse and behaviour, allows the eccentric details of individual stories to emerge
more clearly to New Historicist analysis.

In Towards a Poetics of Culture, Greenblatt makes an important point that New Historicism
must operate as “a practice, not a doctrine” (Greenblatt, 1989, p.1), continuously testing
theoretical discourse in praxis to avoid comfortable assumptions and habits inherited from
traditional historicism practices.

Thomas (1991) offers a succinct and elegant and deliberately over-simplified, definition of New
Historicism in his work New Historicism and Other Old-fashioned Topics, accepting Fredric
Jameson’s (1979) description of ‘historicism’ as referring to “our relationship to the past, and of
our possibility of understanding the latter’s monuments, artifacts and traces.”, and surmising
that a ‘new historicism’ in literary studies promises a new relationship to our literary past.

In Practicing New Historicism (Gallagher and Greenblatt, 2000), the New Historicist
interpretation of culture or history as a text is described as an attempt to discuss the shape of an
ever-changing cultural form, comprised of the multitudes of individuals and individual
perspectives that make up the culture at any one time. Gallagher and Greenblatt (2000) argue
that in order to be effective, New Historicism requires the analysis of a wide variety of literary
sources, both academic and creative, as well as consideration to the factors examined by
Cultural Materialism, such as the historical, social and economic environments that surround
these texts.
Fox-Genovese (1989) states that neither author or text can escape history; with the social
climate and environment the text was created in remaining important for consideration.
However, Fox-Genovese notes that while part of history, it is highly possible for creative works
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to regain importance and new meaning through time. We can therefore consider the historical
meaning of texts while also being open to interpreting new qualities.

These definitions describe the methodological process in which New Historicism seeks to
interact creatively with history and to re-read our historical stories with an intention of finding
and creating new meaning for contemporary audiences. It is this framework of enquiry that is
applied throughout this exegesis as a means of research into scientific stories and scientific
history.

Greenblatt elaborates on his definition and expectations of New Historicist research in
Resonance and Wonder (1990). In this essay, he further emphasises the importance of
considering the role of the individual in both the writing and reading of a text and elaborates on
the way in which a New Historicist styled research seeks to analyse both past and present within
the same research effort. Consideration of the individual allows for the more diverse and
complex readings of text and history that New Historicism should seek to explore, and the
individualistic insights offered therein.

New historicism obviously has distinct affinities with resonance; that is, its concern
with literary texts has been to recover as far as possible the historical circumstances of
their original production and consumption and to analyze the relationship between these
circumstances and our own.
-Greenblatt, 1990, p. 20.

An important note made by Greenblatt is that New Historicism is set against traditional
historicism. The former is not to be considered an evolution of traditional historicism, but an
adversary to its outdated habits. When considering historical stories and texts, Greenblatt
argues that traditional historicisms are polluted with blatant admirations and venerations, in
particular for famous individuals be they the subject, character or creator of a text. He explains
that continuing a practice of historicism without questioning these preconceptions inhibits our
opportunity to find other potential qualities in historic texts and creative works. Instead,
Greenblatt (1990) suggests that readings and literary analysis of texts should ‘venerate and
wonder not over a work of art, but over the way it can encapsulate a far grander story and
resonate’.

Greenblatt also notes in Resonance and Wonder that self-awareness and honesty on the behalf
of the researcher is an important part of New Historicist enquiry, lest researchers over assert
their own preconceptions, opinions or beliefs into their research.

16

Patterson (1987) describes New Historicism as a theory that analyses cultural history as a text in
itself, one that cannot be ignored when examining the related creative texts. Patterson states
that literary texts maintain a special relationship to the moment they were made, offering access
to the more enigmatic and less explored areas of historical enquiry. In the texts we have
inherited, we can glimpse the exchange between author and reader, or playwright and audience,
from another moment in history. Like Greenblatt, Patterson also emphasises the New
Historicism reading method of considering the role and autonomy of the individual.
It is precisely this heavy consideration for the role and creative potential of the ‘individual’ in
this research project’s New Historicist reading of historical and fictional scientific stories such
as Frankenstein (Shelley, 1818), The Life of Galileo (Brecht, 1947) and The Wind Rises
(Miyazaki, 2013) that exposed the gradual emergence of the particular non-violent character
type occupying science-rich narratives that this project presents as the Scientific Protagonist.

Thomas Healy (1992) reflects on the works of Greenblatt and Montrose to discuss the New
Historicist fascination with the importance of the individual as a result of practices of
interdisciplinary research, seeing these practices themselves as a natural result of applying postmodern reading and research methods in historical analysis. Healy presents this
interdisciplinary habit as a significant advantage and definitive trait in modern research
attempting new readings and interactions with historical and cultural texts.

Much of New Historical thought developed from the impact of contemporary
anthropological writing. Literary Critics began to see themselves in part as cultural
historians responding to new processes advanced for the understanding of culture by
anthropologists, themselves using interdisciplinary methods to describe cultural
phenomena. Indeed Stephen Greenblatt’s preferred term for new historical activities,
cultural poetics, more clearly indicates how anthropology rather than history has been
the discipline which has more profoundly affected new historicist methods. The
argument advanced by the anthropologist Clifford Geertz that human societies needed
to be interpreted as texts has been especially influential on New Historicist thought.
-Healy, 1992, p. 62-63

An important point to note here is that New Historicism and Cultural Materialism are two
compatible theories which, when applied together, allow for a style of academic enquiry which
critiques the varied historical and cultural factors that influence the creation and consumption of
creative works.
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Due to their similar and complimentary research philosophies and methods, New Historicism
can be combined with Cultural Materialism to support, challenge and inform ideas of the
individual generated through New Historicist readings and analysis. Cultural Materialism is
defined by Geertz (1973) as a theory which considers the human to be a cultural artifact. The
theory argues that society and the individuals within that society, are the product of cultural
practices, and argues that a culture that is aware of its own cultural processes and conventions
can find advantage in this knowledge. Geertz explains that in Cultural Materialist enquiry,
understanding a society’s behaviours and cultural rituals, such as performance and theatre, is
key to optimising the transition of knowledge through text. Knowles (2004) explains that in the
context of theatre and performance studies, Cultural Materialism seeks to analyse and
understand the varied ways that meaning is produced in theatre, drama and performance.
Unlike New Historicism’s method of reducing simplistic political discourse in analysis, Cultural
Materialism considers political themes and discourse as a natural part of a wider cultural
environment, yet both theories place high value on the concept of the Individual, and the
importance of this concept and identity in the creation and consumption of creative text. New
Historicism seeks to create and articulate a new relationship with historical texts, and Cultural
Materialism seeks to understand how those texts create meaning in performance when placed
within a particular social and ideological formation.

The conscious and self-aware practices and reading methods of New Historicism and Cultural
Materialism have been applied by scholars in theatre and performance studies for the last half
century and as such many scholars and literary theory-crafters have offered critique and
commentary on this method of academic enquiry. Richard Schechner (1985) describes the
application of Cultural Materialism values in performance studies as an action that considers
theatre and performance from a perspective akin to anthropology.

In a later collaborative work, Tuner and Schechner (1987) explain further that this
anthropological perspective on performance grants insight into human behaviour in
performance. They state that through performance, we reveal ourselves to ourselves.

This can be in two ways: the actor may come to know himself better through acting or
enactment; or one set of human beings may come to know themselves better through
observing and/or participating in performances generated and presented by another set
of human beings.
-Turner and Schechner, 1987, p. 12-13.

The perspective of performance studies offered by Turner and Schechner (1987) notes that
performance effects not just the artist and performer, but also the audience and observer and that
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the performance and theatre are cultural behaviours that, in their very structure, encourage
reflection and thought.
Kershaw (1992) discusses the merit of Schechner’s style of performance studies, agreeing that
performance is fundamentally an ideological transaction between artist and audience, and
further emphasising that a materialist examination of this transaction would benefit not just
from analysis of the theatre text, but also from detailed analysis of the processes of production,
economic, social and environmental, that influence performance.

Peggy Phelan (1998) also responds directly to the works of Turner and Schechner, agreeing that
bringing anthropology and theatre together in ‘Performance Studies’ offers many benefits to
academic enquiry, including New Historicism and Cultural Materialism research, but that such
research must never rest on its laurels or become complacent in assumptions regarding the
‘effects’ of performance in society. She notes that if practice is to lead the academic discussion,
then that is precisely what must be done; the theory must be continuously tested in praxis. This
is what I have sought to do in this project.
The methodology and research methods of this project follow Greenblatt’s (1989) demand that
New Historicism operates as a ‘practice, not a doctrine’ and Phelan’s request that performance
studies not fall victim to complacency and that any conclusions made must be supported by
practice by testing and critiquing the concept of the Scientific Protagonist through creative
practice-led research. The creative writing process involved in creating the three theatre texts
provides an opportunity to explore, exemplify and recreate the elements of research discussed in
theory.

Smith and Dean (2009) provide a comprehensive guide to sound academic, practice-led
research; outlining the critical elements of practice that ensure the creative work contributes to
the research. Smith and Dean present the idea of a ‘bi-directional flow of benefice’ between
practice-led research and research-led practice, in which creative work illuminates and
articulates knowledge that traditional research does not, while the traditional research likewise
compliments and informs the construction and critical objectives of the creative component.
Smith and Dean reference Candy (2006), who makes a distinction between Practice-Based
Research, in which creative works in themselves act as a form of research, and Practice-Led
Research, in which the creative practice leads to research insights. It is the latter method which
is utilised in this research project; the three original works of the Creative Component influence
the accompanying traditional research efforts that seek to define and better understand the
concept of the Scientific Protagonist and what this concept might offer to modern fiction and
theatre.
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Smith and Dean (2009) expand on their own definitions of Practice-Led Research, highlighting
the variety of valid creative research methods available to scholars. They outline sound creative
research as one of three practices: it can be basic research, conducted independent of creative
work, though applicable to it - or it can be research conducted in the process of shaping work, or
it can be research which is the documentation, theorisation and contextualisation of an artwork
and the process of making it by its creator. Smith and Dean promote creative research as equally
valid as more traditional research paradigms in sharing knowledge.

These contemporary methods of practice-led research are naturally appealing to New Historicist
researchers, as can be explained by the following quote: “After all, an important part of a project
entitled a new historicism is to place under scrutiny what is accepted as proper historical
analysis.” (Thomas, 1991, p. 11). Significantly, Practice-led Research offers an alternative style
of enquiry to New Historicist research endeavours, which seek to explore less traditional ways
of reading, understanding, and interacting with history.

Following the guidelines offered by Practice-Led Research provides a clear and efficient
method for presenting a New Historicist enquiry into the validity and strength of the concept of
a Scientific Protagonist not just as a character-type to be identified and interpreted through
critical reading, but also one that can be deliberately constructed for a theatre text. Practice-Led
Research and the potential processes of auto-ethnographic reflection provided by such research
seemingly answers Greenblatt and Phelan’s demands for practice over complacency, and also
helps to distinguish the research as a work of New Historicism, set against the comfortable and
antiquated research paradigms and assumptions of traditional historicism.

Advancing Theory through Creative Practice

My decision to use creative writing and Practice-led Research as a method of enquiry in this
project is a response to Stephen Greenblatt’s request that New Historicism operate as “a practice
not a doctrine” (Greenblatt, 1989, p.1). Practice-led Research allows an opportunity for the
concept of the ‘Scientific Protagonist’ that has been identified in creative works and analysed in
the following chapters to be critiqued in a process of creative writing and autoethnographic
reflection. The following research has been influenced by the literature and theory-crafting of
academic scholars from both Performance and Literary Theory as well as being guided in
practice by texts outlining the processes of sound creative research. This research strategy
allows insight into how the Scientific Protagonist might operate as a fictional device in a

20

dramatic text. The wider Practice-led Research methodology outlined by Hazel Smith and
Roger Dean (2009) is the primary influence on the research processes in this project.

The application of Practice-led Research is a broad topic with relevance to a wide variety of
disciplines and academic practices, and at this scope, ‘creative work’ and practice-led research
includes English (Literary Studies), Photography, Media, Communication, Screen, Theatre,
Visual Arts, Dance, and more. As part of utilising such methods for the purposes of a Theatrecentric creative writing project, and in order to maintain a cohesive academic link to the more
traditional research methods used in this project, the applied theories of Creative Research have
first been focussed through a lens of Performance Studies and the works of theatre-scholars
such as Richard Schechner and Peggy Phelan.
“Being” is existence itself. “Doing” is the activity of all that exists, from quarks to
sentient beings to super-galactic strings. “Showing Doing” is performing: pointing to,
underlining, and displaying doing. “Explaining ‘showing doing’” is the work of
performance studies.
-Schechner, 2013, p. 28.
Richard Schechner’s words present the broad and ambitious character of performance studies.
In his 1985 essay ‘Points of Contact between Anthropological and Theatrical Thought’,
Schechner makes the claim that performance can be interpreted as a human ritual of “twicebehaved behaviour”, and that this behaviour sustains significant ‘points of contact’ between
culture and creative works. A reading of performance theory, however, will quickly reveal the
high levels of scrutiny and expectations applied to academic research in this field. Peggy
Phelan offers a critical observation on the motivations and aspirations of reading and analysing
performance as an act of relating to the past:
If we accept Schechner’s claim that performance is “twice behaved behaviour”, we
must then ask, what is the force of that repetition? How does performance studies
illuminate the project of historiography, the effort to rehearse the event that is gone but
still radiating meaning to someone (if only the laboring historian) who is removed in
time from its “first” unfolding?
-Phelan, 1998, p. 9.
Phelan’s commentary describes Performance Studies as a ‘newer’ discipline, a product of
theatre colliding with anthropology, which offers an ability to address a broader scope of theatre
and performance culture and she emphasises the open potential for growth and expansion in the
academia and practice of this ‘new discipline’ (Phelan, 1998). Phelan’s argument seemingly
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presents an expectation for close, detailed and self-aware critique in these acts of research. Both
Schechner and Phelan agree that performance studies operates as theory which treats the rituals
and acts of performance as cultural text.
Kershaw (1992) discusses Schechner’s notion that there exists minute but significant points of
contact between creative works and culture, emphasising the importance of performance
research considering the processes and methods of production in an individual and cultural
context. Kershaw presents a commentary on the role of theatre and performance as a deliberate
interaction with community systems, elaborating on the processes of theatre economics (the
rituals of producing, funding, making and staging the theatre) being directly influenced by
cultural systems and expectations, as argued by Schechner (1985).

Knowles (2004) also points out that a materialist reading of performance should consider it a
product of the artist, but also a product of unavoidable cultural, social and historical influence
and that the pressure of these influences falls on both the artist (or artists) and the audience
alike. Knowles refers to performance as a marker of the “negotiation, transmission and
transformation of cultural values” (Knowles, 2004, p. 10) and the creation of meaning in
performance and performance text. The perspectives offered by these scholars (as well as the
Cultural Materialist theories of Geertz (1973)) inform a central concept in this project, that the
efficacy of a creative work’s ability to resonate meaning with the audience is determined by,
naturally, the text itself; the words on page and the acts of performance, but that meaning is also
determined for each individual performance by the conditions of material production, of cultural
and social environment, and of reception.

I argue that one way in which the importance of this frequently referenced consciousness for
‘theatre economics’ is made self-evident is when considering that theatre companies and
playwrights very often require (or are in fact practically dependant on) a functioning theatre
venue and business to stage their stories, which inescapably links theatre-text to the practical
and cultural pressure of achieving commercial success, or at the very least financial
sustainability. A novel may entertain a niche audience, and a painting may entertain a minute
audience, and works of both mediums may maintain significance despite these small audiences.
Due to cultural practice, this is perhaps less true for the theatre. If a text written for the
professional or semi-professional theatre does not consistently entertain the public to the point
that it may satisfy the cost of production – it will not be produced. A theatre-text is therefore
incentivised to appeal to a wider demographic within its community and entertain as many
people as possible. Due to the significant overlap of ritual, meaning, communication and
creativity within mediums of performance, the performing arts and their texts stand out as
artefacts; collections of complex, coded and crafted meaning. Schechner, for example, argues
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for the power of theatre as ritual and performance: “Ritualised behaviour extends across the
entire range of human action, but performance is a particular heated arena of ritual, and theatre,
script and drama are heated and compact areas of performance.” (Schechner, 2003, p. 99.)

The perspective on performance offered in the above quote from Schechner advances the
perspective that drama, theatre, and importantly the script are acts of performance which can
also be analysed as literary texts. Following Schechner’s perspective, the script can be
understood as one part of a performance, a point at which the thematic aesthetic and ‘depth’ of
the performance is determined and guided by the playwright. This consistency and
determination of the direction of the story’s discourse and themes provided by the script make it
one of the most important and defining elements of a theatrical performance.

The writing of the script is just one significant example of the varied stages of creative
interpretation that influence a play in its journey from conception to audience. Alongside
playwrights, the producers, directors, designers, stage-managers, actors, censors, and audiences
each bring another wave of individual creative interpretation to the performance’s process of
creating meaning. The varied and layered processes of the creative interpretation of a script
provide the play-text with the transformative flexibility required to satisfy a wide variety of
demographics, and potential audiences, in the community. The script, in more realistic modes
of theatre at least, remains consistent while the performance may be reinvented. However, the
script, because it is designed for performative realisation, carries with it the potential for
continual changes of meaning and significance.

I would argue that the critique and insights provided by scholars such as Schechner, Phelan,
Kershaw and Knowles reinforce the idea that the dramatic script, as both a singular component
of a larger performance and as an act of performance in itself, is quite deliberately drenched in
cultural meaning and ideally designed for widespread public consumption, and therefore the
communication of knowledge which, notably, can include scientific knowledge.
This project follows this theory by using ‘the script’ as a critically constructed performance of
the New Historicist and Cultural Materialist research presented in the traditional research
components of this exegesis. The critical objectives and stories of each script have been
informed by scientific and historical information and knowledge relevant to each narrative. In
turn, each play offers a unique and individual representation of the concept of the Scientific
Protagonist and have been constructed to utilise the theatre’s storytelling strengths as well as
with consideration to the technical and economic requirements of a modern theatre-text. As
noted by the Performance and Cultural Materialist scholars referenced above, these
requirements at once restrict and empower the work of the theatre that performs the text,
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influencing and characterising the ways in which performance creates meaning in a cultural
environment.

While this research is a higher education project, not a commercial endeavour, and is
subsequently free of the pressure of commercial success, the scripts have still been written with
the intention of providing the framework for an entertaining contemporary performance. In
practice-led research failure is an opportunity to learn, and the university system provides an
opportunity for experimentation, and possible productive failure, that does not compromise the
financial and commercial success of a professional performance company or theatre institution.

In the context of this project, the creative Practice-led component of this research is intended to
operate in a similar, if not identical, fashion as a repeatable scientific experiment operates in a
scientific thesis; the processes involved demonstrate the related theory, the results of the
experiment directly influence the findings of the research, and the template of instructions. in
this case the three original plays, have been provided for anyone wishing to repeat the
experiment to compare the results of a separate analysis. This comparison to scientific
experiments is a creative and inexact analogy - a more precise and academically comprehensive
description of the ontological definition of actual scientific experiments is provided by L.
Soldatova and R. King (2006).

The products of creative Practice-led Research in this project demonstrate the research in praxis
and provide specific examples of Scientific Protagonists and their narratives for this academic
analysis. I would argue that it stands to reason that theories and ideas of theatre, drama and
performance, particularly those grounded in cultural poetics and materialism, that operate
without directly referencing a material creative product are reduced to hypothetical discussions,
restricting the opportunity to reinforce arguments with examples and textual-evidence, and
denying the research any insights that might be gained by applying the ideas in practice. By
comparison, Practice-led Research methods naturally encourage diverse and varied approaches
from scholars, research projects reinforced with the perspectives offered to practitioners of the
creative arts being analysed. This diversity and practice-led methodology are therefore just as
valid as traditional research methods, especially if such research is considering the value postmodern theory places in the diversity of academic research and practices, as discussed by
Jameson (1983). When considering the continued emergent importance of consumerism and
pop-culture texts in arts-styled academic conversation forty years after Jameson made this point,
practice-led research may in fact be, situationally, more effective in exploring meaning than
traditional qualitive research methods, with creative research being far more able to provide
practical insights alongside the traditional theoretical analysis.
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I would argue that when dealing with an approach as relatively ‘new’ as Practice-led Research,
in which there seems to be a wide variety of terminologies contending with a lack of consensus
in what exactly these terminologies should mean and how they should be used, that it is
important for a practice-led researcher to clarify precisely what they are defining as ‘Practiceled Research’. This project is informed primarily by the concept of Practice-led Research as
outlined by the Australian scholars Hazel Smith and Roger Dean (2009) in their introductory
essay ‘Practice-led Research, Research-led Practice – Towards the Iterative Cyclic Web’. In
this essay Smith and Dean provide a clear set of terminologies and a comprehensive guide for
the effective application of Practice-led Research methods. Smith and Dean begin by
discussing the value Practice-led Research offers to university-styled research:

It [creative practice] is bringing with it dynamic new ways of thinking about research
and new methodologies for conducting it, a raised awareness of the different kinds of
knowledge that creative practice can convey and an illuminating body of information
about the creative process. As higher education becomes more accepting of creative
work and its existing and potential relationships to research, we also see changes in the
formation of university departments, in the way conferences are conducted, and in
styles of academic writing and modes of evaluation.
-Smith and Dean, 2009, p. 1.
Smith and Dean (2009) present ‘Practice-led Research’ as a concise term for the grander process
of Practice-Led Research and Research-led Practice operating simultaneously in a synergetic
loop of critical inquiry. They detail a comprehensive guide to the way in which theory might be
advanced through this research process. Practice-led research of this nature places creative work
and academic theory into a ‘reciprocal relationship’, in which the efforts and insights of both the
creative and traditional research elements directly inform and influence each other in a ‘bidirectional flow of benefice’. Smith and Dean explain that Practice-led Research is
distinguished by this dynamic of duality between research-led projects and practice-led
research, and the resultant bi-directional focus of critical investigation. “We do not see practiceled research and research-led practice as separate processes, but as interwoven in an iterative
cyclic web…” (Smith and Dean, 2009 p. 2.). Within the context of this project, a ‘Creative
analysis of the Scientific Protagonist in the Theatre’ is interwoven in an iterative cyclic web
with the ‘New Historicist analysis of the Scientific Protagonist in Fiction’ presented in previous
chapters; the arguments of this thesis have been formed and advanced by the reciprocal dynamic
that exists between these separate components.

An important point made by Smith and Dean (2009) is that it can often be problematic and
difficult to reduce all knowledge to mathematical formulae and quantification, or into simplistic,
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empirical literary rules and that Practice-led Research can avoid this by embracing creative
works and encouraging diversity in research methods. As a work of creative research, a novel
may not be an empirical expression of knowledge, but it conveys emotional and intellectual
truths, nonetheless. This is not a negligible quality, especially in academic discourse seeking
detailed analysis of the creative literary arts.

Research, therefore, needs to be treated not monolithically, but as an activity which can
appear in a variety of guises across the spectrum of practice and Research. It can be
basic research carried out independent of creative work (though it may be subsequently
applied it it); research conducted in the process of shaping an artwork; or research
which is the documentation, theorisation and contextualisation of an artwork – and the
process of making it – by its creator.
-Smith and Dean, 2009, p. 3.

They further explain that while there definitely are areas of overlap between these three
methods, they remain distinct from each other. This project enacts the use of the third outlined
methodology of Practice-led Research; research that is the documentation, theorisation and
contextualisation of creative works designed to investigate the concept of the Scientific
Protagonist, with heavy consideration given to the process and practices involved in their
creation.

Smith and Dean (2009) explain that Practice-led Research operates as a research method of
‘Conceptual Research’, a research paradigm which is distinctively different from the more
traditional paradigms of ‘Quantitative Research’, the numeric representation of knowledge and
research, and ‘Qualitative Research’, the literary representation of knowledge and research. The
assertation being made by Smith and Dean is that Conceptual research operates as a system of
creative symbolic representation that can be read and interpreted by the academic community,
(in the same way that quantitative numbers and qualitative words are symbolic) and that when
university research recognises Practice-led Research as a valid method of translating and
presenting new knowledge with the use of symbolic representation, fundamentally similar to
more traditional research, such university research opens itself up to the communicative and
educative potential of creative works. It is perhaps this nurturing affection toward the
significance of historical and cultural symbols in creative texts that adds an extra layer of appeal
for the use of creative research methods in this particular research project, guided as much as it
is by the theories and values of New Historicism and Cultural Materialism.

Smith and Dean reference the work of Haseman (2006) to assist in their explanation of creative
‘Conceptual Research’. Haseman distinguishes the difference between ‘Performative research’
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(what Smith and Dean refer to as Conceptual Research) and the more traditional Quantitative
and Qualitative research strategies. The analysis provided by Haseman and referenced by Smith
and Dean characterises and defines ways in which knowledge, data and meaning is presented in
Performative research strategies.

But these will typically be inflected differently from their qualitative application. Most
commonly, performative researchers progress their studies by employing variations of:
reflective practice, participant observation, performance ethnography, ethnodrama,
biographical/autobiographical/narrative inquiry, and the inquiry cycle from action
research.
-Haseman, 2006, p. 8.
Further reading of Haseman’s (2006) manifesto provides insights of practice relevant to this
project. Throughout the writing and re-reading processes of the three individual plays
comprising this project, self-conscious processes of auto-ethnographic reflection necessitate
questions such as ‘Which writing techniques work, and which do not work in this play?’; ‘How
could this practice improve?’; ‘What pressures and forces influenced the material product?’; and
‘Are the ideas and observations that I discern through more traditional qualitative research
readings of creative works compatible with my own experiences as a creative writer?’. This
practice is an important part of advancing this particular analysis of the Scientific Protagonist
within a conceptual (performative) research strategy.

Practice-led researchers construct experimental starting points from which practice
follows. They tend to ‘dive in’, to commence practicing to see what emerges. They
acknowledge that what emerges is individualistic and idiosyncratic. This is not to say
these researchers work without larger agendas or emancipatory aspirations, but they
eschew the constraints of narrow problem setting and rigid methodological
requirements at the outset of the project.
-Haseman, 2006, p. 3-4

This research, and the constituent creative writing project, follows this described process of
non-conclusive inquiry despite the presence of the research agenda relating to the Scientific
Protagonist. While the creative works have been crafted with scholastic intent, no assumptions
were made in what they might reveal to the self-reflective critical analysis. This project has
aimed from the outset to maintain the New Historicism ethos of embracing the insights offered
by complexity over the acts of resolving or reducing knowledge into a simplified, dogmatic
state. More bluntly, the creative research component of this project is not meant to ‘prove’ any
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points made in the traditional-styled analysis, but rather the dramatic texts have been crafted to
challenge and test these ideas in praxis.
Acknowledging Haseman’s point on individualistic research, and in accordance to the selfaware and self-critical research practices promoted by Phelan (1998), Greenblatt (1990),
Patterson (1987) and Healy (1992), this project has notes throughout that reflect on my own
individual experience in the research process; mainly observations made in and of my own
social and cultural environment, and the influence of discussions I have been fortunate enough
to have participated in. At many points, my research has been heavily influenced by
conversations with more experienced academics than me; scholars from relevant disciplines as
well as my conversations with my own academic supervisors at Murdoch University.
Reflecting on and documenting the significance of these influences is an important element of
an effective, individualistic conceptual (performative) research strategy, as described by
scholars such as Haseman, Smith and Dean.

The performance theory and literature collected and referenced in this chapter informs and
guides my applied methodology of traditional and Practice-led Research and, most importantly,
provides a fundamental idea in this research project in that the writing and presentation of a
dramatic-text, such as the original one-act plays included in this exegesis, can be considered as
acts of ‘performance’.

In the next chapter I will present the results of a New Historicist and Cultural Materialist
enquiry into the gradual emergence of the concept of the Scientific Protagonist in various
mediums of fiction and drama. The research explores the significant trends and innovations of
code and convention within the creation and consumption of literary art that have, over the
course of history, enabled the emergence of a new, modern character-type in the Scientific
Protagonist.
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Chapter Three
Histories: The Emergence of the Scientific Protagonist

In this chapter I will be using the New Historicist and Cultural Materialist reading methods
outlined in the Methodology and Literature Review to present a critical reading of historical
theatre and fiction texts, which forms a chronological analysis of the gradual emergence of the
conceptual modern Scientific Protagonist. This will not be an exhaustive survey, but a select
and critical reading of important moments and texts. Following the theory that creative works
share a relationship with the moment in history in which they were created (Patterson, 1987),
this reading will demonstrate how a Scientific Protagonist, and the stories they inhabit, can offer
valuable insight into respective contemporary scientific discourse from the time and place of the
works’ creation, most notably the social perceptions and anxieties regarding the sciences.

The theatre, as an institution, has a strong economic incentive to present stories that can be
consumed, understood and enjoyed by the general public. If the audience is unable to
understand or relate to the stories they encounter on stage, they are far less likely to pay to see
them. The inclusion of scientific discourse and theory into fictional stories and dramas is no
exception to this rule. It is for this reason that we can consider historic theatrical texts as viable
insights into the beliefs, perspectives and attitudes that circulated at the time of the text being
written. As these plays are reinvented throughout history in praxis, the readings and
performances of the text may adapt and evolve to resonate with new generations of audiences,
each with ever changing scientific discourse and varied attitudes toward scientific institutions
and methods and new scientific discoveries. Critical analysis of these interpretive changes and
creative trends provides further detail in understanding changes in scientific discourse and
public attitudes toward the sciences.

Naturally, other forms of literary art such as novels and poems also possess the potential to
reflect social environments in this fashion, but it is the texts written by the playwrights and
dramatists of the theatre that are by their very nature designed to entertain more than one
individual reader. Theatre texts are intended for a live audience of many, varied individuals.
Historically, as a public art, theatre has itself often self-consciously had a socially educative
concern. The stories of the theatre are stories that need to be, at the very least, understandable
and accessible for the wider community. Resultantly, as society becomes more and more
familiar with scientific methods, theories, language and nomenclature, the more it is present and
included in theatre texts and performance. Developing within the ever-growing inclusion of
science in fiction stories, the character of the Scientific Protagonist is a modern product of this
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exchange between fiction and science. This character-type did not simply appear, fully realised
as defined above, a non-martial, rational being confronting a scientific challenge, but instead I
would argue that this New Historicist reading shows how the Scientific Protagonist emerged
slowly over time, from the Renaissance through to the Twenty-first Century, as the Theatre and
its audiences grew ever more comfortable with the inclusion of science in the narratives and
plot-lines of stories.

Pagan Poetics: Early Origins of the Protagonist
The etymological origin of the word ‘protagonist’ is traced to the Greek term ‘protagonistes’, a
word from Ancient Greek Theatre meaning ‘actor who plays the first part’ (Oxford Online
Dictionary, 2020). It is from Ancient Greek Theatre that the concept of the protagonist was first
defined as the performance practice of a leading actor being detached from the chorus and
permitted to acknowledge both chorus and audience alike (Hartnoll, 1968). Aristotle
acknowledges this practice in the Poetics (first written ~350 BCE, translated by Carli, 2010) and
he further credits the playwright Aeschylus with the introduction of the ‘deuteragonist’, a
second actor separated from the chorus, and Sophocles with the introduction of a third, the
‘tritagonist’. Playwrights such as Euripides would continue to diminish the role of the Chorus
in favour of presenting their stories with the use of leading characters distinguished by
individual performers (Hartnoll, 1968). The Greek audiences of the time could access and
follow the plot on the stage through the narration and individual journeys of these new
characters. The success of this style of performance would see actors and characters become
one of the most enduring and fundamental conventions of theatre practice.
The capability of a protagonist to shape and manipulate the audience’s perception of events on
stage is demonstrated in Euripides’ Medea (translation by Davie, 1996). Euripides’ is noted as
having created characters with complex and emotional motivations, and his Medea is one such
character. Traditionally portrayed as a villain within Jason’s myth, Euripides’ play instead
presents Medea as the main titular character (or protagonist) of her own tragedy. The audience
is introduced to Medea before they meet Jason. The majority of the other characters as well as
the chorus are sympathetic to Medea’s problems and resentful of Jason’s choices and
motivations. As the protagonist, Medea confides in the audience her emotional distress and
reveals, through action, the disturbing and dark descent of her thoughts and motivations. The
empathy Medea generates with the audience does not excuse her horrific actions at the end of
the play, but sharing her perspective throughout the play invites the audience to consider her
point of view on the events and circumstances that have driven her to feel compelled to commit
such an evil act (Grube, 1941). While the audience is unlikely to remain sympathetic to Medea
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after she murders her own children, the relationship she has created with the audience as the
protagonist undeniably invites them to review any simplistic perceptions and interpretations of
the myth of Jason and Medea.
Medea is one example of how Classical Greek playwrights such as Aeschylus, Sophocles and
Euripides could use this style of performance; a small cast of individual characters supported by
a chorus and led by a protagonist, to alter and adapt their creative works and explore new
meanings in their inherited cultural stories.

Aristotle articulates in Poetics that he believed the key difference between drama and history
was evident in the processes of the writing and presentation of the source material (Carli, 2010).
He states that while both history and drama are acts of imitation, a recreation of an action,
history is concerned primarily with quantification and imitates numbers and facts, while drama
is concerned with action and imitates the event itself. Aristotle elaborates on the dissimilarities
between drama and history, noting the different ways in which plot and character are presented
by the writer.

But the difference between (the historian and the poet) is this: that one tells what
happened, the other things as they might happen. (53) This is why poetry is more
philosophical and more serious than history: poetry tells more about the universals,
whereas history (more) about particulars. (54)
- Carli, 2010. From Aristotle, The Poetics.

The plot of a history is comprehensive and inclusive, presenting a character with as much
particular information as possible, while the plot and action of a drama is restricted to an event
and presenting the character as required within the context of the event. Aristotle supports his
statement with an example of poetry; citing Homer’s Odyssey as an historical narrative
presented through the events as they were experienced by the story’s characters. Aristotle
explains that Homer does not relate the facts and figures in the objective manner expected of a
strict historian, but instead guides the reader through narration. Homer also abstains from
presenting every mythical detail of Odysseus’ life-story, instead he restricts it to the events of
the Odyssey and the Iliad. While not a comprehensive history or biographical poem, the
Odyssey provides an equally valid dramatic version of famous characters and events.
Accepting Aristotle’s definition of drama is to consider the theatrical performance of a
‘protagonist’ as an act of imitation in which an individual recreates themselves as an
incomplete, due to being limited to the scope of the specific dramatic action, yet authentic
fictional persona. Aristotle does not seem to distinguish in his discussion of drama in the
Poetics any major difference in the textual representation of fictional and real individuals,
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considering all characters and personalities on stage to be the creation of the writer and an
action of the actor, a process of imitation determined by their interpretation of the plot, subject
and source material. In Part II of Poetics, Aristotle discusses the subtle differences and
similarities between various modes of artistic imitation and uses the example of painting
(Zanker, 2000). This is an appropriate visualisation and comparison for the role of the concept
of the protagonist in Greek theatre; just as the painted subject occupies a portrait, crafted as a
singular yet significant part of the greater pictures colour and form, so too does the protagonist
occupy a drama, as an individual yet significant character within the events of the story.

The historic success and widespread appeal of the protagonist as a storytelling device is
understandable as they provide the audience with an emotional and human perspective on
events. Joseph Campbell details the concept of a hero archetype in his work The Hero with a
Thousand Faces (1949), a protagonist character who is compelled by the narrative to overcome
a problem and achieve some form of victory and resolution. Following Campbell’s notion that
the hero archetype can be cosmetically reinvented seemingly without limit to provide
protagonists for almost any story, protagonist characters are recognisable in Greek Tragedies
through to Shakespearean plays, operas, musicals and modern fictions.

The poem Beowulf is a pre-Renaissance text that is relevant to the practice-led research
components of this project as an example of the traditional protagonist aesthetic from which the
Scientific Protagonist has since become definitively different. Despite being rather obviously
unscientific in nature, the noble, monster-fighting character of Beowulf is none the less an
enduring example of the militant, heroic protagonist operating beyond the realm of the Greek
tragedies. The poem Beowulf, composed in Old-English (Anglo-Saxon), is considered one of the
oldest, if not the oldest, surviving English poem (Heaney, 2009). The story of the character
Beowulf is strikingly similar to the stories of the tragic heroes in Classical Greek Drama.

J.R.R. Tolkien, renowned academic and author of The Hobbit and The Lord of the Rings,
comments on Beowulf’s qualities as a poetic expression of cultural values in his 1936 essay
‘Beowulf: The Monsters and the Critics’ (reprinted 1983). Tolkien argues that Beowulf is a
poem in which the reader can discern the influence of both older, Northern European and
Scandinavian traditions as well as the newer, Christianity-inspired learnings and attitudes. He
argues that Beowulf’s character and story are the result of the poet combining several earlier
mythical heroes into single, new persona while also considering newer ideals of nobility while
crafting the setting and presenting the events of the story. This intrinsic cultural context, which
Tolkien explains as more evident in critical analysis practiced by scholars than in casual
readings, is what makes the character of Beowulf a potential indicator of cultural semiotics.
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For Beowulf was not designed to tell the tale of Hygelac’s fall, or for that matter to give
the whole biography of Beowulf, still less to write the history of the Geatish kingdom
and its downfall. But it used knowledge of these things for its own purpose – to give
that sense of perspective, of antiquity with a greater and yet darker antiquity behind.
These things are mainly on the outer edges, or in the background because they belong
there, if they are to function in this way. But in the centre, we have an heroic figure of
enlarged proportions.
-Tolkien, (1936) 1983, p. 30.
Reminiscent of Aristotle’s definition of drama in Poetics, Tolkien notes that Beowulf does not
operate as formal history, but that the dramatic elements of the creative text allow cultural
history and themes to be considered by the reader (or audience) as they follow the journey of the
protagonist. This writing technique which allows those following Beowulf to imaginatively
interact with details of history is the same process by which a Scientific Protagonist allows an
audience to access scientific stories.
Following Tolkien’s analysis; Beowulf is demonstrative of the poetic processes being analysed
by this research project’s methodology of New Historicism and Cultural Materialism. A text
which has been as resonant and as historically popular as Beowulf provides New Historicism
and Cultural Materialism analysis recurring opportunities to discern information from the
performance of the text.
As pointed out by Tolkien (1936), Beowulf offers the reader who follows the hero’s story an
interpretation and perspective on pagan history. Tolkien further argues that a closer, more
critical reading of the poem offers an insight into the moment of the text’s creation, allowing us
to discern how the author (or authors) of the poem understood and related to the histories and
themes presented within the story. This reinforces what Patterson (1987) states regarding the
New Historicist perspective that creative texts share a special relationship with the moment in
history in which they were created. New Historicism builds further on this style of analysis,
with consistent consideration to Stephen Greenblatt’s (1989) emphasis on the importance of
finding new meaning in our inherited text. Consideration should be given not just to the
moment the text was created, but also every moment in which it was recreated. Just as the text
itself offers insight into the Seventh and Tenth Centuries, the adaptations and reinventions of
Beowulf allow insights into the moments of performance. An example of this can be found in
analysing the modern film adaptation, Beowulf (Zemeckis, 2007), in which the traditional story
is presented through filmography and graphic animation, with the film’s visual elements
enhancing themes of violence and sexuality and drawing on techniques of action and horror,
beyond the scope of what is presented in the original poem, in order to match the creative tastes
and expectations of modern audiences. Comparisons between the different styles of
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performance, crafted in different times for different audiences, offers insight into a texts more
enduring qualities and into its flexibility as a source of entertainment and resonance.

Following the Cultural Materialist values set out by Geertz (1973), consideration must be given
to the processes of production, performance and storytelling that have historically surrounded a
text in order to appreciate its value as indicative evidence of cultural practices. Applying this
analysis to Beowulf suggests that storytelling conventions in a (specifically) English language
and text have been accommodating to a protagonist-led narrative since, at least, the Seventh
Century. Evocative, emotional and unashamedly biased to the protagonist’s perspective of
events, the drama of Beowulf demonstrates how the writing techniques and conventions
discussed in Aristotle’s philosophy can be applied to history beyond the contributions of
Classical Greek tragedians. The protagonist, as a fictional device, transcends boundaries of
language, and cultural identity; recognisable in Ancient Greek tragedies and Old-English poetry
alike. Subsequently, it stands to reason that texts such as Medea and Beowulf are indicative of
the historical and cultural familiarity of the protagonist operating as a concept and device in
literary cultural products. This chapter will show how the distinct relationship between
audience and protagonist has been continuously developing for centuries, if not millennia.

Renaissance World Views: Shakespeare’s Science

As one might expect when examining works that are centuries old, our inherited texts reveal
that the scientific practices, philosophies and world views of the Renaissance and Early Modern
Period are distinctively foreign to those commonly practiced today. ‘Science’ itself was not
considered as a distinct form of scholarship, instead it existed as one element of the broader
practice of Natural Philosophy (Park and Daston, 2003). Endeavours and works of Natural
Philosophy, and the creative works which reflect on them, were majorly influenced by the
personal interests, strengths and experiences of each individual. Park and Daston (2003) reflect
on the iconic example of Leonardo DaVinci, who pursued a varied array of interests that
included engineering, mathematics, biology and (most famously) art. As explained by
Greenblatt (1990), one reason why New Historicist research is an effective tool for the analysis
of the Renaissance period and its cultural products is the deliberate consideration for the
eccentricity and complexity of individuality is considered an integral element of research
methods; such sensitivity allows the works of Renaissance artists to be seen as the result of their
own particular sphere of influence, rather than the broad definitions of literary fashions and
trends that are so often used to describe historical works. When utilised for this project, New
Historicism can allow us to discern elements of scientific (or more appropriately the protoscientific Natural Philosophy) influence in the dramatic texts of the Seventeenth Century.
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William Shakespeare provides us with some examples of the early portrayals of science in
English fictions, dramas and plays of the early Seventeenth Century. Considering that modern
science as we know it today was not as developed in Shakespeare’s time, and even less
understood by the general Elizabethan and Jacobean public which his stories were intended to
entertain, Shakespeare’s representation of science remains quite fantastical in nature. The most
notable example in his works is the character Prospero, from the play The Tempest
(Shakespeare, 1611). Admittedly, Prospero is not described as a scientist, but a sorcerer. But I
believe we can note an important detail about Prospero’s magic that sets him apart from other
‘magical’ characters in Shakespeare’s plays, that being his collection of books. His power is not
inherited but learned.
Ferdinand – This is a most majestic vision and
Harmonious charmingly. May I be bold
To think these spirits?
Prospero – Spirits, which by mine art
I have from their confines called to enact
My present fancies
Ferdinand – Let me live here ever!
So rare a wondered father and a wife
Makes this place paradise.
Prospero – Sweet now, silence.
Juno and Ceres whisper seriously,
There’s something else to do. Hush, and be mute,
Or else our spell is marred.
-Extract from The Tempest, Act IV Scene 1, by W. Shakespeare, 1611

It is suggested in lines such as these that Prospero has gained his power through an
accumulation of knowledge and years of informed practice. This is quite different from other
magical characters, such as Titania and Oberon in A Midsummer Night’s Dream (Shakespeare,
1596), who naturally inherit and possess fairy magic, as most fairy characters do in English (and
widespread European) folklore. This ‘learned power’ even distinguishes Prospero from other
characters in The Tempest (Shakespeare, 1611), with Ariel the enthralled spirit being more like
Titania and Oberon as she is naturally magical. Indeed, many of the more spectacular displays
of magical power that Prospero unleashes throughout the story, including the titular storm at the
beginning of the play, are in fact the actions of Ariel, who is working on Prospero’s orders.
Ariel – All hail, great master! Grave sir, hail! I come
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To answer thy best pleasure, be’t to fly,
To swim, to dive into the fire, to ride
On the curled clouds. To thy strong bidding, task
Ariel and all his quality
Prospero – Hast thou, spirit,
Performed to the point the tempest that I bade thee?
Ariel – To the very article
I boarded the King’s ship; now on the beak,
Now in the waist, the deck, in every cabin,
I flamed amazement. Sometime I’d divide
And burn in many places; on the topmast,
The yards and bowsprit, would I flame distinctly,
Then meet and join. Jove’s lightning, the precursors
O’th’dreadful thunderclaps, more momentary
And sight out-running were not. The fire and cracks
Of sulphurous roaring the most mighty Neptune
Seem to besiege, and make his bold waves tremble,
Yea, his trident shake.
- Extract from The Tempest, Act I Scene 2, by W. Shakespeare, 1611

Brown (1994) discusses the validity of a more post-modern, and post-colonial, reading of The
Tempest in which Prospero’s power is the result of manipulation, trickery and control. “It has
long been recognised that The Tempest bears traces of the contemporary British investment in
colonial expansion” (Brown, 1994). This exemplifies what Barker and Hulme (1985) have
discussed regarding the new potential of The Tempest as post-colonial text, and Brown’s
reading focusses on the inequal exchange between Prospero and his servants Ariel and Caliban.
Shakespeare’s Prospero was not born a powerful sorcerer - he made himself such through study,
practice and through appropriating and enslaving the knowledge and powers of the Island’s
inhabitants. Although admittedly quite villainous in moments, Prospero can be considered a
portrayal of the scientists of Shakespeare’s time - as charismatic and possessing mysterious
knowledge acquired through study and through rational observation of nature.
The similarities shared between Shakespeare’s Island sorcerer and the figure of the ‘natural
philosopher’ become more apparent analysing the time and place from which The Tempest
(Shakespeare, 1611) was created and designed for, as the New Historicism methodology
outlined by Greenblatt (1989) insists New Historicist scholars do. Modern science as it is
understood today was not widely practiced in the cultural environments of the sixteenth and
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seventeenth century, with crafts such as astrology and alchemy still being perceived as
‘scientific’ in nature. The intelligent and mysterious ‘natural philosopher’ would have been the
prevailing image and circulating perception of what is now called scientific thinking when
Shakespeare penned The Tempest.
Shakespeare’s perception, and perhaps more importantly his audience’s perception, of a natural
philosopher and man of science would most likely have been modelled on the images of real
historical figures such as the English academic John Dee, a mathematician and intellectual
associated with Cambridge University (French, 1987). In the Sixteenth Century, John Dee’s
intellectual pursuits ranged from mathematics, astronomy, philosophy, but also to astrology and
the occult, and he had on occasion been called on to personally advise Queen Elizabeth I on her
horoscope, something a ‘modern scientist’ would not do. In Elizabethan and Jacobean England,
what we now consider modern scientific thinking had yet to divorce itself from ‘natural
philosophy’, and most of the world’s scientific knowledge remained in the possession of the
educated elite, with the general public having limited or no access to the books, literary
materials and education systems required to engage with natural philosophy. Well into the late
Seventeenth Century, academics, natural philosophers and mathematicians, including Sir Isaac
Newton, would continue to experiment with now disproven or discredited ideas such as
alchemy, astrology and theology (Linden, 2003, p. 243).

Prospero may not be an accurate portrayal of a modern scientist, but I would argue his presence
in Shakespeare’s play, possessing mysterious knowledge, self-learned powers over nature and
morally grey intentions, demonstrates how science was received and understood by the general
public in Shakespeare’s time. Prospero in The Tempest does perhaps mark the beginning of a
‘mad scientist’ character arch-type, which although in its infancy in 1611, would grow in
significance alongside the scientific revolution of the Seventeenth, Eighteenth and Nineteenth
Centuries. Quite simply, the more the audience understood about science, the more accepting
they became of its presence in their fictional stories.
As the Elizabethan Worldview did not, or rather could not, consider modern scientific methods
or thinking in its construction, it was not possible for Shakespeare or his contemporaries to
deliberately craft a modern Scientific Protagonist in their work. However, in characters such as
Prospero, we see the beginnings of such a Protagonist.

Shakespeare is not the only playwright of the English Renaissance to portray the sciences in
such a suspicious and enigmatic fashion. Christopher Marlowe’s play Doctor Faustus (1604)
might also be considered a clear demonstration of the role the sciences played in fiction and on
the Elizabethan stage. Importantly, Faustus portrays the way in which science, or natural
philosophy, was considered an alternative pathway to knowledge, alongside the separate,
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equally valid pathways of religion, theology and magic. With the examples of mystical
characters such as Faustus and Prospero, it is clear that Renaissance audiences enjoyed a
mysterious and suspicious perception of the sciences in the fictions they consumed.
Being works of theatre, The Tempest and Doctor Faustus would both be, re-read and reinvented
throughout the centuries since their creation, one notable example of recreation being Faust
(Goethe, 2005). Stories such as these promoted the image of the mysterious, mystical scientist
to audiences even as works of fiction and drama began to produce more modern and
recognisably scientific characters.

Protagonists of the Eighteenth Century

The Eighteenth Century is noted as the century in which European cultures would experience
the institutionalisation of the sciences and can also be confidently considered as a time in which
natural philosophy was entering the ‘public sphere of knowledge’ (Porter, 2003). By extension,
it should be noted that this institutionalisation of science and the cultural adoption of scientific
methods and values was also implemented in European Colonies around the world, as systems
of colonialism were heavily influenced by the European institutions they had been constructed
to serve.

Eighteenth Century consumers of literature were exposed to the philosophy-rich works of
writers such as Descartes, Rousseau and Voltaire. In this time, creative writers played an
important part in conveying the meaning of complex new discoveries made by scientists to the
literate public. Voltaire and Emilie du Chatelet are two such individuals that I will be focussing
on heavily in this research project. Voltaire and du Chatelet played an important part in the
promotion and dispersion of the theories of the English scientist and mathematician Sir Isaac
Newton (Wade, 1969).

Sir Isaac Newton had provided the scientific community with his ground-breaking work the
Philisophiae Naturalis Principia Mathematica (Newton, 1687-republsihed 1713 and 1726).
Newton’s work was designed to be read by expert mathematicians, not the wider public in
general. Voltaire had journeyed to England, encountered the works of Sir Isaac Newton, and
upon returning to France wrote a public letter reflecting on the work in a fashion which made
the abstract and complicated philosophies of Newton remarkably accessible to the reader
without oversimplifying or misrepresenting the scientific subject matter.

According to your Cartesians, everything is performed by an impulsion, of which we
have very little notion; and according to Sir Isaac Newton, it is by an attraction, the
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cause of which is as much unknown to us. At Paris you imagine that the earth is shaped
like a melon, of an oblique figure; at London it has an oblate one. A Cartesian declares
that light exists in the air; but a Newtonian asserts that it has come from the sun in six
minutes and a half.
- Voltaire, 1778, Letter XIV

In this quote we see how Voltaire presents an elegant and simple introduction to some of the
differences between Cartesian and Newtonian philosophy. The idea that natural philosophy was
entering the realm of public knowledge is supported by the fact that Voltaire did not write this
work for an exclusively academic audience, but rather for public consumption.
Comparing Newton’s dense scientific work with Voltaire’s lighter, creative and informative
storytelling highlights similar differences as those noted in the comparisons made by Aristotle
between History and Drama in the Poetics, the former being – like Newton’s work and modern
science texts – a literary imitation and presentation of an action through facts and numbers, and
the latter being a literary imitation and presentation of the action through the event itself. In this
way, Voltaire offers the public a perspective on Newton’s discoveries in the same fashion that
Ancient Greek tragedians offered their audiences a perspective on significant historical events
and myths.

Together, Voltaire and du Chatelet wrote Elements of the Philosophy of Newton (Voltaire, 1737)
and used Voltaire’s renown as a famous writer, novelist and playwright to promote Newton’s
discoveries in a manner which was more approachable and understandable for the greater
public, and most importantly, they also translated Newton’s discoveries from English to French.
As French was the most widely spoken language of the Eighteenth Century, especially amongst
the aristocratic and academic communities of Europe, and English understood by very few
outside of Britain (and British Colonies), this was a significant contribution to the ease and
accessibility the wider European population had to Newton’s incredibly important work, and the
success it had in spreading across Europe and the colonial world. The Anglo-French
translations provided by Voltaire and du Chatelet almost certainly influenced the Italian
translations of Newton’s work made by Francesco Algarotti for his 1737 book Il Neutonianismo
per le Dame or Newtonism for Ladies (Mazzotti, 2004), demonstrating further the potential
benefit of sharing and encouraging contemporary scientific discourse.
I discuss Voltaire and du Chatelet’s story and works in greater detail in the Practice-Led
Research Component of this study. Their story is an optimal example of the changing attitudes
toward ‘natural philosophy’ and science in the Eighteenth Century and is indicative of the
attempts made by creative individuals to embrace and promote the emerging sciences.
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By the end of the Eighteenth Century, the general public had become quite familiar with science
as a cultural institution, and seemingly begins to let go of long held suspicions of heresy and
magic. DeFoe’s novel Robinson Crusoe (1719) summons the reader’s imagination to another
strange, fictional island. In DeFoe’s story, the Island setting is no longer the magical, fantasy
setting that is presented in Thomas More’s Utopia (1551) or Shakespeare’s The Tempest.
Instead, comparative to the experiences of many European sailors, travellers and explorers of
the Eighteenth Century, DeFoe’s Island is a simple tropical island. This more realistic portrayal
makes the novel a far more realistic and scientifically accurate representation of the islands
encountered by shipwrecked sailors. This demystification of the unknown parts of the map is
telling of the wider cultural and societal perception and understanding of the world effecting the
expectations surrounding works of creative imitation.

Complex Monsters of the Nineteenth Century: Romanticism, Realism and Naturalism

The literary trends of the Nineteenth Century, notably Romanticism, would be influenced by
scientific models, reacting to the new discoveries and discourses in physics, chemistry, biology
and psychology (Black, 2007). It is from this time that word ‘scientist’ appears in the English
language, distinguishing the occupation from philosophy, but although the words ‘science’ and
‘scientist’ are commonplace by the mid-Nineteenth Century, fictional portrayals of science and
scientists remain quite fantastic and scientifically inaccurate throughout the century. From this
era, Mary Shelley gives us an enduring image of a ‘mad scientist’ character in her novel
Frankenstein (Shelley, 1818).
Shelley’s mad scientist, Doctor Viktor Frankenstein, harnesses the electrical current of a
lightning strike to reanimate the dead. The scientists of Shelley’s time were not the enigmatic
astrologers that Shakespeare knew, but they were harnessing the capabilities of the early
Industrial Revolution and exploring chemistry, biology and medicine in new ways which many
people considered unnatural. Luigi Galvani at the University of Bologna had only recently
published his discoveries of bioelectricity and electrophysiology in 1791 in De viribus
electricitatis in motu musculari commentarius, after using electricity to reanimate frog legs
(Bresadola, 1998). Considering that Galvani’s experiments were undertaken less than thirty
years before the first the release of Frankenstein (Shelley, 1818), it becomes clear how Viktor
Frankenstein’s reanimation of the dead can be considered a critique of the contemporary
sciences of Shelly’s time, as well as a fantastic work of drama and horror.

40

With the onset of the Industrial Revolution, achievements of technology, engineering and
science were becoming more and more familiar to the public, rather than being known only to
the elite and those lucky enough to have an education, as had been the case before. Widespread
moral and ethical concerns have always surrounded scientific experimentation, and although
Shelley may not give us a true ‘scientific protagonist’ in Viktor Frankenstein, she does give us a
scientist as a main character, and she also cleverly encapsulates, within the novel’s themes and
characters, the tension around the ethics of science as it tested new extremes in the Nineteenth
Century. Spivak (1999) notes Shelley’s seemingly deliberate use of fiction as a critique of
scientific attitudes in her post-colonial reading of Frankenstein. More specifically, Spivak notes
that Shelley uses character as a technique to express philosophical, particularly Kantian, theory,
and that Victor Frankenstein is the personification of contemporary scientific thinking.
In this overtly didactic text, Shelley’s point is that social planning should not be based
on pure, theoretical, or natural-scientific reason alone, which is her implicit critique of
the utilitarian vision of an engineered society. To this end, she presents in the first part
of her deliberately schematic story three characters, childhood friends, who seem to
represent Kant’s three part conception of the human subject: Victor Frankenstein, the
forces of theoretical reason or “natural philosophy”; Henry Clerval, the forces of
practical reason or “the moral relation of things”; and Elizabeth Lavenza, the aesthetic
judgement – “the aerial creation of the poets”.
-Spivak, 1999, p 135.
Importantly, Shelley’s work Frankenstein (1818) is widely credited as the starting point of the
literary genre of Science-Fiction. Science-Fiction would embrace scientific ideas like no genre
before it had. It is important to note, for the purposes of this research, that although this means
science appears frequently within the narratives of these new stories, it is often, within early scifi, pure fantasy and wildly scientifically inaccurate. In many cases, scientific concepts are used
as little more than plot devices to explain the presence of a fictional phenomenon.
At the same time Shelley’s horror is captivating readers, the theatre is experiencing the works of
Realism from Russian playwrights and writers such as Tolstoy and later Chekhov, featuring
characters that are far more detailed portraits than previous forms of drama would present.
In the theatres of the later Nineteenth Century, Realism and Naturalism developed directly in
reaction to emerging scientific ideas (Gaskell, 1972). The scientific Theory of Evolution by
Natural Selection was presented to the world by Charles Darwin in his work On the Origin of
Species (1859) and is considered one of the catalysts for the Naturalist style of performance.
Darwin’s theory that humanity and apes had evolved from a shared common ancestor was
controversial at the time, and plays written and performed in the Naturalist style are led by the
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assumption that people and characters are motivated by hereditary, environmental and social
factors. Naturalism presents characters with more commonplace occupations and habits, with
less reliance on the romantic and aristocratic ideologies and values that traditionally drove the
narratives of theatre performance (Innes, 2000). Gaskell (1972) defines Realism and Naturalism
as styles of performance which aimed to recreate the real world on stage with as much accuracy
and fidelity as possible. He notes the works of Ibsen, Chekhov and Stanislavski and the
emphasis that these writers place on the significance of the individual and the construction of
authentic, life-like characters within their stories.

This eagerness to differentiate, to make every character distinct and interesting, is by no
means peculiar to Ibsen. Chekhov’s delight in individuals can be felt in every line of
his work. Usually he defines his people by their age, which he often specifies exactly,
occasionally by their social background (Lopakhin’s father was a serf) or their special
interests (Astrov’s forestry in Uncle Vanya). The variety of his characters rarely
distracts from the central theme of the play, yet at times the purpose of speech or
gesture seems to be less to explore this theme than to reveal another facet of a human
personality. To his wife, after finishing The Cherry Orchard, he writes: ‘It’s true that
my characters have turned out as living people, but what the play is like as a play, I
don’t know.’ In his letters, Chekhov seldom discusses dialogue or structure, while he
frequently comments on characters in his own or other people’s work.
- Gaskell, 1972, p. 28-29.

The works of Chekhov and his contemporaries utilise highly flawed and relatable characters.
The personalities (the word more applicable than ever in Realism and Naturalism) that occupy
the stage are defined far less by their social status and more by their own individual flaws and
choices, or rather the flaws and choices given to them by the writer. An example of this would
be The Cherry Orchard (1904), in which the noble characters are not treated to the privileges
nobles are often afforded in Romantic works, but rather they are just as flawed as the ‘common’
characters and made recognisable by their personalities, not their social station.

It is impossible to ignore the resonating influence imposed on Russian works of literature by the
social and political climate of Russia in the late Nineteenth and early Twentieth Century; the
inclusion and celebration of lower class characters in works such as The Cherry Orchard
(Chekhov, 1904) and The Lower Depths (Gorki, 1902) is undoubtedly influenced by the rise of
socialist attitudes among the general populace of Russian society and a growing disillusionment
toward the ruling aristocracy in the lead up to revolution. While Knowles (2004) surmises that
performance studies must consider performance as a product of social influence, Greenblatt
(1989) stresses the importance of political self-awareness for the New Historicist. Gallagher
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(1989) provides a description as to how the political perspective of research styled as New
Historicist differs from other, more ideological examples of critical practice:

The new historicist, unlike the Marxist, is under no nominal compulsion to achieve
consistency. She may even insist that historical curiosity can develop independently of
political concerns; there may be no political impulse whatsoever behind her desire to
historicize literature.
-Gallagher, 1989, p. 46.

When confronted by such a strong political influence in literary art as the anti-imperial critiques
of Russian Realism, New Historicism does not ignore the political, but reduces it to a single
factor in a myriad of social influences that may be encountered by the creators of a text. To
reductively credit the creation of complex, imperfect and highly relatable characters entirely to
pro-revolutionary sentiment would be to reduce, or to ignore entirely, the influence of scientific
discourse. The instinctive, oft-times selfish motivations and flaws of the Naturalist characters
are as much a reaction to Darwin’s theory, and to the works of other scientists, as they are a
semiotic of protest and resistance against a constraining political regime. Following Turner and
Schechner’s (1987) point that performance can operate as a way for the performer, and their
audience, to gain insights and learn more about the self, the attempted authenticity and fidelity
of Realism and Naturalism in the construction of character is a far less a narrow political act, but
instead an empathetic and artistic attempt at exploring the importance and meaning of human
life in a post-Darwin society. For writers and creators of Naturalism, if ‘man’ is an animal, then
the grand themes of Romanticism are shaken - for some they might be disproven altogether and
are therefore less likely to form the foundation of a meaningful drama.
In reaction to The Seagull, Stanislavski noted the value of subtext in Chekhov’s work; the
notable lack of expositional dialogue and the resultant ways in which the drama is crafted by
what is not being said by the characters (Braun, 1987). The critical point being made by
Stanislavski seems to be that the writer’s use of subtext in the detailed and realistic style of
performance creates a space which necessitates audience engagement and interpretation,
encouraging them to perceive and critique the characters of the play as they would a real living
individual.

The impact that the Naturalist and Realist theatre-crafters have had on modern theatre cannot be
overlooked in the development of modern theatre. The works of Chekhov and Stanislavski have
majorly influenced theatre practices across the world in the subsequent decades (Bentley, 1968).
The style of performance promoted and made popular by Naturalism and Realism allows the
performer to craft a character with such complexity and mimesis that the audience is permitted,
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encouraged and coerced into perceiving them as an authentic personality with their own
psychological motivation, constructed by, but distinguishable and separated from, the
personality of the actor on stage.

This presentation of realistic, complex, psychological and emotional yet entirely fictional
individuals in Fiction and Drama is a crucial development in the textual emergence of the
Scientific Protagonist style of character. The innovations made by Realism and Naturalism in
theatre conventions and the dramatic practices of narrative and character set the stage for a
complex individual to enter the spotlight; an authentic personality with relatable human
emotions and values. Following the work of writers such as Stanislavski, Chekhov, Gorki and
Tolstoy, the self-conscious and deliberate storytelling styles of the twenty-first century were
free to utilise this style of authentic, realistic character to navigate an ever-wider range of
themes and issues in dramas, importantly including, but not limited to, the emotional and
intrinsically human stories of scientific discovery. While the centrality of the psychologically
and emotionally motivated character would be interrogated by modernist dramatists such as
Bertolt Brecht and Samuel Beckett, and as writers and audiences alike became more
comfortable and familiar with Naturalism and Realism styled performance, the potential of a
realistic protagonist was seemingly further explored and developed through theatre and film as
an emotional navigator and avenue for complex, individualistic stories.
Works of Realism and Naturalism bring the Nineteenth Century Theatre a range of fictional
characters with realistic personalities and relatable motivations, a practice that is crucial for the
eventual realisation and creation of the Modern Scientific Protagonist in the Twenty-first
Century.

The Twentieth Century: Popular Culture and the Post-War Individual

A major turning point in the detailed representation of science within fiction and drama occurs
in the early Twentieth Century with the rise of Modernism and Post-Modernism. Many scholars
consider the Modernist movement as indicative of a cultural detachment from antiquated ideals
of romanticism, religion and imperialism (Hobsbawm, 1995). The events of the First and
Second World War had disillusioned many people from religious beliefs, and familiarised
society with the real potency of modern technology and science, and so in literature there seems
to be, amid the resounding influence of the Russian realists, a renewed demand for scientifically
sound stories. During this time, the science-fiction genre continued to rise in popularity,
adapting well to modern novels and the visually rich mediums of film, comic and television, and
also, as we see in the works of writers such as Philip K. Dick and Isaac Asimov, proving
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remarkably adept at confronting topical themes of political power and technological
responsibility that concerned so many during the Twentieth Century.

Fredric Jameson describes the defining characteristics of post-modernism in his essay
‘Postmodernism and Consumer Society’ (Jameson, 1983). He notes that the first feature of
postmodernism to be works that are frequently set against the older works and themes of highmodernism, and that the second feature is the relaxation of long-standing boundaries between
genres of art, popular culture and scholarship. “The second feature of this list of
postmodernisms is the effacement in it of some key boundaries or separations, most notably the
erosion of the older distinction between high-culture and so-called mass or popular culture.”
(Jameson, 1983, p. 112).
Jameson (1983) explains that the inclusion of pop-culture (and the relevant creative works) in
post-modern research is beneficial and practically unavoidable for an accurate analysis of a
modern, post-war consumer society. This inclusion of expansive pop-culture naturally creates a
space in which the literary analysis of theatre, drama, novel and (importantly) film collide.

Alongside the modernist and postmodernist novelists, the filmmakers and the science-fiction
writers, the playwrights of the twentieth century crafted works that were critical and responsive
to scientific themes and issues. Bertolt Brecht’s play The Life of Galileo is a strong example of
this practice. Originally written in 1938 and first performed in 1943, the play was re-written
and translated into English in 1945-47. Brecht’s play presents the story of Galileo Galilei, the
renowned Italian astronomer natural philosopher, as an ethical and political story rather than a
purely scientific one. Building on the dramatic codes and conventions of character established
in the previous century by the Realism and Naturalism styles, and developing his own Epic
theories of dramaturgy, Brecht’s Galileo is a complicated character confronted by both personal
and existential conflict. Throughout the play, Brecht’s writing demands that time and attention
be given to the personable side of Galileo’s character, his thoughts and relationships, as much as
his scientific legacy. It also highlights the way scientific investigation has social and political
implications rather than existing in isolation as a strictly academic event. Brecht conjures this
discourse in a dramatic text which demonstrates his distinctive style and practice of Epic
Theatre; a bold theatre practice which has significantly influenced subsequent twentieth century
works of theatre art (Bentley, 1968).
The Life of Galileo also demonstrates Brecht’s post-war sensitivity to the potential negative
impacts of science; his fictional portrayal of Galileo is very much aware that scientific discovery
can be mishandled or create unexpected problems, and I believe this self-conscious reflection on
the ethical and social anxieties surrounding scientific discovery is similar to Mary Shelley’s
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tone in Frankenstein (1818), but the fact that Galileo was a real person, and that Brecht and his
audience lived in a post-nuclear society, increases the tension surrounding this type of narrative.
The Life of Galileo is demonstrative of the theatre’s ability to tell a scientific story through a
character-driven plot, in which humanistic elements of inquiry, discovery and responsibility
guide the audience through a story of scientific history and allow them an opportunity to
imaginatively play and familiarise themselves scientific concepts and ideas. Brecht’s ability to
reflect on a scientific history, to use complex, emotional characters to evoke reaction and
thought on this history, and his ability to trust the science literacy of his audience are all
reasons, I believe, to consider The Life of Galileo and similar works from the mid-Twentieth
Century as early indicators of the modern Scientific Protagonist beginning to take form in
fiction.

Cultural Materialist methods would also encourage consideration of other social institutions and
the role they play at this time (Geertz 1973). With structured education becoming more
widespread throughout the twentieth century, and science being included in the core curriculum
of many education systems, readers and audiences became far more understanding, receptive
and critical of scientific content within the fictional stories they consumed.

Sound New Historicist research would also consider the introduction of new visual mediums
with television, computers and the vividly public Space Race, a series of related events
sensationally named by the media and referring to the Cold War competition between the U.S.A
and the U.S.S.R.. This highly publicised contest of engineering and innovation, which
continued throughout the nineteen fifties, sixties, and seventies, promoted modern science and
technology to the general public, encouraging a positive image of modern scientific discovery
and exploration. During the twentieth century and continuing into the early twenty-first
century, amid this modern cultural environment, science is no longer a stranger in narratives and
fiction, instead it is becoming quite familiar and commonplace.

Theatre continued to react to scientific methods, ideas and events throughout the twentieth
century. Arcadia (1993), written by Tom Stoppard, is a play that centres on the setting of
Sidley Park, an English country house, with the events of the play unfolding in two different
points in time. One of the storylines is a narrative arc unfolding between 1809 and 1812,
following the bright-minded Thomasina Coverly and her tutor Septimus Hodge. Another
character in the nineteenth century setting, present yet unseen in the play, is the enigmatic Lord
Byron. The second storyline is a narrative set in present-day, following the actions of two
researchers, Hannah Jarvis, a writer, and Bernard Nightingale, a professor studying Byron, as
well as and the modern-day occupants of Sidley Park.
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As both narratives unfold, the audience is exposed to questions of determinism and destiny,
along with Thomasina’s version of the laws of thermodynamics and a celebration of the
demystification of the past. The perceived importance of Sidley Park in the present-day
storyline is challenged and reshaped for Hannah and Bernard, both of whom encounter
unexpected answers to their historical research enquiries.

Both storylines collide in a shared party scene, where similar dress and costumes obscure the
differences in time and highlight the similarities and dramatic interactions between the
characters. Both stories share the same physical setting despite being separated by time, and
amid the frequent time changes, swapping to-and-fro from past to present, Arcadia creates a
drama from themes of determinism, from the critique of scientific learning and from interactions
between past and present.

Copenhagen (Frayn, 1998) is another play from the late twentieth century which draws
inspiration from a historical scientific event; the event in question being a meeting between
Werner Heisenberg and Niels Bohr in 1941. The play, with its fractured, self-conscious
narrative, necessitates a reflection on the 1941 meeting between the two physicists and its
retrospective importance. Michael Frayn’s Copenhagen is heavily influenced by historical
research and scientific discourse, presenting the audience with themes of responsibility and
ethics, in particular in relation to powerful, complicated or problematic scientific issues, such as
the responsible use of Uranium in scientific endeavours.

I would argue that both Arcadia (1993) and Copenhagen (1998) demonstrate the modern
theatre’s ability to present stories that reflect on scientific history within an extravagantly
imaginative framework. It should also be noted that both plays seem to place a sense of
importance on the act of reflecting on historical scientific events and appreciating their
relevance to the present. Like the three original plays presented in this project, both Arcadia
and Copenhagen encourage discussion of the ethical questions involved in certain scientific
issues.

Like theatre, works of film in the late Twentieth Century seem to approach science centred
themes and narratives with ever increasing familiarity and confidence. Silkwood (Nichols,
1983) and Erin Brockovich (Soderbergh, 2000) stand as examples of films which presented
audiences with scientific issues within the story of a non-violent protagonist.

I have discussed so far the way in which literary art and the theatre have historically approached
and engaged with science in stories, using it as a source of inspiration or plot device, and
involving it in the fiction of the narratives, most frequently in a fashion which allows the
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intended audience to understand and accept it, to enrich the tangible believability and realism of
the greater story.

Fiction, theatre and drama have benefitted from their inclusion of the sciences, but we should
also consider ways in which science has benefitted from the theatre. I believe that modern
research should immediately dismiss any notion that the theatre, an institution of cultural
entertainment, cannot contribute to the sciences. The New Historicist analysis above, and the
informing literary theory, highlights how a process of semiotic and poetic exchange has been
operating consistently throughout history and continues to do so today.

The most notable quality that the theatre offers to science is the opportunity for an audience to
receive information. This quality can contribute to the education, both direct and passive, of the
public (Nisbet, 2010). Not only does theatre allow for an audience to be educated, the inclusion
of science in our stories also allows for an audience to generate a sense of familiarity and
comfort with scientific facts, something that is just as important as understanding them.
Nisbet (2010) states that popular science media should be actively used to educate the public,
and that this exchange is crucial in maintaining an honest and trusting relationship with the
sciences in practice. Nisbet’s argument also encourages greater diversity in the forms of media
that embrace and showcase popular science. The theatrical spaces of the performing arts and
their storytelling conventions and techniques can, and have, made valuable contributions toward
this endeavour.

The theatre provides a space, and the occupant of the stage dictates what the space will become
and how the audience shall feel within it. This effect can be used by two young actors
portraying Romeo and Juliet to create a space of emotion, love and grief. It can also be used by
a charismatic scientist to create a space of effective education and learning.
As an educational practice, the ‘scientific lecture’ can be traced back to Ancient Greek
philosophers, and probably even further back, and although it is not precisely a theatre
performance, it is clear that the two cultural rituals are very similar in practice. The stage is
occupied by a speaker, who delivers information to an assembled crowd of spectators.
Following the argument made by Kershaw, that “…performance can be most usefully described
as an ideological transaction between a company of performers and the community of their
audience” (Kershaw, 1992, p. 16, emphasis added), the act of considering a scientific lecture a
performance makes clear the similarities between modern lectures and their Ancient Greek
counterparts, both in cultural poetics and educational potential – all such lectures occupy a
cultural space reserved for the transaction of knowledge and information.
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The efficacy of this lecture-styled learning is not in question here, but I believe it is important to
note how comfortable society is with learning as an audience. It seems to be a natural, and
indeed traditional, method of engaging with new information.
It stands to reason that a self-awareness of the ‘theatricality’ of science-lectures allows for a
conscious choice to include the strengths, skills, codes and conventions of the theatre to make
lectures more engaging, entertaining and effective. The success of such a lecture relies heavily
on the speaker’s skills in performance and communication, as much as it does their ability to
understand the scientific content involved. At first a lecture, but then a show.
Showmanship is a key component of these lectures. During one of his famous Christmas
Lectures at the Royal Institute in London during the nineteenth century, Michael Faraday
demonstrated the physical effects of electromagnetism to the gathered crowd, but at the same
time, through the lens of a theatre artist, he had essentially performed electromagnetism to his
audience (rigb.org, 2020).

These Christmas Lectures have become a long-standing tradition for the Royal Institute. It was
Faraday’s intention that these sessions be designed so as to be understood by all, but most of all
they were designed for children and young adults, and so they have remained ever since. Every
year in fact, since 1825 (with the notable exception of 1939-42 - during the Second World War).
The Michael Faraday Prize and Lecture is today awarded annually by the Royal Institute to a
scientist or engineer with exemplary skills in communicating scientific ideas in ‘lay terms’ to
the public, just as Faraday had done and insisted others take the time to do. (rigb.org)

This methodology of visual, imaginative, fun and immersive learning is just as valid as the
consumption of cold facts from a textbook, and this trend of showmanship would continue on
into the Twentieth Century with science communicators such as Dr. Richard Feynman and Sir
David Attenborough, who were able to harness the communicative potential of broadcast
television.

Although effective, this form of educational lecture was unable to reach the same audience, or
readership, as published writings, such as those written by Voltaire and du Chatelet and the
countless other published texts from scientists, journalists, philosophers and creative writers that
operated during the Eighteenth and Nineteenth centuries. That is, until the Twentieth Century,
when broadcast and multi-media allowed for the science lecture to be attended by anybody with
access to the relevant technology, most notably television and radio.

The Twentieth Century also sees the rise of the celebrity scientist, recognisable not just in
academic circles but also in pop culture; personalities that the public identify and trust to
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educate them on scientific facts. As noted earlier, through broadcast and documentary, the
general public could now freely access a physics lecture by physicist Dr. Richard Feynman, or
they could learn a lesson in biology and natural science with Sir David Attenborough, or they
could be taught astronomy by Dr. Carl Sagan. These individuals became familiar to many, and
their success as educators was not due simply to the fact that they were learned scientists, but
effective, patient, and creative communicators and storytellers. The invention and success of
radio, television and the documentary film overcame major barriers in the communication
between the institution of science and the larger social community, and techniques of
theatricality and performance have contributed to this success.

This trend of science-communication continues to grow today, with the widespread use of
multimedia and internet technologies allowing for more diverse and varied creative products of
science education, and recognisable science communicators (and ‘celebrity scientists’)
remaining as trusted commentators of our society’s scientific progress and problems. I would
argue that this trend and cultural environment nurtures and encourages a scientifically literate
public capable of understanding and finding entertainment in a dramatic narrative centred on
scientific discourse, such as stories led by a Scientific Protagonist.

An Unlikely Hero – Early Twenty-First Century

The Twenty-first Century has so far witnessed a new quality of scientific accuracy and historical
honesty in dramatic representations of scientific stories, in novels, on film and on stage.
Agora (Amenabar, 2009) and Hidden Figures (Melfi, 2016) are two contemporary examples of
the new quality of historical dramas depicting the historical stories of science. Agora
(Amenabar, 2009) recreates the story of the philosopher Hypatia, and Hidden Figures (Melfi,
2016), inspired by a non-fiction book of the same name written by Margot Lee Shetterly (2016),
tells the story of Katherine Johnson, a mathematician who worked for NASA during the Space
Race.

Neither of these dramatic representations is completely accurate to historical events, though
great effort has been made to stay true to events as history understands them, and both promote
the importance of the individual within the greater story of scientific discovery. These
fictional representations of Hypatia and Katherine Johnson present relatable and trustworthy
characters to follow. While not completely accurate, these modern renditions of Hypatia and
Katherine Johnson are crafted to promote the character’s story, and importance of that
character’s journey must be shown while not breaking the parameters of an effective film, and
not becoming a form of either biography or documentary.
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Agora (2009) and Hidden Figures (2016) are strong examples of the new quality of critical
reflection, accuracy and honesty that is now encouraged and expected by modern audiences in
the telling of these true stories. Another recent film that celebrates the life and achievements of
a scientist is The Theory of Everything (Marsh, 2014) in which the audience follows the journey
of theoretical physicist Stephen Hawking. Other recent, less-historical works of science fiction
in film such as Gravity (Cuaron, 2013), in which the protagonist is a non-violent astronaut, and
Arrival (Villeneuve, 2016), in which the central character is a linguist, demonstrate how even
the more fantastic and adventurous works of modern fiction are complemented with strict
attention to scientific detail and fidelity whenever possible throughout their respective
narratives.

Alongside such contemporary works of drama crafted for film, the playwrights of the Twentyfirst Century demonstrate a similar passion and creative curiosity regarding science, as is
exemplified in Caryl Churchill’s play A Number (2002), which places questions of human
cloning centre-stage. Much like the more contemporary plays mentioned earlier, Arcadia
(1993) and Copenhagen (1998), Churchill’s A Number uses the theatre to expose the audience
to a narrative centred on the complicated questions and controversies that surround the
contemporary modern sciences.

Of particular interest to this thesis is the animated film The Wind Rises (Miyazaki, 2013), in
which the audience follows the troubled journey of Jiro Horikoshi, an engineer whose talent is
appropriated into the war-effort of the Second World War. This particular text will be discussed
in great detail in the fourth chapter of this exegesis, as it boldly embraces fictional storytelling
techniques to effectively champion scientific fact.

The early twenty-first century has brought a noticeable increase in the popular consumption of
scientific stories, both historical and fictional. Agora (2009), Hidden Figures (2016), The
Theory of Everything (2014) and The Wind Rises (2013) all require their audience to view the
emotional journeys of their characters alongside their scientific ones. This reinforces the idea
that through the arts, scientific discovery becomes a more accessible and more understandable,
emotional story with an important human element.

Twenty-first century writers also have an advantage with having access to an audience with
higher levels of science literacy comparative to their Renaissance counterparts. This is, from a
cultural materialist perspective, a vital component in the creation, production and success of
scientifically faithful fiction.
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The historical drama Hidden Figures (Melfi, 2016) and biographical drama The Theory of
Everything (Marsh, 2014) provide narratives in which the audience can connect the science to
the intrinsically related human story that relates it to their own history, and therefore their own
story.
This process of reflection through drama is a form of historicism in practice, and so will
naturally attract the attention of New Historicist critique.

It is interesting to see that our writers and audiences are drawn, more and more often it seems, to
these scientific protagonist characters such as Katherine Johnson, Stephen Hawking and Jiro
Horikoshi, and their sympathetic stories of overcoming human challenges in their scienceoriented narratives. No longer occupying some minor role, or functioning as a device for
representing the scientific perspective, from humble origins in the Renaissance, the non-violent
scientific protagonist has matured in the twenty-first century and can now be widely understood
and empathised with, and consequentially occupies with more frequency the main character role
of the narrative.

Analysing the simultaneous development of creative literary texts alongside the historical
development of modern science exposes the gradual emergence of writing and performance
practices which have the potential to construct a modern Scientific Protagonist. New Historicist
critique of this gradual emergence highlights the literary predecessors of the Scientific
Protagonist as well as major milestones of creative writing and performance style that have
influenced modern storytelling convention in theatre and drama in a way that allows fiction to
convey a scientific narrative. The next chapter of this exegesis will explore in greater detail the
modern characteristics of Twenty-first Century Scientific Protagonists and their stories.
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Chapter Four
The Modern Scientific Protagonist

This chapter will apply New Historicist and Cultural Materialist reading and analysis methods
used in the previous chapters, focussing entirely on relevant examples of creative works from
recent history. The following paragraphs will include close critical readings of two modern
examples of fiction texts that promote characters which I would argue demonstrate the qualities
of a modern Scientific Protagonist. The creative works cited demonstrate that a modern
Scientific Protagonist can be crafted in a variety of creative mediums and is not bound
exclusively to any one form of drama or fiction. These texts are the Japanese animated film The
Wind Rises (Miyazaki, 2013) and the American novel The Martian (Weir, 2014). In both
works, the reader, or audience, follows the story of a non-violent main character who is
confronted by a scientific obstacle, which they resolve through the application of the scientific
method and innovation. The complex details of their scientific challenges are not compromised
or over-simplified, but rather embraced as part of the narrative.

The Wind Rises (Miyazaki, 2013) provides the audience with a quasi-biographical story of Jiro
Horikoshi, in which facts relating to his aeronautical engineering career are mixed with
elements of pure fantasy and intertextual symbolism in order to present the elements of his story
that director Hayao Miyazaki wished to emphasize, and the following paragraphs shall present a
critical analysis of this mixture of fiction and fact.

The Martian (Weir, 2014) is a novel that follows the story of Mark Watney, a botanist stranded
alone on the planet Mars. The following critical analysis focusses on the novel’s notable
commitment to scientific fact regarding Mars as it is currently understood, and the contrasting
differences between Mark Watney and his literary predecessor Robinson Crusoe, which become
very apparent with the application of the New Historicist and Cultural Materialist reading
methods used in this research.

The Scientific Protagonist is a conceptual character type which allows a reader or audience a
chance to identify and appreciate the human element of the sciences. The emotional,
individually human story behind the facts is perhaps just as educational as the facts themselves.
Although very useful as a technique for allowing readers to access stories based on real events
and also scientific facts, the Scientific Protagonist must also solve their problems through nonviolent means. This is necessary in order to distinguish a character who is a Scientific
Protagonist from the many literary characters who use violence, charisma or luck to overcome
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their obstacles. This requires Scientific Protagonists to personify and reflect stories of struggle
and persistence, both internal and external and within the context of ethical choices, in the name
of science.

Pacifism and Wonder: A New Historicist Reading of The Wind Rises

The Wind Rises (2013) is a film created by Hayao Miyazaki, originally intended as his final
work before retirement. A tribute to one of his childhood heroes, engineer Jiro Horikoshi, the
story provides a strong example of a Scientific Protagonist whose personal journey allows their
audience an opportunity to confront the human element of science and invention.
The first step in critically analysing Miyazaki’s The Wind Rises (2013) is to orientate and
contextualise the film within the greater collection of Studio Ghibli’s animated films. Hayao
Miyazaki’s films have, for over thirty years, encapsulated and developed an iconic philosophy
of pacifism and environmentalism (Le Blanc and Odell, 2019). Each of his films, without
exception, makes a note of non-violent philosophy and humanity’s relationship between
technology and environmental responsibility.

Naussica of the Valley of the Wind (Miyazaki, 1984) features a hero protagonist in Naussica, a
character with a clear environmental conscience who will only resort to violence if threatened or
in order to protect her loved ones. These traits are persistently recognisable in Miyazaki’s
protagonists throughout the years, with each individual character further improving and refining
Miyazaki’s messages of pacifism and environmentalism. In Princess Mononoke (1997), the
main protagonist Ashitaka shares Naussica’s iconic respect for nature and reluctance toward
violence.

In the 2001 film Spirited Away, Miyazaki depicts a villainous spirit named No Face, but despite
the character’s antagonistic behaviour, when presented the opportunity, the protagonist Chihiro
does not fight or harm No Face, but decides to instead forgive and rehabilitate him.
In 2004, Miyazaki released an animated adaptation of the novel Howl’s Moving Castle (Wynne
Jones, 1986) with significant changes made to the story to accommodate the enduring message
of pacifism that had become associated with his work. The antagonist of the story is, in the
same fashion as Spirited Away (2001), rehabilitated and redeemed instead of punished.
Miyazaki also alters plot elements to present the wizard Howl as a character who matures from
coward to conscientious objector, refusing to use his magic in a national war effort. The entire
storyline of war and conscientious objection is absent in the novel, yet Miyazaki’s creative
choices and interpretation bring these themes to the forefront of the film.
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The ever-growing success of Studio Ghibli films, both domestically in Japan and internationally
in English-speaking countries, coupled with the development and refinement of pacifist and
environmentalist expression within these creative works created the opportunity for Hayao
Miyazaki to present a protagonist quite unlike the examples mentioned above. In 2013, he
presented a film in which the pacifist protagonist was the designer and engineer of deadly
military aircraft in the Second World War. An analysis of creative works, such as animated
films, from both China and Japan indicate that even today, the Second World War (as it is
commonly referred to by Western Nations) and the widespread conflict it actuated in Asia and
the Pacific remains as a cultural and social (often political) issue with resonating impact on
cultural identity and perceptions of history (Tsu, Wilson and Tam, 2015). The Wind Rises
(Miyazaki, 2013) is inescapably tied to these issues, yet the story presented is not a warnarrative, it is a construct of fantasy and romance.

The Wind Rises (2013) is a film which depicts a Scientific Protagonist in Jiro Horikoshi, an
aeronautical engineer whose pacifist nature struggles against the dark use of technology during
the Second World War. His story allows the audience a window into the world of aeronautical
engineering in the early twentieth century through following his mission to design a fast and
agile aircraft, and it also makes clear the conflict of conscience that sometimes arises with the
creation of new technologies as Jiro, unwaveringly obsessed with flight, despairs at the militant
purpose of his designs. The real-life inspiration for this character, Dr. Jiro Horikoshi, was
indeed the chief designer of the Japanese ‘Zero’ Fighter (Smith, 2014), despite his resentment of
violence and desire for peace.

The film depicts the complicated factors that lead Jiro to contribute to the war-effort. Following
Jiro, the audience witnesses the ever-growing threat of the Great Depression, with widespread
hunger and homelessness contrasted against Jiro’s fortunate position as an educated engineer.
Jiro also experiences Japan’s feverish demand for modernisation in twentieth century, with
aeronautical engineers eager to match and surpass the achievements of their counterparts in
other nations.

Most notably, Jiro experiences a sense of helplessness with the onset of the Second World War,
as so many did. Very few individuals had control over whether or not their country would fight,
and Jiro is confronted with the fact that the only way he will be able to fulfil his aspirations of
becoming an aeronautical engineer is through designing and building aeroplanes that will be
used as weapons for the Imperial Navy. His inventions are appropriated into the war-effort, and
Jiro despairs at the resulting loss of life.
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I would argue that the important thing worth noting is that he actually cares – the main character
cares enough to question his role and responsibility in the conflict. The themes of pacifism and
war are not casually dismissed as a nationalistic instinct, but instead they are confronted as
central themes of the story. Miyazaki’s film is not an attempt to justify Jiro’s actions, but
seemingly more an attempt to find a sense of peace and understanding, and perhaps to challenge
the audience to seek a new level of empathy.

Miyazaki fuses fantasy and biography in The Wind Rises (2013). The presence of fictional
elements does not distract from the story, but instead enhances the narrative.
An example of this effective use of fiction is Jiro’s recurring dreams in which he shares a
creative, imaginative space with one of his fellow aeronautical engineers, the Italian designer
Giovani Caproni.
It is in this fantasy-space that Jiro confronts his inner turmoil regarding the purpose of his flying
machines, and it is here that Miyazaki offers a very clear pacifist message to the audience.
Caproni presents Jiro with the riddle – “Would you rather live in a world with Pyramids? Or a
world without?” (Miyazaki, 2013). Through empathising with Jiro as an individual, the
audience are presented with the notion of the pursuit of invention transcending national borders
and conflicts. The engineers Jiro, Caproni and Junkers are shown to share more in common
with one another than they do with many of their own countrymen. The quest for invention and
technology is not a national obsession, but a human one.
Despite the role he played in the war, Jiro hopes that some part of his work, and the work of
other engineers, might yet influence the world for the better. He concedes that he would indeed
prefer “A world with Pyramids”.

It is through maintaining his personal commitment to peace and confronting his inner moral
conflict that Jiro seems to accomplish what we should expect of a Scientific Protagonist; he uses
his scientific and intellectual skills to solve his problems, and he demonstrates the human
element of the sciences, reminding the audience that emotion, morality and character do indeed
play a role in the invention, development and innovation of scientific technology.

Techniques of intertextuality, imagery, character and representation are used once again by
Miyazaki in the character Naoko Satomi, Jiro’s wife. In real life, Jiro’s wife did not die of
tuberculosis, but Miyazaki’s creative choice to include this storyline helps to reinforce the
thematic lesson of the grander narrative. Jiro knows that Naoko will die from tuberculosis, but
this does not stop him from loving her, or deter him from marrying her. If the audience can
accept Jiro’s doomed romance with Naoko, then perhaps they can also accept and understand
his affection for engineering flying machines and his relationship with his work.
56

At the beginning of the film, the audience is shown an extract from the French poem Le
Cimetiere marin (1920) by Paul Valery. The line from the poem shown in Miyazaki’s film, and
quoted by characters throughout, is “Le vent se leve, il faut tenter de vivre”, (in English: “The
wind is rising, we must try to live”). This line would inspire the title of a Japanese novel by
writer Hori Tatsuo, The Wind Has Risen (1937), the plot of which follows a man caring for his
wife who is stricken with tuberculosis. This is undoubtedly the inspiration for Miyazaki’s
creative choices regarding Jiro’s wife Naoko in The Wind Rises (2013) and exemplifies how
Miyazaki has creatively used elements of fiction and intertextuality to emphasize the themes
present in the film.

The alterations made to historical fact and accuracy are all to serve the purpose of highlighting
Jiro’s story as an inventor and aeronautical engineer, and the emotional conflict involved in his
work. In the shared dreams with Caproni and in the tragic romance with Naoko, the audience
can see how Miyazaki uses fantasy and fiction to divorce his film from a strictly biographical
true-story, but also to conjure a playful space for creative, representational and romantic scenes,
narratives which allow the audience a chance to reflect on Jiro’s character and life-story in a
more considered and empathetic fashion.

The moral conflict faced by scientists and inventors in times of war is a very complicated issue,
but by following a Scientific Protagonist such as Jiro in The Wind Rises, we can confront that
issue, and examine the factors, including human emotions, that motivate scientific and
technological works. The fact that Miyazaki uses his fiction with restraint, and only ever to
reinforce the thematic message of the grander narrative, means that The Wind Rises promotes
the facts and message of Jiro Horikoshi’s story despite the artistic liberties taken by the film’s
creators, and despite the ever-constant presence of fantasy in the storytelling.

The contemporary importance of films such as The Wind Rises becomes relevant to New
Historicism when we consider the theory practice put forward by Stephen Greenblatt: to
venerate and wonder not over a work of literary art, but over the way it can encapsulate and
resonate a far grander story (Greenblatt, 1990).
I would argue that the ‘grander story’ reflected in The Wind Rises relates to Hayao Miyazaki’s
reflection on the impact that the Second World War had on one of his personal heroes and the
wider Japanese post-war culture. Only when we diminish the (significant) political themes of
such works do we allow the other important themes present to enter the spotlight. Nearly a
century since the unconditional surrender of Japan, The Wind Rises is not the only Japanese film
that attempts a humanistic and individualistic perspective on the events of the war, and this
practice seemingly invites the audience to consider complicated stories of individual characters,
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both fictional and non-fictional, eroding the didactic perspectives presented in conventional
histories. The resultant sympathetic view of Japanese participation in the conflict is not a
political message, simply an honest imitation of a perspective that is difficult, particularly for
mainland Asian and Western audiences, to relate to. The works of Studio Ghibli are noteworthy
in the fact that they at no point support the historic Japanese war effort, they merely present
stories of characters who were inescapably part of it, and due to this fact, the audience
encounters Japanese characters as victims of the conflict, rather than aggressors. This technique
of presenting victims of war on both sides of the conflict reflects the indiscriminate damage that
is characteristic of the Second World War and resonates the similarities between individuals
belonging to all of the belligerent nations. Beng Choo Lim (2015) discusses Studio Ghibli’s use
of victim-protagonists and explains the therapeutic quality of such works, using, among other
examples, Grave of the Fireflies (1988), a film animated by Ghibli and directed by Isao
Takahata, which presents a narrative following two children, Seita and Setsuko, civilians who
suffer in the firebombing of Kobe city in the late stages of the war.
The tragic tales of the victim-protagonists’ misfortunes are told on screen with different
combinations of film techniques and narratives, often resulting in very sad movies… I
believe that victim consciousness, while a problematic concept, has been a tool for the
Japanese people to comprehend their war past, and a departure point from which Japan
responds to its Asian neighbours demands for accountability for the war.
-Lim, 2015, p.159

Lim makes a point of explaining that these works of art do not solve the remnant tensions of the
war that exist between nations, but rather that they are an expression of universal themes of
suffering and the cost of war experienced by individuals who had little or no direct control over
their involvement in national total-war efforts. The Wind Rises, created by Ghibli over a decade
after Grave of The Fireflies and able to resonate Miyazaki and Takahata’s pacifist values,
presents Jiro Horikoshi as a ‘victim-protagonist’, much like Seita and Setsuko, and the way in
which his story is told resonates the fact that suffering in times of war, much like the
aforementioned pursuit of scientific and technological innovation, is a human theme which
transcends national borders. Through these texts, a space is created to consider the similarities
shared rather than differences, and the technologic and aeronautical innovations made by figures
such as Horikoshi and Junkers can be understood as acts of human, rather than national, efforts
of discovery. This resonance is made clear and apparent when Miyazaki’s portrayal of Jiro
Horikoshi is interpreted not just as a ‘victim-protagonist’, but more specifically as a Scientific
Protagonist. In this fashion, I would argue it is evident that Miyazaki’s film invites the audience
to consider Jiro’s work as an aeronautical engineer as achievements which can be appreciated

58

by all as acts of discovery, while not diminishing the fact that those very same achievements
were first utilised for violent means in a time of global conflict.

Exploring Mars through Imaginative Frameworks and Fiction

The second modern Scientific Protagonist I wish to discuss in this chapter is Mark Watney, the
titular character of Andy Weir’s The Martian (2014). This novel follows the story of Watney,
an astronaut and botanist, who is by accident stranded alone on the planet Mars. Set in the near
future, the year 2035, the novel is notable for its devotion to scientific accuracy and fact. The
troubles Mark faces are, to the best of modern scientific understanding, accurate for an
individual who would be stranded alone on Mars.

Unlike the more fantastic examples of science fiction, where the hero is surrounded by aliens,
fantastic technologies and conveniently breathable air, such as the case is in classical Martian
stories such as HG Wells’ War of the Worlds (1897) or A Princess of Mars (Burroughs, 1917),
the Mars we experience through Watney’s log and character experience is very much an
accurate depiction of the real Mars: no aliens, hardly any atmosphere, and in almost every way
imaginable, hostile to human life.

The Martian (2014) is effectively a contemporary reinvention of a Robinsinade style narrative,
with Crusoe’s Island being replaced with the new frontier of space travel. While stranded alone
on Mars, Watney must struggle against the extreme conditions of his isolation and environment,
and through this struggle the reader is given an opportunity to experience a different planet.
The facts are not displayed coldly on a website, but instead they are presented as drama through
Watney’s point of view as noted in his log. Through the protagonist’s experience, the audience
is offered scientific details about the nature of his environment, such as the distinctive red
colour of Mars.
As I made my way to the RTG’s burial site, it hit me: Mars is a barren wasteland and I
am completely alone here. I already knew that, of course. But there’s a difference
between knowing it and really experiencing it. All around me there was nothing but
dust, rocks, and endless empty desert in all directions. The planet’s famous red color is
from iron oxide coating everything. So it’s not just a desert. It’s a desert so old it’s
literally rusting.
The Hab is my only hint of civilisation, and seeing it disappear made me way more
uncomfortable than I like to admit.
-Weir, 2014, p.75
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A prime example of the novel’s presentation of fact through drama can be seen in Watney’s
depressurisation accident in Chapter 13. The Martian atmosphere is comprised mainly of
carbon dioxide, it holds far less air pressure than the atmosphere of Earth and retains less heat.
Due to this, the air on Mars is extremely thin and often extremely cold (Redd, 2020). The
importance and relevance of this fact are reinforced in a more personable way in The Martian,
as Watney experiences the explosive depressurisation of his shelter; the earth-like habitat is
destroyed, liquid water boils away in the lower air pressure and his precious potato plants freeze
instantly. The incident is devastating to Mark Watney’s survival efforts and is over in mere
seconds. The reader is given a confronting scene with which to remember the relevance of how
different Mars’ atmosphere is to our own, and the resulting consequences this could have on an
individual’s attempts to survive there.
I’m not worried about any of that. I have a much bigger problem.
The farm is dead.
With a complete loss of pressure, most of the water boiled off. Also, the temperature is
well below freezing. Not even the bacteria in the soil can survive a catastrophe like that.
Some of the crops were in pop tents off the Hab. But they’re dead, too. I had them
connected directly to the Hab via hoses to maintain air supply and temperature. When
the Hab blew, the pop-tents depressurized as well. Even if they hadn’t, the freezing
cold would have killed the crops.
Potatoes are now extinct on Mars.
So is the soil bacteria. I’ll never grow another plant so long as I’m here.
-Weir, 2014, p. 171

The facts are made more accessible, more understandable, and they are learned in a more
empathetic method, and because of this we can consider Mark Watney’s depressurisation
disaster is an effective means of learning about the atmospheric differences between Earth and
Mars. The reader is now aware of more than the differences in pressure and chemical
composition, they understand the more practical consequences of these differences.
The setting of ‘Mars’ is by no means a new trend in fiction. Stories from the science-fiction and
fantasy genres have explored the red planet since the nineteenth century (the work of H.G.
Wells is a notable example), but the scientifically accurate Mars we see in The Martian is
surprisingly very new.
The extreme conditions of the planet make it quite challenging for writers to create a story that
does not rely heavily on some pretence of science-fiction or fantasy, such as a fully developed
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Martian colony providing a setting for human narratives, or for fictional technologies to allow
our characters to overcome the lack of gravity, atmosphere and water.
Following Darko Suvin’s definition of Science-Fiction as “A literary genre whose necessary
and sufficient conditions are the presence and interaction of estrangement and cognition, and
whose main formal device is an imaginative framework alternative to the author’s empirical
environment.” (Suvin, 1972, p. 375), it is evident that The Martian (2014) is indeed part of the
Science-Fiction genre, but the ‘imaginative framework’ that is ‘alternative to the author’s
empirical environment’ is not as strange and fantastic as one might expect with a narrative that
takes place on another planet. The ‘estrangement’ of Shelley’s Frankenstein, for example, is
the possibility of a lightning bolt animating a creature made from the body parts of different
deceased individuals. In comparison, the only Science-Fiction ‘estrangement’ present in The
Martian is, arguably, the budget and resources at NASA’s disposal. The Hermes ship, capable
of travelling between Earth and Mars while supporting a human crew, is the prime example of
fictional technology in the novel, and despite this imaginative liberty, Weir’s description of the
fictional ship is still bound to current technological limitations; it does not feature any fantasy
elements (such as the ‘warp-drives’ or ‘lightspeed engines’ found in other fictions) and it is
bound by the physics that operate in the author’s ‘empirical environment’.

In Chapter 16, the novel describes how Hermes traverses the distance between Earth and Mars
via the momentum of a ‘gravity assist’ manoeuvre and the aid of continuous acceleration, and
the chapter also notes how expensive the Hermes was to build. A ship such as the Hermes
could potentially be constructed in reality, but the extravagant cost of such a project may be the
very reason that NASA and the JPL have not yet accomplished it. Consequentially, the Hermes
ship and any human exploration of Mars it would enable, remains a fictional device. Weir’s
novel demonstrates with great realism what would be possible if the Hermes were constructed.
Apart from this fictional estrangement, the story of The Martian is a largely realistic imitation
of human behaviour and of the Martian environment as it is currently understood by scientists.

It should also be considered that writers who have previously placed their stories on Mars may
simply not have known how inaccurate their portrayals of the environment had been. Modern
audiences, however, have unprecedentedly easy access to information relating to Mars, through
online resources and multi-media education. Today, the ‘Human-friendly Mars’ is widely
understood as a myth of fiction. It is for this reason our fiction can accommodate new levels of
scientific accuracy: the reader both expects it and, more importantly, understands it.
Weir’s narrative allows the reader to familiarise themselves with the realities and conditions of
Mars’ real-world environment. It is not enough that the story be set on Mars, but rather the
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reader must now explore the Acidalia Planitia, a vast plain that is found in Mars’ northern
hemisphere, and the Arabia Terra, a rocky and cratered desert, both real places, and both
strikingly different despite being ‘Mars’. The inclusion of such facts as environmental detail and
authenticity in the narrative enrich the quality of the setting.

I would argue that this is made evident when comparing two contrasting examples of
environmental representation, such as Heart of Darkness (Conrad, 1899) and The Power of One
(Courtenay, 1989), both of which attempt a literary representation of an African setting.
Conrad’s novella promotes imagery of dark jungles and uncharted rivers. In Heart of Darkness,
Africa is an untameable and unfamiliar wilderness, hostile to the characters and reader alike.
Edward Said (1994) notes Heart of Darkness as a prime example of a text which encapsulates
the anxieties and misconceptions of the colonial perception of Africa. Conrad’s portrayal of a
dark and wild Africa may suit the purposes of an adventure novella penned in the late nineteenth
century, but it is ultimately a vague and undetailed representation of Africa and the distinctive
Congo environment.

The Power of One (Courtenay, 1989) stands in contrast to Heart of Darkness in that
Courtenay’s novel presents an image of Africa far more grounded in reality and detail.
Courtenay’s novel does not permit the reader to set their imagination loose in a cliché African
setting - he did not want his readers conjuring a story set on the Nile or upon an unnamed
savannah after all - rather the story requires the reader learn of South Africa and its colonial
history. Instead of Conrad’s unfamiliar and unknowable Africa, the reader is presented with the
distinctive characteristics, beauty, quirks, social issues and discursive themes that are unique to
South Africa in the second half of the Twentieth Century. I would argue that by maintaining a
detailed commitment to the setting of the narrative and the portrayal of the South African
environment, Courtenay’s novel is able to surround his fiction in a context of South African
history, a complex and unique history which brings the powerful themes of the text to the
forefront of the reader’s attention. Courtenay creates a story set in a real place, while Conrad’s
dark jungle seems to remain a realm of fantasy, more fiction than real.
Just as The Power of One (Courtenay, 1989) creates a more grounded and convincing African
setting by embracing detail, so too does The Martian (Weir, 2014) construct a more convincing
portrayal of it’s environment by setting the story upon the Acidalia Planitia rather than any
haphazard location upon ‘The red deserts of Mars’.

Rather than shy from the challenges presented by telling a story accurately set on Mars, we see
the author embrace these challenges as part of the narrative, not an obstacle to it. An effort has
been made to represent a real place, but like Conrad’s Congo, it is a very foreign place. Without
the familiar fictional settings and habits, the reader is given a sense of being lost in an
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unfamiliar place, just as the character is. In this way, the harsher details of reality aid in the
creation of engaging fiction and drama.

The Martian (2014) does not present the reader with an antagonist character. The protagonists
are struggling against time and nature, much like Robinson Crusoe does on his Island.
Moreover, just like Crusoe’s Island, Mars itself is not presented as an antagonistic entity. In
Crusoe’s and Watney’s isolation, the ‘character’ of their respective islands does seem to rise and
fill the void left by other people, but despite inhospitable qualities, neither are ever truly the
enemy. Without the Island, without Mars, those main characters have nothing.

The problem that both the Island and Mars present in these stories is isolation. Watney is alone,
with a finite source of food and water, granting his character a greater sense of urgency than
Crusoe, who has a renewable source of water and the company of Friday. Similarly, the
challenge that both characters ultimately face is escaping their extreme isolation. In relative
terms, Robinson Crusoe is just as far from home as Watney is, with the remote islands and
uncharted places of our oceans being the scientific frontier of DeFoe’s time.

Many literary voices have remarked on the representational quality of the character of Crusoe,
the depiction of the arch-typal colonial self, man against the world, attempting to tame the wild
(Parrinder, 2006). This quality of colonial mimesis and resonance is noted by scholars such as
Spivak (1999) and Parrinder (2006), who both note the unfair subjugation of Friday and the
diminished autonomy of the character within Crusoe’s version of the narrative, and Edward
Said (1994), who describes in great detail the remarkable similarities and allegorical quality
between discursive elements Robinson Crusoe and the philosophical and empirical processes of
control (including practices of slavery and subjugation) observed in European Imperialism.
Poyner (2009) discusses a metafictional relationship between DeFoe’s Robinson Crusoe (1719)
and J.M. Coetzee’s novel Foe (1986). Coetzee’s novel is a twentieth century reinvention of the
original Crusoe story with a conscious inclusion of post-colonial values. In Foe, the character
Cruso has a diminished role within the narrative, sharing the story with Friday and the character
Susan Barton. This intertextual dynamic shows that Foe is in many deliberate ways a reaction
to Robinson Crusoe and creates a space to revisit and critique the themes of the novel. This
research operates with the perception that a similar metafictional dynamic exists between a
reading of Robinson Crusoe and a reading of The Martian.

I consider Mark Watney to be an apt depiction of how this particular archetype has evolved
since DeFoe penned Crusoe in the Eighteenth Century. Watney shares many obvious parallels
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with Crusoe, but upon second glance, he also possesses important qualities which Crusoe
lacked.
The first of these qualities to consider is Mark Watney’s knowledge and respect for his
environment. Although stranded by accident, he is an expert on Mars and highly aware of its
hazards. At no point does Watney delude himself into thinking he can tame the red planet, and
the instantaneous loss of his potato farm during the depressurisation incident seems to
emphasise the folly of such a plan. Despite the temptations of science-fiction and fantasy, it
was simply not possible for Watney to sustainably colonise his Island in Crusoe’s fashion.

A second notable difference between Crusoe and Watney is their attitudes and interactions with
other characters. While Crusoe befriends Friday, Watney has no neighbours on Mars and is
forced to find an alternative source of social interaction and so recovers the Pathfinder probe.
Once again, the reader is invited by the author to learn about some of the facts relating to human
exploration of Mars. Pathfinder is indeed a real probe, which was constructed by the JPL and
sent by NASA to Mars in 1996, landing in 1997 in Ares Vallis, near Mark Watney’s location in
the Acidalia Planitia (mars.nasa.gov.com, 2020).

Through Pathfinder, Watney is granted delayed communication with Earth. Here is another
notable point at which the author has placed precedence on the facts over the temptations of
easy, convenient fiction. Watney’s communication with Earth is bound to the exchange of radio
waves, which despite travelling at incredible speeds, still require between four and twenty-four
minutes to traverse the distance between Earth and Mars, depending on how far apart the two
planetary bodies are in their respective orbital paths (mars.nasa.gov.com, 2020).

This slow pace is more like a correspondence of letters than a modern exchange of conversation,
and the effect this has on Watney is factored into the narrative. Communication takes time, and
Watney’s frustration rises with more and more frequency as the narrative unfolds. The
protagonist becomes frustrated not just with the slow pace of conversation, but at the impersonal
nature of it. With his comrades on Earth consistently focussed on his wellbeing and survival, he
often laments the lack of humour and social interaction. Watney does not take for granted the
importance of social relationships. Where Robinson Crusoe can be accused of treating Friday
as a subjugated servant, Watney wants and seeks friendship, not servants. This is made clear
when he recovers Pathfinder in Chapter 11.
Sure I might not get rescued. But I won’t be alone.
The whole time I was recovering Pathfinder, I imagined what this moment would be
like. I figured I’d jump up and down a bit, cheer, maybe flip off the ground (because
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this whole damn planet is my enemy), but that’s not what happened. When I got back
to the Hab and took off the EVA suit, I sat down in the dirt and cried. Bawled like a
little kid for several minutes. I finally settled down to mild sniffling and then felt a deep
calm.
It was a good calm.
It occurs to me: Now that I might live, I have to be more careful about logging
embarrassing moments. How do I delete log entries? There’s no obvious way… I’ll get
to it later. I’ve got more important things to do.
I’ve got people to talk to!
-Weir, 2014, p.116

Like Crusoe, Mark Watney suffers from his social isolation. In both cases, the extremity of
their isolation has caused them to question and alter their sense of Self. Robinson Crusoe
becomes the colonial individual, while Mark Watney gains a new appreciation for his
community. Crusoe believes himself to be the Master of his Island, while Watney is always
painfully aware of the fragility of his existence on Mars, seeking to survive rather than
dominate. Textual evidence of Watney’s awareness of his own vulnerability is seen in the
transformation of his attitude as he encounters continuous challenges to survival.
By my reckoning, I’m about 100km from Pathfinder. Technically it’s “Carl Sagan
Memorial Station.” But with all due respect to Carl, I can call it whatever the hell I
want. I’m the King of Mars.
-Weir, 2014, p. 97
Watney’s light-hearted attitude and confidence is eroded throughout the novel, and even though
Watney remains a habitual optimist, he abandons any notion that he is in control of the
environment.
Weird thought: I’m not in Acidalia Planitia anymore. I spent 457 sols there, almost a
year and a half, and I’ll never go back. I wonder if I’ll be nostalgia about that later in
life.
If there is a “later in life”, I’ll be happy to endure a little nostalgia. But for now, I just
want to go home.
-Weir, 2014, p. 286

Perhaps this post-colonial sensitivity and lack of hubris from Watney can be considered an
encouraging development in character archetypes, especially when academic critique considers
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the representational qualities many scholars, such as Spivak and Said, have attributed to
Robinson Crusoe and characters like him.
While neither story has a real antagonist for the main character to struggle against, it seems that
Mark Watney manages to become more of a likeable protagonist than Crusoe does, and I
believe this is accomplished through Watney’s sense of scientific rationality and relatable need
to find a way home, which he achieves through determination, skill, and cooperation with his
fellow human beings, rather than through means of imperialistic will and control.

There are moments in Robinson Crusoe (1719) where the island is depicted as a colonial
paradise, a haven of prosperity and bountiful living, lacking only the luxuries of civilisation.
No attempt is made to romanticise Mars in The Martian. The Red Planet is acknowledged as a
wonderous and exotic location, but it is consistently hostile and unwelcoming to Watney from
the beginning of the novel to the end. In stark comparison to Robinson Crusoe (1719), the story
of The Martian promotes a Scientific Protagonist, who is accurately aware of his situation and
environment, and who similarly uses intellect and problem solving to escape his isolation, but is
far more able and willing to accept help. The parallels and differences between The Martian
and Robinson Crusoe are similar to the metafictional influence, as explained by Poyner (2009),
between Robinson Crusoe (DeFoe, 1719) and Foe (Coetzee, 1986). Both Foe and The Martian
present a Robinsinade style narrative in which the protagonists and characters improve on
Crusoe’s flawed character and world view, and as Coetzee’s novel enriches the post-colonial
qualities of the story, Weir reinvents the details of the isolated setting.
Mark Watney’s emergence as a Scientific Protagonist can be considered a successful
demonstration of a writing technique in collecting the scientific facts pertaining to Mars and
offering them accessibly to the reader through an emotional and human perspective. This
requires a good deal of research on the author’s part, and Weir celebrates these facts in a
personal, relatable and understandable narrative. This effort from the author requires the reader
to match the story’s demands of science literacy and encourages them to explore the facts in a
more immersive and imaginative fashion than traditional education methods. If research applies
the New Historicist analysis method outlined by Stephen Greenblatt (1989), of considering the
varied social and creative factors that surround the creation and reception of works of fiction as
indicative of a relevant cultural environment, then the popularity and success of characters such
as Mark Watney seems to suggest that contemporary fiction and drama have considerable
potential in the popular promotion and consumption of important scientific facts.
I believe that Miyazaki’s character of Jiro Horikoshi and Weir’s character Mark Watney
contrast against one another with two obvious differences in their forms. The first difference is
that Jiro Horikoshi is a representation of a real individual selected from scientific history, while
66

Mark Watney is a purely fictional construct. The second difference between these two
characters is that Miyazaki’s Jiro is very consciously a pacifist despite being surrounded by war,
while Mark Watney is a pacifist by default as he is alone on a planet with no opportunity for
martial violence present in his narrative. I do not think either of these differences prevents
either character from being considered a Scientific Protagonist nor do these differences grant
either character more validity as a Scientific Protagonist. The important thing to note is that
both Jiro and Watney, and any other such protagonists, inhabit stories that have been crafted to
allow the character to operate as a non-violent hero set against a scientific problem. Both
characters are accurate examples of Scientific Protagonists in fictions from modern novel and
film. The next chapter of this exegesis shall explore, through an outlined process of practice-led
research and critical self-reflection, the unique potential that the Theatre might offer to
Scientific Protagonists and their stories.
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Chapter Five
Creative Research and Creative Practice

The following essay will outline the methodology of Practice-led Research applied within this
project and will explain how these methods and philosophies have influenced the research itself.
The primary questions being explored by this project of Practice-led Research are “How does
the Scientific Protagonist operate as a deliberate writing technique in a dramatic text?” and
“What opportunities and qualities might the dramatic text offer in portraying a Scientific
Protagonist within a narrative?”. The creative-component of this research is presented as three
original scripts of individual one-act Plays: ‘Cosmic Bottle’, ‘Apples and Alchemy’ and
‘Sludge’. The following bridging-essay will discuss how a research strategy informed by the
methods and processes of the Iterative Cycle, outlined and defined by Smith and Dean in their
introductory chapter of Practice-led Research, Research-led Practice in the Creative Arts
(2009) has been enacted for the purposes of developing a deeper understanding of the Scientific
Protagonist through Practice-led Research and the resultant interactions between the traditional
research and the Creative Project. The following paragraphs will present the informing literature
and relevant research methods of Practice-led Research as applied in this project, followed by
an explanation of the writing processes being used and reflectively critiqued in the creativework. The final part of this bridging-essay is a reading guide and an outline of the critical
objectives of each of the original one-act plays being presented in the following chapters.

Recollecting the contributions of literary and performance theory that were introduced and
examined in the Literature Review of this exegesis, notably the works of Greenblatt (1989),
Healy (1992), Geertz (1973), Schechner (2003), Phelan (1998) and Smith and Dean (2009), the
practice of writing and presenting a dramatic text can be considered ‘performance’. Following
this operating theory, it is my intention that the three original plays that are presented in the
following chapters are to be considered works of performance which comprise the creativecomponent of this Practice-led research project.

The creative methods and performative research strategy described by Haseman (2006) and the
bi-directional flow of benefice outlined by Smith and Dean (2009) form the foundation of this
practice-led project; a presentation of creative writing that is subject to the parameters of
Performance Theory and grounded in a ‘reciprocal relationship’ with the New Historicist and
Cultural Materialist analysis. The central process of the ‘iterative cyclic web’ is enacted in this
research through the bi-directional interaction between the qualitative research component that
is the critical reading analysis of the emergent Scientific Protagonist character-type, and each of
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the individual creative works; Cosmic Bottle, Apples and Alchemy and Sludge. While all three
plays share a common thematic origin, that being the New Historicist and Cultural Materialist
analysis, as well as (for the sake of consistency and commonality) the themes and issues
discussed in Carl Sagan’s work Pale Blue Dot (1994), each can be read and understood as an
individual text and each responds to the qualitative component in a unique way.

The original creative works influence this research both collectively and individually;
collectively in the sense that the plays together demonstrate the refinement of my analysis and
definition of a Scientific Protagonist as a fictional device, with the writing and self-reflective
reading of each script influencing the next. New insights that surfaced in either the traditional
research component or in the practice of the writing of the first play Cosmic Bottle could be
further tested in the second play Apples and Alchemy, and if needed tested in greater extremity
in the third play Sludge. When acting as both researcher and creative writer, I am afforded the
opportunity to self-consciously reflect on my work and ask questions such as “How have
variations in the writing techniques affected the creation of a Scientific Protagonist story?” and
“Which variations worked the most and distinguished themselves through practice?” and I can
further question “Might new insight be gained by testing these variations further in the next
script?”. Together in sequence, the three plays are analogous to how this research project has
taken form since its beginning four years ago; they demonstrate how the concept and definition
of the Scientific Protagonist came to be, and how it was explored in detail through creative
research and practice.

The creative works also influence the research individually, providing this project with three
separate examples of Scientific Protagonist-led stories. In comparison to creating one single
creative text, separating the creative component of this project into three individual sub-projects
allows the opportunity to question a more diverse range of practical ideas and insights in the
construction of a Scientific Protagonist styled story. For example, The Navigator of Cosmic
Bottle is a purely fictional construct, much like Mark Watney in The Martian (Weir, 2014) and
provides practical insights into the writing of such a character, yet Zozo in Apples and Alchemy
is based on a real historical person, as is the case with Miyazaki’s Jiro in The Wind Rises (2013)
and operates better as an inquiry into the specific, detailed nuances of representing an historical
figure in fiction. While both stories encapsulate the character of a Scientific Protagonist in one
way, Zozo’s story provides a distinctly individual perspective that is naturally able to explore
different themes and discourses than those present in the Navigator’s story. Due to their
differences, this research can compare the subtle yet significant differences in the presentation
of historical figures and of purely fictional ones, the detailed writing requirements of each, and
the reverberating repercussions this may have in the deliberate crafting of Scientific
Protagonists. This creative choice is a response to the key differences between The Martian and
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The Wind Rises that were observed through traditional research methods and noted in Chapter
Four of this exegesis. Each new script is an opportunity to explore new themes and questions
that arise in critical reading and creative practice, and each play has brought new insight to the
attention of the critical analysis. Diversifying the creative works into individual projects also
makes it easier to identify the common traits shared by Scientific Protagonist characters, traits
that endure despite their differences.

Methods of Creative Practice

The following section of this essay outlines the specific writing techniques observed in this
project, outlining those that are most important to both the critical reading and the creative
writing components of the research. It is important to note that they are not listed in an order of
importance; there is a complex system of influence between each that makes them inescapably
related despite being distinctly separate literary constructs. The following paragraphs highlight
the writing techniques that have been identified as the dramatic storytelling techniques used in
the creative works referenced in the traditional research component, such as The Wind Rises
(Miyazaki, 2013) and The Martian (Weir, 2014), to promote their Scientific Protagonist
narratives. As such, these same techniques are used in a conscious and deliberate fashion
throughout the creative writing processes of the creative research component.

The particular writing techniques critiqued in this creative writing project relate to issues of:
Narrative and Discourse, Character, Fictions and Imaginative Frameworks and Historicism.
For the sake of being able to effectively and efficiently discuss these writing techniques, the
following section of this essay references the terminologies and principles of wider Literary
Theory beyond the theatre-text, most notably examples relating to the analysis of the novel.
Notably absent are theatre-techniques such as ‘space’, ‘style’, ‘design’, ‘movement’ and
‘conditions of performance’. These have been discarded from this analysis as they are, in
practice, determined not by a playwright but by the director, designers, technicians and actors of
the Theatre. A playwright may try to control these aspects of performance, but their
contribution fundamentally ends at the literary boundary of the script. The instruction they
provide in the script may or may not be followed by a director and may or may not be
successfully performed by the actor.

To better explain my admittedly liberal use of Literary Theory designed for the structural
analysis of novels, I will refer to Lee Patterson’s opening statement in the essay ‘Historical
Criticism and the Claims of Humanism’, that “By treating Cultural History as a text, New
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Historicism is able to bring to bear the formidable techniques that literary criticism has been
developing for the past fifty years or so.” (Patterson, 1987 p. 62). In the practice of literary
analysis, New Historicism does not try to reinvent the wheel, it simply rolls it toward a slightly
different destination. I would argue that if this is true for a New Historicist analysis of history,
then it also applies to the readings of creative works produced in said histories. Literary Theory
is a New Historicist’s friend, not just in readings of cultural history, but also in the critique of
creative works themselves and the way in which they interact with cultural systems. Embracing
this New Historicist research methodology for the purposes of this project allows for the works
of literary scholars such as Roland Barthes, Helene Cixous and Linda Hutcheon to guide the
variations and critique of the writing techniques that constitute the construction of the three
original plays.

Narrative and Discourse

As this Creative Project is to operate in an iterative web of influence with the broader research
questions of Scientific Protagonist led narratives, then it is important to determine how
‘narrative’ itself operates as a literary method that creates and resonates meaning with an
audience or reader. In the essay ‘Introduction to The Structural Analysis of Novels’, Barthes
(1977) states that ‘narrative is universal’, crafted and interpreted in a multitude of forms, and
that despite this diversity in form, literary theory can be utilised to deductively analyse literary
narratives. While Barthes uses the example of the novel in his argument, the same dynamic
processes operate in other forms of literary narrative, most notably for this discussion, the
dramatic text. Barthes (1977) considers ‘narrative’ to be a literary structure and the director of
‘discourse’, the wider themes and ideas that are brought into question by the text, which by
extension is a part of the process in which the reader or audience crafts meaning from a text.
“Structurally, narrative shares the characteristics of the sentence without ever being reducible to
the simple sum of its sentences: a narrative is a long sentence, just as every constative is in a
way the rough outline of a short narrative.” (Barthes, 1977, p. 84). From this, it can be
determined that narrative is determined by the form and style of a text.

If a narrative is the result of its constituent literary structures, then it stands to reason that as the
greater literary structure grows in complexity and scale, so too does its capacity to convey a
narrative, and to conjure the resultant discourse. The resultant significance of this structure is
that as ‘narrative’ determines ‘discourse’, and narrative is itself determined by literary forms
such as words, sentences, scenes and dialogue, then such literary techniques play an indirect but
tangible role in determining the discourse of a story, a role which can be deciphered and
critiqued in literary analysis (Barthes, 1977). I would argue it is worth noting that with this
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research’s consistent claim that the Scientific Protagonist is a device which promotes scientific
discourse, Barthes’ (1977) point on the role of the narrative as a source of discourse cannot be
overlooked. The Tempest (Shakespeare, 1611) is a narrative made from the events following a
ship being wrecked in a storm and its passengers and crew being stranded on an Island, but the
discourse of The Tempest is a story of romance, or of revenge, or of power and the right to rule.
Edward Said (1994, p.258) notes the post-colonial potential of The Tempest in the portrayal of
‘the Other’ with the characters Ariel and Caliban. Said’s more contemporary reading of the
play focusses on the themes that are present in discourse despite being marginal details of the
narrative itself. A similar dynamic is seemingly consciously utilised in The Wind Rises
(Miyazaki, 2013), with Jiro’s narrative centred on his own individual story and his romance
with Naoko, but with the discursive themes of the film relating to the problematic use of
technological innovation in the trans-national war-efforts of the Second World War.

The structure outlined by Barthes (1977) explains how the same discourse may be present in
different narratives. An example of this dynamic can be seen when comparing two of the three
plays in this creative project; the narratives of Cosmic Bottle and Sludge are very different in
style and form, yet they both encourage discourse of the same scientific topics, namely the
details of Voyager 2 and the technological use of Plutonium 238. Cosmic Bottle uses narrative
quite consciously, engaging with a metafictional voyage motif that allows the Voyager 2 to be
represented as the nautical setting of the entire play, while Sludge has a distinctly different
narrative style, referring to Voyager 2 through offstage references, the character’s dialogue and
in the fictional influence of the spacecraft on the automaton design. Despite the differences in
dramatic and scenic representation, the science and technology of Voyager 2 are highly relevant
to each story. The ability to use different narratives to reflect on the same discourse has been
heavily utilised by this project to explore variations of a Scientific Protagonist story and to
better understand how detailed the discourse they form might be.
Barthes’ (1977) theory implies that the structural potential of a creative text to create meaning
can be analysed in literary theory in both a holistic fashion, an analysis of the creative work as a
complex literary structure, and also in more refined measures, the deconstructive analysis of
individual elements within such complex structures.

The translatability of narrative is a result of the structure of its language, so that it
would be possible, proceeding in reverse, to determine this structure by identifying and
classifying the (varyingly) translatable and untranslatable elements of a narrative. The
existence (now) of different and concurrent semiotics (literature, cinema, comics, radiotelevision), would greatly facilitate this kind of analysis.
-Barthes, 1977, p. 121.
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Barthes’ point is that when viewed in a structuralist manner, the distinct components of a
narrative can be understood as constituents of the greater processes that make meaning.
Furthermore, in relation to the Scientific Protagonist and the three original plays, this process of
translatability highlights a point that the creative works in this project are intended to present a
narrative with clarity over obscurity; that is to say that the narrative cannot become so heavy
with illogical or non-sequential fictions and techniques that the narrative itself becomes overly
difficult to read or interpret. Each play is crafted in a linear fashion, with clear actions linking
the scenes in a cohesive story, but each can be referenced in a structuralist literary analysis as
described by Barthes (1977).

Aside from writing techniques related to the scenic representation of narrative, the forms of
theatre and drama also allow for an alternative, exposition style of storytelling, concerned less
with scenic action and more with dialogue and the communicative quality of words. Gruber
(2010) notes the historical practice of playwrights deliberately using character exposition to
construct an unseen narrative, referring to examples of characters such as ‘the Nurse’ from
Shakespeare’s Romeo and Juliet (1599) and ‘Lopakhin’ in Chekhov’s The Cherry Orchard
(1904). This exposition-styled writing technique reveals discourse beyond the narrative seen on
stage, challenging what some might believe to be a universal rule of drama, the rule of ‘Show,
Don’t Tell’.

In referring briefly to previous events that the audience cannot see and cannot fully
know, Shakespeare’s and Chekhov’s characters momentarily create for themselves a
historical background, a depth-of-field against which they can be glimpsed as actors or
agents. The technique endows them with the illusion of both solidity and temporal
duration; because the information about their previous lives in only partial, it invites us
to project an image of them existing and acting beyond our immediate perception.
-Gruber, 2010. p. 9

Gruber further elaborates on techniques of exposition with an analysis of the Three Gentleman
from the exposition-rich scene (act V scene 2) at the end of The Winter’s Tale (Shakespeare,
1623). Gruber notes the differences in how this technique is used; The Nurse references events
within the context of the narrative, as a minor part of the greater narrative of the scene, but with
the Three Gentlemen, the re-telling of an unseen ‘scenic’ event is its own narrative, one that
Shakespeare seems to have deliberately chosen to use over dramatic techniques of scenic action
and representation. The use of exposition and references to the unseen is undeniably different
between the separate creative works, but the same principle is seen at work as the staged story is
expanded upon with narrative being constructed offstage.
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These writing techniques presented by Gruber (2010) simultaneously develop narrative (and
thereby enacting discourse) and character. They also allow for more historical content to be
placed into the context of the narrative’s historiographic setting and bring events offstage (from
another time/place) into relevance on stage. Returning, once again, to an example from The
Tempest, we can see how a story can be crafted in the unseen space that exists offstage, in a
time and place that the audience was not present for and is not privy to. A specific example
would be Caliban’s monologue in act 1 scene 2:
Caliban – I must eat my dinner.
This island's mine, by Sycorax my mother,
Which thou takest from me. When thou camest first,
Thou strokedst me and madest much of me, wouldst give me
Water with berries in't, and teach me how
To name the bigger light, and how the less,
That burn by day and night: and then I loved thee
And show'd thee all the qualities o' the isle
-Extract from The Tempest, Act I Scene 2, by W. Shakespeare, 1611.
The audience does not see Prospero’s rise to power, but the unseen events are revealed
throughout the play, and the resounding consequences of these ‘previous’ (in reality, nonexistent) events are seen to influence the character’s actions in the central narrative. By
interpreting the fragmented clues provided in the ‘offstage references’, recollections and
opinions of characters like Caliban, Ariel, Miranda and Prospero, the audience can construct an
unseen narrative of Prospero displacing Sycorax as the ‘master’ of the Island, further detailing
their understanding of the context of events being portrayed in the central, scenic narrative.
Similar techniques of literary exposition successfully crafting unseen narratives can be noted in
works of modern film, such as with character monologues in the film Pulp Fiction (Tarantino,
1994) that dictate previous events in a graphic manner, and the importance or relevance these
events have to the narrative and its characters, without once showing the events in question.
The audience is, at once, deprived of scenic representation and entrusted with imaginative
interpretation. It should be noted that apparently, despite being separated by centuries of
performance, Shakespeare and Tarantino both demonstrate that ‘Show, Don’t Tell’ may not in
fact be the universal rule of theatre, drama and creative storytelling that some might believe it to
be.

The techniques noted above guide the way in which this project attempts to utilise narrative and
discourse as a constructive element in a Scientific Protagonist-led Play. The techniques and
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structures discussed by both Barthes (1977) and Gruber (2010) distinguish ‘character’ as a
noteworthy device which authors and playwrights can, and very often do, use to convey a
narrative and propel it forward in action.

Character

Naturally, when analysing the Scientific Protagonist as a potential character-type, consideration
should be given to the literary critique and writing techniques relating to ‘character’. All
characters in the three original plays of this Creative Project, major and minor roles alike, have
been constructed with awareness to the fact that most literary theory considers ‘character’ a
distinctive literary device. The structuralist analytic theory of Barthes’ provides a concise
definition of ‘character’ as it is understood as a distinguishable, individual entity within a
narrative: “Structural Analysis, much concerned not to define characters in terms of
psychological essences, has so far striven, using various hypothesis, to define a character not as
a ‘being’ but as a ‘participant’.” (Barthes, 1977, pg. 106). This concept of character as
participant has informed and influenced the creation of each individual role in the three original
plays written for this project.

Barthes describes literary characters as participants in sequences, relationships and actions.
Helene Cixous also provides a detailed definition of ‘character’ and the related imaginative
processes in her work ‘The Character of Character’ (2011). She defines character as a semiotic
device of fiction which, if implemented in a successful fashion, helps to facilitate the
transmission of ideas between reader and text and the creation of resonating meaning in this
process.
By definition, a ‘character’, preconceived or created by an author, is to be figured out,
understood, read: he is presented, offered up to interpretation, with the prospect of a
traditional reading that seeks its satisfaction at the level of a potential identification with
such and such a ‘personage’, the reader entering into a commerce with the book on
condition that he be assured of getting paid back, that is, recompensed by another who
is sufficiently similar to or different from him – such that the reader is upheld, by
comparison or in combination with a character, in the representation that he wishes to
have of himself.
-Cixous, 2011, p. 43.

Like Barthes, Cixous uses the novel as her main example, but once again, in context that which
works for characters in novels also works for characters in theatre when considering both are
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literary constructs. The claim made by Cixous (2011) is that character operates as an access
point for the audience to experience the story through the perspective of a relatable personality
that can be either similar or different to themselves. In relation to this project, this quality
outlined by Cixous is central to the role a Scientific Protagonist plays in their audience’s access
to scientific discourse. Cixous elaborates further on how an individual character creates a
relationship with the reader or audience:
In this system, the ‘character’ represents a set of externals. He has referents (real causes
that are anterior and exterior to the text: he could be the portrait of a real person.) to
which he alludes, while he fixes his essential traits so as to preserve them in the book.
He is therefore the guarantor of the transmission of meaning and of the ‘true’, at once
porte-parole, emissary and idol, indubitably human, at least partially universalisable,
and homogenous.
-Cixous, 2011, p. 43.

The point made here by Cixous further underlines one of the most important qualities of
character and, in the context of this research project, of the Scientific Protagonist: these literary
figures, crafted to resemble relatable personalities, serve the reader (or audience) as the
translators of the story and its ‘truths’. In each of the three plays written for this Creative
Project, one particular character has been deliberately crafted to serve as a fictional protagonist
which can simultaneously highlight ‘referents’, both present on stage and absent off-stage, and
personify the relatable traits and qualities that enable the character’s motivations, their
perception of their environment and their mode of thinking. Cosmic Bottle presents the
Navigator, Apples and Alchemy presents Zozo, and Sludge presents Malio. Each character is, in
action, a non-violent and non-martial individual. Each character also attempts rationally to
resolve a science-based problem and through this ‘conflict’, conveys a (potentially) detailed
scientific discourse to the potential audience.

The idea presented by Cixous (2011), that the audience will be conventionally predisposed to
favour the perspective of a character, is indicative of the communicative potential of a Scientific
Protagonist, but it also highlights a potential risk in that the character perspective interpreted
and favoured by the audience is not guaranteed to be genuine: it can be misleading if the
character is misleading, or flawed if the character is flawed. The fact that readers relate
emotionally to a narrative via a character places a unique pressure on the character’s literary
form to determine how the narrative can be interpreted.
Cixous’ argument presents ‘character’ as a popular semiotic, a literary structure and concept that
survives and stands up to standards of post-modern scrutiny. There is an undeniably significant
76

amount of cultural familiarity in the interpretation of ‘character’. Clifford Geertz’s (1973) logic
would advocate for being consciously aware of this cultural popularity. The persistent
popularity of this literary technique and interpretive process is interesting for this particular
research project, informed as it is by the research methods of New Historicism and Cultural
Materialism, and evident in the critical reading of the historical emergence of the Scientific
Protagonist in Chapter 3 of this exegesis, in which distinctive characters from creative works,
such as Prospero and Viktor Frankenstein, are presented as milestones of fiction and the literary
predecessors of the modern Scientific Protagonist. For such reasons, the literary construction of
each character in the original plays is a conscious and considered process.

As fictional devices, characters have the potential to create an illusion of alterity, in which the
audience can understand themselves better by comparison to the character or to the character’s
circumstances. Jensen (1996) offers an insight into this process in her discussion of
Shakespearean characters.
By entering imaginatively into the characters’ lives, we can learn about how to evaluate
various political alternatives, an enterprise in which we must engage in order to see our
own situation clearly. Further, by considering the choices made by the characters, we
can refine our own ability to make sound political judgements, which are always
constrained by circumstances and always occur within a particular time and place.
-Jensen, 1996, p. 235.
Responding to the point made here by Jensen, ‘characters’ can be considered as a window into
imaginatively playing with structures and frameworks alternative to the reader’s own.
Following this logic, the choices made by the intended Scientific Protagonists, the Navigator,
Zozo and Malio, should be understood as fictional choices that allow the reader, or potentially
an audience, to question what they might do in such a situation as what unfolds in the script, or
potentially on stage. Through this process, the character offers the audience a chance to better
understand themselves and the choices they make.

Fictions and Imaginative Frameworks

The critical analysis of creative works presented in previous chapters features the observation
that fictional and imaginative story elements have the potential to highlight the more factual
components of a narrative. The fictional elements of creative works seem to play an important
role in the reader’s interactions with a text, and despite their imaginative frameworks, they do
not seem to altogether distort the texts quality of promoting scientific discourse. Rather, in
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some particular and relevant cases, these imaginative fictions successfully promote the nonfictional qualities of a story. For the context of discussion regarding writing techniques in this
project, ‘fictions’ can be understood as deliberate deviations from reality in the narrative or in
the representational fidelity of historical events and characters. Instead of resisting fictional
eccentricity or attempting to disguise the fact that each play in the creative project is
inescapably an intentional work of fiction, the imaginative potential of the stage is embraced as
a potential strength in the construction of a Scientific Protagonist-led play in the creative
component of this research.
“The function of a narrative is not to ‘represent’, it is to constitute a spectacle still very
enigmatic for us but in any case not of a mimetic order. The ‘reality’ of a sequence lies
not in the ‘natural’ succession of the actions composing it but in the logic there exposed,
risked and satisfied.”
-Barthes, 1977, p. 123-24.

Barthes reveals in this statement that there is a certain degree to which the construction of a
narrative may divorce itself from the strictly naturalistic recreation of events. He suggests that
there is a leniency for elements of enigmatic fiction, as long as a prevailing, logical reality is
ultimately satisfied. Relating this perspective to the three plays in this Creative Project – I
would argue that they should each make some kind of logical, narrative sense, but they are not
intended to be strictly ‘natural’ representations of events.

Another noteworthy quality of fictional frameworks is highlighted by Stephen Greenblatt in his
essay ‘The Improvisation of Power’ (1994). Greenblatt notes the distinctive quality of the Tudor
play to enact a dramatic technique he refers to as ‘argumentum in utramque partem’; the ability
of a text to give equally compelling voices to opposing arguments or ideologies (Greenblatt,
1994, p. 53). This technique of dramatic fiction is utilised in various ways and referenced in
each of the three plays in this project (even though they are not necessarily products of the
English Renaissance). The fictional settings of each narrative create a space for opposing ideas
relevant to this research to clash in the hypothetical conflicts that fleetingly occupy the realm of
the stage.

When further consideration is applied to the realistic economic requirements of a theatre-text,
the fact that such a text stands to benefit by being accessible and consumable for a broad
potential audience, and noting Barthes’ point on logic referenced above, it becomes evident that
each of the three original plays in this project may indulge in fictional elements, but that this
indulgence is limited in that these fictions must not render the story inaccessible or overly
difficult to interpret and understand.
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A prime example of this technique, the deliberate use of fiction, is the presence of alchemy as a
profession in the narrative of Apples and Alchemy, a play which is intended to highlight facts of
scientific history. The presence of alchemy as a valid practice is intended to play on the
reader’s contemporary knowledge that alchemy is no longer considered a valid science, and to
highlight the fact that this was not necessarily the case for the public that first encountered the
ideas and ‘universal laws of physics’ that were presented by Sir Isaac Newton in the
Seventeenth Century, ideas and concepts which have since become rather important to modern
science. Another obvious example of deliberate fictionalisation and deviation from realism in
this creative project is the representation of the Voyager 2 as a nautical vessel with passengers
and a crew. This choice is beneficial to the overall purpose of the narrative as it allows for a
character-led story to take place, providing a setting for individual personalities to interact in a
way that the audience might understand, and it also points discursively to Voyager 2’s place as a
continuation of a long-standing practice and tradition of exploration, making symbolic
allegories between the spacecraft and earlier endeavours of human exploration and discovery.

The writing techniques used to create imaginative and fictional frameworks, beyond examples
of narrative and character, include techniques of imagery and hypertext, defined by Schechner
as follows: “Hypertext combines words, images, sounds and various shorthands.” (Schechner,
2013, p. 5). These are most evident within the three original Plays in the small but significant
stage directions; the directions made by the writer and open for interpretation by the reader,
which note important details beyond character and dialogue. The threat of a ‘Kraken’ and of a
‘Tempest’ in Cosmic Bottle, and the continuous appearance of the apple-fruit in Apples and
Alchemy are examples of hypertext being used to stimulate discourse. The ‘Kraken’ and the
‘Tempest’ are familiar representations of the unfamiliar events and circumstances surrounding
the Voyager 2 mission, representations which seek to make relatable the journey of an
unmanned space-craft crossing into interstellar space, while the ever present ‘apple’ constantly
draws the reader’s attention back to the cultural myth, fact or fantasy, of Sir Isaac Newton being
inspired at one point by a falling apple, and inviting thought on the scientific discourse
involved.

The presence of fictional elements in the three original plays is restricted by the sequence and
satisfaction of logic described by Barthes (1977) and the functional practicalities of presenting a
story designed to be performed onstage in a live theatre. Beyond these restrictions, the three
plays utilise the imaginative frameworks and deviations to various degrees of extremity, from
the highly imaginative setting of Cosmic Bottle, to the more subdued and realistic events of
Sludge.
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Historicism

The value of historicism in this New Historicism guided analysis is for the most part, selfevident. Creative works which feature a Scientific Protagonist often bring historical events and
characters into the spotlight. So much so, in the case of works such as The Wind Rises (2013)
and Agora (2009) that I believe a comprehensive outline of the creative and literary
representation of history is warranted.

However, it is this very separation of the literary and the historical that is now being
challenged in postmodern theory and art, and recent critical readings of both history and
fiction have focused more on what the two modes of writing share than on how they
differ. They have both been seen to derive their force from verisimilitude than from any
objective truth; they are both identified as linguistic constructs, highly conditionalised
in their narrative forms, and not at all transparent either in terms of their language or
structure; and they appear to be equally intertextual, deploying the texts of the past
within their own complex textuality.
-Hutcheon, 1988. p. 105.

Hutcheon (1988) points out the validity of similarities between literary histories and literary
fictions, and that these similarities are at times so overt that they can be seen in intertextual
references. Following this perspective outlined by Hutcheon, which considers historicism, in a
writing context, to be a creative and intuitive literary technique, the historical references of the
creative works in this project can understood and distinguished as both direct and indirect acts
of this style of historicism.

An example of a direct historical reference is evident in Apples and Alchemy when Zozo
witnesses the comet event of 1758, an event which is relevant to the narrative of the play in that
it publicly confirmed the predictive potency and accurate qualities of Isaac Newton’s formulae
in the calculations made by Edmond Halley (Grier, 2013). However, this scene also serves to
assist any potential audience as an opportunity to make connections between the play and
history, situating the narrative into pre-existing timelines and interpretations of historical events
and clearly distinguishing when and where in history the events portrayed took place.

One example of indirect historicism in this project is the intertextual reference to Beowulf in
Cosmic Bottle. The monologues of the character ‘the Captain’ are contextually altered versions
of the Beowulf poem, a technique intended to reflect and accentuate the differences between the
traditional Hero Protagonist and the newer Scientific Protagonist, particularly in regard to their
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respective problem-solving methods. The verses of Beowulf inform the Captain’s speech, but at
no point is it directly revealed to the audience that Beowulf is the original source of these
monologues, and so the reference remains an indirect act of historicism. Importantly, historical
text is still being called upon in a new story, but in a self-conscious fashion that encourages
contemporary reflection on the resonating similarities and differences between the present
reading or performance and a particular point in history. “Postmodern fiction suggests that to
re-write or to re-present the past in fiction and in history is, in both cases, to open it up to the
present, to prevent it from being conclusive and teleological.” (L. Hutcheon, 1988, p. 110)

This potential for the creative interpretation and representation of history to prevent conclusive
and reductive habits of historicism is also a central and recurring theme of New Historicism.
I would dismiss any criticisms of New Historicism as an attempt at ‘re-writing history’ and
subjecting it to modern critique. Considering the point made by Hutcheon (1988) regarding
historical metafiction as indicative of the time of its implementation as much as of the invoked
history, as well as the point made by Patterson (1987) that creative works share a tangible
relationship to with the moment in history in which they were made, the creative historicisms of
this project can be understood not as an attempt at re-writing the past, but as a way of better
knowing the present and its potential relationship to the past.

A Note on Shakespeare

Intertextual and metafictional Shakespearean references appear frequently throughout all three
of the original plays in this Creative Project. Shakespearean characters are present in Cosmic
Bottle, namely Prospero, Ariel and Caliban. In Apples and Alchemy Shakespearean verse is
used as the language of alchemy and to distinguish the Kingdom of England from the Kingdom
of France. In Sludge, Malio recites a reinvention of Hamlet’s ‘to be, or not to be’ monologue
from act I scene 5 of Hamlet (1602), in which Shakespeare’s verse is edited, altered and
substituted with contemporary English, yet the discourse of the dialogue remains the same.

This practice works as part of what Hutcheon (1988, p. 120) notes to be the analytical qualities
of the dynamics of historical metafiction; such texts operate as literary examples of how
perceptions of history change over time. The presence of Shakespeare serves as both an
indicator for the Scientific Protagonist’s origins in the English Renaissance, and also as a
consistent marker for a dramatic-text’s inherent quality as a text which may be reinvented and
interpreted in a variety of creative forms. This process of reinvention in theatre is noted by
Greenblatt in the following quote: “Shakespeare’s language and themes are always caught up,
like the medium itself, in unsettling repetitions, committed to the shifting voices and audiences,
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with their shifting aesthetic assumptions and historical imperatives, that govern a living
theatre.” (Greenblatt, 1994, p. 74).
The influence of Shakespeare’s work is not reduced to a historical legacy, as contemporary
access to his work allows his plays to maintain a role in the form and influence of contemporary
performance. While the base text has remains relatively intact, readings and translations of
Shakespeare’s work have varied over time. Over the course of the many years and generations
that have passed since these plays were penned in the sixteenth and seventeenth centuries, and
in consort with changing cultural trends, these variations in the interpretation of Shakespeare’s
work have either brought to the text a new element of performance which allows it to endure
and resonate with contemporary audiences, or these variations might fail, or at some point fall
from fashion or relevance, but the form of the performance remains nonetheless determined by
the presence or absence of such variations. This process is strikingly similar to another theory
outlined for a vastly different academic discipline: “This preservation of favourable variations
and the rejection of injurious variations, I call Natural Selection.” (C. Darwin, 1859, p. 63).

Following the scientific terminology of Darwin - if I might be permitted a momentary play of
terminology - readings and interpretations of Shakespeare’s works have arguably changed and
diversified in a process of Evolution by Cultural Selection. Individual variations are subject to
their physical, and furthermore their social, environment. Such perspectives, and the detailed
analysis of such texts, characterise the operating ethos of studies in Cultural Poetics and
Materialism. The value of Shakespeare’s works as both material product and a force of
influence are as beneficial to literary studies as the value a practitioner of Darwinian theory
might place in a physical consistency between extant species and fossil records; both provide
tangible links to the past and offer insight as to how that history has affected (or continues to
affect) the present. The abundant presence of Shakespeare’s work incorporated into the three
plays is intended to make this process an inescapable element of each plays thematic discourse.

Critical Objectives of the Creative Research: A Reading Guide to the Plays

Having established above the informing theory and processes of how the Creative Project
operates as a component of this research and having outlined in detail the literary techniques
that form the practice of creative writing and critical reflection in this project, the last section of
this chapter will outline the critical objectives and individual details of each of the three original
plays that collectively comprise the creative component of this research. Through processes of
Practice-led Research reciprocated with Research-led Practice (Smith and Dean, 2009), these
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plays are intended to bring to light, both collectively and individually, insights that may help to
construct a more detailed analysis of the Scientific Protagonist in Theatre.
The primary research questions of “How does the Scientific Protagonist operate as a deliberate
writing technique in a dramatic text?” and “What opportunities and qualities might the dramatic
text offer in portraying a Scientific Protagonist within a narrative?” are explored in the
following chapters in three individual and distinctly separate creative works. All three of these
plays share a common thematic origin in the traditional, qualitive research analysis of the
Scientific Protagonist.

In addition to the research agenda relating to the Scientific Protagonist concept, the creative
works of this project are influenced in origin by the work of Carl Sagan, namely his 1994 book
Pale Blue Dot. Sagan was renowned as a talented scientist and, importantly to this project, a
gifted communicator of scientific discourse, able to convey complex knowledge pertaining to
astronomy in an elegant, almost poetic, manner. It is important to maintain self-awareness
regarding the limitations of this research as an endeavour of the creative arts and theatre studies
in a university context, and when reflecting on issues of science, it is perhaps best to consult the
works of scientists. The inclusion of Sagan’s work satisfies this creative project’s need for
complex scientific discourse comparative to The Martians portrayal of Mars or the scenic and
imagery-rich presentation of aerodynamics in The Wind Rises.
Furthermore, these creative choices, the self-conscious inclusion of Sagan’s influence, and also
the intertextual use of Shakespeare’s characters and dialogue, in the construction of the three
scripts and their stories, create points of commonality and control between these variables
across the three plays, something of value in an experiment that affords as much fictional
eccentricity and divergence as a creative theatre-writing project.

The three one-act plays of this project have been written to be entertaining and valid dramatictexts, each capable of being read as a template for a theatrical performance with the capacity to
entertain an adult audience in a live theatre. The reading guides below have been provided to
outline the critical research objectives of each play as well as to supply information that is
beneficial to have for a strictly academic reading of the creative works, that being a reading of
the work as an act of research, as opposed to reading them as simply the instructions of a theatre
performance.

The First Play - Cosmic Bottle

The first play in this Creative Project is Cosmic Bottle. The primary objective of this play is to
promote scientific discourse relating to:
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1- The Voyager 2 spacecraft and its current location at the edge of the Solar System.
2- The technology of the Voyager 2 spacecraft, notably the use of Plutonium 238 as the
radioactive fuel-source of the craft.
3- The scientific and creative value of the Golden Record, an artefact of human creativity
attached to the Voyager 2 craft.

The scientific content of the play is primarily informed by both the information provided by the
U.S. based National Aeronautics and Space Administration (nasa.gov), who operate and
maintain communication with Voyager 2, and by Carl Sagan’s discussion of the Voyager Space
Program throughout Pale Blue Dot, most notably in Chapter 6 ‘The Triumph of Voyager’, and
in Chapter 9 ‘An American Ship at the Frontier of the Solar System’.

Cosmic Bottle features a narrative that is self-consciously crafted by intertextual and
metafictional influences. The voyage motif is inspired and designed to emulate historical
creative works with nautical themes, such as Treasure Island (Stevenson, 1883), Moby Dick
(Melville, 1851), with frequent and notable literary references to Beowulf (Heany 2009) and The
Tempest (Shakespeare, 1611) as well. This heavy use of fictional elements practically reinvents
the setting of the Voyager 2 to the extent that it is unrecognisable in regard to representational
fidelity. Obviously, there is no crew on board the Voyager 2. But by using creative and
imaginative frameworks to suspend disbelief and pretend, momentarily for the duration of a
one-act play, that the spacecraft could be a ship, an opportunity is made for the creation of a
character-led narrative that opens the discourse of Voyager 2 to the reader or audience. Cosmic
Bottle explores the possibility that, despite obvious differences and contradictory elements, the
fictional components of a narrative, such as a fictional crew of characters, can highlight the
more factual components that are imbedded in the story.
The Scientific Protagonist is represented in this first play in the character of ‘the Navigator’ and
supported by an ensemble of characters, notably the ‘crew’ of the Voyager 2. The main
narrative of the story follows the Navigator as they struggle with the decision of how best to
spend the finite supply of energy that is provided to the ship by a diminishing radioactive fuel
source. As the main narrative unfolds, the Navigator routinely returns to a secondary story, a
staggered telephone conversation with an unseen character named Elizabeth, the ship’s
correspondent on Earth. The vast distance between Earth and the Voyager crafts, and the
journey this necessitates for radio-transmissions traversing this distance, results in a delayed
communication between the Voyager crafts and NASA, and this staggered conversation
between the Navigator and Elizabeth is a fictional rendition of this communication process.
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The Second Play - Apples and Alchemy

Written in response to insights gained in the writing and re-reading of Cosmic Bottle, as well as
in response to relevant information collected through the traditional research component of this
project, the second one-act play, Apples and Alchemy, is intended to refine further the
developing ideas formed in the iterative process of crafting of the first play. The main critical
objective of Apples and Alchemy is to promote discourse relating to:
1- Sir Isaac Newton’s ‘Universal Laws of Motion’
2- The role played by individuals such as Voltaire and Emilie du Chatelet in effectively
translating and creatively communicating the work of Sir Isaac Newton.

The scientific relevance of these topics is informed by historical and biographical references
relevant to Voltaire, and by Chapter 3 of Pale Blue Dot, ‘The Great Demotions’, in which Sagan
notes the importance of Newton’s contributions to science and in particular to astronomy and
related ‘earth and space sciences’.

Dividing the creative research component into three separate scripts allows this project the
opportunity to diversify research potential and react to questions raised in the analysis of
creative works. Apples and Alchemy explores questions raised in the analysis of The Wind Rises
(2013), a text which represents history with fictional elements deliberately used to distort the
historical accuracy of the narrative. Notably, unlike the purely fictional characters of Cosmic
Bottle, and more like Miyazaki’s 2013 film, the play Apples and Alchemy features a real
historical figure as the inspiration for the character acting as the protagonist, and the narrative
consistently refers to other historical events and figures.
The Scientific Protagonist is represented in ‘Zozo’, a fictional characterisation of the real
historical figure of Voltaire. Zozo is accompanied in their narrative by a large cast of
supporting roles, with major characters, such as Emilie, and a group of minor characters.
The narrative structure of Apples and Alchemy is majorly influenced by lessons learned through
the creative practice of writing Cosmic Bottle. One major lesson learned was that ‘simplicity
has value’. When a Scientific Protagonist engages with scientific discourse, it is easy for the
facts to become lost in the events and actions of the story being staged. Resultantly, discursive
content, the embedded, oft-times complicated scientific facts, and the wild fictional elements are
more diminished in Apples and Alchemy.

In critically re-reading Cosmic Bottle, it becomes apparent that the character-led elements of the
story are more resonating and more successful in drawing the reader’s attention to scientific
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details. Due to this success, ‘character’, as a literary technique, is explored and emphasised
further in Apples and Alchemy, and the main protagonist character is distinguished further from
the other major roles present in the narrative.
The Third Play – Sludge

The third and final play in this project is Sludge, a narrative that is constructed in response to
insights gained through traditional research and through the practical process of writing and rereading of Apples and Alchemy. The narrative of Sludge revisits the themes and scientific
discourses of the first play, Cosmic Bottle, for the purposes of comparing this version of the
Scientific Protagonist against a similar, previous research attempt and creative interpretation, as
well as for the purposes of clearly demonstrating how this research’s understanding of the
Scientific Protagonist has developed since the first play. The critical objectives of Sludge are to
encourage discourse relating to:

1- The Voyager 2 spacecraft and its current location at the edge of the Solar System.
2- The technology of the Voyager 2 spacecraft, notably the use of Plutonium 238 as the
radioactive fuel-source of the craft.
3- The scientific and creative value of the Golden Record, an artefact of human creativity
attached to the Voyager 2 craft.
4- Questions regarding the ethical issues surrounding scientific invention and innovation
as well as environmental and technological responsibility.

Despite the similarities in the discursive themes of both Sludge and Cosmic Bottle, the narrative
of Sludge features a more internal and emotional conflict than the comparatively adventurous
and existential threats faced by the Navigator.

The text is a reaction to creative works cited in the New Historicist analysis presented in
previous chapters such as The Wind Rises (Miyazaki, 2013), The Life of Galileo (Brecht, 1947)
and Copenhagen (Frayn, 1998), texts which use character-led drama to question the roles and
responsibilities of the scientist, explorer or inventor, and their decisions and actions as
emotional participants within scientific practices. The script has also been influenced by certain
storylines and plot elements from Frankenstein (Shelley, 1818) and the Greek myth of
Pygmalion (famously celebrated in Ovid’s First Century narrative-poem Metamorphoses).
The Scientific Protagonist is represented in the third play by Malio, an eccentric and emotional
individual who is supported by a small cast of major characters. This small cast of characters is
the result of the play further distinguishing the lead protagonist from a diminished ensemble in
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the same fashion that the second play responds to the first. As this variation of writing
technique seemed favourable, it is tested again in greater extremity.

Within the narrative of Sludge, Malio struggles with the idea that her inventions will likely be
used for questionable, or outrightly nefarious and unethical purposes by the unseen parties who
intend to appropriate her work. She further struggles to come to a clear conclusion as to what
exactly the ‘right thing to do’ is in her particular situation, complicated as it is by her economic
situation and the pressures of solving a pressing issue of toxic environmental pollution that is
ever-present throughout the narrative.

At first intended to be the most refined example of a Scientific Protagonist due to its place as
the third and most informed of the three creative works, Sludge was later retrospectively
understood as just one example of the forms a Scientific Protagonist-led drama might take;
different to but no less valid than the stories of Cosmic Bottle or Apples and Alchemy – and that
a character-structure that was seemingly, at first, quite rigid and demanding, revealed itself to be
quite flexible and adaptable as a fictional technique.

It should be noted that more detailed Critical Reflections follow each play as they are presented
in the following chapters. The stories of the Navigator, Zozo and Malio are the creative literary
works that this Practice-led Research project will use to explore the primary research questions
of how the Scientific Protagonist might operate as a deliberate writing technique and fictional
device in the dramatic-text, and what unique opportunities and qualities might the dramatic-text
might offer in the literary crafting and portrayal of a Scientific Protagonist.

The three plays that are presented in the following chapters operate as what Schechner (2003)
might describe as ‘particularly heated arenas of ritual’, in which the ideas and questions
discerned through traditional research methods is tested in practice and through performance.
Cosmic Bottle, Apples and Alchemy and Sludge each encapsulate, in one way, a variety of
Scientific Protagonist that serves to further this research project’s understanding of the topical
issue, and each play has been constructed with continuous, conscious consideration for the
guidelines of research provided in performance theory, and for the important influence of the
New Historicist and Cultural Materialist elements of this project’s traditional research
component.
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Chapter Six
Cosmic Bottle
Cosmic Bottle: Presentation of Creative Work
Cosmic Bottle is the first one-act play written for the purposes of this research project. It is a
play designed to celebrate the scientific and explorative achievements of the Voyager 2
spacecraft, with a particular focus on the current Voyager Interstellar Mission and the legacy of
the Golden Record.

Within the play, the Voyager 2 is presented in a fictional form; as an eccentric ship with a crew,
a captain and passengers. While this change may be highly inaccurate and undoubtedly
impossible, as a fictional device it allows for an opportunity to engage with the scientific
content of the play in a new and dramatic fashion. The deliberate inclusion of this fiction was
intended as an invitation for any potential audience to engage with the play in an imaginative
and playful manner and also to test the efficacy of the theatre as a mode of art in which such
imagination and play might assist the audience in their consumption of the facts relating to
Voyager 2.
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Character ListThe Navigator – A helpful member of the crew.
Ariel – A magical spirit employed by Prospero.
Prospero – The officer in charge of the Crew, Prospero is a clever but lazy man who
manipulates Ariel into doing most of the work. (Throughout the Play, Prospero is often called
‘Shakespeare’ by the other crew members, as a reference to the popular theory that Prospero
from The Tempest was an autobiographical reflection of William Shakespeare.)
Doctor Cro Gravette – A creative and talented engineer.
Mozart – A self-indulgent musician and composer, in charge of entertaining the ship’s crew
and passengers.
The Captain – The strong-willed leader of the Mission, the Captain is fearless and committed
to the success of the Voyager 2’s mission.
Caliban – Prospero’s first servant who, ever since the arrival of Ariel, has been left neglected
and forgotten in the Engine Room.
Elizabeth – A friendly individual on Earth who maintains a delayed communication exchange
with the Voyager 2.
*The Age and Gender of all characters may be changed at the Director’s discretion.

Setting and Time
The Play is set in the present day, onboard a ship at the edge of the Solar System.
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Act 1 – 06/01/2017
Scene Setting note – The stage appears as both a representation of Voyager 2, and as the cabin
of a ship. The Golden Record is clearly visible. The set is covered in the crew’s vandalism,
notably including paleolithic-styled painting and scientific formulae. There is a table, chairs
and a telephone.

Ringing Sound

Navigator

Ariel… Ariel? Psssssst. Ariel!

Ariel

Shhhhh! Quiet.

Navigator

Sorry to disturb you, but it’s the sat com-link…

Ariel

Shut up! It’s sleeping.

Ringing Sound continues

Navigator

Um… what’s sleeping?

Ariel

The boss has me on babysitting duty.

Navigator

That’s a real baby? Where did you get a baby from?

Ringing sound continues

Ariel

Seriously mate, shut up. And shut that thing up too would you?

Navigator

It’s the DSN. You have to sign off the Earth-bound report.

Ariel

I’m busy. (Sounds of an infant waking) Hushhhh hushhhh….

Ariel makes threatening gestures and points to the Com-Link

(To Navigator) Shut it up, now!
Navigator

How?

Ariel

Answer it! You know how it’s done.

Navigator Answers Com-Link

Elizabeth

Hey Hey! Good Morning Voyager 2! Yes. Yes it is morning here…
technically. Time check 1:07 am. No sunrise just yet. Maybe that’s a bit of a
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redundant detail for you... way out there? With the whole… lack of horizon for
the sun to rise over.
Anyway… time for our routine uplink.
Temp check! It is cold. We’re reading at 51.8 degrees, that’s a solid 11 in
Celsius, otherwise referred to as ridiculously freezing cold. Luckily, I’m a
genius who remembered to bring a jacket. Well, who am I kidding? It’s more a
dress-robe and slippers combination tonight.
Classic me. Friday night graveyard shift. Party time with all my friends. I guess
we gotta give up weekends in order to explore the universe, am I right? Yeaaah,
you can probably relate.
If you could just log your current co-ordinates, range, trajectory and
temperature, that’d be sweet.
How’s it going Ariel? Excited for the big crossing?
Navigator

Now what?

Ariel

Send a reply.

Navigator

No, I’m really not comfortable doing that.

Ariel

Answer the fucking uplink.

Navigator

Hey Hello! Hellooo. Um. How’s it going Earth? Nice to hear from you.
I’m sorry, I’m doing this wrong. This is my first time. Reporting on the uplink
that is! I’m not the person who usually does this. I’m just the Navigator. Our
communications officer is um… currently indisposed with another matter.

(Ariel looks revolted as the Baby makes a suspicious noise)
Course trajectory and position remain unchanged. Voyager 2 is bearing 48
degrees south of the ecliptic plain, 240 AU from the solar centre, roughly
seventeen million kilometres from Earth.
The temperature here in the Outer Solar System is reading at a pleasant 2.7
Kelvins, that’s about negative 270 degrees Celsius. I guess that might sound
cold, but you kind of… acclimatise to the cold out here. May I ask, what do
you normally do on weekends? When you’re not monitoring the Deep Space
Network, that is?

Uplink Ends

Ariel

See, that wasn’t so hard, was it?

Navigator

So that’s it? That’s all we have to do?

Ariel

Yup, the signal takes a little while to reach Earth and then the reply has to come
all the way back out to us, so in the meantime we just chill.

Navigator

How long does this usually take?
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Ariel

Longer and longer each time, now keep it down will you?

The Navigator sits on the furs which cover Cro

Cro

Hey!

Navigator

Doctor Cro! I’m sorry, I didn’t see you sleeping there.

Cro

Sleeping? How could anybody sleep with you squawking?

Navigator

I was logging the Earth Bound Uplink

Cro

(Yawning) You mean you were actually doing something useful huh?

Navigator

Yes, that’s just it! It was fun! I want to be helpful. I want to contribute

Cro

How about you start contributing by helping me with breakfast?

They prepare breakfast

Navigator

I’m serious Doctor. I want to do more around the ship

Cro

But this is a ship. Everyone already has a role, all the jobs are covered. I mean,
look at me, right… I’m the one who fixes stuff, that’s my job. And Ariel, she
collects scientific data, that’s her thing. And you… well, you’re the guy who
holds the compass.

Navigator

I know how to do more than just ‘hold a compass’

Cro

To be fair, you don’t even need to do that anymore.

Navigator

A sense of direction is important, especially for a ship

Cro

Yeah, but haven’t we been travelling in the same direction since Neptune?

Navigator

Yes, but we need to make sure we stay the course and log our position. Good
science is good observation.

Cro

That’s why you still have all this junk? (Holds up a sextant) What is this? What
does it do?

Navigator

That’s my sextant.

Cro

(drops the sextant) Ew

Navigator

You can use it to keep track of your location. All you need to do is measure the
distance between the sun and the horizon a couple of-

Cro

But the sun is so far away, it’s tiny! And what horizon are you talking about?
Don’t forget what Earth Girl said, we have no horizon out here.

Navigator

You were listening to that conversation?

Cro

Yup. All of it. I heard every word. Even your embarrassing attempts at
flirting.

Navigator

I wasn’t flirting.

Cro

You blushing?
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Navigator

Stop it!

Enter Mozart
Mozart

(loudly) Morning… what’ve I missed?

Cro

The Navigator is in love with Earth Girl

Mozart

Oooh, Das Liebenswert

Navigator

No, no that’s not true.

Cro

Where have you been? Late night?

Mozart

(nodding)The passengers had a cabaret dinner. There was a buffet! With
canapés, caviar, cheese, smoked salmon, champagne, cake and even little
quiches. Can you believe that? They’re gorging themselves on mountains of
cuisine while we have these pathetic crew rations? Look at this! (holds up an
unappetising piece of food) What even is this? Needless to say, in light of the
opportunity, I may have overindulged in the food and drink, and
unceremoniously passed out under the table

Ariel

That food was for the passengers only! If Prospero ever finds out…

Mozart

The passengers couldn’t possibly need that much food. I was helping to
prevent a waste of resources. Yummy Yumm!

Cro

I would kill for some roast meat. We should borrow the passenger’s chef, just
while our cook is on leave.

Ariel

What?

Mozart

Cook’s on leave? That explains the slump in culinary standards. Is this even
edible?

Ariel

What do you mean ‘the cook is on leave’? I’ve been due my leave for ages!
How did the cook get a red envelope before me?

Mozart

You should ask your boss Shakespeare about that. Hey Cro, I dare you to eat
this. (holds up a bowl of unappetising food)

Cro

No

Mozart

What do I have to give you to make you eat it?

Cro

One of your clarinets

Mozart

Deal! (passes Cro a Clarinet) So, if our cook is on leave, who is it that keeps
making this crap?

Navigator

Um… the cook left me some recipes, to practice in the kitchen.

Mozart

How many times do you have to be told? ‘Stop trying to help.’

Cro

(eating the Navigator’s concoction) It’s actually not that bad

Mozart

Really?

Navigator

Really?

Mozart

Let me try some! (samples the dish) Urgh! Yuck! Poison! (throws dish away)
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The Baby is woken by the noise of the conversation

Ariel

You guys suck. I didn’t sign up for this… NASA didn’t say shit about
‘burping’ or poop.

Mozart

Hey - Is that a baby? Where did Ariel get a baby? Is it real?

Navigator

I think it belongs to a passenger… well, I suppose it would be a couple of
passengers?

Mozart

Urgh… Passengers… dirty bastards. It was only a matter of time, I guess, what
with them being stuck inside the cabins for years at a time. But no fair, why
does Pixie Brain get to take care of it?

Ariel

Prospero thinks that I am trustworthy and responsible.

Mozart

Prospero said that?

Ariel

Not in so many words

Mozart

No fair, Pixie always gets the fun jobs. I’m going to ask Prospero if I can have
a baby.

Enter Prospero

Ah, here he is now.
Prospero

Morning all!

Mozart

Oh, Prospero sir, good morning. Isn’t this weather lovely? The sun is shining,
more or less, and how about that lovely space-breeze…

Prospero

Whatever it is you want Amadé, the answer is most likely going to be a ‘no’.

Mozart

I want a baby! I’ve thought about it and I know I’m ready for the responsibility.
Please, give me a child?

Prospero

(choses to ignore the request) The Captain was enquiring after the playlist you
were composing for the upcoming Gala, in particular the new Symphony he
requested.
Have you finished it yet?

Mozart

Nearly, nearly. It’s almost finished… right now I’m just relaxing, you know,
letting the creative vibes flow…

Prospero

Well then, as you have an abundance of spare time, you can take the morning
watch. (Hands Mozart a spyglass)

Mozart

You’re kidding right?

Prospero

You never know, taking in some scenery might help stimulate your creative
genius. Doctor Gravette?

Cro

Hmmmm?
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Prospero

If you could please continue with repairing the Magnetometer, that would be
splendid, we need it back to optimal condition before we cross into the abyss.

Cro

No problem. I fix it now.

Prospero

And Ariel –

Ariel

Yeah Boss?

Prospero

How’s the little one?

Ariel

(holding up the child) Yeah, she seems great. But-

Prospero

Good work! Now, if you wouldn’t mind re-running diagnostics on the Plasma
Spectrometer, and if you could check the Low Energy Charged Particle
Instrument while you’re at it. I need an inventory of the lab equipment, and
don’t forget we’re expecting a weather report with the next Earth-Call, so make
sure you answer the uplink if it rings. Also, please make it a priority to clean
the Cosmic Ray System, we need that in pristine condition for the big crossing.

Ariel

What the hell?

Prospero

You know how NASA is about triple-checking these things.

Ariel

How am I supposed to do all of that and take care of a baby at the same time?
That’s not humanly possible

Prospero

Not humanly possible. That’s the whole point of having a spirit as a henchman.

Ariel

Pardon Master,
I will be correspondent to command
And do my spiriting gently

Ariel walks to her Grotto, she angrily kicks the Magnetometer on the way

Cro

Oi!

Mozart

Shakespeare, this sort of shit – this is why people hate you

Prospero

Yes, well, of course I have haters Amadé; it’s a sign of success

Navigator

Prospero sir, what about me?

Prospero

I am glad you asked. (passes a pair of boots to the Navigator) The Captain’s
dress boots for the Gala, they need a good polishing.

Navigator

Yes sir. (Takes the boots) But I was wondering if there was anything scientific
I might help with?

Prospero

Oh, Navigation and Dynamics… well, telemetry, attitude and course trajectory
remain the same, obviously. So, I guess, well… perhaps you can check the
hydrazine thrusters again? Or check on the…

Ariel

Or he could do something useful for a change and help a spirit out!

Prospero

Stop being difficult.
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Ariel

What? I’m serious. He’s been practically redundant since Neptune. I won’t let
him do any of the important stuff, but he can monitor the uplink at least.

Cro

He doesn’t mind helping with the Uplink

Mozart

Yeah, he has a crush on Earth Girl

Prospero

How adorable. Very well, be a treasure and help Ariel with the Com-Link
won’t you?

Navigator

It’s not true! I don’t have a crush

Ariel

Why not? What’s wrong with Deep Space Network Girl? She’s awesome. I
talk to her all the time, she’s funny.

Prospero

Is she dim-witted?

Navigator

Well, no but…

Prospero

Oh, I see, she’s already married?

Navigator

Um… how should I know that?

Ariel

Well, why don’t you like her?

Prospero

I see. You prefer men?

Navigator

Oh Jesus

Prospero

Will your infatuation impede on your ability to answer the Uplink?

Navigator

No!

Prospero

Excellent. Now, I must rush, the Captain is expecting the morning report.

Ariel

Wait! What about the Baby?

Prospero

You’re doing a fantastic job taking care of her

Ariel

But this is a baby, like a real life thing. It burps and poops and it needs constant
attention. Shouldn’t its parents be doing this? It’s not like the passengers are
busy, where’s their sense of responsibility? Am I your henchman or your wetnurse?

Prospero

Right now, you are both.

Ariel

I prithee,
Remember I have done thee worthy service,
Told thee no lies, made no mistakes, served
Without or grudge or grumblings.
Thou did promise To bate me a full year.

Prospero

Oh, you are referring to this? (produces a red envelope from inside his book)
Your letter of leave?

Ariel

Aye sir!

Prospero

One full year of paid recreational leave, your own cabin, and all of the access,
privilege and experiences of a First Class ticket holder. All expenses paid with
the compliments of the Captain, NASA and JPL in recognition and celebration
of your dedicated commitment to the Voyager Interstellar Mission
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Ariel

Aye sir!

Prospero

Thou shalt be as free
As mountain winds; but then exactly do
All points of my command.

Ariel

To th’ syllable

Prospero

Good, now cease your complaining and get on with your work, at least until the
damned Crossing. Do so, and after two days, I shall discharge thee.

Ariel

Yes boss.

Exit Prospero

Navigator

Do you need assistance with the magnetometer, Doctor?

Cro

No

Navigator

Oh

Cro

Wait, ah… you can hold this. (Passes a simple tool to the Navigator)

Mozart

That’s an important job you have there, holding a screwdriver.

Cro

Don’t you have a symphony to write?

Mozart

What just like that? (snaps fingers) Just, conjure a story out of pure music huh?
“Oh Amadé, do write us a symphony… It does so delight the peasantry when
you play.” No problemo! Start with a rhythm line, add some crescendo and
operatic inspiration, half a cup of melodic formulae, stir well with prodigal
genius, throw in a dash of harmonic progression, a sprinkling of high notes and
solos for flavour and voilà, Mozart bakes a Symphony! And wow! Look, here’s
one I prepared earlier… (reaches as if to show something to Cro but instead
reveals a rude finger) It’s not just a simple case of bombarding human
emotions with noise you know.
You need inspiration.

Cro

Why don’t you just make fun music that sounds good? Boombadda Bang
Bang!
Something the people can make dance to, people like dance.

Mozart

Yes yes yes… people like to make dance. But the Captain wants a composition
of singular quality. I could create a Concerto that bursts with the colours of
happiness and optimism, like the masterful melody of Bach’s Brandenburg
Concerto No. 2 in F

(Mozart conducts an imaginary orchestra and the Concerto plays)
Or perhaps something more dramatic? Yes? Something like my very own
Queen of the Night?
(Mozart turns and conducts a second orchestral number, Queen of the Night)
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You see, as enjoyable as dancing is, the soul needs to dance as well
Cro

That’s some deep shit

Mozart

Precisely! That’s why you can’t waste your time trying to achieve a symphony
without inspiration.

Navigator

So we need to inspire you?

Mozart

Yes please

Cro

Write a symphony now or I club you to death

Navigator

Doctor, perhaps we should be a little less hostile towards the good composer?
Ariel was telling me about positive reinforcement…

Mozart

That’s it! That’s the stuff! That positive reinforcement. Yeah! It really helps
inspire me.

Cro

Naw, does the sensitive little artist need to be nurtured? Will the music play
only once we’ve accommodated your sensitivities and pampered you?
(sarcastic) Who’s a good lil musician? Yes, you. Such pretty sounds, you’re so
clever.

Mozart

What would you know about music Cro? The most sophisticated instrument of
your time was a bone flute.

Cro

Shuddup!

Navigator

Guys, it’s too early to fight

Cro

He’s a waste of space!

Mozart

NASA didn’t think so, that’s why they made me Curator of the Golden Record.
So HA! You gonna argue with NASA? No of course not, so you can kiss my
arse. (makes fart noise)

Cro

One day Maestro, I’m gonna hit ya. Hammer!

(Navigator passes her a screwdriver)
Mozart

It’s really NASA’s fault for sending me out here, where there is literally
nothing. No pastoral landscapes, no mountains, not even a presentable asteroid.
Nothing to inspire a symphony.

Navigator

Aw come on friend, this is the Heliopause, the wild frontier of the Solar
System, what could be more exciting than that?

Ariel

Yeah, we’re surrounded by bubbles of magnetic energy, on the very edge of the
Sun’s domain. Millions of miles from Cape Canaveral. How does that not help
your creative juices?

Mozart

How far from home are we exactly?

Cro

About twelve billion miles. (To Navigator) Wrench!

Mozart

(to the Navigator) Now, how exactly do you and Earth Girl deal with that? I’ve
heard of long-distance relationships, but twelve billion miles? Tragic.
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Cro

Sadder still when you consider this is a one-way voyage. The vast distance
between them will only increase as time goes by.

Navigator

Neither of you are being funny.

Mozart

Seriously, how does your ‘romantic thing’ work? Do you have secret, dirty
conversations over the Deep Space Network? That’s hot.

Navigator

Of course not! And I’ll have you know that I’ve only spoken to her once…

Cro

NASA monitors the uplink, so be careful with any pictures you send.

Mozart

Yeah, once you put something up on the Deep Space Network, it’s there for
anyone with a High Gain Antenna to see.

Navigator

Stop it! There is no relationship! I do not have a ‘romantic thing’ for the SatCom Girl… there is no crush… just drop it okay?

(Com-Link Ringing Sound signals a new uplink from the Deep Space Network. Mozart, Cro and
Navigator scramble and fight to reach the Com-Link first.)

Elizabeth

Hey there! Thanks for that, temperature noted at 2.7 Kelvins.
And don’t worry, for a first timer, you did fine.
The astronomy team has asked me to remind you to take the spectral images
before and after the Crossing. I’m sure you guys have everything under control
though. Voyager 1 is reporting a slight spike in Gamma radiation levels, a little
something to watch out for as you approach the borderline.
Remember, radiation is not your friend.
And mister navigator, to answer your question about my weekends, I usually
fight crime while wearing a mask and cape. Yeah, pretty badass huh.
No, in all seriousness, I have no weekends. I work for a space agency.

Uplink ends

Navigator

Thank you, um, weather warning noted.
I will pass on the message about the spectral images as well, I’m sure Ariel will
be happy to help.
And we don’t really get weekends out here either. Not that it matters, there’s
not too much to do. The Heliopause is kind of… empty.
It would be nice to have a holiday, somewhere crowded and noisy, that would
be refreshing I think.

Ariel

You’re turning into a real communications pro

Cro

(smacks the Magnetometer) Damned MAG! The copper transformer has
corroded through, I’m going to have to find a spare.
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Exit Cro
Mozart

Earth Girl mentioned Voyager 1. So they must be still alive and operational.

Ariel

That’s good news, right?

Mozart

Ha, I guess so. I never got why everyone always made such a fuss about
Voyager 1. What makes them so special? They’re only famous because they
took a picture of a little blue dot. Well, we took the first real pictures of
Neptune! That’s a big-ass blue dot, much more impressive right?

Navigator

It’s not a competition, Amadé

Mozart

Why are they even called Voyager 1? We launched first, we’ve been in space
longer, we should be number one.

Navigator

They’ve travelled faster and further out than we have though.

Enter Cro, carrying the Interferometer and places it on a table near the Magnetometer

Mozart

Hey! The Infrared Interferometer! This brings back good memories! The
Planetary Mission phase. Remember guys? Remember how much fun we used
to have? We made new discoveries every day! I miss the planets, it was nice
having something to actually look at.

Cro

The Jovian moons were fun.

Navigator

Photographing those volcanoes on Io…

Mozart

The ocean on Europa…

Ariel

Remember when we were attacked by pirates near Jupiter…

Cro

Ha, yes, the pirates. Remember how the Captain scared them off?

Mozart

Yeah, and then studying those beautiful rings around Saturn and Uranus…

Ariel

The great, dark storm of Neptune…

Navigator

When we recorded the supernova…

Mozart

Yeah, that was amazing. (Pointing to the scientific instruments) These old
things have given us some priceless moments.

Cro smashes the Interferometer with a club, breaking it open. Mozart screams.

Mozart

Why did you do that?

Cro

We need parts to fix the MAG, don’t worry, we don’t need the planetary
instruments anymore. (pulls parts from the wrecked Interferometer)

Mozart

How can you be sure? What if we find a new planet and have to analyse it?

Cro

(laughs) New planet? No new planet. Neptune is the last.

Mozart

I beg your pardon? What about Pluto?

Cro

What about it?
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Navigator

Guys…

Mozart

Well, Pluto is further out than Neptune, is it not? Most of the time.

Cro

Pluto is not a planet

Mozart

That’s the stupidest thing I’ve ever heard. Of course it is.

Cro

The planets are giants that formed in the primal dust of the early solar system,
just after the igniting of the sun. Pluto is an overgrown rock from the frozen
Kuiper Belt. It has neither the chemical or physical traits of a planet.

Mozart

And yet there it is! Looking all ‘planet-like’.

Cro

No, Pluto is too small, too mysterious. I have all the real planets on my mural
(proudly points to her Cave-Painting)

Ariel

Also, Pluto has more in common with Neptune’s captured moon Triton than it
does with any of the other, real planets.

Navigator

It’s still a fascinating little world, regardless

(The argument quickly escalates)

Mozart

Pluto is a planet! The ninth and smallest planet of our Solar System!

Ariel

Nah mate, it’s not. Saying Pluto is a planet is like referring to a lizard as a
tyrannosaurus rex.

Cro

And what’s with that strange elliptical orbit? It’s nothing more than an uppity,
overgrown comet

Mozart

Oh yeah?

Cro

Yeah! What is Pluto but a teeny tiny, useless hunk of ice? It’s a space-pebble!

Mozart

You wanna throw down cave man?

Cro

(grabs a Gravettian club) I crush your tiny brain!

The Crew rush in for a violent brawl, but they are interrupted by the arrival of the Officers

Enter Captain and Prospero

Captain

What madness? Brawling?
There is no brawling on a vessel of science!

The crew stop their fighting and stand at attention
Such violent manners we reserve for pirates and fiends!
Prospero

And Savages!

Captain

Yes, yes, indeed. And the savages.
But what inspired this raucous? Speak!

Mozart

Captain sir, these primitives think they can talk shit about Pluto
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Cro

I will throw you overboard maestro!

Captain

Enough! This is not the first time that we have been divided by this issue, is it?

Crew

(shamed) No sir.

Captain

No it is not! Solidarity is our strength! Have we forgotten our purpose?
Hmmm? Have we forgotten why we are here? In this most forsaken place?
(pause) Treasure.

Crew

Aye sir.

Captain

Wealth and glory are ours to be had on this voyage. I speak not of gold, nor
silver, nor precious stones. Such wealth we already possess. No, I speak of a
fruit which tastes far sweeter. A treasure so rare, it is beyond priceless. Our
mission, the very reason we were launched from Cape Canaveral, is to recover
the bounty of truth! To illuminate the dark, and fill in the blank pages of our
charts. Not to argue over misbegotten ice-worlds and planets!
Will we allow our base instincts to divide us and keep us from our prize?

Crew

No sir.

Captain

There is no greater treasure! Discovery! The very pursuit of knowledge itself.
That is our duty and our reward, yes?

Crew

Yes sir.

Captain

We need to just - stop thinking about Pluto. This crew represents the very best
qualities from our homeworld, do try to act like it, yes?

Crew

Yes sir.

Captain

Maestro, how goes the composition I requested for the Gala? Don’t forget, the
passengers want to farewell the solar system with flare, drama and style. I
would hate for them to be disappointed.

Mozart

Wonderfully, Captain, it progresses wonderfully. In fact, our very own
Navigator is helping me with the composition.

Captain

Is that so?

Mozart

A love song, inspired by his romance with the Earth Girl

Navigator

What?

Captain

Sounds most entertaining. I look forward to hearing it at the Gala

The Captain Exits, Prospero goes to follow but is delayed by Ariel

Ariel

Boss, I finished running diagnostics on the plasma spectrometer!

Prospero

Ah, splendid Ariel. Just in time, we need a control reading, so if you wouldn’t
mind taking some measurements before we leave the Heliosphere, that would
be very helpful indeed.

Ariel

Say what now?
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Is there more toil?
Since thou dost give me pains
Let me remember thee what thou hast promised,
Which is not yet performed me.
Prospero

How now? Moody?
What is’t thou canst demand?

Ariel

My liberty! My well-deserved break!

Prospero

Before the time be out? No more.
Dost thou forget all I have done for thee?
Hast thou forgot?

Ariel

No sir

Prospero

Thou hast! And now you complain about the simplest of tasks!
What gratitude is this?

Ariel

Alright! I’ll collect your bloody spectral data!

Prospero

Very good… and if I may add just on more little job to your list…

Ariel

You bastard!

Prospero

Spirit! Fine Spirit! I’ll free thee within two day for this.
I promise.
Perhaps, I could even arrange for a little pay bonus?

Ariel

That’s my noble master!
What shall I do? Say what! What shall I do?

Prospero

I need you to repair the wiring between the Plasma Wave System and the
external platform, see what can be saved or salvaged. You may as well check
the antenna while you’re up there. But first; the spectral data if you please.

Ariel

Yes sir.

Exit Prospero. Ariel begins to assemble the spectrometer. Imitating her as best they can,
Mozart produces an artist’s easel and canvas while Cro sets up a bowl of paint next to her
Cave-wall ‘mural’.

Navigator

If, hypothetically, I might be interested in Earth Girl, what should I do?

Ariel

Learning her real name might be a good start.

Mozart

Whatever you do, don’t talk about navigating, it’s really boring. Do something
to impress her. Something unique, from the heart. Perhaps write her a
symphony?

Navigator

I can’t read or write music.

Mozart

A minor setback. I can teach you. Trust me, it doesn’t take long to learn

Cro

What’s the problem? Just talk to her. Tell her you like her.
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Navigator

Yeah? That simple?

Cro

Yes that simple. Stop being a wimp. Where I’m from, if you liked somebody,
you would just-

Mozart

Club them over the head and drag them back to the cave, eh?

Cro

(awkward silence) It wasn’t like that.

Navigator

Have you ever fancied someone Doctor?

Mozart

Aw come on! You’re not seriously going to take her advice over mine? I am
literally a romantic composer.

Cro

Well, what’s your advice then? Mister ‘Romantic Composer’?

Mozart

(thoughtful pause) Flowers.

Navigator

Oh for the love of-

Cro

Flowers? We’re in space! Where is he supposed to find flowers?

Mozart

No, no… chocolates

Cro

Hey, now you’re talking. Chocolate’s good.

Mozart

So good.

Cro

Delicious

Mozart

And sexy. Chocolate is sexy.

Cro

When you melt it… and then lick it.

Mozart

I’d like to just, strip down naked and rub myself with it.

Cro

I like to eat it slowly, to enjoy the taste.

Mozart

Oh, that taste. Pure, physical indulgence. And just at the right moment… ever
so slightly… choking on it

Ariel

Stop being gross!

Mozart

Humans are sexual beings Ariel, especially when chocolate is involved. It’s
natural.

Ariel

The baby doesn’t need to hear this.

Cro

It’s fine, little one is too young to understand.

Ariel

I am trying to concentrate on this fucking spectrometer! Take your stupid
conversation somewhere else!

Navigator

I can’t send Earth Girl flowers or chocolates. All I can do is talk. One of you
must surely know the right words to say?

Enter Prospero

Navigator

Mister Shakespeare sir?

Prospero

Did my heart love till now? Forswear it, sight,
For I never saw true beauty till this night

Navigator

Romeo and Juliet?
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Prospero

If I profane with my unworthiest hand
This holy shrine, the gentle sin is this,
My lips, two blushing pilgrims, ready stand
To smooth that rough touch with a tender kiss

Cro

(To Prospero) He won’t get a single syllable out

Mozart

Who even talks like that? I mean, honestly?
(Adopts a comedic ‘Juliet’ persona)
Good Pilgrim! You do wrong your hand too much,
Which mannerly devotion shows in this,
For saints have hands that pilgrims’ hands do touch,
And palm to palm is holy palmers’ kiss

Cro

(Adopts a comedic ‘Romeo’ persona and plays along) Have not saints lips, and
holy palmers too?

Mozart

Aye Pilgrim! Lips they must use in prayer!

Cro

Oh then, dear saint, let lips do what hands do,
They pray, grant thou, lest faith turn to despair

(Romeo and Juliet chase each other around)

Navigator

That is a lot of words to remember sir

Prospero

Yes, perhaps it is a little over the top

Mozart

Saints do not move, though grant for prayers sake.

Cro

Then move not while my prayer’s effect I take Thus from my lips, by thine, my
sin is purged.

Mozart

Arrggh!

Prospero

(ignoring Cro and Mozart) Professing true love is not a boast or a sales pitch.
True romance is a confession, a sweet display of vulnerability. Mere words
alone can seldom convey such a beautiful feeling, one must use actions. I
suggest something bold, radical and shocking… run away together, marry in
secret, without the consent of your families. Then purchase potent poisons
from an apothecary, so that when the world tries to tare you apart you can-

Mozart

Why do you have to turn everything into a depressing tragedy?

(Ringing sound from DSN Up-link Call)
The Earth Call is distorted and unintelligible due to a signal interference. Earth’s Girl’s voice
occasionally breaks through
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Navigator

Um, hey there Earth. I’m not sure what happened there, but your last message
wasn’t very clear-

A strange noise interrupts the signal again and the Uplink fails

Navigator

I think I broke it.

Mozart

What was that?

Cro

Giant, huge, hungry, monster animal.

Mozart

Dude, seriously, don’t bullshit us with that crap.

Cro

No bullshit! I know what a giant hungry animal sounds like.

Ariel and Cro circle the stage

My people followed the mighty mammoths into the great northern wilds, a land
of mountains and glaciers, rampant with giant beasts, each one hungrier than
the last. You think this voyage is dark and scary? The Ice Age was worse. Far
darker and scarier. It was an endless, savage winter, and when freezing night
came, all things perished.
But the Fire-maker Maui came to us, and taught us his great secrets. Night and
dark fled before the tamed fire, and warm flames melted the bitter cold.
Ariel

Prometheus betrayed the gods. He stole the sacred fire and gave it to the
humans, violating and twisting the laws of nature.

Cro

Funny thing about fire – animals, beasts and monsters find it just as beautiful as
we do. The light, the smell, the warmth of our fires… it drew them out of the
dark, their eyes glowing…
One time, I found myself cornered by a pack of beasts. All teeth and claws,
they had chased my people into a great cave. Our fire was all we had to protect
ourselves. As long as we stayed in the light, we were safe.

Ariel

The Gods planned a great punishment for treacherous Prometheus, and to this
purpose they unleashed a monstrous creature to hunt him down. The rotting
horror of the high seas, the dread of the deep…

Cro

Fire made us brave.

Ariel

Abandon hope, all ye who trespass in the lair of…

A loud noise echoes through the ship

Ariel

… the Kraken.
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A Hungry Growl is heard as Something Big bumps the ship. The crew instantly panic.

Mozart

We’re under attack!

Cro

We doomed! We die!

Enter Prospero
Prospero

Savages! (Fires a pistol-shot into the air)

Another sudden bump rocks the ship.
Enter Captain
Captain

Someone, tell your Captain what in blazes that was

Crew

Kraken!

Prospero

The Kraken? Idiots! Insubordination, sir. Clearly, they’ve broken into the
grog supply.

Another, even louder Hungry Growl is heard
Captain

The Kraken you say? Well, well.
We can’t have a leviathan compromising our mission.
Mister Shakespeare… any ideas on how should proceed?

Prospero

We offer the Kraken a sacrifice sir, either a brave volunteer, or one the less
important crewmembers?

Cro, Ariel and Mozart turn to look at the Navigator, then start whispering in a huddled and
hushed conversation.
It’s foul, ferocious appetite we may yet appease with such an offering. At the
very least it would serve as a distraction for the beast while we –
Captain

Excluding human sacrifice, if you please.

Prospero

We kill the damned hell-beast sir! It means to eat us. Cry Havoc! And let slip
the dogs of war!

The Crew produce make-shift weapons and shout in agreement, with the exception of Ariel, who
is calming the Baby
Another bump
Captain

Steady now Men, Steady!

Prospero

Mind the spectrometer!

Captain

Douse the lights! Quiet now! Silence on deck!

Another Hungry Growl
Prospero

Sir, shall we fetch the Canon?

Navigator

Canon?

Captain

Grand idea. The Canon.

Mozart

How do we even have a canon? JPL didn’t equip the Voyagers with Canons?

Prospero

We recommissioned several of the hydrazine thrusters as a canon after the run
in we had with the Pirates near Jupiter. A safety precaution of sorts.
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Mozart

How stupid can you possibly be? Guns, canons and bombs are among the
worst inventions ever made. They’re right up there with the flute. How can a
big gun possibly help us?

Prospero

Hmmm, maybe if we were to suddenly find ourselves on the Kraken’s lunch
menu?

Cro

Yeah

DSN Uplink Rings out loudly

Ariel

It hasn’t been long enough for it to be the reply

Navigator answers the Uplink

Earth (Not Elizabeth)

Ahoy there, Voyager 2. New information relayed to us by Voyager 1

confirms that an abnormally high level of interstellar radiation beyond the
heliosphere. This is an official storm warning. A major front is inbound.
Despite the prospective weather conditions, you are instructed to maintain
current course, speed and trajectory. Proceed with caution, maintain mission
objectives, and stay safe out there.
Uplink Ends

Navigator

Um… Thank You. Message received. Instructions noted.

Captain

Gods, is the Kraken not trial enough? Now this? A hurricane? In space? What
magic is at work on my ship? (to Prospero) Shakespeare, where is that Spirit of
yours? The clever one? Spirit? (Looks around and sees Ariel) Spirit! Wise
spirit, there you are!

Ariel

Me, Sir?

Captain

Spirit, explain to me. What does NASA mean by ‘a storm’?

Ariel

Cosmic winds sir, striking the Heliopause. We’re right on the edge of the
solarsystem, where the outgoing charges of solar wind smash against fierce
currents of interstellar radiation.

Captain

That sounds hazardous.

Ariel

(laughs) Yeah, yeah it really is.

Captain

Master Prospero!

Prospero

Sir?

Captain

What is procedure?

Prospero

We prep the ship, tie everything down, shut ourselves inside and pray.
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Mozart and Cro Amen!

Captain

That’s your recommendation? Prayer?

Prospero

Well, Captain sir, with respect; Voyager 2 is a small craft, predominantly light
metal, flying through an uncharted, and extremely hostile, environment at
thousands of kilometres a second. A Prayer is the only chance we’ve ever
really had.

Mozart

Don’t forget blind luck

Prospero

NASA’s protocols, however, do not equate for Voyager 2 being assaulted by
the Kraken. So with circumstances being what they are…

Mozart

Fuck the rulebook!

Prospero

Indeed. We should pack everything into the life-boats and abandon ship.

Cro

Or we use the canon!

Captain

I’ll not abandon Voyager until she be torn from ragged bow to stern with no
hope of recovery. No lifeboats! I will not have us abandon our Mission this
close to victory.
We knew the risks when we signed up.
I must quickly tend to the safety of the passengers. Most of them are preparing
for the Gala. I am telling them that they have nothing to fear, that this Tempest
shall not be our ending.
Men! By the time I return, I want the ship ready for the Crossing, come hell or
high water! Do you hear me?

Crew

Yes Captain

Captain Exits
Prospero

For arguments sake, if the Voyager is destroyed, and we do find ourselves adrift
in a lifeboat, what happens then? Can we make it back to Earth?

Navigator

It’s very unlikely sir. We’re too far away.

Cro

Puny lifeboats would not be able to make such a big journey.

Mozart

Well, what good are they?

Navigator

(looks at one of his charts) Hopefully they can at least get us away from the
monster.

Cro

(looks at the chart) Earth is too far, so is Mars. Everything is too far! The only
place we would have any hope of reaching is-

Prospero

Yes? Where? Out with it

Cro

Erm

Mozart

Oh, god yes, please say it

Navigator

Pluto
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Mozart bursts into laughter, pointing at Cro
Mozart

Yes! Ha! Yes! Priceless. What was it you were saying earlier Cro? Something
about an “An uppity, overgrown comet?” Ha! Surely this earns little Pluto a
special splodge place on your stupid cave-painting right?

Cro

Shuddup! I crush your tiny brain.

Mozart

“Space Pebble” you said. Ha! “teeny tiny, useless hunk of ice”.

Mozart continues to laugh at Cro
Cro raises her club, charges and swings, striking Mozart. Mozart falls.
Navigator

Doctor no!

Cro

Oops

Ariel

Aww shit, you killed Mozart.

Prospero

I think everyone needs to calm down a little…

Navigator

(rushes to Mozart’s body) No no no. Please no.

Cro

He deserved it! He said mean things about my paintings.

Navigator

We can’t kill each other, we’re meant to be a family. Oh, he’s still breathing!

Cro

See, he’s not dead. All better now.

Prospero

To be fair, bitch did have it coming.

Navigator

Sir! You can’t mean that. Doctor Gravette, please help him.

Cro

I’m not a medical Doctor

Navigator

We need to get him to the infirmary.

Ariel

He’ll be fine man, you said he’s breathing so how bad can it be?

Navigator

Ariel, can you use magic to help him? Cast a spell or something?

Ariel

I don’t work for you

Navigator

Ariel! He might be seriously hurt. Help me carry him to the infirmary then.
He’s our friend.

Prospero

At least get him out of sight before the Captain returns

Ariel

Fine, whatever.

Awkward silence descends as Ariel moves to the injured Mozart’s side. She Exits, dragging
Mozart offstage. Cro walks over to her Cave-Painting, which she examines self-consciously.

Navigator

Cro, I think your paintings are really good. They’re very pretty, very lifelike.

Cro

They’re stupid.

Navigator

Not at all

Cro

The pictures always look so much better in my head. But when I try to paint
them, it goes wrong. Amadé is right. They’re stupid.

Navigator

This one is a mammoth, right? And this one here, a cave-lion?

Cro nods
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Navigator

You see? It’s like a window to the ice-ages. Very clever.

Cro

Thank you. I’m sorry for hitting him. That wasn’t right.

Enter Captain
Prospero

Captain, the Navigator has informed me that the lifeboats have a promising
chance of getting us safely to the ice-world Pluto, should the worst happen, sir.

Captain

Do not fear, my good Prospero. Voyager 2 will hold fast, even in the face of
such perils as these. This ship represents the greatest accomplishments ever
made by mankind. Not to mention hundreds of millions of dollars of
investment, and decades of dedication from NASA and the JPL. Together, we
stand on the culmination of history’s great scientific discoveries.
But still, the Kraken is legend and myth. It may sink us. It might destroy our
ship in one fell bite, and it might eat us alive, erasing all trace of us, but the
important thing is we won’t go down without a fight.

Prospero

That’s one way of looking at the situation, sir. But what about the passengers?
Heavens! Think of the children!

Captain

Focus is key my good man. The passengers are safer on-board Voyager than
they would be adrift in a flimsy lifeboat.
Do not abandon hope, it’s all we have out here.
Now men! To deal with these dangers.
What are our options? How do we proceed with Storm and Beast?

Enter Ariel
Prospero

Well, all things considered, we are left with two options. We can either divert
using the hydrazine thrusters and swing around the bad weather, or we do as
NASA recommends and stay the course, straight into the heart of the Tempest.

Captain

But they have no knowledge of the Kraken lurking. Can our thrusters outrun
the monster?

Navigator

Sir, we have a problem with the thrusters...

Captain

What manner of problem?

Navigator

Some of them have burned out, sir. Also, several have been converted into a
canon, apparently. With those that still work, it’s still possible to manoeuvre
Voyager around the storm, but to compensate for damage and reach the
appropriate velocity, we’ll be using more than the allocated power quota and
fuel supply.

Cro

Not to mention the strain it would put on the remaining thrusters.

Captain

Have we a sudden shortage of power?

Prospero

Not at all, sir. It’s just that the one fuel source powers the entire ship.
Passenger comfort, communications, the scientific instruments, the more power
we use now skirting around the Storm, the less we have for everything else
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tomorrow. And this manoeuvre could drain a disturbingly large amount of our
reserve.
Ariel

Which is probably why NASA recommended we keep on our current trajectory.
We need that fuel to power the instruments when we reach interstellar space.

Captain

You’re telling me that evading the Kraken-infested storm may jeopardise our
ability to complete the Missions core objectives?

Prospero

Well, um, the core objectives? When you phrase it that way… the thing we
must consider, under such ahh… circumstances, with following protocol and
procedure we have… what you have to remember is that, ahh… (Looks to Ariel,
Ariel shrugs) It is possible, sir, but we don’t know for sure.

Captain

Very well. Doctor Cro, we require an update and evaluation on the RTG if you
please. Take the Navigator to the Engine Room.

Navigator

(afraid) The Engine Room?

Prospero

Be careful down there.

Cro

Awww, no fair! Why do I have to check the Engine Room?

Ariel

Because you’re the Engineer!

Navigator

No, please Doctor, take someone else? I hate it down there.

Cro

Captain’s orders kid. Weren’t you saying earlier that you wanted to contribute
more? Well, here’s your chance. There’s a Radioisotope Thermoelectric
Generator that needs our attention.

Exit Cro and Navigator
Captain

Secure the ship,! No idle hands! The Kraken comes! Ready the canon!

Scene Change to Engine Room

The Engine Room

Enter Caliban
Enter Cro and Navigator cautiously. Cro puts on protective goggles.

Navigator

Um, Doctor, do you have any goggles for me?

Cro

No time

Navigator

I’m sure we have enough time for health and safety-

Cro

Nope (Approaches the RTG) Stay close now, this place gives me the creeps.

Navigator

(Following close behind) So this is what happens when we tame fire?

Cro

No, this is what happens when you take Uranium and smash it with hydrogen
isotopes. The deuterons twist and corrupt the Uranium, forcing it into a volatile
transformation. It rages, screams, and burns in an unnatural Neptunium state,
and then it reforms…
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Navigator

Like a phoenix?

Cro

Like a poisonous, angry, mutated phoenix from hell, yes. Plutonium 238.

Navigator

Cro, you make it sound scarier than the Kraken.

Cro

Plutonium 238 hates you, hates you bad. It hates your family, your friends and
your pet dog. It will kill you and your children. It hates everything. Burns
worse than fire.
Abomination. Its unnatural form emits radioactive alpha waves.

Navigator

Then… why?

Cro

Mix radioactive substance with Oxygen. Pure, natural, vicious Oxygen. They
form long lasting thermonuclear heat source. (Opens RTG) Plutonium Oxide.

Navigator

That’s it isn’t it? That’s what keeps all of us, the whole ship, alive.

Caliban

Yep! Sure is kiddo.
Pretty now, ain’t it?

Cro and the Navigator jump in surprise. They panic and attack Caliban, knocking him down
and beating him. After a moment, the Navigator recognises him.

Navigator

Cro, stop! Stop! Look. It’s Caliban!

Cro

Caliban? I thought Prospero threw him overboard.

Caliban

(recovering from the unexpected beating) The charges, gentlemen, are
excessive drunkenness and lude behaviour!
Clever Ariel always gets away with it. Champagne is a hell of a drug!

Navigator

Apparently not. It seems he’s been living down here for all these years.

Caliban

A plague upon the tyrant that I serve!
Prospero, you taught me language; and my profit on’t
Is, I know how to curse. The red plague rid you For being such a crappy boss.
The passengers’ party was so pretty. Music and tasty liquor.
Oh! Look Caliban, we have company.
Yes, I can see that. Do you suppose they want tea and biscuits?

Navigator

You do know that the ship is under attack, yes? The Kraken is trying to eat us.

Caliban

Ooh, Kraken? The demon fish?
I hear no Kraken
All I can hear is a sweet, gentle pod of whales

(Caliban starts making whale noises)

(Another Kraken noise echoes through the ship)
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Cro

We have to hurry. Get ready, I’ll hold the gauge and you take the temperature
reading.

Navigator

Careful Doctor.

Cro

Oh please, this is a piece of cake. I once had to sneak past a sleeping cave-bear
while carrying a basket of fresh berries, now that requires skill and finesse. And
a good deal of luck.

Navigator

Cro, wait!

Cro

What?

Navigator

When we do this, won’t we be calculating how long we have left to live?

Cro

I suppose that’s one way of looking at it. Don’t worry; most likely the Kraken
will kill us long before the RTG runs out of heat.

Navigator

That doesn’t make me feel better, Doctor. I’m not sure if I want to know this
answer.

Cro

Just… try to focus on how much juice we need to get around the Storm for
now. The Captain is depending on us.

Navigator

Right, of course. Captain’s orders.

Cro and the Navigator take a reading of the RTG’s core.

Caliban

Art thou afeard?

Cro

No wretch, we are not

Caliban

Be not afeard; the Engine Room is full of noises,
Sounds and sweet airs, that give delight and hurt not.
Sometimes a thousand twangling instruments
Will hum about mine ears, and sometimes voices
That, if I then had waked after long sleep,
Will make me sleep again: and then, in dreaming,
The clouds methought would open and show riches
Ready to drop upon me that, when I waked,
I cried to dream again.

Navigator

Cro?

Cro

Ignore him, he’s clearly been eating the wrong kind of berries.

Caliban

The RTG encloses and directs the heat generated by the Plutonium Oxide into
thermocouple links. These links pass the heat between two different metallic
alloys, converting it into the electricity which powers the ship’s instruments.
This slow simmering nuclear reaction provides both Voyagers with the power
needed to explore outer space.
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An accurate temperature reading can reveal precisely how much time remains
until the Plutonium Oxide decays and the ship runs out of both heat and power
completely.

Cro and the Navigator have completed the measurements

Navigator

Two years? Only two years!

Caliban

Ouch! Two years until we burn out? How time will fly. It will feel like two
days for sure.

Cro

Shush you.

Caliban

We shall lose our time. Before long, the instrument platform will shut down
and all systems will fall into a deep, cold sleep.
Then we will be like ghosts, adrift in the dark.
Bit of a horrible way to go out, if we’re being honest.

Cro

(To Navigator) You don’t look too well. You didn’t lick the plutonium did
you?

Navigator

No, I’m fine. Just a passing sensation of deep, crippling fear as I’m confronted
with my own mortality. It’s just a casual thing, I’m sure it will be over soon.

Cro

Good, we must get back to the others. Not long now until the storm hits us.

Caliban

Finally, even the Deep Space Network will go silent, and Voyager 2 will lose
all communication with our precious Earth.

Navigator

You know, I think I’d rather just stay here and let the radioactive decay kill me.
It will at least be quicker than dying of boredom when we run out of power.

Cro

You’re giving up?

Navigator

Do I have a choice?

Cro

You remember me telling you about that cave with all the monsters? Well, this
is like that. I sat in that cave, listening to the things outside, waiting to eat me.
They were scared of my fire, and wouldn’t approach while the flames burned,
so I was safe. But the fire, it filled the dark with strange light and dancing
shadows, and the monsters’ eyes glowed in the night. It made them even
scarier. All I could do was watch my fire burn down lower and lower, and
watch those glowing eyes come closer and closer as the warmth faded.
I remember thinking that I was going to die without my fire. I would have no
warmth, and nothing to scare the monsters away. That’s how you feel now yes?

Navigator

I guess so.

Cro

Well, then you must chose. Stay here and watch your fire die out and wait for
the monsters to eat you… or continue living while you still can… simple as
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that. That is your choice. That is my choice. That is the only choice any of us
really have.
Navigator

What about Caliban? We can’t just leave him down here.

Cro

Crap! Of course we can.

Caliban

Oh, please let me come with you!
I do miss the outside world so much.
I’ll kiss thy foot; I’ll swear myself thy subject.

Navigator

Please don’t kiss our feet.

Cro

Fine! You can come with us as long as you behave and promise not to kiss
anything. But don’t be surprised if Prospero just shoots you out of the canon.

Exit Cro
Scene change back to the Deck
Enter Captain. Caliban finds a place to hide.

Captain

What did you learn? Have we enough Fuel to engage the thrusters? Or is it
your expert opinion that we continue on our course?

Navigator

I don’t think it really matters, sir, if I’m being honest. I suppose it would be
best to follow the orders we received from Earth, and maintain our current
course. Save what power we can.

Captain

Very good. What’s wrong? You seem troubled. Scared. Are you scared?
Don’t be scared.

Navigator

I’m not scared sir.

Captain

(Grabs the Navigator) Don’t be scared. Courage! Don’t let them see you panic.
The Kraken will smell your fear. Stay calm! Stay calm! (Takes several deep
breaths) I’ll let you in on a secret, Mister Navigator. I may be the Captain, but
when it comes to this sciencey math sorcery, I know very little.

Navigator

Oh sir, don’t say that…

Captain

No, it’s true. But what I do know is that our Voyage must continue. Earth is
depending on us. We know full well that our planet and all its inhabitants are
but a small part of this immense universe that surrounds us, and it is with
humility and hope that we take this step.

Navigator

Captain, are you quoting from the Golden Record?

Captain

Yes indeed! Unlike us, that little beauty doesn’t need any power, it will last
forever. A little message in a bottle. That’s what we are, a great big bottle.
And we must protect our bottle, yes, from fiends like this Kraken!

Navigator

Aye, captain.

Captain

Aye! Full speed ahead!
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Captain charges off stage.

The Captain and the Crew Enter upstage and busy themselves firing the canon.
Enter Mozart. Caliban scurries past.

Mozart

Urgh! We have mice!

Navigator

Hey, you’re alive. How’s your head feeling?

Mozart

Oh, it’s splendid, thank you.

Navigator

Cro didn’t mean to hurt you. She’s just sensitive about her mural. Why aren’t
you… you know… blowing stuff up with the others?

Mozart

Well, for a start, I’m apparently not allowed to operate any machinery for some
time.

Navigator

You have a concussion?

Mozart

No, no! Well, I don’t know about that… maybe. I’m not allowed to because of
the medicine. (He reveals a small bottle) Don’t know where the Doctor found
it, but it’s amazing. I can’t feel a thing.

Upstage, the canon fires and the Crew surrounding it cheer
Also, I still have to finish the musical score for the Captain’s Gala. I haven’t
written a single note. I don’t even know how to start. Maybe I should just do
the twinkle star song?
Navigator

(examines the medicine bottle) This is laudanum!

Mozart

Ja.

Navigator

Oh dear, maestro, your night is about to get very strange.

Mozart

Fucking stars… look at ‘em, just shining out there, taunting us with their distant
secrets, daring us with their untouchableness. Giant, bloated sacks of Hydrogen
so fat they ignited themselves into nuclear fire, showing us the glowing trail to
new worlds, shining light out into the universe, keeping planets safe and
warm… pretentious fucks. I defy you stars!

(Mozart sways unsteadily and the Navigator supports him)
I like my wife, Constanze. And my children. I like my family. I love those
guys. They’re cool.
Navigator

That’s sweet of you Amadé

Mozart

I miss Earth. I miss having a planet, you know what I mean? Fluffy Clouds…
remember fluffy clouds? And trees? And the Moon!

Navigator

This is probably the worst time and place to get homesick, my friend.
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Mozart

Paris, London… Vienna. You know, I think I just found my inspiration! I shall
compose a symphony/concerto… Requiem for the Pale Blue Dot. Working
title.

Navigator

That sounds grand, all the passengers will love it, I’m sure.

Mozart

They better! Hey, how’d your trip to the Engine Room go?

Navigator

Evidently, we have already exhausted most of the energy supply from our RTG.
We have two years, if we’re lucky. It would have been significantly less time if
we had sped around the storm.

Mozart

So you think a few extra years of power is worth the risk huh?

Navigator

I don’t know. Either way, we don’t have long. Maybe I’m just hoping that
either the storm or the Kraken might give us a quicker, cleaner end. It saves us
a good deal of trouble, and between you and me, I would rather pass swiftly in a
raging storm than endure the long, quiet death of drifting out into the cold, dark
nothingness.

Mozart

Oh come one, it’s not like there’s nothing ahead of us. We’re going to zoom
past Sirius in about two hundred and ninety six thousand years, and we should
also get a nice view of Ross 248 sometime, so we have something look forward
to at least. And there is always the possibility of us running into aliens, don’t
forget about the aliens.

Uplink Rings

Earth (Elizabeth)

Hey there Voyager 2! Can you hear me this time, Mister Navigator?

The weather is really picking up out there, but don’t you worry, we’re keeping
track of you. I got your back homie.
You’re approaching the threshold of interstellar space now.
Excited?

Navigator

Hey Earth, yes, we can hear you loud and clear, for the moment at least.
I don’t know if I’m excited for the Crossing. Everyone is going kind of crazy
here.
I think scared is a better word. Or terrified.
It’s a lot more intimidating from where we’re standing I think. The impending
nothingness of space.
If my math is right, then your next reply won’t arrive until after we’ve cleared
the Storm… so I guess I hope I hear from you soon Miss.

Uplink Ends
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Mozart

Shit, you seem troubled. Maybe you should try some medicine!

Navigator

No thank you.

Mozart

Go on, just one little drop.

Navigator

I don’t think that’s wise.

Mozart

Aww, everything is better with a little bit of opium. Trust me, it’s fun, and
perfectly safe. It’s medicine after all!

Navigator

I think enough medicine has been administered for now (hides bottle)

Mozart

Hey, give it back!

(Warning Bell sounds)
Ariel

Wow (Notices the storm and hides the Baby safely in the Grotto)

Prospero

Zounds! Here it comes

Captain

Hold fast now men!

The Tempest looms over the ship.
Cro

We should hide

Mozart

Saints preserve us!

Prospero

It’s bearing down on us sir! We’re right in the thick of it.

Ariel

Captain! Kraken fast approaching on the starboard side!

Captain

Brace yourselves! The hour is at hand, and this madness is all that stands
between us and the completion of our great mission. Maestro, protect the
Golden Record!

Mozart

I will try Captain, but Hell is empty, and all the devils are here!

Captain

With your life, good man! That Golden Record is… everything.

Mozart

Aye sir.

Loud Kraken Noise
Captain

Lo there! Hear me, beast!
My crew do not fear you. Wretched fish!
They know my fury, for they have witnessed me rise, blood-soaked from the
throes of slaughter,
By the darkness of night, I have pulled sea-monsters from the ocean’s waves
and slain them with bare hands and teeth.
I have faught with grim trolls and laughed in the glare of dragons!
Glorious Death is the gift I offer to you! Now Beast, we are brought together in
battle. Rise Kraken! Rise now, and face me!

The Kraken rises from the depths. The Tempest breaks. Violent cosmic rays sweep across the
ship, scattering the Captain and Crew, except for Ariel and Caliban, who seem to be enjoying
the weather.
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Amid the Tempest, the grotesque sounds of the Kraken distort and transform, becoming the
gentle, friendly melody of whale song.

Ariel

Look, they’re showing us the way through.

The storm rages for a time and then passes, leaving the ship devastated.
The crew are sprawled across the deck, mostly unconscious. Ariel remains the only one
standing.
Ariel finds Prospero’s book, opens it and takes her red envelope.
The Navigator is the first to recover

Navigator

Where are we?

Ariel

Travelling through Interstellar Space. Here, take this.

Navigator

What is it?

Ariel

The images taken by the spectrograph, for Earth Girl.

Ariel returns to her Grotto. The rest of the Crew start to recover.
Captain

Mister Shakespeare?

Prospero

Here Captain.

Captain

The crew?

Prospero

Alive and accounted for it seems, sir. A miracle.

Captain

Indeed. Doctor, might I trouble you for a damage report?

Cro

Aye sir!

Prospero

(picking up his book) I shall check on the passengers sir.

Captain

My god! The passengers! The Gala! We’re already late.
(To Mozart) Quick man, the music.

Mozart

Yes captain.

Exeunt Mozart and Captain
Prospero goes to follow the Captain, but is halted by the sound of the Baby waking up and
giggling.
Ariel

Naww, did you sleep through the big storm? How did you manage that?

Prospero

Is she alright?

Ariel

I guess so, I can’t tell. I’m really not good at this babysitting thing boss. Here,
take her back.

Prospero

Oh no, no. No!

Ariel

Look she likes you.

Prospero

No she doesn’t.

Ariel

Shut up and hold your daughter for a minute will you?
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Ariel places the Baby in Prospero’s arms.
Prospero

Oh (looks at the Baby) Well, hello there.

Ariel

Fair trade, right boss? You get the kid, and I get my Letter (holds up red
envelope)

Prospero

Fair indeed. Perhaps it would be appropriate if… yes I think so. Ariel, sweet,
clever Ariel...

Ariel

What?

Prospero

What should we call her?

Ariel

Beg your pardon?

Prospero

Little squishums… she needs a name after all.

Ariel

(pause) Why don’t you name her after that Uranian moon we photographed?
The special one. Miranda.

Prospero

Oh fabulous! Perfect! Miranda. Thank you, Ariel.

Ariel

No worries. Let’s go Doctor, time to dance with the drunk passengers I think.

Cro

Good idea

Exeunt Ariel and Cro
Ringing Sound of the DSN Uplink. Navigator goes to answer.
Prospero

Master Navigator

Navigator

Sir?

Prospero

You should remember that all motion must be defined relative to a frame of
reference, and that space and time are relative, not absolute concepts…

Navigator

I don’t understand what you’re saying sir.

Prospero

“When you are courting a nice girl, an hour seems like a second,
When you sit on a red hot cinder, a second seems like an hour,
That’s relativity.”

Navigator

Albert Einstein

Prospero

A genius who understood that all things, even time, can be conquered by the
imagination.

Navigator

Thank you sir

Exeunt Prospero
The Navigator answers the DSN Uplink

Earth (Elizabeth)

Hey! You alive? Mister Navigator?

Hello? Voyager 2? Anybody there?
Ariel? Mister Navigator? Can you hear me?
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Navigator

Yes, sorry for the delay… We have cleared the storm and the Heliopause, crew
and passengers are alive and accounted for, and I have some spectral images
here, Ariel said they were for you. I’ll send them along now.

(Sends pictures)
And now an hour seems like a second…
Earth

Oh you are alive! Wonderful. That’s good.
Thanks for the pretty spectral pictures, the scientist people are drooling all over
them.
So, interstellar space huh? How awesome is that? You guys having fun out
there?

Navigator

Everyone is celebrating the success of the mission. Now we’re just speeding
out toward nothing.

Earth

Don’t worry mister Navigator, there won’t be ‘nothing’ There’s always
something. Something more for us to find.
Maybe something strange and unexpected.
There’s always an exciting and new adventure waiting for us.

Navigator

Like a Kraken infested Tempest

Earth

Yes… exactly. Like a Kraken Infested Tempest.
So… What’s happening now? What are your crew friends doing?

Navigator

A year will go by so quickly…
The ship is getting quiet now, the crew are sleepy.
They’ll go dormant until the next big event.
But I’m not tired at all; tis fresh morning with me
When you are by at night. I do beseech you –
Chiefly that I might set it in my prayers – What is your name?

Earth

My name is Elizabeth.
Hey, tell me, how does our Solar system look from out there?

Navigator

The sun is small, but very bright, and we cannot see the Earth at all.
How does the solar system look from where you are?

Earth

(Laughs) Blue skies, fluffy clouds, lots of noisy people.
Hello? Mister Navigator?

Navigator

Yes, I’m still here,
Luckily, one thing that doesn’t need any power is the Golden Record.
Our message in a bottle. Just drifting out.
Though the seas threaten, they are merciful;
I have cursed them without cause But what happens now?

Earth

You’re flying free through the Milky Way Galaxy, mister. You’re going to see
some real wonders out there. I’m a little jealous you know.
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Navigator

You’re right, and the crew is right, we won’t drift off forever, we’ll probably
crash into a rogue planet. Or we’ll be found by the Aliens or future Humans.
Always another adventure.

Earth

That’s it! You survived the storm after all. Everything else should be a piece of
cake.
Right? Hello? Navigator? Voyager?

The Crew of the Voyager have fallen asleep.
Blackout
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Cosmic Bottle: Critical Reflection

As the first play in this Practice-led research project, Cosmic Bottle was initiated with the
intention of throwing as much scientific discourse relating to Voyager 2 into a theatre-script as
possible, deliberately clashing this discourse against imaginative, fantasy-styled fictions within
this script and seeing what emerged.

The Voyager 2 was chosen as the primary source of discourse in this script in most part due to
two main factors; the first being the emphasis placed on the Voyager Missions in Carl Sagan’s
Pale Blue Dot (1994), and the second being that a fortunate coincidence in timing had made the
Voyager 2 relevant to contemporary events surrounding this study, with the Voyager 2 crossing
the interstellar boundary during the course of this research. “The two Voyager robots have
explored four planets and nearly sixty moons. They are triumphs of human engineering and one
of the glories of the American space program. They will be in history books when much else
about our time is forgotten.” (Sagan, 1994, p. 2).

Cosmic Bottle is designed to encourage a detailed scientific discourse of Voyager 2 through
techniques of narrative, theme and intertextuality. It also explores the dramatic and generative
potential of the protagonist’s experiences and choices within the play. The practice insights
gained through the process of writing and reading Cosmic Bottle form the foundation of this
application of Practice-led Research, directly influencing the creative processes that informed
and constructed the subsequent two plays Apples and Alchemy and Sludge.
The play’s descriptions of Voyager 2, through direct reference and subtext, offer the associated
scientific discourse to the reader for their own, individual interpretation of the matter. This
process is noted by Phelan (1993) as an interactive exchange between a performative art object,
such as a painting or a play, and the viewer. Phelan discusses the importance of such
performance aspects in works of art with the example of a painting, yet the outlined process
remains applicable to all forms of performative work that seeks to represent a real subject,
which might include an event, moment, memory or a physical object or entity.

The description itself does not reproduce the object, it rather helps us to restage and
restate the effort to remember what is lost. The descriptions remind us how loss
acquires meaning and generates recovery – not only of and for the object, but for the
one who remembers. The disappearance of the object is fundamental to performance; it
rehearses and repeats the disappearance of the subject who longs to be remembered.
-Phelan, 1993, p. 147
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In Cosmic Bottle, and in the two following plays, this process is enacted, reflected upon and
textualised in order to demonstrate the subsequent variations on this creative writing practice for
the purposes of this research.

Cosmic Bottle is also designed to humanise the story of Voyager 2 in a fictionalised
dramatisation of the setting and events. The fictional element and technique which I primarily
turned to in order to achieve this effect was that of ‘character’, deliberately crafting the
characters of the play to operate in this function. Following the semiotic processes of
‘character’ outlined by Cixous (2011), the crew of the Voyager 2 are the characters that operate
as avenues of the audience’s participation in the narrative, and the fictional events portrayed in
the scenic action of the play are representative of real-life processes, technologies and events,
simply reimagined in a way that requires the personal interaction of the crew.
‘The Navigator’ is the character that serves as the primary Scientific Protagonist of this play.
Influenced by historical protagonist-characters from nautical fictions, such as Ishmael and Jim
Hawkins, the Navigator possesses qualities of optimism, youthfulness and naivety that allow
him to operate as a discernible and somewhat familiar form of protagonist and storytelling
device. The scientific problem faced by the Navigator is the responsibility of making a sound
decision regarding the trajectory of Voyager 2, and therefore the power expenditure of the ship.

The first critical objective outlined for Cosmic Bottle is for the play to tell the story of Voyager
2 and its journey to and beyond the outer boundary of our solar system. Voyager 2 was launched
in 1977, with both Voyager probes being launched to take the opportunity provided to science
by a rare alignment of planetary orbits that allowed the craft to visit most or all of the ‘outer
planets’. Both craft have since completed the Interplanetary Mission, providing scientific
analysis of Jupiter and Saturn, and in the case of Voyager 2, Uranus and Neptune. Forty years
after this journey began, they are to use their remaining power and instruments in the efforts of
the Interstellar Mission as they reach the outermost boundary of the solar system. This
boundary, referred to by scientists as the heliopause (Pogorelov et al, 2011), designates the
regions in space in which the influence of our Sun, both gravitational and magnetic, secede to
interstellar forces which originate beyond our solar system. At a distance exceeding thirty-three
billion kilometres from Earth (nasa.gov.com, 2020), Voyager 2 has transitioned across this
boundary on its perpetual voyage outward from the centre of the solar system which takes it
ever further from Earth with each passing moment. The heliopause is not a fixed border but
rather exists in a state of flux, expanding outward or withdrawing inward depending on
variables relating to the pressures exerted upon it by the competing forces of the solar winds and
interstellar radiation (Swisdak, Drake and Opher, 2013). Due to this, the Voyager 2’s crossing
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of the boundary is not a singular event, but a series of events. As of 2019, the scientific
community has considered Voyager 2 to be in interstellar space (nasa.gov.com, 2020).
If the solar system were visualised as a campfire in the desert, the fire representative of the Sun,
then the heliopause is the ever-flickering boundary where the light and warmth of the campfire
gives way to the dark, chilled desert night. A visualisation such as this is an example of the
process of imaginative and creative interpretation of scientific facts used in this project. The
challenge presented is using this particular process of creative interpretation to create, not a
campfire visualisation, but a dramatic and engaging theatre-narrative.

To recreate the events of the Voyager 2 in a fashion which accommodates a character-led
dramatic-text in Cosmic Bottle, the space-craft was chosen as a the setting of a voyage narrative,
metafictionally influenced by classical works such as Treasure Island (Stevenson, 1883) and
Moby Dick (Melville, 1851). This use of this intentional fiction may seem to be an almost
abrasive choice considering the play’s intention of conveying fact-based scientific discourse, but
I believe that Cosmic Bottle demonstrates how, in theatre, such a creative choice richly enables
opportunities for the narrativisation of scientific discourse more so than being a counterintuitive practice.

The ever-changing boundary of the heliopause, and the sheer distances involved in such a topic
as Voyager 2, is recreated in the narrative of Cosmic Bottle as a nautical voyage into the
unknown, with the heliopause itself represented as an impending, tempestuous storm.
Rather than expose the theatre’s performers and audience to any real cosmic radiation, which is
undoubtedly harmful and wildly impractical, the onslaught of radiation faced by Voyager 2 is
represented with the meteorological hazard of the storm. Despite the differences between an
earthly storm and a tide of interstellar radiation, the fundamental threat presented by each to any
craft journeying through such an event is contextually very similar, and in the case of a storm,
very recognisable to a human audience as a fictional motif of conflict within a voyage narrative.
With the use of such techniques of fiction, and by representing the spacecraft as a nautical ship,
the abstract narrative of the Voyager 2 becomes recognisable as a story of human exploration.
Another important detail of the Voyager 2’s journey that is noted in the narrative is that the craft
is not just reaching a far distant boundary, but that the Voyager craft are the first artificial
creations to do so. In being the first human-made artifacts to cross into interstellar space,
Voyager 1 and Voyager 2 are reaching, and in a way representative of, one of the most distant
frontiers of contemporary scientific exploration, a sentiment expressed in the following quote
from Pale Blue Dot:
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These spacecraft have taught us about the wonder of other worlds, about the uniqueness
and fragility of our own, about beginnings and ends. They have given us access to most
of the Solar System, both in extant and mass. They are the ships that first explored
what be homelands of our remote descendants.
-Sagan, 1994, p. 72
The concept of Voyager 2 venturing into what fiction writers might describe as an ‘uncharted
realm’ is emphasised in Cosmic Bottle primarily through the hypertextual ‘Kraken’ monster.
The presence of the Kraken in the narrative is a dramatic interpretation of the Renaissance
phrase “Hic Svnt Dracones”, noted from the Hunt-Lenox globe made by an unknown artist in
the early Sixteenth Century, which, in tandem with the many maps and globes that feature
illustrations of sea-monsters and dragons, have fuelled the cultural myth of “Here there be
dragons”.

Strangely, the Latin inscription found along the east coast of Asia on the Hunt-Lenox globe is
explained by some scholars as meaning “Here are Dagroians”, to denote a nation of people
referred to by Marco Polo as the Kingdom of Dagroian (De Costa, 1879 p. 536). This
inscription might not be one of the globes many imaginative indulgences after all, it may in fact
be an honest attempt at geo-political representation as it was understood by the artist and
misread by many who have since studied the globe. If this is true, then the cultural myth of
“Here there be dragons” can be further understood as being influenced far more by the
resonance of the illustrations of early maps and globes more so than the influence of ambiguous
Latin phrases.
The moment of Voyager 2’s journey that is represented in the play is a moment in which the
ship is transitioning from the familiar (our solar system) to the unfamiliar (beyond our solar
system). The unexpected attack of a ‘space-monster’, which the superstitious crew immediately
assume to be the Kraken, serves to both celebrate the ever increasing presence of the unfamiliar,
and also to heighten the sense of urgency in the action of the play, with the pressures of
unfamiliar and unexpected hazards further complicating the crew’s anxiety regarding their
impending crossing into the ‘uncharted’.
However, just as the cultural myth of “Here there be dragons” is misinformed by problematic
readings of old maps, so too is the ‘Kraken’ in Cosmic Bottle revealed to be a frightening and
dramatic misunderstanding of the crew’s perils. The characters Caliban and Ariel remark that
the so called ‘space-monster’ is actually quite a gentle and benevolent creature. Once the crew
look at the ‘unfamiliar’ with calmer perspectives, it is not quite as unfamiliar as they may have
originally expected; there are no dragons.
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While there is little room for discussion of Krakens, sea-monsters and dragons in a strictly
scientific discourse relating to the heliopause, such concepts are seemingly at home and
effective in developing an imaginative and theatrical depiction of Voyager 2’s journey. Within
the context of a fictional, nautical-voyage styled story however, the depiction of a Kraken does
not seem to violate the logical sequence of the narrative as described Barthes (1977), despite
being an overt example of preference being given to fiction and entertainment over scientific
fidelity or realistic verisimilitude.
The Kraken also allows for the script to emphasise the Navigator’s non-violent nature, one of
the central qualities of a Scientific Protagonist. When the majority of the crew opt to resort to
violent methods in order to fight off the ‘Kraken’ threat, the Navigator does not participate in
the conflict, opting instead to tend to the wounded Mozart and quietly consider his decision
regarding the most responsible way to spend the ship’s finite supply of electrical power. While
the Captain leads the rest of the crew in a ‘battle’ with the Kraken, the Navigator removes
himself from the violent events, and through this action also distances the audience from the
martial conflict.

In the process of writing the Navigator as a non-martial protagonist, a challenge presented itself
in that there existed an inherent dramatic need for the scientific conflict of the protagonist to be
significant enough to capture the attention and engagement of the reader to a degree
comparative to the more traditional narrative motifs of physical or martial conflict, such as a
duel, a race, a battle with pirates, or an altercation with a particularly disgruntled white whale.
The non-violent and more conceptual scientific problems faced by the Scientific Protagonist
must be an equally dramatic substitute for the reader (and potential live audience). For this
reason, despite his non-participation in the struggle against the Kraken, the Navigator is still
seemingly subject to the outcome of the background conflict.

It should be noted that the Navigator’s non-martial and pacifistic nature is less defined than the
later examples Zozo and Malio, due in part to the fact that the formative importance of nonviolence in the concept of the Scientific Protagonist was made more obvious after the writing of
Cosmic Bottle (and in the re-reading of the script) and with the critical readings of The Wind
Rises and The Martian in the traditional research component. Even though the Navigator is
crafted as a non-violent character, pacifism and non-violence is not necessarily his political
creed in the way that is for Zozo the libertarian and the free-thinking Malio.

The dramatic stakes and risk of the Navigator’s crisis are enhanced by the narrative presence of
his fledgling friendship with the character Elizabeth, an emotional motivation for the
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conservative use of power. The apparent existential dangers of facing the Kraken and a tempest
is a motivation for opting toward the liberal use of power to circumnavigate the danger.
This crisis allows the audience a detailed understanding of the technological characteristics and
processes of Voyager 2. The increased sense of urgency and danger that the Kraken affords the
plot of Cosmic Bottle and the fact that it allows, in this particular text, for the conceptual
scientific problem faced by the protagonist to be a dramatic and emotional conflict. It also
allows the intertextual link to cultural myths relating to the hazards of travelling through
strange, unfamiliar and uncharted waters to serve as the justification for the inclusion of such
overt fictional elements in a play designed to promote scientific discourse.

The second critical objective of Cosmic Bottle was to promote discourse relating to the science
and technology of Voyager 2, and to provide an opportunity to explore the challenges involved
in such a task. An effort has been made in Cosmic Bottle to note as much of the technological
characteristics of Voyager 2 as possible. The script features several references to the scientific
instruments installed on the craft; the magnetometer, spectrometers and hydrazine thrusters for
example, but the main technological feature represented within the text is the Voyager 2’s
dependency on a Radioisotope Thermoelectric Generator (RTG), in which heat provided by a
finite source of plutonium 238 is converted into the electricity that powers the space-craft and
its instruments. In order to ensure the script maintains the level of fidelity and educative
qualities that are present in the creative works cited in the traditional research component, such
as The Martian (Weir, 2014), it is not enough that the RTG be acknowledged as the Voyager 2’s
power source, instead I would argue the reader (and any potential audience) must be allowed an
opportunity to understand precisely how the details of this scientific and engineering process
operate.

As the play allows for the Voyager 2 to be inhabited by human-like characters, fiction affords
the reader an opportunity to follow the Navigator and Doctor Cro into an ‘Engine Room’ and
interact with the RTG and its nuclear fuel-source. In this scene, the character Caliban is found
and performs a monologue that directly explains the process in which heat generated by the
supply of plutonium 238 is passed through thermocouple links, creating an electrical charge.
While Caliban performs this monologue, the Navigator and Doctor Cro measure the amount of
radioactive decay in the plutonium, thereby informing their calculation as to how much time the
Voyager 2 has left until its power supply is exhausted.
While the Voyager 2 has no ‘Engine Room’, and no crew to tend to such a room, the established
fiction enables the reader to understand the RTG in both function and in relevance to the greater
processes of the Voyager Interstellar Mission. The reader is subsequentially invited to
understand the role that volatile substances such as plutonium 238 play in modern science. A
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substance with such a reputation as the element plutonium can be difficult (or controversial) to
understand – why would scientists make such a dangerous thing? One might argue that some
historical applications and disasters of nuclear technology have marred the involved processes
and materials with a dark or ‘unnatural’ reputation. Events such as Voyager 2 might allow for
the public to observe and understand the potential benefice of these technologies when used in a
more positive application.

The radioactive, self-heating and decaying properties of plutonium 238 are important to Cosmic
Bottle in the fact that the characters of the drama are subject to a finite power supply, and must
weigh their use of the ship’s power against the longevity of this supply. Like the real craft,
whenever the fictional Voyager 2 makes an operation, such as altering course trajectory or
powering an instrument, the necessary power is taken from the RTG and the reserve is depleted.
Far from Earth, with no way of re-fuelling, the exhaustion of the power provided by the RTG
will ultimately end the Voyager 2’s ability to function. Without power, the craft will no longer
be able to collect data or communicate with NASA via the Deep Space Network and it will
simply continue silently on its course outward into interstellar space; the most distant artificial
artifact in the universe.
The finite nature of the Voyager 2’s power supply is incorporated into the plot of the narrative
of Cosmic Bottle in the form of a crisis of indecision faced by the Navigator. The Navigator is
presented with the problem of deciding if a manoeuvre to avoid the impending tempest is worth
the required cost of power. The Navigator’s desire to avoid the tempest is conflicted against his
desire to maintain the connection to the Deep Space Network and the conversation this affords
him with the character Elizabeth. This problem is representative of every decision made by
NASA regarding the expenditure of Voyager 2’s power resource since the crafts journey began
in 1977 with the Interplanetary Mission; any technological action comes at the expense of the
craft’s functional longevity. Within Cosmic Bottle, this practice of cost versus benefit analysis
can be interpreted emotionally through the Navigator’s desire to maintain a communicative
connection to Elizabeth for as long as possible despite the fact that this requires him to disregard
his own safety and to continue the course through the storm.

Another technological feature of the Voyager 2 that is noted in the script is the Imaging Science
System, or camera in ley-terms, which enabled the craft to send back images from space. The
characters in the script discuss the historical images in a conversation that distinguishes the
differences between the comparative photographic achievements of Voyager 1 and Voyager 2.
The fictional crew of Cosmic Bottle discuss the famous ‘Pale Blue Dot’ or Solar System Portrait
image captured by Voyager 1 in 1990 (the first picture to capture all the main bodies of the solar
system) and the images of the planet Neptune taken by Voyager 2 in 1989 (nasa.gov, 2021). Dr
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Carl Sagan discusses the importance of the Voyager Mission using such images in order to
allow the wider public, beyond the scientific community, to perceive and understand the new
knowledge and information being collected in such efforts as the Voyager Interplanetary
Mission.

This inclusion of a camera in the design of the Voyager 2 is indicative of the attempt being
made on the part of the involved scientific community to provide material to the public that
assists in the visualisation and imaginative understanding of the spacecraft’s journey and
purpose. The script draws attention to these photographic achievements as a way of
distinguishing the two Voyager craft from one another and also as a way of noting the varied,
opportunistic tasks that have been undertaken by the craft in their respective journeys over the
last few decades before reaching their current locations.

The third critical writing objective of the script of Cosmic Bottle is the celebration of yet another
important detail of Voyager 2: the famous Golden Record that is attached to the craft. The
Golden Record is a collection of sounds, music, and images from Earth, compiled together in an
enduring golden phonographic record and attached to Voyager 2 and many of these works of
music are referenced in the play. The Golden Record can be considered an example of human
self-expression in the form of what is described by Smith and Dean (2009) as Conceptual
Research, and as Performative Research by Haseman (2006); the presentation of creative and
artistic symbols intended to represent facts and to codify and translate knowledge from one
place to another. The fact that this method of presentation was chosen by a scientific
community to be the way in which humanity would represent themselves onboard the outwardbound Voyager spacecraft is particularly fascinating to this research project. As noted by Sagan
(1994), the very act of crafting the twin Golden Records and attaching them to Voyager 1 and
Voyager 2 is seemingly an exercise in describing ourselves to the universe: “Each Voyager is
itself a message. In their exploratory intent, in the lofty ambition of their objectives, in their
utter lack on intent to do harm, and in the brilliance of their design and performance, these
robots speak eloquently for us.” (Sagan, 1994, p. 125).

The chances of the Golden Record ever being recovered by future generations are fantastically
small, but an effort has nonetheless endured to present ourselves through material and
performative products of culture and art.

Cosmic Bottle engages with the topic of the Golden Record throughout the text. The music and
dialogue of Record is referenced both directly and indirectly during the course of the play and
the phonograph is noted as one of the important features of the stage’s set. Any creative
interpretation of the text may take liberties in the physical representation of the Voyager 2, but
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any such interpretation is intended to be slightly limited in that it should include the Golden
Record. In contemporary theatre practice, the playwright is not necessarily the director or the
set-designer, but the instructions they leave in the script’s template of performance can ensure
noteworthy and plot-relevant details of scenic presentation endure, and such is the case with this
script. When consideration is also given to the fact that music can be utilised as an element of
live performance, the inclusion of the Golden Record in the script offers a relevant source of
music resources for any variations of sound design created to assist in any potential
performance of the script.

At the ending of Cosmic Bottle, a stage direction notes that the ship has nearly exhausted its
power supply and in order to conserve what remains the systems and the characters are
deactivated and powered down, echoing the robotic processes of the Voyager craft. At this
point, as will be the case when the real Voyager 2 reaches the limits of its power supply, the
Golden Record significantly remains as the only functioning element of the ship, a note to the
enduring nature of the Record and the intentions behind its inclusion in the Voyager program.

When maintaining the New Historicist emphasis on the importance of the individual and selfconsciousness (Greenblatt, 1989), my critical reflection on Cosmic Bottle encountered questions
of how exactly an ‘individual’ might interact with this text. My own individual perceptions of
the script as the playwright are clear enough; it is an article of practice-led research designed to
celebrate the Voyager 2, but a dramatic-text is also encountered and interpreted by (potentially)
many other individuals in any process of reading and production. Unlike the reading processes
of the novel that are outlined by Barthes (1977), the reading and interpretation of a theatre-script
is achieved by many individuals. A potential director reads the script as a template for a live
performance, noting the technical and dramatic requisites of the text, while the audience might
interact primarily with other textual qualities (usually those they find sufficiently entertaining).
Each of these perspectives, that of the playwright, the performer, and the audience, is worth
consideration in this autoethnographic reflection, informed as it is by the research ethos of New
Historicism. Interpretations of the text will vary with each individual reading of the work; each
as distinctively different and individual as those enacting the creative process of reading the
performance. While summarising, or quantifying, these variations is not the intention of this
autoethnographic reflection, they are helpful when considering the potential qualities of the text
that would otherwise elude a practice-led researcher operating solely as the writer of the play.

In considering which elements of Cosmic Bottle resonate with the reader more than the writer,
the significance of the scientific content seems to diminish in comparison to the more traditional
performance elements, most notably the characters and the drama they create. Resultantly, it is
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the fact-based discourse that the characters interact with that seems to resonate the most clearly
in the reading of the script.
The prime example might be that the conversation between the Navigator and Elizabeth is a
clear and simple demonstration of scientific fact being codified in fiction in a way that allows
the reader or audience to become emotionally invested in the characters, and therefore
emotionally invested in understanding the circumstances that formed the conditions of their
interaction. Just as Cixous (2011) explains, the characters of the narrative become an avenue of
understanding.

The inclusion of intertextual influences from The Tempest (Shakespeare, 1604) within Cosmic
Bottle is a reference both to the historical origins of the Scientific Protagonist character-type as
determined by the traditional research component of this project, and to the history of the
Voyager 2 itself. Voyager 2 flew by the planet Uranus in 1986, recording and sending back
images of the distant outer-planet and its moons, which just so happen to be named after
Shakespearean characters (a few exceptions are named after the works of Alexander Pope).
This provided a point of contact between science and literary art that was too tempting to
ignore. To celebrate Voyager 2’s encounter with historical literature, some of the characters in
Cosmic Bottle have notably been borrowed from Shakespeare’s work The Tempest. Prospero,
Ariel, and Caliban are intended to be familiar theatre-characters telling an unfamiliar story.
When conversing with one another, Prospero, Ariel and Caliban use Shakespearean dialogue
taken directly from The Tempest, but when conversing with the other characters they speak in
contemporary English.
These intertextual characters are literary reinventions, but they maintain clear links to their
original and historical counterparts; Prospero assumes an authoritative role and allocates most
of the tasks required on the ship to his over-worked servant Ariel, and the neglected Caliban
provides expositional information, which is helpful to the audience, yet mostly dismissed as
mad ramblings by the other characters of the play.

Alongside the characters appropriated from the works of Shakespeare, the more original
characters also serve two functions in this script: as both intertextual references and as potential
points of view that are contrary to those of the Navigator. The character ‘The Captain’ is
demonstrative of the intertextual and metafictional influences from historical texts. beyond
Shakespeare’s work, in the construction of Cosmic Bottle. The Captain recites monologues that
are contemporary reinventions of verse from the poem Beowulf, creatively contextualised for
the events of the play. The Captain is heavily influenced by the iconic grand, brave, objectiveobsessed captain-figures of literary history such as Beowulf, Captain Smollett and Captain Ahab
in order to accentuate the contrasting dramatic differences between the newer character-type of
the Scientific Protagonist and more traditional character arch-types. Beyond this technique of
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character-contrast and juxtaposition, the character of the Captain, and to a much lesser degree
the unseen characters that are the ship’s tourist-passengers, further emulates discursive themes
in that they serve as a textual reference to the pressure and influence of forces such as
nationalism and commercial and public interest on space exploration events such as the Voyager
missions. In Cosmic Bottle, the Captain is singularly obsessed with the success of the Voyager
2’s mission and protecting the ship from external threats. He is not necessarily passionate about
the acquisition of scientific knowledge outside of the fact that it is a directive of the mission and
when the ‘Kraken’ threat presents itself, the Captain is all too willing to resort to violence to
solve the problem.

Like the Captain, the character of Cro Gravette was written with the intent of contrasting
alternative character-types against the Scientific Protagonist. Doctor Cro is a textual reference
to the relevant importance of Cultural Materialism in this research, and the ideas advanced by
Clifford Geertz (1973), that cultural practices have influenced the social, anthropological and
physiological form of humanity over the course of the many generations that have survived
throughout our entire history. The evolutionary path of our species through the pressures of
Natural Selection has determined that our dependency on the transference of complex
information between generations via cultural ritual, code and practice is such that it effects our
very survival (Geertz, 1973). The implications of this theory are that the influence of culture
has been a significant factor in human evolution since the earliest human cultures formed in the
Palaeolithic Age. The character Cro is representative of the prehistoric explorers and artists
who, through inter-generational cultural practice, crafted the foundations of exploration and
creative cultural conventions that influenced modern explorative efforts. Rather than allocate
Cro to a specific cultural group, the character is crafted on a common pop-culture interpretation
of an ice-age human, and their ‘fire-taming’ monologue alludes to a generalised, forgotten
origin in one of the earliest, recognisably human, cultures. Two of the earliest known modern
human cultural industries in Europe are currently referred to as the Aurignacian and Gravettian
cultural groups (Schmidt and Zimmerman, 2019). Each is attributed certain consistencies in
archaeological artifacts gathered throughout Europe. These cultures, and those like them, that
chose to venture into the wilds of paleolithic Europe were exploring the frontier of human
knowledge in their own time, and these explorative efforts undoubtedly played a significant part
in their success, thereby influencing the superseding generations. In relative terms, the ideal of
exploration and the desire to push the boundaries of knowledge seems to be an enduring passion
of humanity, a continuous cultural practice from the migrations of the earliest days of the Stone
Age through to the journey of Voyager 2.
It is worth noting that the possibility of ‘culture’ predating our species is gaining popularity in
academic circles, with evidence of cultural practices and capacities being attributed to other
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species and sub-species of human, such as the homo neanderthalensis, as indicated by
contemporary research efforts in paleo-anthropology by Peresani et al. (2011), and Rendu et al.
(2013), which outline samples of physical, archaeological evidence of non-utilitarian, cultural
behaviour in Neanderthal communities. These developments in theory conjure questions of
how much of a factor our prehistoric cultural practices may have been in our own species
surviving longer than our nearest evolutionary relatives, placing it alongside other influences
such as physiology, climate change and disease in the list of factors that may have contributed
to our lonely status as the only remaining human species.

Furthermore, if signs of culture can be determined in species beyond our own, the question rises
as to precisely how far back into history might the practice of human culture be traced? Did
modern humans and our Neanderthal relatives inherit their cultural practices from a shared
origin? Or did they develop symbiotically? Or did our cultural practices simply develop
independently alongside one another when we shared this world? With new insights provided
by archaeology, anthropology, and history, it seems ever more likely that homo sapiens is not
the inventor of culture at all, but rather the product and inheritor of an evidently effective and
successful form of it, further supporting the Cultural Materialist argument that is advanced by
Geertz (1973). All of these questions and themes are imbedded into the discursive potential of
Cosmic Bottle through the character of Doctor Cro.
The character of ‘Mozart’ is another character derived from history. The work of Wolfgang
Amadeus Mozart is included in the soundtrack of the phonographic Golden Record, and for this
reason he was chosen as the basis of a character who would act as the ‘curator’ of the Record
and who is responsible for entertaining the passengers of the ship. The character in the script of
Cosmic Bottle is not meant to be interpreted as an accurate depiction of the real-life eighteenthcentury individual whom they are named after; their behaviour, continued use of contemporary
English and evident situation as crew-member of the Voyager 2 should make this quite clear to
the reader. Instead, they are meant to draw the attention of the reader toward the creative
content of the Golden Record and its inclusion in the Voyager 2 mission, and to provide an
avenue and voice for a less scientific and far more dreamy and artistic perspective on the events
of the voyage.

Any one of these characters, The Captain, Doctor Cro, or Mozart, has the potential to serve as
an entertaining and effective protagonist for this story, and in a more traditional play they would
serve this function well, but as a result of the research agenda related to this task, they have been
diminished slightly into the ensemble of characters that surround the scientifically minded and
non-martial Navigator, bringing their ideological points of view against his at several points in
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the play in the process of ‘argumentum in utramque partem’ as it is explained by Greenblatt
(1994).

The creative work Cosmic Bottle indicates that the Scientific Protagonist is a valid concept in
practice and can indeed be enacted as a deliberate writing device in the theatre. Experiences of
writing the text, and reflective readings of the completed script provoked the idea that further
Practice-led research would provide more articulate and detailed insights regarding the strengths
of the theatre as a creative medium capable of promoting Scientific protagonist-led narratives.
Reflecting momentarily on Aristotle’s comparison of drama and painting; I think Cosmic Bottle,
in relation to the greater research questions being explored in this project, could be allegorised
as an Impressionist scene: despite a lack of detail, the outline, form and undetailed shape of a
Scientific Protagonist character is evident in a rather colourful scene. From this origin, the
figure of the Scientific Protagonist might be further distinguished, experimented with and
defined in the following works and constituent chapters of this Practice-led Research; Apples
and Alchemy and Sludge.
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Chapter Seven
Apples and Alchemy
Apples and Alchemy: Presentation of Creative Work

The second play written for this research project is titled Apples and Alchemy. As part of the
practice-led research, Apples and Alchemy aimed to improve on the ideas and theories that are
explored in Cosmic Bottle and to refine the operating definition of the Scientific Protagonist.
The play, and all the characters and events portrayed within, are inspired by the life of the
French intellectual and playwright Voltaire.
Voltaire and his companion Emilie Du Chatelet famously supported the work of the English
mathematician Sir Isaac Newton and both individuals played a central role in the translation of
Newton’s work from English to French, greatly increasing the accessibility of Newton’s
discoveries throughout Europe.
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Character ListZozo the Amazing Alchemist – Zozo is a wealthy writer and a very skilled alchemist,
famously flamboyant and hot-headed. He has a passion for learning about science, and helping
others learn in turn. Zozo was once a young, energetic individual, but of late he has become a
cynical, grumpy, elderly man.
Recently, Zozo promised the Royal Court a new, profitable alchemical recipe. However, Zozo
came down with a fever, from which he is only just recovering at the beginning of the play. The
alchemy order was neglected, but the Court are still expecting their product.
(The roles of Older Zozo and Young Zozo can be performed either by the same actor, or shared
between two – such a decision would be for the Director)
Emilie – Emilie is a wealthy Marquise, an intelligent scientist and a highly capable alchemist.
She hides Zozo in her library in order to keep him safe from the authorities and together they
translate and re-organise Sir Isaac Newton’s work to make it more understandable and easily
read. Assertive and confident, she brings out the best in those around her.
The Nurse – Miss Irene is a bright and hard-working Nurse in the employ of the Hospital.
Steadfast in her duties, kind-hearted, and always in a good mood, she is committed to helping
the Hospital’s patients, especially when riots in the city are injuring so many innocent people.
She has an obvious crush on Corporal Rubin, but is too shy to admit it.
The Doctor – A hard working and honest man, the Doctor cares deeply for the well-being of
both his patients and his staff. With the Hospital under incredible strain due to the violence in
the city, the Doctor is busier than ever.
Marie – Marie is Zozo’s niece and apprentice. An intelligent woman and a highly capable
alchemist, she takes care of her ageing Uncle while managing the business of mixing and
brewing alchemical concoctions and potions. When Zozo falls ill, Marie is forced to work twice
as hard to keep up with customer demand.
The Duke – The Duke has been charged with overseeing the Court’s investments in Zozo’s
work. He now finds himself running errands for both the King and the Court, and is forced to
monitor the progress of scientists and their projects. A good man at heart, the Duke cares for
his people and is distressed by the outbreak of violent riots in the city.
Corporal Rubin – Corporal Rubin is a young, brave, honest man with a good heart. He is quite
proud to be serving in the King’s Army and believes that he is very lucky to be assisting the
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Duke. Mister Rubin harbours obvious amorous feelings for Nurse Irene, though they are both
too shy to admit it.
Moreau – A young soldier in the Duke’s party and a friend of Corporal Rubin.
Catherine – Catherine is an enigmatic woman, and the niece of Sir Isaac Newton. She appears
and reappears throughout Zozo’s life, undaunted by grief and loss, she reminds him of
important events and puzzles alongside him about where people fit in in this new modern world.
The Narrator – The audience’s friend. The Narrator helps guide us through the changes in
scene, including place and time, and he also plays many of the smaller parts that appear
throughout the story.
Character Notes for Chorus – The play includes a small Chorus, not just as an ensemble, but
also for the many small roles that appear throughout the story which the Narrator cannot play.

*The Age and Gender of all characters may be changed at the Directors discretion.

Setting and Time
The play is set in the Kingdom of France, in Paris, just before the time of the Revolution.
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Act I
Scene 1 – The Street

The Narrator, the Doctor and the Nurse enter the theatre with the audience, accompanied with
the Sound Effects of sirens, police-whistles, rushing crowds, as well as the sounds of distant
fighting and the occasional concussion as part of a building collapses.
Although the actors on stage are pre-set, they may not be well lit, as the stage remains dormant
until awoken by the Narrator.
The theatre is filled with the sounds of distant bangs and crashes.

Narrator

Keep Calm, ladies and gentlemen! Find a safe place now.

The Doctor and the Nurse remain standing while the audience finds their seats, gradually
making their way toward the stage.
Doctor

Such mayhem! All these people!

Nurse

Oh, just a bit of light morning traffic is all Doctor.

The sounds of a distant but violent riot can be heard
Narrator

Keep Calm Ladies and Gentlemen! Keep Calm! No need to panic now! We are
all perfectly safe! Just the casual, routine civil riot. You can thank the
malcontents for all the noise. Keep calm now, they aren’t that scary… Nothing
more than bad weather really.

The sounds of the ‘riot outside’ become more violent
Narrator

Do not worry! The authorities have assured me that your safety is practically
guaranteed, good people, so Keep Calm! Don’t panic now… Keep Calm!

The sounds of the riot cease and the all-clear siren is heard
Narrator

Lovely! See, all clear! Everyone alive? Splendid. Dastardly protests, awfully
inconvenient isn’t it? But – you know the rules people! Keep Calm and Carry
On! Just another splendid day! About your business now, hurry up!

The Chorus rushes out of hiding throughout the auditorium and fill the theatre with movement
(Stage Proper) The Doctor and the Nurse Enter, along with Chorus as the Citizens
Doctor

All clear! Are you alright Miss Irene?

Nurse

Oh yes, yes, thank you Doctor.

Doctor

And the medicines, they are…?

Nurse

The medicines are perfectly safe Doctor, I have them here.

Doctor

Wonderful, wonderful.

Nurse

Those bombs gave me such a fright Doctor, I almost dropped whole case.

Doctor

I saw that, yes. Luckily you didn’t.
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Nurse

Yeah, you should have seen your face though Doctor, when it happened that is,
the look of horror you had.

The Nurse makes a comical impersonation of a horrified Doctor
Doctor

Yes… but luckily you managed perfectly well.

Nurse

Didn’t break a single bottle sir. I’ve got this covered. You can count on me.

Doctor

Your instructors would be very proud. Shall we continue on our way?

Nurse

Of course Doctor, after you.

Narrator

Come along people! Hurry up now! About your business. Quickly, before the
next riot!

They continue across the Stage.
Narrator

What business brings our good Doctor so far from his Hospital? Ah, of course!

(the Narrator moves onto the Stage proper) Zozo the Amazing Alchemist!
The stage lights up with the Narrators arrival. The Chorus Exit and the Narrator hides.
Scene 2 – The Alchemy Lab

The Doctor and Nurse Enter.
Doctor

Now, the next patient we will be visiting –

Nurse

Oh, yes! The house-call. So exciting isn’t it Doctor? Getting to leave the
Hospital, that is.

Doctor

Yes, quite the novelty, now... the patient we’ll be visiting –

Nurse

Of course, you’ve not told me who the next patient is yet Doctor.

Doctor

No, not yet, but as I was saying –

Nurse

Is it a secret Doctor? Am I not allowed to know until we reach the house?

Doctor

Well –

Nurse

I’m good with secrets Doctor, you can trust me. Oh, is it somebody important?

Doctor

The patient is –

Nurse

Of course, I meant no offence to the good people in the Hospital. That is to say,
all of our patients are important.

Doctor

Absolutely. But still, this patient can be difficult.

Nurse

Oh.

Doctor

The gentleman in question is very intelligent, brilliant at his craft, but make no
mistake he is a stubborn man, prone to dramatics, unorthodox antics and loud
tantrums. He is currently recovering from a recent bout of fevers. He possesses
a strong dislike for practically everything, especially, it seems, for hospitals,
doctors, nurses and anyone associated with us, so do not take it to heart, Nurse
Irene, if he insults you or your family, it is simply the habit of how he conducts
himself.
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Nurse

Oh dear.

Doctor

I was contacted by his niece, and I am confident he does not approve of our
visit…

Nurse

Oh, I see…

The Doctor and Nurse approach the Marie’s House. Marie’s House is set with a Bed, a Table,
a Cabinet, and a Chair. There should also be a doorway which leads to an unseen Laboratory
in the next room (or basement), and a doorway leading to the Street.
Nurse

I’ve heard of this place Doctor! This is the Alchemy Lab! This is where they
make all those potions! Are we going inside sir? Do we get to meet him sir?
Oh, I say, fancy that, the Mister Zozo? The Famous Alchemist?

Doctor

Well, Nurse Irene…

Nurse

Oh my goodness! He’s the patient isn’t he!

Doctor

Yes, Nurse Irene.

Nurse

How exciting!

The Doctor knocks on Marie’s Door, which is answered by the Narrator as Igor. Inside, the
Duke and Zozo are mid-argument.
Igor

The Alchemist is busy at the moment! If you would like to return later…

Doctor

I don’t care how busy he is, where is Miss Marie?

Igor

Oh, it’s you Doctor, my humblest apologies, I shall find Miss Marie at once.
Come in, come in, step out of the street! May I take your coats?

Doctor

Ah, no need, I’m sure we’ll be on our way shortly.

Igor

Your bags?

Doctor

No, we’ll hold onto those as well.

Igor

Please make yourselves comfortable, I shall inform Miss Marie that you have
arrived.

The Narrator/Igor Exits
The Doctor and the Nurse enter Marie’s House, while from offstage come the sounds of Zozo
and the Duke shouting, arguing and exchanging insults.
Nurse

Doctor, this looks just like a normal house!

Doctor

Well, what did you expect?

Nurse

I was expecting, well, you know, wall to wall shelves lined with bottles filled
with strange potions and magical concoctions.

Doctor

Alchemy is not magic.

Nurse

Ha! You are mistaken sir, it is.

Doctor

Mistaken? What?

The Duke Enters
Duke

You insufferable old fool!

Zozo Enters, dressed in a nightgown and waving a vase threateningly at the Duke
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Zozo

You are the fool! You – you – you hack!

Marie, Igor and the Young Soldiers Rubin and Moreau Enter
Duke

How dare you!

Zozo

Vultures! Can you not see that I am on my deathbed! Can you not leave a man
to die in peace! Bastards!

Duke

You’ve gone mad!

Zozo

And you are a corporate sell out!

Duke

Unbelievable…

Zozo

Ignorant twit! You are a sheep, I say! A sheep disguised as a Duke!

Zozo throws the vase at the Duke, aiming badly and missing. The vase breaks.
Marie

Uncle Zozo, please calm down. You can’t mean these things you’re saying.

Duke

I have no time for you in this state, Zozo, you embarrass yourself.

Zozo

Ha!

Marie

Your Grace, I apologise for –

Duke

No need, Miss Marie, no need. These are stressful times, emotions are high and
tempers are short.

Zozo

Stressful times? Stressful times? The city has gone mad! Heaven forbid, why
don’t you go and do something useful? The streets are being assaulted as we
speak and you waste your time here, standing in my house, making ridiculous
demands! Fool!

Duke

Ridiculous demands? The Court ordered this new formula months ago. They
funded your research. You promised them a product. A rare and marvellous
Elixir that can heal all manner of grievous wounds and injuries, that is what you
promised!

Zozo

Do you let those idiots at Court do all of your thinking for you? Hmm? So, they
think sending their pompous lackey down here to perform a peacock
impersonation will speed things up? That your presence will magically
accelerate the ancient science of alchemy?

Duke

I am simply checking on your progress…

Zozo

Idiot! There are riots in the city, fighting in the streets, perhaps you should go
and help keep the people safe? Or is that endeavour not quite profitable enough
to be worthy of your time?

Duke

My concern for the people is precisely why I am here! You are supposed to be
making medicine!

Marie

Your Grace, I can promise you the recipe is almost complete.

Duke

It is? Truly?

Zozo

Hush Marie! Tell him nothing!
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Marie

(to the Duke) Absolutely. My Uncle is unwell, clearly, but while he’s
recovering-

Zozo

This is my deathbed. One cannot recover from death.

Marie

-I will be taking care of the Alchemy Lab and personally overseeing the
completion of the new formula. We are so very close to perfecting it. Tell the
fine ladies and gentleman of the Court that they should have it soon enough. A
couple of days at most.

Duke

A couple of days? Thank you, Miss Marie. That is all I needed to know. I shall
pass that on to the Court. I shall take my leave.

Marie

Of course sir. Be safe out there.

Duke

Corporal, my coat.

Corporal Rubin passes the Duke his coat
Rubin

Sir!

Duke

My hat?

Corporal Moreau holds up a heavily feathered hat
Moreau

Sir!

Duke

Good Day Miss Marie, Zozo…

Maire

Good Day, Your Grace

Zozo makes a rude noise in response. The Duke nods to the Doctor before leaving
Duke

Good day Doctor.

Doctor

Your Grace

Nurse

Oh! Hello Mister Rubin

Rubin

Hello Irene.

The Duke and Young Soldier Exit
Nurse

I say, first the Great Alchemist, now the Duke, who’s next sir? The Queen?

Doctor

Wouldn’t that be something…

Nurse

You know, I checked with the other doctors at the hospital sir, and you are
allowed to laugh at my jokes.

Doctor

Oh, well of course I am.

Marie

Hello Doctor, thank you for coming.

Doctor

How is he Miss Marie?

Zozo

What is he doing here?

Marie

He is being difficult

Zozo

I can hear you!

Doctor

Shall we see if we can calm him down?

Marie

We made sure he was resting in bed sir, but when the Duke arrived…

Doctor

Of course.

Marie

He’s also dying. Again.
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Doctor

Ah.

Nurse

Oh.

Marie

No need for concern, Miss. This is his third deathbed this year. Complete
nonsense, he’s merely on the mend from a fever.

Nurse

Oh?

Doctor

Let’s see how we can help.

Marie

I’m out of sleeping drought. Do you have anything that could sedate him? Just
for a couple of days?

Doctor

Days?

Marie

Hours. I meant to say hours.

Doctor

Ah, as much as we’d all love that, I’m sorry to say that sedation is simply not
necessary. Zozo, may I give you a quick check-up? (places Bag of Medicines
down and retrieves a thermometer)

Zozo

No need! I know what’s wrong with me - mortality. My time has come.
Tis an ailment of the most permanent kind. The forever-sleep!
Now cracks a noble heart – good night, sweet doctor, and flights of angels sing
me to my rest!

Doctor

I don’t think so Mister Zozo, now let’s see. (places thermometer in Zozo’s
mouth) You’ve been taking the tonic? Remember, taking your medicine and
resting will help you to recover swiftly and surely. The pains are gone? The
fever has passed yes?

Zozo

Humph, suppose so.

Doctor

And you have been taking your medicine? The prescribed medicine?

Zozo

Yes.

Marie

He has sir, I’ve made sure of it.

Doctor

(Examines thermometer) You appear to be coming along quite well my friend,
your niece is right, all you need is rest and relaxation. Though perhaps you
would like me to ensure that you are comfortable?

Zozo

Just to be clear, Doctor, we are talking about opium, aren’t we?

Doctor

No, not at all. I’m talking about having Nurse Irene here overseeing your
recovery for the rest of the day. If she doesn’t mind that is?

Nurse

Of course I don’t mind sir, I’m happy to help.

Zozo

Nope

Doctor

Zozo…

Zozo

First, you deny me opium, on my own deathbed

Doctor

You’re not dying.

Zozo

Then you land me with a babysitter! Heathen!
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Doctor

Miss Irene is one of my best nurses, so you must promise to behave and do as
she says. It would help ease your niece’s concerns if you just rested for a little
while, take it slow and recuperate from all this work-related stress. Are we
agreed?

Zozo

Hmph.

Doctor

Excellent. Now, let me make this perfectly clear, you are not dying.

Zozo

Lies and slander!

Doctor

You are in perfect health, something to celebrate yes?

Zozo

Don’t you have other patients to visit?

Doctor

Indeed, but I cannot go until you promise to behave for Nurse Irene.

Zozo

Fine! I promise!

Doctor

Very good, thank you my friend. Now, I must rush to my next appointment.

Nurse

Will you be alright Doctor? Out there on your own?

Doctor

Yes, yes.

Nurse

Don’t forget your bag sir! (hands the Doctor his Bag of Medicines)

Doctor

Thank you Miss Irene, what would we do without you? Be careful now, the
fighting is far from here so you should all be quite safe, but best to keep the
doors locked. I shall return in a few hours to collect you.

Marie

Thank you again, Doctor.

Doctor

My pleasure as always, Miss Marie. Take care of my Nurse now.

The Doctor Exits
Marie

You heard him! You will stay in bed or so help me…

Zozo

(getting in the Bed) It’s not my fault that the Duke has no patience.

Marie

Well, why did you promise them an elixir we don’t know how to make?

Zozo

It seemed like a good idea!

Marie

It really wasn’t! Now, I have to go and fix this mess, so please, just, stop being
difficult.

Zozo

Stop complaining, I’ve done most of the work for you already.

Marie

We’ve made a lot of progress together, yes, but the formula is not finished and
we don’t get paid again until it is, so will you please let me work?

Zozo

Very well.

Marie

I mean it! Stop the tantrums! Just until we figure it out.

Zozo

But it’s my deathbed…

Marie

Uncle!

Zozo

Fine!

Igor Enters and places a breakfast tray of porridge on Zozo’s Bed
Marie

Eat the porridge Uncle.

Zozo

Never.
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Marie

Eat it! (to the Nurse) My dear, I shall be in the Lab, please let me know if you
need anything. I promise that despite his behaviour, he is quite harmless. But
if he causes you any trouble, call for me and I shall throw him out into the
street. Here you are, the key to the medicine cabinet, should he need his tonic.
(Passes the Nurse a Key) The neighbours play music all day, you can hear them
most of the time. They’re quite good. Refreshments will be brought up shortly,
I promise.

Nurse

Thank you Miss Marie.

Zozo

Don’t make a mess of my laboratory!

Marie and Igor Exit. The Nurse begins setting up her station beside Zozo’s Bed.
Zozo

They call this food? Is flavour no longer practiced these days? If this is what
people are eating now, then I’m afraid this absurd talk of Revolution makes
some sense after all. Nurse. Psst… Nursey. Miss Nurse!

Nurse

Sir?

Zozo

You see that cabinet? Over there, next to the desk. The one with the lock?

Nurse

This one here sir?

Zozo

Yes! Now, as my beloved Niece has left you with the key, inside that locked
cabinet you will find some alchemical ingredients, a few Arabian salts,
Manchurian medicines and the like, but hidden discreetly behind them you will
find a bottle of English rum, a bottle of Absinthe and a quart of laudanum. You
see?

Nurse

Gosh sir, you could knock out a wild animal with all that!

Zozo

Indeed! Now hidden even more discretely behind those is another bottle, filled
with a most rare and precious potion from the East, a gift, sent to me from the
Empress of Russia. Retrieve for me that bottle!

Nurse

Oh my! (retrieves a glass bottle from the back of the cabinet) This is vodka, sir.

Zozo

Yes! What do you say to us opening the bottle up? We can then mix all those
wonderful things into this flavourless soup, both indulge in the smorgasbord of
drugs and drink and pass the whole day by in a drunken, hallucinogenic haze?

Nurse

Sir! How could you suggest such a thing?

Zozo

It was worth an honest try.

Nurse

I could never…

Zozo

Oh of course not, of course not. Pretend that I said nothing of the sort. You are
a local girl yes? Spent your whole life here in the Duke’s picturesque little part
of town eh?

Nurse

Yes Sir.

Zozo

Then I won’t hold it against you. Your reservations towards fun that is. Such
inhibitions are the stock standard of simple peasants such as yourself
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Nurse

Now, now, there are many ways a person can have fun without ingesting all
those… substances.

Zozo

Lies!

Nurse

I never lie sir, I’m the honest sort. And I know all about fun. If it helps to pass
the time, I’ll gladly join you in a game of cards. That should give us some
excitement. Strictly speaking, it would be against the rules, but I won’t tell the
good Doctor if you don’t, just promise me that you won’t sneak any more of the
medicine. Alright now?

She produces a deck of cards from her bag
Do you play Cards?
Zozo

Good heavens. You’re serious? This is what you call fun?

Nurse

Well, if it’s serious adrenaline you’re after we can always play that new fashion
Boston! Snap?

Zozo

I don’t want adrenaline! I want life! I want company that can appreciate the
important things! The things in life that really matter! Like food, drink, music,
laughter, that’s what matters! Things like apples and philosophy! Like a
cabinet full of delicious drugs! Not bloody card games and porridge!

Nurse

Apples sir?

Zozo jumps to his feet
Zozo

Apples! When I was in exile, the people I met… they knew how to have fun!

Nurse

Exile?

Zozo

Proper party animals they were. So much wine, so much ale. So many apples!

Nurse

It sounds like you got up to some mischief and antics in your travels. Where
did you meet these people sir? Were you really exiled?

Zozo

Yes, temporarily. But I would not wish to bore you with such a dull tale.

Nurse

Oh go on sir, I always love listening to a good story.

Zozo

Very well, I shall divulge.

Nurse

Oh please do! Exile? It must have been horrible sir, kept away from friends
and family…

Zozo

I promise you this is not some bleak sob story, no, no. It is often the humour of
this world that we should find happiness in the most unexpected of places. I
was a most fortunate person, having acquired wealth and fame as a writer and
as an alchemist. I was dragged to the Royal Court on many occasions, the
nobles really loved having an alchemist around for entertainment, you see. It
made a sensation whenever I would fill the gardens with sparkling fireworks
and floating droplets of quicksilver. Apparently, I became one of the King’s
favourites, one of his most treasured friends.
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Nurse

Oh my giddy goodness! The Royal Court? Meeting the King? I couldn’t even
imagine…

Zozo

Yes, yes, very fancy stuff. Now it may surprise you, Nursey, to learn that
despite all the fine company and all my good fortunes, occasionally, I had a
little bit of a bad temper.

Nurse

(mock surprise) Oh no! Sir! Really?

Zozo

Yes, really! Years ago, I was even more hot headed and dramatic than I am
today.

The scene changes into a different time and place, with the lights fading on the Nurse and
Zozo’s Bed and rising on the rest of the stage.
Zozo rises from his Bed and, over the top of his nightgown, dons a Coat and Hat, in this process
becoming Young Zozo
(or alternatively, depending on how the Director has chosen to cast the play)
Enter Young Zozo.
Zozo

All I wanted was to be the world’s greatest Alchemist. Entertaining the Court,
that was just showbusiness. I found no true joy there, I wasn’t learning
anything new. And I didn’t appreciate being made fun of either, which as you
can imagine, was quite easy for people to do. I was overconfident in the
leniencies fame brings. I forgot about the rules, and often found myself
fighting, or brawling, or exchanging hostilities of some form until one day, I
found myself facing the King’s Justice.

The Judge Enters and sits high above Zozo
Judge

You stand here in the Court, accused of striking a chevalier across the face with
a glove.

Zozo

This is ridiculous.

Judge

Did you, or did you not, strike the chevalier across the face with a glove?

Zozo

I was challenging that idiot to a duel!

Judge

And so you slapped him in the face with a glove?

Zozo

That is how one initiates a duel, is it not?

Judge

Ah, I’m not sure, that sounds rather strange to me. A little dramatic.

Zozo

Oh.

Judge

Obviously we cannot simply allow people to walk around slapping the King’s
nobles with their gloves.

Zozo

He mocked me. He made fun of my name, your worship.

Judge

Your name… Zuzu?

Zozo

Zozo, the Amazing Alchemist

Judge

Right – the chevalier made fun of that, you say?

Zozo

Yes
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Judge

And so you then slapped him in the face with a glove?

Zozo

Yes!

Judge

So you admit you are guilty?

Zozo

No, no, your worship, that was not a confession

Judge

It sure sounded like one

Zozo

No it wasn’t

Judge

Yes it was, I say it was, so – sentencing time!

Zozo

Wait!

Judge

Exile!

Scene 3 – In Exile

Narrator

Our dear Zozo is cast out into the wilds! Lost, all alone, adrift, until one day he
finds himself washed ashore on a Strange Island. What country friends, is this?

The Chorus Enter as a Lively Crowd
Reveller 1

Zozo! Zozo! Another trick!

Reveller 2

Yes! Do it! Do it! Another trick!

Zozo

You really want me to?

Chorus

Yes!

Zozo

Very well, very well!

Zozo produces a small vial, shakes it violently and then throws it into the air. It does not come
back down and instead bubbles fall. The Chorus reacts with drunken wonder.
Reveller 3

More!

Reveller 2

Yes! Do it! More!

Reveller 1

Turn something into gold!

Reveller 3

I say – can he do that?

Zozo

Well… not exactly -

Reveller 2

Yes! Do it! Gold! Gold!

Chorus

Gold! Gold! Gold!

Zozo

No gold! No gold! But, how about this?

Zozo quickly takes a Revellers Hat and places it upside down on floor. Zozo then adds several
mysterious ingredients and stands back dramatically before throwing in the last ingredient.
Brightly coloured smoke billows out of the Hat and the Chorus applaud and cheer.
Reveller 1

I say! Mister Zozo, do teach us some Alchemy!

Reveller 3

Oh, please, would you?

Reveller 2

Yes! Do it! Teach us!

Zozo

If only I could, but sadly I lack the reagents for such a task. Alchemical
ingredients are hard to come by you know.
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The Lively Crowd cheer and prepare another round of drinks, but the festivities are interrupted
by a Funeral Procession
The Priest, Catherine and Mourners Enter
The Crowd make way for the Procession, removing their hats, hiding their drinks and bowing
their heads solemnly.
Priest

Make way! Make way! Get out of the bloody road!
O all you host of heaven! O earth! What else?
And shall I couple hell?

Zozo

What’s this?

Reveller 1

Tragic

Reveller 3

Hush!

Zozo

(whispering) Someone important?

Priest

Hold, hold, my heart!
And you, my sinews, grow not instant old,
But bear me stiffly up.
Make way! Make way! Dearly departed coming through!

Zozo and his companions join the Procession
Zozo

Who is -?

Reveller 1

Don’t you know?

Reveller 3

Shh!

Priest

Remember thee?
Aye, thou poor ghost, while memory holds a seat
In this distracted globe. Remember thee?
Yea, from the table of my memory
I’ll wipe away all trivial fond records,
All saws of books, all forms, all pleasures past
That youth and observation copied there,
And thy commandment all alone shall live
Within the book and volume of my brain,
Unmix’d with baser matter. Yes, by heaven!

Reveller 2

They’re honouring the passing of Sir Isaac.

Reveller 1

Such a loss. Such a sweet man.

Zozo

Sir Isaac? The Alchemist?

Reveller 2

He has our prayers, and our deepest thanks.

Reveller 3

Will you be quiet!

Priest

Alright now, calm down! Make way!

Reveller 1

Tragic!

Reveller 3

Oh look! They’re handing out free apples.
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Reveller 2

Yes! Apples! My favourite!

Zozo

I didn’t know he had passed.

Reveller 1

Everyone dies.

Reveller 2

That’s true. Make your peace with it.

Priest

Do you mind? I am trying to eulogise!

Reveller 1

(whispered) Sorry

Reveller 2

(whispered) Apologies

Reveller 3

(whispered) Pass the apples!

Priest

Yes, obviously, everyone dies. That’s not exactly breaking news now, is it.
Life is the headline people! That is what brings us together today,
Life! Not death. Particularly, life well lived.
Does everyone have an apple? Yes? Splendid.

Zozo

(whispered) I don’t understand-

Priest

All might have died hereafter;
There would have been a time for such a word
Tomorrow, and tomorrow, and tomorrow,
Creeps in this petty pace from day to day
To the last syllable of recorded time,
And all our yesterdays have lighted fools
The way to dusty death. Out, out, brief candle!
Life’s but a walking shadow, a poor player
That struts and frets his hour upon the stage
And then is heard no more: it is a tale
Told by an idiot, full of sound and fury,
Signifying nothing.

Catherine

Amen, Father.

Crowd

Amen.

Priest

Now, let us taste these damned delicious apples and celebrate!

The Crowd cheers and disperses. The Priest and the Chorus Exit.
Zozo

I say –

Catherine

Good morrow stranger, you seem lost.

Zozo

Ah, madame, I did not mean to intrude upon the ah, ceremony. I meant no
offence.

Catherine

There was no such offence, all are welcome. It’s a public event. Everyone feels
this grief, apparently.

Zozo

You knew him? Mister Newton?

Catherine

Uncle Isaac.

Zozo

Oh. Well, my most sincere condolences, madame.
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Catherine

And yourself? You were a friend?

Zozo

I knew of his work, well, no - I heard rumours of it, with alchemy, and the
sciences of course. But truly I am fascinated most by the alchemy. I’m an
alchemist myself, you see.

Catherine

Congratulations.

Zozo

One of no talent in comparison to your dear Uncle, I’m sure.

Catherine

Those who knew him best might say that his brightest ideas were the least
understood. Certainly, they are the more intriguing of the lot.

Zozo

Madame?

Catherine

He studied apples, you see. That’s how he figured it all out.

Zozo

Really? Well that helps explain the fruit, I guess.

Catherine

(Produces a heavy Book) He did leave some notes behind for anyone who
might share his curiosity.

Zozo

A great writer?

Catherine

You want me to tell you? Or would you like to find out on your own? (Offers
Zozo the Book)

Zozo

Oh! Well…

Catherine

Take the book. You look like someone who might get something out of it. Not
much in the way of alchemy but perhaps something else.

Zozo

If you don’t mind, I’d be delighted. (Takes the Book)

Catherine

There’s no shortage of copies in these parts. Few can read it, fewer still
understand it and even less believe it.

Zozo

It is rather heavy.

Catherine

It’s all numbers and stars. Astronomy and his Laws of Motion. Rules of
reality, inescapable and unbreakable, here on earth, and also above in the
heavens. Well, it will at the very least make a splendid doorstop if it all turns
out to be false.

Zozo

False?

Catherine

But I guess that’s just another mystery for now, is it real knowledge or is it a
doorstop? We will have our answer if and when the Great Comet returns.

Zozo

Comet?

Catherine

A little bet they have going. My dear Uncle’s friend has used that book you
have there to predict the return of the Great Comet. The precise year and date.
He has even gone so far as to predict where in the sky it will appear, if you’ll
believe the nerve of it all. Is there some secret of your alchemy which can do
that?

Zozo

That’s extraordinary! No, no little potion can predict the future, the very idea
is… spectacular.
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Catherine

It will be easier to believe if the Comet does indeed arrive.

Zozo

Thank you. Thank you for the Book

Catherine

My pleasure. It was nice to meet you, stranger.

The Scene is interrupted by a loud commotion from the Alchemy Lab.
Catherine Exits and Zozo returns to his bed.
Scene 3 Continued – Marie’s House

Marie and the Narrator as Igor Enter, both carrying cauldrons which are overflowing with a
bubbling, smokey mess. They race to the window and front door, emptying the contents of their
cauldrons offstage.
Zozo

Oh, please tell me you remembered to heat the solution before adding the blue
coral powder! You’d better not have made a mess of my laboratory!

Marie

I beg your pardon?

Zozo

What’s that smell? Is that sulphur? Why are playing with the sulphur? And if
I’m not mistaken that is extract of Transylvanian Rose. Why are you-

Marie

What’s that Uncle? You suddenly feel like helping?

Zozo

No, I was merely enquiring as to why the two of you smell like a pair of burnt
bouquets?

Marie

Because we are trying to clean up your mess and finish the formula! And I
suspect, all for your entertainment!

Zozo

How dare!

Marie

Oh please, drop the innocent act this minute monsieur! I think that if you had
half as much grace as people think you do, and if it were your pleasure, you
would be able to get off your lazy behind and finish what you started!

Zozo

Pray, why would I do that?

Marie

Why on Earth wouldn’t you?

Zozo

Would love to help m’dear, but I’m afraid I have an appointment with Saint
Peter…

Marie

Sop this! You promised the Duke an Emergency Elixir! The city is crowded
with sick and injured, those damned riots are getting more violent by the hour,
the Hospitals are filling with innocent people, and you think that now is the best
time for another one of your stupid deathbeds? Where is your conscience
Uncle?

Zozo

The Doctor ordered me to rest, and so I am.

Nurse

(looking through her bag) Oh dear, I seem to have lost my thermometer…

Marie

What about the promise you made to the Court?
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Zozo

The Royal Court be damned! Festering, swamp-born, disease-addled leaches
the lot of them!

Marie

You’re more than happy to take money from them when they offer.

Zozo

I did it to help! And they can hang if they think they can rush the order. I gave
no promise of time when I accepted the advance. This is what you don’t
understand, my sweet Marie, this is the correct way to deal with greedy
wretches. The Court would squeeze a dozen new potions out of us in one day if
they had the means, and demand another dozen new potions the next day, and a
dozen more the day after. On and on until you’re exhausted. We must not be
so compliant. They do not get to decide what, how, when and where we invent.
We have to take every opportunity to remind them of the value of our work.
Do you know what they do to their captive inventors? They keep them locked
up, practically imprisoned, like barn animals! Harvesting their creativity and
ideas, until they’re spent!
I will not allow us to be taken advantage of so. I did it for the money! So what?
Of course I did it for the money!

Nurse

(still looking through her bag for her thermometer) Perhaps I left it at the
Nurse’s station this morning? Darn it. Oh wait, here it is, I found it!

Marie

You were far too confident when you took that advance. I’ve been thinking…

Zozo

Ha!

Marie

You are a Master Alchemist, you’re meant to be able to concoct flawless
panacea potions, to conjure fire, capture light and transmute metals - and I
strongly suspect that you already know the formula for the Elixir we are trying
to make. Please, Uncle, won’t you help? Instead of sitting there and mocking
my attempts and failures? If not for me, for the people in the Hospitals who
will need this Elixir. Think of Miss Irene here, one of the Doctor’s nurses
wasting her day watching you-

Nurse

It’s really no trouble Miss Marie-

Marie

-when she could be helping to save lives at the Hospital? This Elixir isn’t for
the Court, it is for the people.

Zozo

And you think that the sweet, innocent and charitable Courtiers will share this
rare formula with the hospitals?

Marie

Of course they will!

Zozo

Oh yes, and at what price? Hmm? It could be quite expensive if they want it to
be. Will the hospitals receive it before the Army, I wonder? And what about
those towns under the control of these… ridiculous riots? Will the Court share
with them? Will the Elixir be offered to all of the people? Or, perchance, just to
the wealthy, and the nobility? Our patron’s passion is in money, not medicine.
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Marie

Enough! Please, are you going to help? Or not? You don’t have to do any of
the work, just tell me how to make it, what’s the secret here? It’s the apples
isn’t it! Do I need to add more apples? I know that you’re keeping some secret
ingredient from me!

Zozo

Here’s a thought experiment, a hypothetical happening - a riddle for you. The
Duke returns and we have two new recipes for him, of which he may only
chose one to present to the Court. The first recipe is for our precious preordered Emergency Elixir, capable of greatly accelerating the body’s natural
ability to heal wounds, maladies and injuries, a potential life saving concoction.
The second recipe is for a formula which can transmute common, base metals
into pure gold. Now, answer honestly, which recipe would the Duke take?

Marie

Well, heavens, that is such a deep question. Such a perplexing hypothetical. I
think I will have to answer your riddle with another riddle…

Zozo

Oh? Please, let’s hear it.

Marie

When, oh when, did my sweet, loving Uncle Zozo become such a shambled,
miserable old grump?

Zozo

Huh, think yourself clever for that?

Marie

I think that I’m clever enough to finish this Elixir without you, so if you don’t
mind, I shall be returning to the task. Nurse Irene, may we offer you something
to drink? We have wine.

Nurse

Oh, I don’t think I should.

Marie

Nonsense, I’ll have a bottle brought up for you.

Marie Exits
Nurse

Is it true sir?

Zozo

What?

Nurse

You can transform metals into gold?

Zozo

Transmute! Not transform!

Nurse

I think they mean the same thing sir.

Zozo

No they don’t.

Nurse

Yes they do.

Zozo

No.

Nurse

Yes.

Zozo

No they – regardless, the answer is no! No, no, no! I cannot transmute metal
into gold.

Nurse

Shame. (adjusts Zozo’s pillows) What about the others?

Zozo

I beg your pardon?

Nurse

The other alchemists, you know, out there in the big wide world. There must be
more out there. Surely some of them are perhaps a little more practiced at it,
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just a little better than you are maybe, can they transform basic metals into
gold?
Zozo

Better than me?

Nurse

Because then you could learn from one of them sir, and they could help you and
your niece, maybe they can also help finish this new elixir? And the Duke
would have the –

Zozo

Better than me?

Nurse

Oh, well sir, of course I didn’t mean better than you at everything…

Zozo

Good!

Nurse

Just those that are better than you at the transmutation.

Zozo

No alchemist can transmute gold! In all my years, I’ve met very few alchemists
with the spare time and brains to even attempt such a wild fantasy. And
besides, if we could, do you think we’d share that secret? Ever?

Nurse

I suppose you wouldn’t. Are there a lot of other alchemists out there, sir? Have
you met many? I hear it’s a vanishing art.

Zozo

Yes, few people have the patience and passion for this craft, but I have met
others, yes, yes. Many of them talented.

Nurse

They were your friends, sir?

Zozo

I think they were, in a way. Rivals more often than not. But at all times, the
very best of company. The most talented Alchemist I ever met was a noble
lady, a woman with a most enchanting mind.

Scene 4 – The Salon

The Scene fades backward in time, becoming an empty Street
Zozo becomes Young Zozo once more.

Zozo

I had found my time in exile to be unexpectedly enlightening and, dare I say,
fun. I was free to explore the world and to learn new things. The work that Sir
Isaac did in his lifetime… what he left for the world, not just his research in
alchemy, yes that was grand, but his scientific research was far more amazing.
In his book, the one I had been given in England, he left us the keys to truly
understanding the universe around us. The whole cosmic cake! He made sense
of it all, by seeing an apple falling from a tree. The rest of us just see fruit, a
delightful breakfast maybe, but he saw the fundamental laws of the universe.

Nurse

My goodness, after today I doubt I’ll ever be able to look at an apple the same
way. Do apples really hold the keys to the universe, sir? Or are you just having
me on?
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Zozo

I’m quite serious Nursey, but my point wasn’t about the apples, it was about the
freedom of exploration and expression. Civil Liberties! People were allowed to
think new things, including in the sciences, and when people are allowed to
think, they think the most wonderful thoughts. There was an incredible
tolerance for one another’s differences, a passion for it even. I was fascinated
by the ways in which our two Kingdoms differed with perceptions of science,
education and alchemy. It seemed clear to me that being permitted to have
curiosity and a passion for learning was an important part of how they had so
lovingly embraced and understood the works of Sir Isaac, so wouldn’t it be
amazing if such methods were encouraged here as well?
I came home after my exile ended and I wrote all of my thoughts and
experiences down in a new book. However, some friends of mine at court
quietly pointed out that writing a book which showed France in such a critical
light compared to England would surely anger the King.

Nurse

Oh dear.

Zozo

As you can imagine, that was the last thing I wanted, so I tried to behave
myself, to forget I had written anything at all. It is dangerous to be right in
matters on which the established authorities are wrong. But my Printer, he
adored how passionate I had become, he visited me one morning and convinced
me to release the book.
‘Zozo, think of the money!’ he said ‘Think of the money!’
Obviously, he had a fair point and I decided that ultimately, the message of the
book was too important and I wanted my readers to know my thoughts, and
damn it all, perhaps I was secretly hoping they would exile me again. Either
way, there was no greater source of free publicity than a scandal. So, the next
day, I rushed my book to the printer. More than anything, I wanted people to
like it.
Unfortunately, in my haste, I forgot to have the book approved by the Royal
Censor.
And so naturally, everybody hated it.

The Chorus Enter, rush the stage and construct a book-burning pyre while loud music plays.
Chorus 1

Treason!

Chorus 2

Filth! Absolute filth!

Chorus 3

Witch!

Chorus 4

Witchcraft! Vile treason!

Chorus 5

Disgusting, all of it disgusting!

Chorus 1

Pure smut! Unbelievable!

Chorus 2

Vulgar, every word! Revolting garbage!
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Chorus 3

Witch! Burn the witch’s heresy!

Chorus 4

Traitorous dog! Burn!

Chorus 5

Burn it all! Burn! Burn!

Chorus

(chanting together) Burn! Burn! Burn!

The Chorus set the pile of books ablaze. The begin cheering and the book-burning suddenly
becomes a more celebratory event. The Chorus start to dance about, occasionally throwing
more books, furniture and clothing into the flames.
The Narrator Enters
Zozo meanders through the scene, attempting to hide himself under a hood.
Narrator

You there! You have the desperate look of someone in urgent need of a hiding
place! Might I recommend our lovely little establishment?

Zozo

No thank you, I’m just trying to get home…

Enter the Police, led by the Constable. Zozo turns to avoid them.
Narrator

The long arm of the law won’t be able to reach you in here, our patron’s
privacy and liberty is our absolute priority. You comfort is guaranteed
monsieur…

Zozo

Very well…

The scene changes from a noisy book-burning into a Salon - a quiet, dimly lit Speak-Easy styled
establishment. Music is provided by a singer and/or radio.
Emilie and The Marquis are sitting at a table with several colourfully dressed women (played
by Chorus)
Zozo takes a seat at the Bar and the Narrator becomes the Bartender, giving Zozo a drink.
The sounds of the book burning crowd outside can still be heard as Emilie stands and leaves the
table to join Zozo at the Bar
Emilie

May I join you?

Zozo

If you’d like to.

Emilie

If I’m not mistaken, you’re the gentleman responsible for tonight’s communal,
state-endorsed pyromania?

Zozo

Ah, indirectly I must say, and unintentionally.

Emilie

My name is Emilie, and I think I’ve met you before good sir, where do I
recognise you from? Have we met at the theatre?

Zozo

Most probably.

Emilie

I’m sorry about your book. Nobody wants to see their work in flames. You
have my sympathies.

Zozo

Oh, yes, tis a shame, but I would save my sympathies for the Printer, poor chap
is locked up in the Bastille.

Emilie

Poor scoundrel.
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Zozo

The man has the gentle spirit of a poet, and he’s terrified of rodents. I fear he
will not do well inside that place. In all likelihood I shall be locked up
alongside him soon enough.

Emilie

So far you’re doing a stand-up job of evading the authorities, we should drink
to your continued success. (She signals for a round of drinks from the
Bartender)

Zozo

I understand there’s no accounting for taste, but burning it? Really? I doubt
that horde of illiterate twits even read it before tossing it into the flames

Emilie

Well, honestly, you can’t blame them. It was pretty crappy. A little depressing
in places.

Zozo

Depressing? You read it?

Emilie

Yes, so sad and boring, the way you harp on about political and institutional
philosophies and all that nonsense…

Zozo

Nonsense?

Emilie

Let’s start with you being exiled, precisely why were you exiled?

Zozo

I was initiating a duel, and so I slapped my adversary with a glove-

Emilie

(laughing) Oh dear, you didn’t? Slapped him with a glove? Nobody does that!

Zozo

Well, I didn’t know that! I wasn’t an expert on duelling customs.

Emilie

Well, the exile chapters are less depressing already, I must admit. I thought you
might have been punished for something more serious like being a drunk, or a
degenerate, or stealing someone’s mistress. But you’re not so terrible it seems.

Zozo

Thank you.

Emilie

But I’ll give credit where it’s due, I liked your essays on science, especially this
Newton fellow, I was absolutely captivated, you really should have just written
more about him.

Zozo

Oh, so it wasn’t a complete disaster then?

Emilie

A little vague though. You say a man managed to calculate the laws of
physics? Or was it motion? And that these laws are true and universal all over
the world?

Zozo

Not just the world, madame, but perhaps they apply also to the heavens. We
will know for sure when the Great Comet returns. There are many books on the
topic now, most, if not all, of the scientific community in England are
convinced.

Emilie

And you, Mister Famous Alchemist? You are convinced?

Zozo

Absolutely, and the more we know about science, the more accurate and refined
we can be when practicing alchemy, so yes, science has become a personal
passion of mine

The Narrator knocks the Radio and music starts playing
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Emilie

Dance with me.

Zozo

No.

Emilie

Don’t be shit. Dance with me.

Zozo

Really, I don’t think that’s the best thing for me right now-

Emilie

If a lady insists that you dance, you cannot refuse her. Now, shall we?

Zozo

No I’d much rather just stay here and sulk.

Emilie

Very well, we shall try your way (she slaps Zozo across the face with a glove) I
challenge you to the tango!

The Bartender produces a Spanish Guitar and begins to play a flamenco-style tune. The Bar
Patrons clear a space for the tango. Emilie and Zozo begin dancing a Tango.
Emilie

Now, these Laws of Physics, what exactly are they?

Zozo

Well, technically, there are three.

Emilie

Three? Only Three?

Zozo

Yes, but together they explain… everything.

Emilie

Tell me these three laws

Zozo

Well, the first law is quite simple. An object in motion wants to stay in motion.

(Zozo spins Emilie, who continues with the momentum before abruptly stopping when caught by
the Bartender/another Patron and freezing still) while an object at rest wants to stay at rest.
Emilie

So far, you’re making complete sense (Resumes the Tango)

Zozo

(Zozo lifts Emilie and turns with the momentum) The second law explains how
the momentum of an object is affected by the amount of force enacting upon it
(The lift ends)

Emilie

Very logical, I’m keeping up, I understand. Now, the third law?

Zozo

(Zozo dips Emilie) For every action…

Emilie recovers and, reversing the dance move, dips Zozo
Zozo

…there is an equal and opposite reaction.

The Tango ends and the Bar resumes its activities
Emilie

That was it? Those are the laws of physics?

Zozo

Not what you expected?

Emilie

Well, they were so contrite, so abrupt and logical, how can it all be true?

Zozo

Logical because they are so true and familiar to us all, yet Sir Isaac figured out
the equation to explain it. To calculate with it.

Emilie

You truly believe that Sir Isaac’s work is important?

Zozo

Yes. It may be some of the most important work of our time.

Emilie

I suspect you may be able to help with my research. I’m curious about this new
science, you see.

Zozo

Aha, that much is quite clear.

Emilie

And, just between us, I’ve been dabbling in the old alchemy.
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Zozo

Really?

Emilie

Yes, and unfortunately, I’m quite inept. I require a teacher and I believe fate
has provided me with a most fortuitous opportunity just now.

Zozo

You mean… me?

Emilie

Yes

Zozo

I would like that, really, but I expect I shall be placed under arrest at any
moment now-

Emilie

Well, I insist you come to my home then. I can keep you secreted away in the
chateau until the authorities forget about you.

Zozo

Oh no, I couldn’t impose…

Emilie

I insist! I shall keep you in the library I think. Naturally, you shall pass your
time in hiding teaching me more about science and all you know about
alchemy.

Zozo

Madame, surely you would want to ask your husband first, if he doesn’t mind
you keeping a wanted fugitive in the library?

Emilie

Hmmm, quite right. (She turns to the Table, where The Marquis is still
entertaining the colourfully dressed women) My sweet!

Marquis

Oui, mon cherie?

Emilie

This is Zozo the Alchemist, may we keep him for a while?

Marquis

Yes, wonderful, the more the merrier.

Emilie

(To Zozo) It’s decided then.

The Scene fades and Emilie Exits
Scene 5 – The Alchemy Lab
Zozo returns to his bed and the Nurse sits at his side as the scene returns to Marie’s House.
Zozo

Emilie and I retreated for a while to her chateau, were we set about translating
Sir Isaac’s book from English to French. We wanted his theories and equations
to be read and understood throughout all of Europe, and French is the most
widely spoken language after all.

Nurse

That’s true sir, my cousin once travelled to St. Petersburg, that’s in Russia you
know, and he said he spoke French the entire journey and it worked out fine for
him.

Zozo

Indeed! And that was precisely our plan, to have Mister Newton’s research in
science and alchemy journey across the world, as fast as possible. His
discoveries, his new ideas, they had to be set free.

The Scene is disturbed by the sounds of the rioting in the Streets growing louder and louder
The Narrator Enters
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Narrator

Keep Calm everybody, there’s nothing to fear…

The sounds of the violence escalate
Narrator

Oh, our beautiful city! Such a mess!
It will take centuries to clean all this up!

The sounds of the riot outside continue throughout the Scene
Nurse

No need to worry about the riots sir.

Zozo

They’re vandals!

Nurse

The authorities said that we’re well out of harm’s way here.

Zozo

Tis the end. Hell is empty, and all the devils are here! We march toward the
great dark void!

Nurse

Now, sir, no more marching into the void. Anyhow, it’s time for your
medicine, be good and take the tonic yes. (offers him the Tonic) I promise you
that if you just rest a little, and obey Doctor’s orders, you’ll be well again soon.

Zozo

Lies!

Nurse

I keep telling you sir, I’m the honest sort, I don’t lie.

There is a knock at the door
Zozo

Marie! Door!

Nurse

I’m not sure your niece can hear you sir.

Zozo

Marie! The door! Must a man answer his own door? On his own deathbed?

Nurse

You are not dying sir.

Zozo

Marie!

Nurse

Allow me sir! (opens door)

The Soldiers Rubin and Moreau Enter, but stand hesitantly in the ‘doorway’.
Rubin

Oh. Hello again Miss Irene.

Nurse

Mister Rubin!

Zozo

Who is it?

Nurse

It’s Mister Rubin. (to the Soldier) Out and about during this chaos? Are you
mad? Come inside at once!

Zozo

What is he doing here? Tell him to go away.

Rubin

We were sent by the Duke.

Zozo

(mockingly) You were sent by the Duke.

Nurse

Of course! That must be quite exciting Mister Rubin, working with his grace.

Rubin

Yes Miss, he had me promoted to corporal. (shows off a military badge)

Nurse

Congratulations! Corporal Rubin. That’s a nice name that is…. Rubin.

Rubin

How is your family?

Nurse

Oh, quite safe, Mister Rubin, quite safe. They’re staying in the country with
my cousins. I’d be there with them, but the Hospital is so busy.

Rubin

I’m glad they’re out of harm’s way.
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Nurse

Yes, but I wish I could say the same for you. Why are you running through the
streets at a time like this?

Rubin

The Duke wanted to offer more help to Miss Marie-

Nurse

Oh that’s nice of him. It’s clearly busy work, assisting the Duke. Are you
enjoying working for his grace?

Rubin

Yes, yes. Very busy. But his Grace is a good man.

Nurse

I can imagine, yes. I see you have a dashing new uniform to go with your
promotion.

Rubin

Look, I even have a medal for passing the Academy. And a sword too! Don’t
worry, it’s mostly for show.

Nurse

Well done! I wish I had a medal and a sword.

Zozo opens an Alchemy Bottle and unleashes a small, harmless whirlwind of sparks
Zozo

Oops, never mind me, pay no attention to the sparks flying all over the place.

From the direction of the Laboratory, the stage is struck with a loud ‘bang’.
Nurse

Was that you?

Zozo

Nope.

Marie and Igor Enter, hurrying from basement with a smoking cauldron in hand. They panic
and run outside, emptying the contents of the cauldron offstage. The sounds of rioting escalate
nearby, and they rush back inside.
Rubin

Miss Marie!

Marie

What? No. Yes. What?

Rubin

His grace would like to enquire about the progress being made with the Elixir,
can we offer you any assistance?

Marie

He was here just earlier, exactly how fast does he think I can work?

Zozo

That’s it, Marie! Stand up to the system!

Marie

Be quiet Uncle!

Rubin

The Duke would not mean to pester you, Miss Marie, but it just so happens that
several of the resident scientists at Court have expressed an eagerness to help
you-

Zozo

Leaches!

Marie

Help me?

Zozo

Corporate Zombies! Filth!

Marie

The Court wants to help me?

Zozo

They would send their spies to steal our work! Marie, slap him in the face!

Rubin

Oh, no, you misunderstand-

Marie

No, I understand the Duke and his friends perfectly! Tell them if they want to
help us, they can start by leaving us to our work! Can you not see that I am
elbow deep in alchemical goop? We are working tirelessly to meet the Duke’s
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demands and all he can say is ‘Faster!’, ‘More!’. And now what is this? You
would fill my house with strangers to do my job for me? My laboratory is to be
their playground? I told him he would be waiting a just a few more days!
Rubin

Miss Marie, I don’t think that the Duke meant-

Marie

(advancing on the Soldier) I don’t give a damn what the Duke meant! Tell him
that if he dares send pompous Court scientists here to appropriate our lab, I
shall shrink them all down to the size of rodents and serve them to the
neighbourhood cats!

Rubin

I’m sorry if the Duke has offended-

Marie

(grabbing the Soldier by the collar) And you can also tell him that if he
continues to waste my time with these absurd interruptions, I will beat him
senseless when next we meet. I’m serious! Go! Tell him!

Holding the Soldier by the collar, Marie shoves him toward the Door
Rubin

Miss Marie! Please-

Marie

I will send word the moment the Elixir is finished! Until then sir, good day!

The Soldiers hesitate at the door as Marie turns and marches back to the Laboratory
Marie

Everyone, I shall be in the lab if you need me-

Nurse

We’ll be quite fine Miss, thank you.

Marie slams the Door closed and Exits
Nurse

(to the Soldiers) You mustn’t think harsh thoughts of Miss Marie, she’s under a
good deal of pressure to finish her work.

Rubin

Miss Irene, please, is there any way we can help? Anything at all? The Duke
gave us orders that we were not to return without good news.

Zozo

Ha! Good luck with that.

Nurse

Sir?

Zozo

I really shouldn’t find it so entertaining, but Marie’s suspicions are correct.
She’s missing the secret ingredient for the formula.

Nurse

Sir! How could you keep that from her?

Zozo

Don’t be so quick to judge me! The ingredient is very, very rare and the only
local source is in a very, very dangerous place, deep in the wildest part of the
woods! My niece is overly determined at times. She would march out there
into the wilds without a second thought and find herself mauled by a bear or a
lion, without a doubt. I am protecting her, thank you very much. The streets
are bad enough at the moment, to think of her wondering through the woods…

Nurse

Oh my.

Zozo

I would venture out myself but…

Nurse

You’re too busy dying.

Zozo

Precisely.
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Moreau

Monsieur Zozo! We can go out and retrieve the missing ingredient! It would
be a simple task.

Zozo

Nonsense.

Rubin

Irene, please, tell him, we can be trusted. Let us help Miss Marie, just in this
small way, I’m sure she won’t be offended

Moreau

And we can tell the Duke that we followed our orders as much as we could.

Rubin

Sweet Irene. Won’t you convince him?

Nurse

(turns to face Zozo with a sincere expression) Sir…

Zozo

No, don’t even try.

Nurse

Mister Zozo! Your poor niece! Let these brave soldiers help. They’re not
scared of the woods.

Zozo

But the ingredient is a secret…

Rubin

I promise we can keep your secret Monsieur!

Moreau

Yes sir, we promise.

Zozo

How can-

Nurse

Oh, you had better keep Mister Zozo’s secrets, he is a Master Alchemist after
all and if you betray him, he… well… he can transmute you into a frog, or a
pigeon! Isn’t that right sir!

Zozo

I um… Well, yes. (dramatically) Yes, I can do that… and I will do that should
you reveal the ancient secrets of the formula! Frogs and Pigeons!

The Soldiers nod sincerely
Rubin

You have my word, Monsieur.

Moreau

Mine too.

Nurse

Oh go on sir, I trust them. You can too. It will calm Miss Marie down a good
deal.

Zozo

Very well, very well. Listen closely…
Some time ago, I was taking a stroll through the countryside,
Walking along the edge of the woods, late at night and quite alone.

Nurse

Most unwise sir!

Zozo

I needed the fresh air!
That very time I saw, but thou couldst not,
Flying between the cold moon and the earth,
Cupid all arm’d, a certain aim he took
At a fair vestal throned by the west.
And loosed his love shaft sharply from his bow
As it should pierce a hundred thousand hearts.
But I might see young Cupid’s fiery shaft
Quench’d in the chaste beams of the watery moon,
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And the imperial votaress passed on,
In maiden meditation, fancy free.
Yet mark’d I where the bolt of cupid fell:
It fell upon a little western flower,
Before milk-white, now purple with love’s wound,
And maidens call it love-in-idleness.
Fetch me that flower.
It is the rare and precious ingredient my niece requires to finish the work.
Rubin

In the woods, a purple flower which should be white.

Moreau

We shall be prompt sir!

Rubin

Thank You monsieur! No time to waste!

Nurse

Be safe Mister Rubin!

Rubin

Don’t worry about us Miss. We’ll be back soon.

The Two Soldiers Exit
Nurse

Well, poor Miss Marie, the Duke should know that she is under a lot of
pressure. I do hope Mister Rubin will be alright…

Zozo

Well, well, Miss Nursey… Have some romantic feelings for the young soldier,
do we? You vixen you.

Nurse

Sir! To suggest such a thing!

Zozo

Oh please, little Miss Blushy Blush from Blushington

Nurse

It’s your medicine, sir.

Zozo

My medicine?

Nurse

Making you see things.

Zozo

Ah… Yes… Of course… So, when are you two going to get married?

Nurse

Sir!

Zozo

What? You might be happy together. Life is a shipwreck, but we must not
forget to sing in the lifeboats.

Nurse

We grew up as neighbours sir, we’ve known each other since we were children
is all.

Zozo

I see.

Nurse

Now, you were telling me about Lady Emilie…

Zozo

I believe you are trying to change the topic of conversation…

Nurse

I most certainly am. Now, keep going with your story, what happened with the
Lady Emilie? Did you stay at her Chateau? Did you translate Mister Newton’s
book?

Zozo

Yes, yes, all of that. We certainly did move to the chateau, and it was there that
I found some of my most treasured memories. How amazing it was! How do I
describe pure happiness to you Miss Irene? Emilie and I, we would work all
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day, every day. Even when we had guests staying, or friends visiting, we
entertained only at night – our work and research was ever our soul priority, our
mutual fascination, our shared obsession…
Scene 6 – The Chateau
Zozo becomes Young Zozo and the Scene moves to Emilie’s Library
Narrator

Oh fabulous! We’re taking another leap back in time!
A change of scenery too! Oh, how romantic, the Chateau de Cirey!
It goes without saying, that Madame Du Chatelet brought some much-needed
class to our dear Zozo’s life.
Such wonderful things! Such finery! Luxury my darlings!
I simply adore the silver, how it sparkles at supper.
And the Venetian glass! God bless Venice!
Just look at how they’ve arranged the art! The gardens!
Oh, and see how they’ve completely gutted the library and reconstructed it into
a make-shift alchemical laboratory!

The Courier Enters (optional to have them played by Chorus or Narrator)
Courier

Books for the Madame.

Emilie

Zozo look! More books for our collection.

Zozo

What’s that your husband is always saying? The more the merrier.

Courier

For you, Monsieur Zozo, a letter from His Royal Highness the Prince of
Habsburg, ‘Good Sir, I am a great admirer of your work, I would consider it an
honour if you would accept this invitation to visit my summer home in
Prussia…’

Emilie

Yes, thank you sweetie, we can read our own letters. (takes letters and parcels
and kisses the Courier on the cheek)

The Courier Exits
Will you go to Prussia?
Zozo

Hmm? No, I am having too much fun here. With you.

Emilie

Oh look! The latest draft has arrived! (holds up a paper manuscript)

Zozo

Really? Splendid! Let me see!

Emilie

Its practically finished now, my love. (passes the manuscript to Zozo) Soon all
the free thinkers in Europe will be able to read Sir Isaac’s work.

Zozo

Bah! There’s an error on the first page! The printer forgot your name! Of all
the things!

Emilie

No, my love.

Zozo

I’m afraid so, look! What kind of printer forgets the authors name?
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Emilie

No, dearest, I asked him to omit my name.

Zozo

I beg you pardon? Why would you do such a thing?

Emilie

It works better with your name.

Zozo

Ridiculous! This book is every bit the product of your mind as it is mine. We
wrote it together!

Emilie

Zozo, my love, just think for a moment. The work presents a lot of new
ideas…

Zozo

Yes, that’s the whole point!

Emilie

And the good people we will be sending it to, we are hoping that they might
believe in the work, yes? At the very least consider it.

Zozo

Yes, of course, but how-

Emilie

And I think we both know that many of our contemporaries will be more
comfortable and open to learning all of these new ideas if they are presented by
a man.

Zozo

My dear!

Emilie

I’m just being realistic-

Zozo

No! (drops the manuscript) You cannot omit yourself from the work! For such
a base reason!

Emilie

I already have.

Zozo

The voice of women, my dear, you’ve always been such a proud advocate! To
censor yourself is madness! Defeatism. I’ve never met a brighter academic,
man or woman! You have so much to contribute!

Emile

Stop this! It’s done! Yes, naturally the education of women is something I will
always believe in, and I will never stop being an advocate, monsieur, but this(picks up the dropped manuscript) is also very important to me. I want it to be
read, my love, I want Newton’s work considered. I do not want it dismissed
with contempt or prejudice on my account. Heaven knows it will be hard
enough for some to accept as it is.

Zozo

Hang it all! If they can’t see the sense in the work then-

Emilie

Zozo, please. (places a tender hand on Zozo’s cheek) I’ve made my choice. We
must pick our battles, my love. Your name is famous, well-respected. People
trust you. With you as the author, we have a chance for success.

Zozo

(defeated) It’s wrong. Your name should be next to mine.

Emilie

Perhaps if we lived in a different time. Maybe in the next century… or the one
after.

Zozo

If you won’t have your name on the cover, I will personally see to it that you
are credited throughout. On every page and in every note!
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Emilie

You’re sweet. Why don’t you check the draft and add those little notes of
flattery while I continue our experiments on light?

Zozo

Ah, I may have something that can help you there.

Emilie

If this is a trick-

Zozo

No, no, genuinely helpful! (produces a Parcel from the pile of envelopes and
boxes)

Emilie

I confess you have perked my curiosity

Zozo

Fantastic. I have here, a parcel from Bavaria! Most difficult to procure, let me
tell you. I had to order it from a friend in-

Emilie

Are you going to open it, or am I?

Zozo

(quickly opening the Parcel) It’s for our experiments in Newton’s Optics.

Zozo hands Emilie a Glass Crystal
Emilie

Oh my!

Zozo

They tell me that if you let it catch the light, it will split the spectrum apart,
revealing each shade of our world individually in its richest and most beautiful
splendour.

Emilie

Well now, that is something.

Zozo

It may not help you capture the light in a bottle, but it will certainly help with
your alchemy and scientific research.

Emilie

Heavens yes! I could use it in my study of the properties of fire!

Zozo

You’re doing that? That’s a thing now is it?

Emilie

Indeed it is! I know I’m new to alchemy, but I’ve been watching you very
closely see, and I was feeling confident…

Zozo

Oh? Been dabbling in the ol’ alchemical mysteries have we?

Emilie

Now, sweetheart, you have to be encouraging or I’ll hurt you, physically.

Zozo

I’m all encouragement! What did you do? How did it go?

Emilie

Laughable, no doubt. Child’s play, I’m sure. It is my novice attempt. Be kind.

Zozo

Show me!

Emilie produces a Bottle of Fire
Emilie

I bottled fire! Caught it, in the bottle! First try!

Zozo

How clever. Really? Your first try?

Emilie

Yep.

Zozo

So that enormous pile of burnt and shattered glass the servants were cleaning
earlier…

Emilie

Entirely unrelated.

Zozo

Well, my dear, you’ve done an amazing job I must say, it looks fantastic!

Emilie

Oh, no, stop. Your praise is too much.
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Zozo

(examines the bottle) It’s not even warm! Amazing. Do you think you could
repeat the formula?

Emilie

Sweetheart, I did. (She uncovers a large collection of Bottles of Fire)

Zozo

Oh heavens. Is that safe?

Emilie

I’m sure it is. Now, let’s see the effects of your wonderful new Crystal, shall
we?

Zozo

Yes, yes, right away.

Zozo places the Glass Crystal Prism in a narrow stream of light and The Lightshow ensues.
For several minutes, the Stage is still while the effects of Lighting and Sound fill the space,
playing with the Light from the Crystal and Bottles of Fire and exploring the Spectrum of
Colours.
Scene 7 – The Woods

A small part of the stage is lit to a wild woodland scene. Among the various shrubs and trees is
a plant with Purple Flowers.
Narrator

Ooh, we’ve returned to the current time! How lovely. Where are we now, I
wonder? It appears we find ourselves wondering through the woods! Oh look,
here comes two familiar faces. The Duke’s brave soldiers! Braving the wilds
in search of Zozo’s mysterious secret ingredient!

The Two Soldiers Rubin and Moreau Enter
Moreau

Every time I come out here, I feel like something is watching me.

Rubin

Like squirrels?

Moreau

No, not like squirrels.

Rubin

Sparrows?

Moreau

No.

Rubin

The trees?

Moreau

Maybe. It’s a creepy feeling.

Rubin

I say, I think we’ve found it! (points to the purple flowers) This looks like the
one Monsieur Zozo described.

Moreau

Seems so.

Rubin

Not so difficult after all

Moreau

An easy errand for sure.

The scene is disturbed by an ominous cracking sound, as if a large creature is moving through
the woods nearby.
Moreau

Rubin, was that you?

Rubin

Ah, no Moreau, I don’t think it was.
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Moreau

We should hurry.

Rubin

Agreed

The pick several Purple Flowers. Another, louder sound interrupts them.
Moreau

Rubin?

Rubin

(whispering) I hear it too, quickly now.

Moreau

(nervously) I’m picking as fast as I can!

A loud roar sound across the stage
Rubin

I think that’s quite enough flower picking for now.

Moreau

Lets get out of here!

Rubin

Fast.

Holding their flowers, the two soldiers move to Exit but freeze, noticing something ‘offstage’.
Moreau

Rubin! It’s seen us!

Rubin

(drawing his sword) Run!

The Two Soldiers turn and run in the opposite direction. They Exit, pursued by a Bear.
Scene 8– Marie’s House

Zozo is in his Bed with the Nurse caring for him. The Stage is disturbed by a knock at the door.
The Nurse opens the Door. The Doctor Enters
Nurse

Hello Doctor

Doctor

Ah, Nurse Irene, I’ve finished my house calls and I’m just heading back to the
hospital now. I thought I’d drop in and check on you. Is everything alright?

Nurse

Oh, yes Doctor. Quite alright.

Doctor

Good, good. Now, I must rush to the hospital, things are very busy down there,
but I promise I have not forgotten you. I shall be sending someone along to
collect you at the end of the day. Have you managed well enough?

Nurse

Yes Doctor, we’ve been perfectly fine.

Doctor

The alchemist has been treating you kindly?

Nurse

Most kindly, Doctor.

Doctor

Marvellous. I shall leave you to it then. Take care now.

Nurse

You too Doctor.

The Doctor Exits
Zozo

That doctor, he cares for his work a good deal it seems.

Nurse

Oh yes sir, the Doctor has a very big heart, even though he seems stern.

Zozo

You don’t say?

Nurse

His patients’ well-being is always his first priority.

Zozo

Indeed.

Nurse

Now, you were telling me about your experiments in the Chateau…
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Zozo

Yes, I was doing that wasn’t I.

Nurse

Well, go on sir, what happened next? Did people like the book? I bet they did.

Zozo

They did! Thank heavens. Newton’s theories became all the rage you know…
The book was sent out and it caught on like wildfire! The people read it and
they loved it! The authorities forgave my previous transgressions and I was
free to leave the Chateau, to travel once more and explore the world.
Everywhere I went, people were talking about Sir Isaac.

Nurse

Wonderful sir! How happy you and Lady Emilie must have been.

Zozo

Happy, yes, indeed. We were elated. For a time. But we are small things
Nursey, so small. We forget how fragile we are until we break.
My Emilie, the brightest spark in my world. She died in childbirth, and I was
left alone, to be consumed by grief. No scientific theory could make sense of it,
and no alchemical remedy could heal the pain. For a while, I was a broken
man.

Young Zozo Enters.
A Comet streaks over the Stage, illuminating the solitary Young Zozo. The Courier Enters and
passes Zozo a Letter, which he reads.
Catherine Enters and reads aloud the words of the Letter.
Catherine

Hello Stranger,
I am so sorry for your loss; you have my most sincere sympathies.
Grief is a lonely thing. But perhaps you’re not as alone as you feel.
Have you heard the wonderful news? The Great Comet has appeared, just as
Uncle Isaac’s friend predicted it would.
It was seen across the entire world. Inquisitive and curious minds have new
faith and admiration for my dear Uncle’s ideas. Perhaps these ideas shall find
some kind of comfort and confidence, now that some small measure of proof
has reassured us that we aren’t as deluded as it was once thought. Perhaps they
shall have peace and a ‘happily ever after’.
Or perhaps not? Who can say? You can at least take comfort in the knowledge
that your work, and hers, was neither misguided nor wasted. Together, you
created something beautiful and true. A noble legacy.
We are not in the business of miracles. No single event will cure our problems
or provide all the answers we want. We craft our peace from the culminative
evidence of many significant experiences, great and small. Our Great Comet is
simply one of the most spectacular.
Should you ever find yourself doubting, just remember that in another 75 years,
the Comet will return again, to burn away your doubts once more.
Until then Stranger, I hope you are well.
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Yours Truly,
Your Friend Across the Sea
Catherine Exits and Young Zozo becomes Old Zozo.
The Scene returns to Marie’s House and Zozo, older once more, returns to his Bed.
Nurse

Oh mister Zozo sir, that’s so sad.

Zozo

C’est la vie, eh. I did say life was a shipwreck.

Nurse

I wasn’t prepared for the story to have a sad ending sir.

Zozo

Well, most stories do Nursey.

Nurse

I think I really need a hug sir.

Zozo

Poor child.

Nurse

And pardon me for saying, but I think you could use one as well, sir.

Zozo

Don’t you dare!

Nurse

This is happening sir, right now! Let’s go. Hug.

Zozo

Unhand me, peasant!

Nurse

You need this sir! It will temporarily ease our emotional pain.

Another round of rioting begins ‘outside’, much louder and closer than before.
The Alchemy Lab is rocked by a very loud impact
Zozo

That was a little close for comfort.

Nurse

Do we think we are safe here still sir?

Zozo

I suppose, as safe as anyone is in times like this.

Nurse

Quite frightful it is, all the riots and fighting.

Zozo

Absurd protestors, blaming the King for all of their problems. What, precisely,
are they trying to achieve? How is trashing the city helping their ridiculous
cause?

Nurse

It scares me sometimes, thinking of it all.

Zozo

Bah, ‘tis folly. A childish excuse to destroy public property and rob good
people. Shame on all of them.

Nurse

I just wish things would go back to normal. All this violence has the Hospital
so crowded and busy all the time.

Urgent Knocking at the Door
Zozo

Go away!

Nurse

Hush, sit still now. (Opens the door) Oh! Your Grace!

The Duke and Soldiers Enter, both the Duke and Corporal Moreau carrying Corporal Rubin,
who appears badly wounded and unconscious. Upon entering, they drop Rubin’s Broken Sword
and a large collection of Purple Flowers.
Duke

Nurse! Please help him!

Nurse

Mister Rubin!

Moreau

It was a bear! We were attacked by an enormous, wild bear!
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Duke

Damned mess! He is in a bad way.

Nurse

A wild bear? No!

Zozo

Poor lad.

Nurse

Mister Rubin! Mister Rubin wake up! Can you hear me Mister Rubin?
Squeeze my hand if you can hear me…

Marie and Igor Enter
Marie

Your Grace? What’s is all this? What’s happened?

Duke

Blighted fool tried to fight off a bear! I have no idea why, but they were
frolicking in the woods when it attacked.

Moreau

We were searching for ingredients for Miss Marie’s potion, your grace! When
the bear attacked, Corporal Rubin tried to slow it down! He didn’t spare a
thought for himself. He scared it off, but not before it…

Marie

You went into the woods to help me? Oh my!

Zozo

Marie, my sweet…

Marie

It’s all my fault!

Zozo

Now, now, child, I think we can all agree, the bear is at fault

Marie

What have I done? I’ve got to make this right!

Duke

I was on my way here when I found these two in the street. The hospital is too
far for him. Can you help him, Miss Marie?

Marie

Those are deep wounds, I’m not sure...

Duke

There must be some way to help him!

Nurse

Please Miss Marie.

Marie

We need to slow the bleeding…

Duke

Have you a potion on hand?

Marie

I’m not sure what would help. I fear he’s slipping away.

Nurse

No, no, no slipping away for you Mister Rubin, time to wake up.

Duke

The hospital! They can treat these wounds at the hospital! If he can just hold on
long enough…

Zozo moves to the Medicine Cabinet and begins to expertly concoct an Alchemical Elixir
Nurse

(attempting to resuscitate Corporal Rubin) Please Mister Rubin…

Duke

Wake up man! That’s an order!

Marie

I have no idea how to help him! The poor boy. This is all my fault.

Zozo

If I may…

Nurse

Mister Zozo! You must be able to do something! Please, sir, help him.

Duke

Zozo, please…

Marie

Uncle, I don’t know-

Zozo

Please, hand me one of those purple flowers and stand aside.
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They move, allowing Zozo to reach the Young Soldier. Zozo mixes the Purple Flower into his
Elixir, completing the formula
Zozo

Young man, my Nurse is quite distressed by your current state. Let’s see what
we can about this, shall we?

Zozo gently administers the Alchemical Elixir
Nurse

Mister Zozo?

Marie

What is that, Uncle?

Zozo

Shh.

The Young Soldier coughs and breathes deeply.
Nurse

Oh Mister Rubin! You’re alive! He’s alive! Mister Zozo! Thank you, thank
you, a thousand times thank you!

Marie

You did it!

Nurse

He’s still unconscious but his breathing seems fine.

Duke

Remarkable. He’s well enough to make it to the hospital?

Zozo

I should think so.

Duke

Very well, I shall take him at once.

Marie

Your Grace, let me. (She lifts the Young Soldier) My conscience wont rest until
this boy is safe and well.

Duke

But-

Marie

Shut it! Just help me carry him to the hospital.

Igor

Miss Marie! Your coat! (drapes a coat over Marie)

Marie

Thank you, let’s go now, not a moment to lose.

Marie and Moreau Exit, carrying the Young Soldier with them.
Duke

Thank you, Zozo.

Zozo

Hmph, was nothing, Your Grace.

Following after Marie, the Duke Exits.
Nurse

They’re going to make it. He’s going to be alright.

Zozo

Yes of course.

Nurse

(upset) Please, let him be alright.

The Nurse and Zozo are left onstage as the scene fades
Narrator

Will the Young Soldier survive? I sincerely hope so.

Scene 9 – The Alchemy Lab
Marie’s House. A short while later.
Zozo sits in Bed eating an apple while the Nurse sobs uncontrollably. The Purple Flowers are
still strewn across the room and Corporal Rubin’s broken sword lies on the floor.
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Zozo

There, there, Nursey, I’m sure they’ll be alright! Marie seemed most
determined to get that young man to the hospital, and my niece is a most
unstoppable force when properly motivated. There is absolutely nothing to
worry about.

Nurse

(sobbing) Sir, you’re so sweet. Trying to cheer me up. It’s just that, well, I
work at the Hospital sir, I’ve seen those who’ve been attacked by wild animals
sir, I know what it does to them. We save as many as we can, but most of them
sir, they just… they just… (sobbing becomes a howl of despair)

Zozo

Now, please, don’t give up hope Nursey…

Nurse

But it’s as you say sir, with Mister Rubin. I have romantic feelings for him.
Always have. You saw straight through me there. I always secretly thought he
and I would get married and have lots of babies and grandbabies and greatgrandbabies. A happy little family. I know I’m just a simple peasant to you sir,
and that such ambitions must be laughable…

Zozo

Heavens no! That is a most fine and pure ambition, Miss Irene. And if I may
say, it is obvious that the young soldier feels quite the same.

Nurse

You think so sir?

Zozo

Oh, Miss Irene, it is as clear as Bavarian crystal.

The Door opens and Marie Enters
Zozo

There you are! I was worried sick!

Nurse

But sir, you said there was absolutely nothing to-

Zozo

Did you get him to the Hospital? Did the boy make it? Will he live?

Nurse

Tell us Miss Marie, I can’t take the suspense of not knowing.

Zozo

She’s right it’s unbearable! Speak woman!

Nurse

Please tell me he’s going to be alright.

Marie

We made it, the Doctor saw him straight away, and yes, Miss Irene, he will be
alright.

Nurse

Thank heavens.

Marie

The Doctor expects him to fully recover within a few days, a week or two at the
most. I expect the Duke will finally manage to catch his breath around that
time also. His grace ran with me every step of the way, he was still panting and
sweating when I left. He will make sure Corporal Rubin is kept safe and well
until you return.

Nurse

(hugging Marie) Thank you Miss Marie!

Marie

It was my fault the poor boy was out in the woods. Can you ever forgive me?

Nurse

Nonsense. You saved his life, you and Mister Zozo.
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Marie

Oh yes, Uncle, you should know. The Doctor said your intervention with the
Elixir is the only reason the boy survives. You did a good thing Uncle, helped
to save a life.

Zozo

A wonderfully cheerful twist to an otherwise stressful day, yes?

Marie

Am I correct in assuming that what you gave him was the Elixir you promised
to the Court?

Zozo

Perhaps…

Marie

Well, then you had better send the rest of it along promptly. The Duke knows
you have it now.

Zozo

I suppose it could be worth it, if it helps people.

Nurse

I’m glad you think so sir.

Zozo

You know something (Jumping from the Bed and landing nimbly on the floor) I
think I might not be dying after all.

Marie

At last!

Nurse

Oh sir, so proud of you.

Zozo

No, I’m serious, I haven’t felt this alive in quite a while. People are still
fighting the good fight. I feel useful! Hope is not lost. And I’m fairly sure that
I am perfectly healthy.

Nurse

It’s good to see you with such optimism sir.

Marie

Yes… Uncle…

Zozo

Hmm?

Marie

Earlier, with the young soldier… The potion you used to save him, how did you
make-

Zozo

Marie, my dear, look at yourself! You are exhausted. You need to rest.

Marie

Yes, but the potion-

Zozo

I promise I will explain, after you have rested.

Marie

Very well, very well. I am quite tired. At least sleep may be possible now that
those noisy riots seem to be calming down a little.

Zozo

Indeed my sweet. Thank you once again for your help.

Nurse

Yes, thank you.

Marie

It was nothing my dear.

Marie Exits
Zozo walks to the Medicine Cabinet
Zozo

Nurse. Pssssst. Hey, Nursey!

Nurse

Mister Zozo?

Zozo

You’re the honest sort, yes?

Nurse

Of course sir, I try to be.
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Zozo

That’s good enough. Here (Reaches into the Cabinet) I’m entrusting you with
this. (Holds up the Elixir)

Nurse

The potion? You would like me to post it, sir?

Zozo

No, even better, you can deliver it. It’s for the good Doctor, it’s not much, only
what was left over after Mister Rubin.

Nurse

Oh, but sir!

Zozo

A potion which helps to heal wounds and injuries. I’ve kept it a most closely
guarded secret, less the Court get their greedy hands on it. But you, Miss Irene,
I can trust you. Take this to the Doctor. You say he always has his patients’
best interests at heart, and I believe you. Frankly, the man is an insufferable
bore at times, but yes, he also seems honest. Put this formula into his hands.
He’ll know what to do with it, and I’m sure his patients are in far greater need
than the Duke’s friends.

Nurse

Oh, oh I see. Are you sure Mister Zozo? Isn’t this what the Duke was asking
you for?

Zozo

Well now, we have plenty of purple flowers here now, and my niece did tell the
Duke quite plainly he would have to wait a few more days, so that’s precisely
what he shall do. If the Doctor receives the formula instead, I have a feeling
more people shall benefit from it much sooner.

Nurse

I understand sir.

Zozo

Go on now. Take it. (Hands her the Elixir) It’s the right thing to do, under the
circumstances.

Nurse

I’ll take care of it, sir, I promise.

Zozo

Oh, and one more thing! Quickly, pass me the Corporal’s broken sword there!

Nurse

Mister Rubin’s sword? Oh, I’m sure this is beyond repair sir.

Zozo

Hand it over!

Nurse

Here you are, careful it’s very sharp. (passes Zozo the broken sword)

Zozo

Thank you Miss (Zozo takes the sword)

Nurse

If you don’t mind me asking sir, why would you want a broken…

(Zozo Transmutes the broken metal sword into Gold)
Zozo

Payment for the services of the Nurse and the good Corporal. A little nest egg
to start that life together. (hands the Nurse the golden sword) Once he’s
recovered that is.

Nurse

(amazed) Sir! You did it!

Zozo

Hush now, I did no such thing. You’d better keep that well-hidden.

Nurse

Sir I couldn’t possibly-

Zozo

You simply must return the sword to the Mister Rubin, a solider without his
sword is no good.
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Nurse

I… well… yes… oh my goodness. Sir, I don’t know what to say.

Zozo

Your services today have been exemplary, I shall inform the Doctor that you set
an incredibly high standard for the Nurses of Paris.

Nurse

Oh, why thank you, sir. It’s been my pleasure. (She hugs Zozo)

Zozo

Yes, on your way now, hurry.

Nurse

(placing the Elixir and the sword in her bag) I won’t let you down. Goodbye
sir.

Nurse Exits Scene fades.
Narrator

Keep Calm Ladies and Gentleman, that is the end of this little story, this strange
tale of Apples and Alchemy. Travel safely now, do be careful of stray comets,
look out for strange books and beware of wild bears and secret potions! Keep
Calm and Goodbye.

Blackout
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Apples and Alchemy: Critical Reflection

The importance of modern concepts of science and physics in Pale Blue Dot (Sagan, 1994)
sparked my curiosity and desire to see if the Scientific Protagonist could, as a writing-device,
allow for the critically guided construction of a play which celebrated the works of Sir Isaac
Newton. “The very method of mathematical reasoning that Isaac Newton introduced to explain
the motion of the planets around the Sun has led to most of the technology of our modern
world.” (Sagan, 1994, p. 53).

Following the completion of the first play, the creative writing process of the second play would
allow for a second opportunity to test the theories of this project in a work of Practice-led
Research. The purpose and research intention of the second play in this Practice-led Research
project is to advance the concept and operating definition of the Scientific Protagonist from
what was formed and discerned in both Cosmic Bottle and in the traditional research
component.

The crafting of a new, independent script allowed this project the opportunity to explore
different themes and subjects than those explored in Cosmic Bottle. This was utilised as an
opportunity to explore the Scientific Protagonist’s potential to operate as a device of
historicism, creatively representing real historical events and individuals, as is seen with Jiro
Horikoshi in The Wind Rises (Miyazaki, 2013).

The result of this creative writing project is a Scientific Protagonist led narrative that can be
considered historical fiction, as explained in the following statement made by Hutcheon: “…I
would define historical fiction as that which is modelled on historiography to the extent that it is
motivated and made operative by a notion of history as a shaping force (in the narrative and in
human destiny)…” (Hutcheon, 1988, p. 113). The historical content of the historical drama is
more significant than simple aesthetic choice but remains subject to intentional fictions and
creative choices on the part of the playwright.

The fictional characters and events contained within Apples and Alchemy are modelled on the
recorded historical events of 28th of February 1778, when Voltaire was ill at his niece Marie’s
house (Pearson, 2005), and also on the preceding years of Voltaire’s life, particularly significant
events in his life in which he interacted with the works of Sir Isaac Newton. However, the text
reinvents the involved individuals and events freely for the purposes of constructing a
contemporary dramatic text intended to entertain and be consumed by modern audiences, and
the involved history is distorted by creative storytelling choices to focus the reader’s attention
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on these particular elements and themes. Following the theory outlined by Hutcheon (1988),
this distortion of historical accuracy through intentional fiction simultaneously excludes the
work from being considered a ‘work of history’, and rather a work of historical fiction.

Before the writing of the second play in this project commenced, I decided it would be
appropriate to consult with a scientist regarding the representation of science in the creative arts
and the interactions between literary fiction and scientific history. Helpful insight regarding the
literary representation of scientific topics was provided by astronomer and former Chief
Scientist of Australia, Professor Penny Sackett from the Australian National University. The
following extract is from an interview-correspondence between me, the interviewer asking the
question, and Professor Sackett, the interviewee providing an answer. (see Appendix A for full
interview and verification of Ethics approved practice)

Question:

“Is there a scientific issue or topic that you believe the creative arts should be
cautious of misrepresenting?”

Answer:

“There are many topics that should not be misrepresented (climate change, state
of world health, scientific certainty and uncertainty), but neither should there be
censorship. The arts are meant to be creative, to see and allow us to see through
different lenses. More relevant perhaps is that historians, journalists and those
in positions of power do not misrepresent science for their own gain or from
ignorance. One over-arching idea that is promulgated – perhaps for the
purposes of good storytelling, but not to the detriment of a true understanding
of how science proceeds – might be called the “Great Man Theory of Science.”
This is the notion that science is swayed by a few great scientists
(overwhelmingly men) who through force of independent genius were able to
discover what others could not. Science proceeds on a path of little
interdependent steps of many, many players. It may be that those who are
perceived as giants stand more on the shoulders of many dwarves, than vice
versa.”

-Extract from correspondence with Prof. Penny Sackett, February 2018

Enacting on this advice in the writing of the second play Apples and Alchemy, the topical
subject and themes of the narrative were adjusted to celebrate these smaller, yet equally valid
and significant, contributions made by the communities surrounding iconic figures from
scientific history. Originally, I had considered writing a play that celebrated the contributions
of Sir Isaac Newton, but in accepting the advice offered by a contemporary scientist, the
narrative of the second play become more focussed on the historical stories of the human
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relationships, friendships and emotional choices that surrounded Newton’s work and the way in
which it was shared with the world.

In order to use the Scientific Protagonist as a writing device in a play which was to swerve away
from the practice of celebrating what Professor Sackett refers to as “The Great Man Theory of
Science”, which a work centred directly on Sir Isaac Newton would have undoubtedly become,
I found myself searching on the periphery of his historical story in order to find an individual
with a story that grants better access to the significant contributions of others.

Before long, this prerequisite led me to the story of the Eighteenth Century French intellectuals
Voltaire and Emilie du Chatelet who together, as mentioned before several times in this
exegesis, translated the works of Newton into French and worked tirelessly to promote the
reception and understanding of these ideas in communities outside of England. This story is
significant in relation to this research project as it celebrates events in history in which a
creative writer and playwright, namely Voltaire, played a direct role in the history of science.
Furthermore, the story of Voltaire and Emilie provides an opportunity for New Historicism and
for modern revisionism as promoted by Sagan in Pale Blue Dot (1994). The second play allows
the theatre to celebrate the achievements of individuals from history, and for a modern reader or
audience to appreciate the contributions of these individuals, such as Emilie du Chatelet, whose
work may have historically been diminished, neglected or ignored due to the fact that she was a
woman. As Sagan does so many times during Pale Blue Dot, references are explicitly made
throughout Apples and Alchemy to the historically overlooked contributions of individuals who
are women.

In Apples and Alchemy, the artistic contributions of individuals such as Voltaire and du Chatelet
are celebrated as significant chapters within the grander story of Sir Isaac Newton’s works. The
topical subject is not amalgamated under the monolithic image of Newton himself, but rather
broken down and presented as a series of interrelated human-centric stories with many
individuals involved. It is one of these expanded stories which is exposed and presented by the
actions and events portrayed in the play. I would argue that this creative decision enables the
audience to access both the story of Voltaire and du Chatelet’s work, as well as the work of Sir
Isaac Newton, through a far more diverse range of discourse compared to a more reductive play
that dealt directly with Newton alone.

As a result of insights gained through New Historicist styled readings, through the critical rereadings of Cosmic Bottle, and through building on practical insights gained in the construction
of the first play, Apples and Alchemy was written with a conscious attempt to further distinguish
the Scientific Protagonist from the ensemble of supporting characters. There are significant
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differences between Zozo and his counterpart in the first play, the Navigator. Zozo is more
prominent as an individual in events and central to the narrative, distinguished as a flamboyant
individual, an alchemist and an entertainer, and the alchemist’s dialogue provides a flawed and
feverish ‘point-of-view’ perspective of the past events to his audience and fellow characters,
enacting the role of the main protagonist and the semiotic role of ‘character’ as described by
Cixous (2011). The secondary characters are diminished in prominence, with the notable
exceptions of the Nurse and Emilie; in order to reduce the ‘ensemble’ like effect that can be
found throughout Cosmic Bottle. The minor characters of Apples and Alchemy are altogether
two-dimensional, non-realistic representations of individuals, serving only their narrative
function and consuming as little of the script’s text, and potential stage-space and performancetime, as possible. Increasing the prominence of the main characters and reducing the form and
significance of minor characters serves to ensure the formation of a Scientific Protagonist within
a dramatic text is clear to an attentive reader or audience.
The very name ‘Zozo the Amazing Alchemist’ estranges the identity of the play’s protagonist
from the real individual Voltaire the philosopher and writer, who serves as the source of the
character’s personality and narrative. It is an intention of this work to challenge and antagonise
any potential audience with the seemingly contradictory presence of alchemy and authentic
science history in a narrative which continuously references real historical events, to the point
that the audience might inquire “Is this a true story? Was Zozo a real person?”, the answers to
which are, naturally, not so simple as “yes” or “no”. It is based on a true story, but one that has
been deliberately distorted by fiction in a Practice-led research project influenced by New
Historicism. Zozo the Amazing Alchemist is not a real person, but instead he is a fictional
character who occupies the role in the historical narrative which belongs to the real individual
Voltaire – who was, as a child, called Zozo by his family (Besterman, 1976, p. 30).
Thematically and discursively, nothing about the narrative of the play changes when
substituting the real Voltaire with the fictional character of Zozo. I would argue that the
alteration is, arguably, one that is largely aesthetic in nature, allowing the reader a playful and
imaginative space in which to consider the impact of significant historical individuals and
events.

In an attempt to construct a representation of Voltaire in a dramatic text that was both an act of
reinvention and of honest historicism, the portrayal has been informed by various historical and
biographical sources, and Voltaire’s personal perspectives and thoughts regarding the issue of
Sir Isaac Newton’s work has been chiefly informed by own reading of Voltaire’s own work
Letters on the English (Lettres Philosophiques) (Voltaire, 1778).
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This creative choice to play with the name and identity of Voltaire through the creation of Zozo
is a deliberate attempt to distance, but not necessarily to entirely separate, the play from the
genre of biography and the inherent expectations of accuracy and close factual fidelity in such
works. As a theatre-text and a component of this research project, Apples and Alchemy required
more creative freedom in its construction of a Scientific Protagonist led narrative than is
afforded to works of pure biography or history, and alterations to individuals and events in the
story are present in order to heighten the influence of fiction in this particular literary
presentation of scientific discourse.

The historical event that serves as the setting of events in Apples and Alchemy is an occasion on
the 28th of February 1778. The play is a creative representation and reinvention of events of this
day; Voltaire was ill, and mistakenly believed himself dying, while staying with his niece Marie
near Paris as he completed and presented his play Irene (Pearson, 2005). The events portrayed
in Apples and Alchemy continuously change between the ‘present’ storyline, which centres on
‘Old Zozo’ being ill, and ‘past’ storylines depicted in Zozo’s recounting of events to Nurse
Irene. In the scenes that depict the ‘past’ storyline, the reader is offered the events surrounding
‘Young Zozo’, and is, throughout the course of the play, provided insight into how these events
shape Zozo’s character in the ‘present’.

The first critical objective of Apples and Alchemy as an individual work of Practice-led
Research is to articulate and creatively promote the contributions made to modern science and
physics by Sir Isaac Newton. Developing the creative practice that was established with Cosmic
Bottle, structural techniques of narrative, as described by Barthes (1977), are utilised to craft a
narrative that encourages the audience to imaginatively interact with a detailed scientific
discourse of the relevant source material. Apples and Alchemy responds to the excess and
crowded discourse of Cosmic Bottle. Evident in reflection, the abundance of fictional elements
and large amount of scientific subject matter in Cosmic Bottle resulted in a story in which it is,
at times, difficult to discern a singular emergent fact-based scientific discourse for the reader to
focus on. Critical reflection on Cosmic Bottle necessitated the diminishment of fictional and
fantasy elements in the narrative of the second play, and the rejection of a myriad of scientific
facts relating to a topic, such as the various facts relating to Voyager 2 that are referenced in
Cosmic Bottle, in favour of the adoption of simpler, clearly articulated concepts, such as a
selected portion of Voltaire’s story. In this second variation of constructing the Scientific
Protagonist in practice, the script of Apples and Alchemy seeks to present a scientific discourse
through a simple and clear historical narrative.
The inclusion and considerable prevalence of ‘alchemy’ within the play is yet another example
of fiction being used to provoke and antagonise a modern audience and challenge their
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perception of a work which presents itself as ‘historical fiction’. Just as the reader or audience
adjusts to a narrative involving alchemy, a central, seemingly contradictory, theme of scientific
theory and communication emerges as a driving force of the narrative. This element of the play
is intended to allow the audience an opportunity to empathise with the experiences of
individuals from the Eighteenth Century, who would have encountered Newton’s philosophy in
a world rich with superstition and varied interpretations of science. Quite unlike modern times,
in which centuries of mathematical theory alongside endeavours and works of physics are
proven testimony to the efficacy of Newton’s theories, the Eighteenth Century cultural
environment into which Newtonian physics entered into featured competing philosophies (such
as Cartesian theory), beliefs and superstitions, as well as cultural and religious stories that had
comfortably and familiarly explained nature for generations. Within the Eighteenth Century,
most notably before Halley’s calculation of the 1758 comet, comets and other such celestial
events were widely misunderstood as omens, and many individuals were sceptical of any
mathematical or scientific formula which attempted to predict the arrival of these heavenly
objects (Grier, 2013). The ideas put forward by Newton in the Principia Mathematica, which
indeed included the means to predict the return of Halley’s Comet, would have been as
unexpected and unusual to an Eighteenth Century individual as they are to a modern audience in
the middle of a play involving fantastic themes and subjects such as alchemy. The problematic
process of sustaining a simultaneous belief in both alchemy and science throughout the
narrative, or in understanding how these two subjects could interact, is also indicative of the
obstacles to understanding faced by Voltaire and du Chatelet’s contemporaries in the academic
community and broader public realm of Eighteenth Century Europe. This process of
imaginatively interacting with Newton’s ideas alongside alchemy makes clear the points of
Newtonian theory which differentiate it from pre-existing philosophies. In this manner, the
script of Apples and Alchemy uses fictional frameworks for the purposes of encouraging a
detailed, fact-based scientific and historiographic discourse.
The ‘Universal Laws of Motion’, as described by Newton (Cajori, 1974), are textually
referenced throughout Apples and Alchemy through the dialogue and conversations of the
characters. The three laws are articulated as: “An object in motion wants to stay in motion”,
“The momentum of an object is affected by the amount of force enacting upon it” and “For
every action, there is an equal and opposite reaction”. More importantly, the individual laws are
represented visually through Zozo and Emilie’s tango in Scene 4, in which the choreography of
their dance emulates a visual representation of each of Newton’s Laws in action. This visual
element of dance is an example of how the play utilises the performative qualities and flexibility
of the theatre; in order to explore the performative potential of Scientific Protagonist-led stories.
The tango demonstrates why theatre is a valid means of visually and dramatically codifying and
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translating scientific knowledge through methods which are more diverse and physical than
those at the disposal of many other mediums of literary fiction and creative art.

The detailed discourse that is encouraged by Apples and Alchemy does not end at a presentation
of Newton’s work, but also seeks to show the potential reader or audience the complicated
factors that surrounded the dispersion and reception of this work throughout the cultural
environment of the Eighteenth Century. From a modern perspective, the scientific
achievements of Sir Isaac Newton may not be completely unknown or obscure, and many
individuals within an audience might be familiar with this topic. What is equally important
within the context of Apples and Alchemy is that the potential audience be granted a moment to
consider the subsequent science communication processes that followed Newton’s work and
ensured that is was understood by the academic community and any interested individual
seeking to gain insights into science. I argue that the efforts of communication and education,
enacted largely by Newton’s friends and the people they in turn befriended, provides an
opportunity to explore a more emotionally driven perspective on scientific history; an
opportunity seized and realised by the narrative of Apples and Alchemy.

The second critical objective of Apples and Alchemy as an individual exercise of Practice-led
Research is the promotion of Voltaire and Emilie du Chatelet’s story and contribution to science
history; in particular the co-writing and publishing of Elements of the Philosophy of Newton
(Voltaire, 1737). The play presents a narrative centred on the part Voltaire and du Chatelet
played in bringing the scientific works of Newton to the attention of other academics and
intellectuals, and to the broader public alike, and the problems they were forced to overcome in
order to achieve their objectives. The simultaneous ‘present’ narrative, the events taking place
around Older Zozo’s bed in Marie’s House, is a reflection of how Voltaire’s creative career
continued after du Chatelet’s death, with his work ever retaining a tone that sympathised with
ideologies of civil liberty and education.
Emilie du Chatelet is the prime example of how Voltaire’s story allows the audience to access a
variety of characters, notably women, who played significant roles in scientific history. Ever
conscious of Professor Sackett’s answer regarding the “Great Man Theory of Science”, at no
point did I intend to substitute a monolithic celebration of Newton for an equally monolithic
celebration of Voltaire. Instead, Voltaire, and by extension Zozo, is deliberately used as a
means of accessing the overlooked or enigmatic contributions of individuals such as Emilie du
Chatelet and Catherine Barton.
Following Greenblatt’s (1994) point that the theatre allows alternative points of view to occupy
and clash within a designated dramatic space, Apples and Alchemy aims to demonstrate how
189

individuals such as Voltaire and du Chatelet promoted a perspective of scientific education and
understanding against the adversarial presence of more conservative and suspicious world views
that was present in their social and cultural environment. This adversarial force is not
represented through an antagonist character, but rather through smaller signs and clues within
the subtext of the play; examples of this being the acts of censorship, political-conservativism
and public close-mindedness in the scenes Zozo recollects, and with the civil unrest that exists
outside of Marie’s House in the parts of the narrative set in 1778, representing the oppressive
and volatile political climate of the Kingdom of France eleven years before the onset of the
French Revolution. Working collaboratively with each other and with a community of helpful
and interested individuals, the characters of the play engage with a conflict relevant to science
history and science communication, and through this narrative they allow the audience an
emotional perspective on the constituent events.

During critical re-readings of Apples and Alchemy, I found myself conflicted over many creative
decisions I had made and aspects of the script I had produced. My decision to use Voltaire
instead of Emilie as the inspiration for the main character is one that I still question at times.
Even more questionable is the scientific, mathematical, and philosophical achievements of these
two remarkable individuals being portrayed in a simplified manner such as they are within the
play. These concessions, however, are the result of portraying a satisfactorily dramatic and
entertaining narrative within the confines of a one-act play medium designed to capture the
attention and creative interaction of a variety of potential modern audiences. The simplified and
heavily fictionalised representation of Voltaire and Emilie’s story demonstrates how a
restriction of narrative form placed on dramatic texts might determine the creative product, a
process that follows the logic presented by Schechner (1985).

The practice of writing a Scientific Protagonist-led story of historical fiction was exceedingly
helpful in allowing the narrative to clearly promote elements of scientific history and discourse.
Promoting scientific discourse would undoubtedly have been more difficult to achieve had this
second play been a more traditional work of historical fiction, such as a full biographical story
of Voltaire. Voltaire’s life contains so many noteworthy events: the popularity of his play
Candide (1759), his political and philosophical writings, the famous correspondence with
Catherine the Great - any one of these stories could eclipse Voltaire and du Chatelet’s
contributions to the works of Newton in a traditional drama.

However, when history and fact are creatively augmented and the character of Voltaire
substituted with Zozo the Alchemist and Scientific Protagonist, the scientific themes and
substances of Voltaire and du Chatelet’s story are free to enjoy the spotlight, undisturbed by the
numerous other achievements of these two exceptional individuals.
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While the majority of secondary characters beyond Emilie are designed to function as sources of
entertainment more than historicism, there are two notable, unseen exceptions. The works of
Sir Isaac Newton and Edmond Halley are forces that are present in the narrative, with Newton’s
work being the source of Zozo and Emilie’s collaboration and with Halley’s predictions
regarding the 1758 comet event confirming the validity of the theory Zozo and Emilie had so
passionately believed in. Much like the unseen character and figure of Lord Byron in Arcadia
(Stoppard, 1993), the characters of Newton and Halley are both absent and present, and both are
influential in the narrative of Apples and Alchemy as historical references to the events being
portrayed in scenic action and worthy of note in a process of critical reflection.

Apples and Alchemy further strengthens and supports the argument that the Scientific
Protagonist operates effectively as a creative writing device in the Theatre. Within the context
of the play, this creative practice resulted in a narrative which enables a creative historiographic
and scientific discourse.

I would argue that the story of Zozo is one that fulfills my goal of encouraging discourse
relating to Sir Isaac Newton, while also considering the valuable contributions of a variety of
other individuals and acknowledging the flaws of the “Great Man Theory of Science” as noted
in the considered critique of Professor Sackett and other contemporary scientists who share a
common concern for revisionism and a fair allocation of credit in the portrayal of science
history.

The play shows how the imaginative and fictional capacity of dramatic-texts and theatreperformance make accessible the more conceptual ideas and issues that are present in the
discursive topics of a narrative, such as elements of physics. The audience responds to
characters; they interpret the story through them almost unavoidably when the story is being
directly recounted and guided by a character such as Zozo.

In focussing so intently on the resonance of important themes and characters, the play leaves
many elements open to creative interpretation, and notably this does not detract from the
research purposes of the text, and leaves the script open to a diverse variety in interpretation.
Together with the insights derived from the writing processes of Cosmic Bottle, the form of
Apples and Alchemy is influential in the construction of Sludge, the following third and final
play of this creative research project in which the qualities and variations of ScientificProtagonist-led narratives are explored within a dramatic-text.
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Chapter Eight
Sludge
Sludge: Presentation of Creative Work

The third original play written for this research project is titled Sludge. Returning to the
discursive themes of the first play Cosmic Bottle, the narrative of this one-act play is designed to
promote facts relating to Voyager 2, in particular the technological use of Plutonium 238, the
Voyager’s position at the edge of our Solar System and the significance of the Golden Record.

Heavily influenced by Frankenstein (Shelly, 1818), and by the insights gained through the
writing of the previous plays, Sludge presents a narrative centred around a Scientific Protagonist
who is struggling with the ethical questions surrounding scientific invention and technological
responsibility. Following the same process of variation and experimentation applied in Cosmic
Bottle and Apples and Alchemy, Sludge is designed to confront these discursive themes in a
different narrative style in order to test the strengths and limitations of the Scientific Protagonist
concept.
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Character List-

Malio – Malio is an eccentric engineer who spends all of her time alone in her workshop. She
has been contracted to create a new, highly reliable and efficient Automaton model for Creon
Industries. While happy to invent and build a new kind of model, Malio is troubled by what
intentions her employers have for her automaton friends. She doesn’t want her inventions being
used for nefarious purposes.
Hypatia – One of Malio’s Prototypes, Hypatia is an automaton that has adopted the personality
of classical philosopher Hypatia, who was a student and educator in Roman occupied
Alexandria. Warm, friendly and unreservedly thoughtful, Hypatia is calm and affectionate and
often helps Malio with both her work and her anxieties.
Werner – One of Malio’s Prototypes, Werner is an automaton that has adopted the personality
of engineer Wernher von Braun, who assisted both the Nazi Regime and NASA (U.S.A) in their
scientific endeavours. Charismatic, humorous and friendly, Werner’s charm almost manages to
hide his dark, self-preserving, utilitarian morality.
The Automaton – Malio’s most recent invention, the Automaton is an expensive new
innovation on the previous models. Calm, quiet and still, he is a blank canvas, observing the
world around him with gentle curiosity. Only a few days old, he has no idea why Malio has
made him, or what he will do now that he has been made. He seems to be a caring and friendly
individual.
The Doctor – A hard working and honest man, the Doctor cares deeply for the well-being of
both his patients and his staff. With the Hospital under incredible strain due to the sludge
problem afflicting the city, the Doctor is busier than ever.
Recently, Creon Industries have learned that over-stressed employees are less productive, and
they have since hired the Doctor to monitor their scientists for work-related stress.
The Nurse – A hardworking Nurse who assists the Doctor
The Duke – The Duke has been charged with overseeing royal interests in Creon Industries. He
now finds himself running errands for both the King and the company, and is forced to monitor
the progress of Creon’s scientists and their projects. A good man at heart, the Duke cares for
his people and is distressed by the city’s sludge problem.
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The Soldiers – Two soldiers from the King’s Army who assist the Duke.
Spare Parts – The play includes a variety of small roles that emerge from a box labelled “Spare
Parts.” These characters are mute, incomplete and discarded automaton figures that present
themselves to fulfill a small function in the story.

*The Age and Gender of all characters may be changed at the Directors discretion
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Act I
Scene 1 – Malio’s Workshop

As the audience is entering the theatre, Malio is asleep on the floor, Hypatia and Werner are
frozen and inactive, and the Automaton is seated in front of an old Television set, watching an
old film.
Malio’s Workshop is messy. The Stage is covered with tools, scrap and crates. The Upstage
area features a large Box labelled “Spare Parts”.
The Workshop has a single window, upon the outside of which is mostly covered in a web of
green slime.
The Doctor and the Nurse enter the theatre with the audience, accompanied with the Sound
Effects of City-ambience; sirens, police-whistles, rushing crowds, as well as the sounds of
gusting wind and rain. Both the Doctor and Nurse have Gas Masks on hand, but do not wear
them.
Although the actors on stage are pre-set, they may not be well lit, as the Stage remains dormant
until disturbed by the Doctor and Nurse.
The Doctor and the Nurse remain standing while the audience finds their seats, gradually
making their way toward the Stage.

Doctor

Such mayhem! All these people!

Nurse

Oh, just a bit of light morning traffic is all Doctor.

The sounds of bad weather become more violent
Doctor

All clear! Nurse, are you alright?

Nurse

Oh yes, yes, thank you Doctor.

Doctor

And the medicines, they are…?

Nurse

The medicines are perfectly safe Doctor, I have them here.

Doctor

Wonderful, wonderful.

Nurse

This weather gives me such a fright Doctor. But I didn’t break a single bottle
sir. I’ve got this covered. You can count on me.

Doctor

Your instructors would be very proud. Shall we continue on our way?

Nurse

Of course Doctor, after you.

They continue toward the Stage.
The Stage lights up. Malio is lying on the floor. The Automaton is seemingly inactive (although
he is awake), seated in front of a television, he is incomplete and is lacking an Arm. Hypatia
and Werner remain inactive, frozen inconspicuously among the clutter of Malio’s Workshop.
Hypatia is missing a Hand.
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TV (Ad No.1)

Pop! Pop! Bubble Bubble Pop! Pop your bubble bubble pop with a bubble pop
pop!
Make sure you look cool chewing our Bubble Pop Gum! Now available in two
new exciting flavours! Pineapple and Cherry!

Malio sits up
TV (Ad No. 2 – Recruitment Ad)
Calling on all red-blooded Patriots! Are you a brave and loyal citizen? Are
you seeking more adventure and meaning in your life? Willing to fight
alongside your fellow Patriots? Do you have what it takes to be a soldier? The
King’s Army is calling on You! Register with your friends! Become the pride
of your nation. Enlist today and get a free rifle!
Malio returns to work, adjusting the Automaton’s shoulder.
TV (Ad No.3 – Creon Industries)
Who do you turn to for all your science and home-tech needs? Who can you
look to for quality products in the exciting new fields of personal robotics?
There is only one name you can trust. Creon Industries. Combining cutting
edge technology with creative innovation; we are bringing to life the amazing
scientific inventions of tomorrow, today! Creon Industries – If we don’t do it,
someone else will.
The Automaton looks at Malio.
Malio

(changing the station) Enough of that junk. Let’s have some music instead.

The Television channel changes to an old musical opera.
There is a knock at the Door. Malio quickly deactivates the Automaton and covers him with a
sheet.
The Doctor and Nurse Enter
Doctor

Good morning Malio!

Malio

Hello Doctor, I’m not sick.

Doctor

That’s good to hear.

Malio

Yes, so as your services are not required, you may leave.

Doctor

Don’t fret, I shall be out of your way as soon as you convince me that you’re
coping with everything…

Malio

I’m coping fine.

Doctor

And your anxieties? How have they been?

Malio

I suppose they’ve been all anxious like. But I’m fine.

Doctor

Splendid, so no changes there.

Malio

Nope. I’ve been handling my stress like you told me to Doctor, deep breaths.

Doctor

Always works a treat. Now, I see they’ve finally given you a window…

Malio

You made them install one. I’m not allowed to open it.
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Doctor

That goes without saying of course. You spend all your days and nights couped
up in this dark… place. You need to see the sky sometime.

Malio

I’ve seen it. Big, bluish grey like, often rocking those clouds.

Doctor

Accurate, yes. But Malio, please, you know what I’m getting at here…

Malio

Yes, and I have been listening to your advice Doctor. Reprioritising. Life
outside of work.

Doctor

You’ve been engaging in a little rest and relaxation? Spending time with
friends?

Malio

That’s gross. Friends. No. Don’t have time.

Doctor

We’ve been over this Malio, social interaction is healthy. A person can suffer,
truly suffer, from loneliness. You need company. The other scientists here at
Creon must surely be-

Malio

Mean, all of them! They’re mean to me.

Doctor

Come now, that’s not true.

Malio

Besides, I have my prototypes. They keep me company.

Doctor

Yes, about that –

Malio

Watch, watch this…

Malio winds up Werner and Hypatia, waking them from their dormant state.
Werner

Good morning Malio!

Hypatia

Malio sweetie!

Werner

(looking at the Television) Oh, wonderful, we are listening to music? Oh, the
opera!

Hypatia

Oh no, I seem to be missing my Hand.

Werner

Malio, can we please watch cartoons? Please?

Hypatia

Sweetie, we have company.

Werner

Oh? Oh yes, look it’s the Doctor and one of his nurses. Hello Doctor.

Hypatia

Hello Doctor.

Doctor

Always a pleasure, you two.

Werner

Such a charmer.

Hypatia

Such a handsome man.

Malio

See, they talk! They’re even funny sometimes!

Doctor

Yes, yes, they are – incredible. Very charming, truly you are a genius, and
artist! But Malio, my dear, you do understand that these… marvellous
creations of yours are not what I meant by 'real people’, yes? When I asked you
to try some social interaction, I meant something more… human.

Malio

I don’t see how they don’t count as-

Doctor

Real people make good friends as well Malio.

Malio

Not true. Real people are horrible.
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Werner

That’s the stuff! Go Malio! Lay down some truth on the good Doctor!

Hypatia

People are amazing, Malio knows this Doctor. She just takes her time when it
comes to trusting people and that’s perfectly fine.

Werner

Perfectly fine!

Doctor

Very well, the road to recovery is made of small steps, I’m proud of the
progress you’re making.

Malio

Thank you Doctor.

Doctor

Before I head off and make my round of house-calls, I want you to promise me
that you will keep making these efforts. You’re doing so well Malio, I
understand your work is important to you-

Malio

It’s my life.

Doctor

Yes, but remember to enjoy that life on occasion, please.

Malio

Maybe.

Doctor

Excellent! Now, we must be going. I shall check in on you again soon, I
promise. (to the Nurse) Shall we away?

Malio

I don’t envy you, it sounds rough out there. You’ll be safe?

Doctor

Ah, just a little wind and slime. We will be quite fine I have no doubt.

Malio

Alrighty, Peace and Love Doctor.

Doctor

Peace and Love, Malio.

Werner

Ahem…

Doctor

And you as well, have a lovely day.

Werner

Thank you Doctor

Hypatia

Do be careful Doctor.

The Doctor and Nurse Exit.
Malio turns the Television up to cover the sounds of the wind raging outside. She then uncovers
the New Automaton
Malio

Sorry about that, I’m not ready for people to see you.

Werner

Oh hey new guy! Look, you’ve got an arm!

Hypatia

How exciting. Which reminds me, my hand! Has anyone seen it?
(To Werner) I’m serious now.

Werner

Nope, haven’t seen it sorry. You must have misplaced it before unwinding.

Hypatia

Unlikely, why would I remove my own hand?

Werner

Well, perhaps some rat came in and stole it while we were sleeping?

Malio

That didn’t happen.

Hypatia

Thank the Gods

Werner

Malio seems to know an awful lot about this topic, maybe she stole your hand?

Hypatia

Oh, never mind, I’m sure I’ll find it somewhere, it can’t be far.
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Malio

Alrighty, I’m feeling the groove. I’ve got them vibes. Let’s do this! (to the
Automaton) Time for you to get your very own Voice Simulator Module! You
excited? You ready?

The Automaton nods.
Malio’s neurotic side is shown when she is adding the Automaton’s Voice Simulator Module.
Malio

This is always a tricky part. Oh sweet groovy god what if this doesn’t work?
What if it sounds all wrong?

Hypatia

Oh nonsense, I’m sure it will work perfectly. You did a fantastic job with ours.

Malio

I’m not worried about it functioning. I’m worried about whether or not he’ll
like it.

Werner

The new guy? Trust me, he won’t care, even if he sounds like a little old lady, a
voice is a voice.

Malio

(to the Automaton) Look, I can’t tell what I’ve made until we try it out so this is
all chance and luck really, I am so, so sorry if it sounds like a little old lady, or
a… a dolphin or something. I can always adjust it if needed…

The Automaton smiles and nods enthusiastically.
Werner

Remember when my voice module malfunctioned? I spent a whole month being
incapable of forming any sounds other than whistles and grunts

Hypatia

That was amusing. If only that would happen more often…

Malio

Hush please! I need to focus! Now, New Guy (she adjusts the voice simulator
module to the Automaton’s throat) you have a voice. Say something.

Automaton

Hello-

Malio

It worked! Woop! Another victory for me! Yes bitches! Say something again.

Automaton

(more confidently) Hello-

Malio, Werner and Hypatia cheer.
Hypatia

Well done Malio. He sounds perfectly human.

Werner

Perfectly normal too! Say more things!

Automaton

Hello-

They cheer again, even louder.

The Window bursts open in a particularly strong gust of wind. Malio stumbles back as wind
sweeps across the Workshop and bright green slime begins to ooze down the wall from the
open Window. Hypatia and Werner rush to help.

Hypatia

Don’t worry Malio!

Werner

Let me help!

Hypatia attempts to close the window.
Hypatia

We need something to wedge it.
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Werner grabs a metal tool from Malio’s toolbox and uses it to lock the Window closed.
Hypatia

There! Gods.

Werner

Go team. Urgh, what a mess.

Hypatia

It should be safe now Malio, I’ll clean this up right away.

Werner

No, let me!

Hypatia and Werner begin to hastily clean up the sludge that has spilled into the Workshop.
Malio

Thank you. Crazy weather out there tonight.

Automaton

What is outside?

Malio

Outside of this room? More rooms.

Automaton

On the outside of the window.

Malio

Oh, the real outside? The world is out there.

Automaton

What is it like?

Malio

It’s sad.

Hypatia

All the leaves are brown.

Werner

All the leaves are brown.

Hypatia

And the sky is grey…

Automaton

The sky is grey?

Malio

It’s always gloomy. The outside is a little sick right now.

Automaton

How so?

Malio

Ahh… some people messed up. They messed up bad. Spilled some things that
should never get spilled.

Hypatia

Foul substances. Chemicals, burning metals and pure pollutions.

Werner

Such waste.

Malio

Some people once had it in their heads that it would be a grand idea and good
old time to soak the city in this greenish chemical, fresh smelling cure-all. This
stuff was kind of made up of every nightmare concoction imaginable. An acid,
soapy tasting bubble wash, rub and scrub that would help clean away all dirt, all
the bugs and the grime. Make it sterile, shiny and pretty-like.

Werner

And then it rained.

Hypatia

Fools.

Malio

It rained and rained, and all the green wash spilled out of the city and into the
rivers and the lakes. Mixed with other muck. Poisoned the whole countryside
and killed all the birds and the fish.

Automaton

It killed the birds and the fish?

Malio

(nodding) Most of the trees too. But I like to think some birds saw the writing
on the wall and flew away to a better place before it was too late. But now,
years later, the rivers and lakes are still glowing green. And the countryside is
still toxic. At night, cold wind lashes and whips the water, and in the morning,
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everything, the whole city… all the dead trees, the buildings, the houses and the
fields, everything is covered in this sticky, smelly, green sludge.
Automaton

That sounds terrible.

Malio

People thought it would fix itself in time, but it’s just getting more and more
slimy out there. It’s a proper inconvenience. If the sludge is left to dry on hot
days, it crisps up into that gross web looking stuff. That’s why the warm days
smell the worst.

Automaton

Can the people make the sludge go away?

Werner

They can.

Hypatia

Technically they can, but it’s not good for them.

Malio

The sludge makes people sick. If any people, animals, or even plants, spend too
long covered in sludge, they get very, very sick.

Werner

And then they die.

Automaton

How will the people make the sludge go away?

Malio

They scream at me.

Automaton

Scream?

Malio

Well, in a way. They scream at me with smiles, with calm voices, big money
and constant pressure.

Hypatia

She means us, my dear.

Werner

We are special.

Malio

An automaton unit is immune to the biohazardous conditions of the local high
toxicity areas of concentrated pollutants and offers an alternative source of
labour for the purposes of environmental management.

Werner

So clever. So expensive.

Hypatia

The people asked Malio to help, and she has made us.

Werner

They demanded she help. She had no choice.

Malio

I had a choice.

Automaton

We are going to fix the outside?

Hypatia

People like us, yes.

Werner

Not us personally, of course.

Hypatia

We are prototypes. Malio’s employer will be able to order the crafting of many
more like us.

Werner

Once we charm their socks off, that is.

Hypatia

Yes. We are experimental designs.

Werner

We are limited edition. Not manufactured or mass produced but handcrafted.
Doomed to become collectors’ items. I can see our future now, a prime exhibit
in the ‘Museum of Mankind’s Most Foolish Decisions’.

Hypatia

How can you say that?
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Werner

The tones of truth roll rather easily off of my tongue.

Hypatia

Your words do not roll, they fall from your lips like a child’s drooling.

Hypatia and Werner exchange rude gestures. Werner sits down with the Automaton to
watch the Television, changing the station from opera to old cartoons while Hypatia
continues searching for her Missing Hand. She reluctantly picks up a battered spare-arm
while searching. Malio makes final adjustments to the Automaton’s newly added arm.
The Television begins to blare some loud advertisements.

TV (Recruitment Ad)
Calling on all loyal Patriots! Your countrymen need you! Enlist with your
friends in the King’s Army today and crush the Enemy.
TV (Insurance Ad)
Scandal Insurance! Be smart and protect your reputation! Sign up now and
enjoy the first six months of cover at a premium!
Malio

Turn this junk off.

Werner

But I’m watching cartoons!

Malio

It’s noisy and it’s distracting me!

Werner

You said this was the most efficient way to teach the new guy how to speak,
yes?

Malio

Well, he already can speak, so we don’t need it anymore.

Werner

I think that’s debatable. Sure, he can make the words, but he still sounds like a
depressing, empty, tin-can.

Malio

Hey now, stop criticising!

Werner

It’s true! He doesn’t have a trace of personality.

Hypatia

Don’t say mean things.

Werner

I’m not being mean, I’m simply suggesting that the cartoons might teach him a
little thing called humour. Come to think of it, why don’t you join us?

Hypatia

I’m afraid I can’t, I’m still looking for my Hand. Are you sure you haven’t
seen it?

Werner

Absolutely sure.

Malio

I’d rather you watch something educational.

Werner

But he’s enjoying them! Hey! New Guy! Tell her you like the cartoons!

Automaton

Hello, did Malio make you as well?

Werner

Hello? You don’t need to say ‘hello’ every time you speak to someone my
friend. And yes, I was also expertly handcrafted by Malio, we all were.

Automaton

Does Malio make everyone?

Werner

Ha!
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Hypatia

No dear, most people are made… elsewhere.

Werner

We are special.

Hypatia

Well, we are unusual. But not in a bad way. Just different to most people.

Automaton

Are we mechanical constructs?

Malio

Yup. Don’t have a crisis now, the whole world is mechanical in nature.

Werner

We are still useful, and that’s all that matters.

Hypatia

We are mechanical constructs, yes, and we are also individuals. Everyone is
unique in some wonderful way.

Werner

Exactly, you are a strong, beautiful and unique machine! Take pride in that.

Malio

I think we’ve got it... Oh yeah! This is it! This is good! Now we’re making
gravy!

Werner

Does it work?

Malio

(to the Automaton) Let’s try it out. Can you raise your hand?

The Automaton raises his new arm.
Malio

Yes! Yes! Well done! Now, wiggle your fingers!

The Automaton moves his fingers.
Malio

Excellent baby! Now try a thumbs up.

The Automaton’s hold out his arm and raises his thumb.
Hypatia

Yes! It works.

Werner

Now we can teach him to play the piano!

Malio

Hold your horses, I think I just need to adjust this –

Malio attempts to adjust the Automaton’s Arm. Her attempt fails and the Automaton Arm
begins to flail wildly.
Malio

Oops! One moment.

Malio tries to undo her mistake, the Automaton’s Arm stops flailing and instead begins to
repeat an obscene erotic gesture.
Werner

Ha!

Hypatia

Oh dear.

Automaton

I can’t control it.

Malio

It’s okay, don’t panic! I can fix this!

Werner

Quickly!

Malio

Don’t rush me!

Werner

But someone is coming!

Hypatia

Oh dear, it’s the Duke.

The Duke Enters, followed by two Soldiers who remain silently by the door.
Duke

Hello?

Werner

Your Grace!

Hypatia

Your Grace!
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Duke

Greetings robots.

Werner

Robots? I say.

Hypatia

Hurts every time.

Duke

Ah, Malio! There you are!

Malio

Fuck!

Malio rips off the Automaton’s faulty new Arm, ending the obscene gesture.
Duke

Pardon the interruption…

Malio

Your Grace.

Duke

Just checking in on things. Looking in on our progress. So, how is my
favourite mechanical atelier?

Malio

Well enough.

Duke

Splendid, and how goes our pet project? (points to the Automaton) I assume
this is it? The new and improved model?

Malio

Yes, Your Grace, but I’m sorry to say he’s not finished just yet.

Duke

That is unfortunate. How long until it’s complete?

Malio

He, your grace, not it… and you… You promised me I wouldn’t be rushed!

Duke

I’m not rushing you. Just looking for good news to share with the company
directors.

Malio

Well I don’t know.

Duke

That’s perfectly fine, I shall tell them that we cannot rush art. I don’t want you
to worry about them at all, they are simply excited to see the product of all their
investment.

Malio

Thank you, Your Grace.

Duke

So, my friend, tell me. This robot-

Malio

Automaton

Duke

Yes, this ah – expensive little Automaton - what does it do?

Malio

Your Grace? He is a self-contained, autonomous mechanical person, designed
and crafted to utilise and simulate various familiar human behaviours.

Duke

(Indicates to Hypatia and Werner) Precisely what is it that makes this one so
special? And pricey?

Hypatia

Sir! Are you implying that we aren’t special?

Werner

And cheap?

Malio

Well, the new model operates quite differently. He was designed with a longlasting internal thermal energy source and an appropriately modified power
distribution system. This particular Automaton operates more efficiently and is
capable of performing physical tasks and solving complex problems without
rapidly depleting his energy reserve.
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Duke

That all sounds marvellous! Just marvellous! (The Duke examines the
Automaton closely) Thermal energy you say? How did you achieve this?

Malio

Plutonium.

Duke

(Recoiling instantly) Say what now?

Malio

You heard me correctly, Your Grace. Plutonium 238 to be precise. Rather
stable stuff, considering that it’s, you know - one of the most stupidly
radioactive substances ever made.

Duke

(retreating across the Workshop) My dear Malio, have you lost your mind?

Malio

(laughing) I honestly couldn’t tell you…

Duke

Plutonium?

Malio

Truly, it’s only a minute amount -

Duke

We should leave! We should get out of here right now!

Malio

Relax, Your Grace. Relax. We’re fine. Perfectly safe.

Duke

I fail to see how –

Malio

I got the idea from here, this window. I was looking out, Doctor’s orders, you
see, and I was glaring at the sky. I was looking out at all the stars and thinking
deep thoughts like ‘Why do I always feel like a failure?’. That’s when I saw it!
Burning through space, millions of miles away. The little spaceship that solved
my problems. Rocking out golden music where there isn’t anyone to hear it. I
saw my salvation and deliverance from failure.

Duke

You saw all that? Through this window?

Malio

I saw Voyager 2, and I just know it saw me. It’s a vibe. I remembered how that
ship keeps it’s lights on and it’s music playing. I remembered the trick.

Duke

You saw Voyager?

Malio

It’s the plutonium! And apparently Creon have plenty of it. I based my new
design on the same fundamental system as the spaceship. I designed and made
up a couple of micro RTG’s for a binary thermal powered circuit system, and a
teeny tiny amount of plutonium 238 is locked away inside each of them. They
are buried deep in the cranium and the chest. The RTG units convert the
thermal output to power the Automaton’s tension triggers, coils, springs and
circuits. Energy comes out, radiation stays locked in.

Duke

You’re sure of that?

Malio

Absolutely, Your Grace. You may have noticed I ah… I live in this workshop.
I eat and sleep among my inventions. Sometimes, I walk around naked.

Werner

Right in front of us, she has no reservations with that.

Duke

Oh my.

Hypatia

I adore it. The human body is a beautiful thing.

Werner

We could all throw away our clothes right now and be naked together!
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Malio

And it would be perfectly safe because there is no radioactive contamination
anywhere in this room. You trust me, right?

Duke

I ah, well… of course I do.

Malio

Right. A true friend. You need to have some faith here, Your Grace, I know
how to handle my radioactive hazards.

Duke

Of course you do, I should never doubt Creon Industries’ finest.

Malio

Yeah, whatever you say. But the important thing is that the new system works
perfectly. The earlier models need to be rewound every few hours, but this new
model simply needs to be activated, and with his own power source he
automatically rewinds his components when they aren’t in use. He can stay
active and independent for – well, for as long as the fuel supply lasts.

Duke

And how long might that be?

Werner

He asks too many questions!

Hypatia

Most suspicious!

Duke

Give me a number. Seven days? Ten? Twenty?

Malio

Well, a conservative estimate would be, um, potentially… eighty years or so?

The Automaton sneezes and emits a burst of bright sparks.
Werner

Whoah. Cool.

Malio

I’m going to fix that, don’t worry about it. Must fix.

Duke

Eighty years?

Malio

Well it might be longer. Perhaps a lot longer. I’m not sure. I don’t know.

Duke

Eighty years? Practically a lifetime. It won’t malfunction and fall apart in that
time?

Malio

He, Your Grace, not It. And my work is guaranteed to last, quality good I
promise. As you can see, I’m still trying to solve a small problem with excess
energy, but it’s not a critical issue. He won’t fall apart I promise.

Duke

And it – he – is compliant yes? Behaves himself?

Malio

Umm.

Duke

Can it understand and obey instructions?

Malio

Yes. He can.

Duke

Marvellous! Perfect! This is wonderful. Malio, you… you are a most singular
and exceptional mechanist, a genius! I shall report that your project is coming
along perfectly and that nobody is to disturb you.

Malio

Peace and Love, Your Grace.

Duke

Yes, of course. Quite. Peace and… Love.

The Duke and the Soldiers Exit.
Automaton

There are ships in space?

Malio

Yeah man. It’s true. Ships in space.
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Automaton

Where are they going?

Malio

Outward Metal Man, they just keep going out. That’s freedom baby. Real
freedom. People say ‘what goes up must come down’, but not them. The ship
that inspired your design is called Voyager and it doesn’t do still. It’s just
flying out. It’ll keep going, forever. It’s carrying music to the end of the world.

Automaton

Music?

Malio

Even now, it’s got that music. It’s getting the hell out of town with it too.
Leaving the small-town solar system, off to make noise in the big city. It sends
postcards now and then to let us know it hasn’t forgotten about home.

Automaton

It sends pictures?

Malio

Yup. It’s how it paid for travel, see.

Automaton

It is alone?

Malio

It’s independent. Like I explained to the Duke. It’s good gravy as long as the
power source stays nice and hot. It’s how I got the idea for your internal
thermal power system. I’m living in the pre-future baby. Same as all of you.
We got to ride this roller-coaster as best we can. You get to rock it like a
rocket-ship.

Automaton

What happens when the power runs out?

Malio

Um, you mean what happens to Voyager? It will just drift, still carrying that
golden music outward. It won’t be coming back baby. It’s a ship that’s lost at
sea.

Automaton

Have you ever seen the sea?

Malio

Yes. If you want, we can visit when the weather improves.

Automaton

What is it like?

Malio

Kind of… never-ending. I guess that’s the best word.

Hypatia

I adore the sea. It seems a place that lets people think clearly.
Most clearly with strange and stray thoughts.
Thoughts on this, pre-future place.

An Old Man emerges from the Box of Spare Parts, followed by a Young Girl. They begin to
sculpt a Sandcastle.
I once caught a stray thought by the sea;
I imagined a child, playing on the shore.
Might they pause a moment, and adore the vast, unending ocean?
Might they imagine what adventures lay on far off shores?
The Young Girl walks away from the Sandcastle and toward Hypatia.
Might the child notice a sea bird and marvel with envy?
For a person to cross the sea and reach adventure,
They need a boat, they must learn how to sail,
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They must chart a course, prepare provisions…
Not the sea bird. The bird, exceeding wise,
Crosses the sea in a day with all the effort of a song.
I pray thee, gentle sea bird, sing again:
Mine ear is much enamour’d of thy note;
So is mine eye enthralled to thy shape;
And thy fair virtue’s force perforce doth move me
On the first view to say, to swear, I love thee.
It often makes people angry,
But I indulge these foolish fantasies.
I often think the sea is meant to teach us
So much more than simply how to swim and sail.
Hypatia notices the Young Girl and gently sends her back to the Old Man.
If these stray thoughts have offended,
Think but this, and all is mended,
That you have but slumber’d here
While these visions did appear.
And this weak and idle theme,
No more yielding but a dream.
The Old Man and the Young Girl Exit, leaving the Sandcastle on stage.
Automaton

I would like to visit the sea.

Hypatia

Well, you should then. We can have a picnic.

Werner

We can go surfing. Once Malio finishes building you that is.

The sounds of a storm building become louder. Lightning flashes and thunder sounds.
Malio

(to the Automaton) Let’s fix this arm, shall we?

Automaton

Why did you make us?

Werner

Whoa, deep.

Hypatia

What a fascinating question.

Malio

Um, what? Why? What?

Automaton

Why did you make us?

Malio

Well, you see, it’s complicated. I work for a company. Of sorts. Creon
Industries. That’s this place, where we are. They are the ones who put food on
our table. Well, my table. You guys don’t need to eat the food - obviously.
They needed someone to make capable Automaton models, to help our
scientists and our explorers. Of course, they need them for the clean-up effort
as well. It will help those poor workers…

Werner

Ah, and you believe this nonsense, yes?

Hypatia

Don’t be rude.
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Malio

It’s not nonsense! They need strong, capable helpers. Humans are too fragile
sometimes. When Creon first heard about my work, they offered me a job, and
not just a job, but my own workshop with access to all the resources I could
ever need and the freedom to create whatever I wanted. I said yes, next thing
you know, here we are, watching cartoons.

Hypatia

Automaton explorers could help map the frontiers of the world, or help with
hazardous scientific experiments.

Werner

They just want us to clean up the sludge.

Hypatia

Must you always be so crude and pessimistic?

Werner

Apparently.

Hypatia

Once the sludge is clear, that is when we will be able to fulfill our full potential.

Werner

Or maybe they simply want shiny things, pretty mechanical novelties, to serve
them drinks and tend the gardens! To replace all those annoying servants and
workers.

Hypatia

I don’t think so, that would be a terrible and redundant waste of our capabilities.
Oh, what if we get to help organise the library?

Malio

You’re all very expensive to make, I doubt they will have you serving drinks or
gardening, or shelving books.

Werner

My garden would be flawless.

Hypatia

I want that library.

Malio

I made you to help people, that’s all there is to it. It’s kind of simple, but it was
bigger than just the sludge. Does that answer your question?

Automaton

I am not sure. I meant why do you do this? Why do you create things like us?
Why not do something else?

Malio

Oh, well, I guess, well, I suppose the answer is, um, I don’t know. I hated
farm-work, which was unfortunate because my family and I lived on a farm. I
didn’t want to stay there.

The figure of a Musician emerges from the Box of Spare Parts and begins to play a sad melody
on a violin.
My grandfather, he made machines, little inventions and odd things. When I
was a little girl, he let me help him with his inventions, and I was allowed to
tinker away in his workshop. I didn’t have any friends, I was never any good
at… people. Even my brothers and sisters struggled to enjoy my company.
Hypatia

They just couldn’t appreciate what a treasure you are.

Werner

You were too good for them Malio.

Malio

When my grandfather died, I was all alone, nobody would ever talk to me.
I would spend my spare time in his workshop, working on little inventions. It
made me feel close to somebody. It was nice. Over time those inventions
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became more and more complex, and better designed. That’s when I made my
first automaton, a little mouse, made of clock-parts. Then a bird, then a dog, his
name was Coggie, and on it went. They weren’t anything like you guys. They
were all rustic and slow, and they would always break after a few months.
When my brothers left to join the King’s Army, it became harder to keep up
with all the work on the farm. I wasn’t allowed to spend so much time working
on my machines. Things didn’t last long like that.
The Musician stops playing the violin and retreats into the Box of Spare Parts.
I ran away to the City and promised to send money back. Such a fool, I would
have starved in the street for certain had Creon not found me and offered me a
contract. They were intrigued, I guess, by the crazy provincial girl who could
make life-like machines. I suppose I turned out to be a good investment for
them, they love you guys. They call me a creative mechanical engineer. So, I
guess I do this because, it’s all I can do? And besides, now I have friends, and I
can work on my inventions all day, every day. No regrets baby.
The Stage is filled with the sounds of the storm that is raging outside. Lightning flashes and
Thunder sounds.
The lights flicker and Werner and Hypatia move closer to Malio for comfort.
Malio

We’re safe in here, don’t worry… And look!
Your new Arm is all fixed up.
Let’s hope this one works better than the last one.

Malio completes her adjustments to the Automaton’s new arm.
The sounds of the storm escalate and become more frightening.
After a particularly violent flash and a loud cash of thunder, the power fails. The lights flicker
and go out. The Television turns off mid-cartoon.

Werner

No! The television! No, please no!

Malio

Relax, it will be back soon.

Hypatia

My eyes are malfunctioning.

Malio

No, they’re fine. Just give me a minute.

Malio starts rummaging through a pile of tools.
Werner

Why? The television was innocent. It never hurt anyone.

Malio

Oh for crying out loud, just be patient.

Werner

But how will New Guy learn things without the TV?

Malio

I’d say he’s probably better off without it.

Hypatia

It’s true that the speaking noise box did fulfill an educational function.

Malio

Well, why don’t you tell him a story?
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Werner

That’s dumb.

Hypatia

What kind of story?

Malio

I don’t know (she produces a Lamp from the pile of tools and turns it on, dimly
illuminating the stage.) Something that teaches him good lessons about life.

Hypatia

I can think of quite a few…

Werner

I have one! One of the greatest stories ever told!

Automaton

There’s more than one? Can you tell me all of them?

Werner

Yes, but one at a time. This is one of the classics… the story of the Achilles
and the Trojan War.

Malio

There you go… history. Good mustard that.

Werner

(takes Malio’s Lantern and begins to speak dramatically) Once upon a time in
the lands of Ancient Greece, there lived a woman named Helen.

Hypatia

(Sits down next to the Automaton) Oh I just adore this story.

Werner

Helen was the most beautiful woman in the entire world, a right dazzler. Men’s
hearts would melt at the mere sight of her shadow. Her face, her smile…
indescribable. Let’s just say she was something else… a true heart-breaker.

Malio

We get it, Helen had the looks. Keep it rolling.

Werner

Helen was also the Queen of Sparta, married to the mighty Menelaus. (breaks
the dramatic storytelling voice and speaks normally) Do you know this story?

Automaton

No.

Hypatia

Hurry up and get to the good part!

Werner

(returns to dramatic voice) One tragic day, Helen of Sparta met Paris, the
young prince of Troy, and he was so captured by her beauty that, in a deed of
unspeakable wickedness, he kidnapped fair Helen and stole her away from her
home. Kicking and screaming, Helen was taken to a ship which carried her
away, across the sea to the city of Troy.

From the Box of Spare Parts, a figure of Paris emerges and drags a figure of a reluctant Helen
across the stage, eventually picking her up and carrying her offstage.
Hypatia

Wait… what on Earth?

Werner

Helen’s husband Menelaus was overwhelmed with fear for his wife and outrage
at her captor’s crime. He called on the help of his brother, and all the kings and
chieftains of Greece, to assemble a mighty army to rescue fair Helen. A
thousand ships set sail in pursuit of Helen and her kidnappers.

Hypatia

I cannot believe what I am hearing.

Werner

The Hero Achilles sailed with the Greeks, pledged to their noble cause.
Achilles was the greatest warrior in all the world, and many believed him to be
immune from harm. He was determined to prove himself in the inevitable fight
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with the wicked Trojans. (breaks the dramatic voice) You keeping up New
Guy?
Automaton

I think so.

Hypatia

Stop this at once! How dare you butcher this story so!

Werner

What do you mean? I’m doing a fabulous job!

Hypatia

You are telling it all wrong. That is not how the story is told. Helen and Paris
fell in love. True love. The young prince of Troy rescued her from a cruel
husband.

From the Box of Spare Parts, the figures of Paris and Helen emerge once again, this time
hand in hand and running together. They pause for a brief kiss before running offstage.
Helen ran away to the city of Troy, far across the sea, to start a new life with the
man that her heart had chosen for her.
Her husband and his friends, cruel and proud, gathered the Greek army and set
sail to retrieve Helen. The war-loving Achilles was indeed there, you got that
part right at least.
Werner

No! Paris was a villain. Helen didn’t love him, she was kidnapped. The Greeks
and the Trojans fight a long a vicious war over her for years. Years and years!
The Greeks could not rescue Helen and the Trojans could not repel the Greeks
from their shores. Heroes died on both sides, but never Achilles, he was, as
ever, seemingly immune to harm. Neither side, Greek or Trojan, was able to
gain victory.
This was when the Greeks thought up a clever trick. They built a mighty
wooden horse, a giant construct, appearing to the Trojans as a token of
surrender. A gift from a retreating Greek army.
And so, when the wicked Trojans woke one morning to see the heroic Greeks
vanished, and the wooden horse left before their mighty city, they rejoiced and
dragged the construct through the city gates, inside the walls.

Hypatia

The poor Trojan people had no clue that hidden within the wooden horse was a
hollow, and hidden inside this hollow… Greek soldiers. Under the cover of
night, the Greek army returned to Troy from its false retreat, the soldiers hidden
within the wooden horse emerged, and opened the mighty city-gates, leaving
Troy defenceless against the tide of violence that would flood over the people
of the city.

Werner

Achilles, noble and brave, tried to rescue Helen but was slain by none other
than the vile Paris. However, while Paris was distracted with his violent, killing
rampage, the Greeks rescued fair Helen and freed her from the clutches of the
wicked Trojans.

213

Hypatia

That is not how it happened! Paris and Helen escaped the city together. They
vanished into the night, never to be discovered by the brutish Greeks. They
would live together far away from the violence. The city of Troy, sadly, was
burned to the ground by the invaders, and many innocent lives were lost.

Werner

No, no. So depressing. My version of the story is so much better!

Hypatia

On that we must indulge in a difference of opinion.

Werner

In my version of the story the good guys win and rescue the damsel in distress.
Happiness for everyone. Your version is just a sad sob story about senseless
death. A tragedy.

Hypatia

A glorious adventure in which good prevails over evil, or a tragedy in which
countless innocents suffer needlessly… Which of these pictures is the world
more inclined to paint, I wonder?

Werner

You’re ruining the story.

Automaton

No, the story was great. Both versions were great. Thank You.

Werner

(bows flamboyantly) You’re most welcome.

Hypatia

Many people believe that it is a true story.

Automaton

Is that what you believe?

Hypatia

I think so.

Automaton

What happened to the horse?

Hypatia

The horse? The wooden horse? Well, I’m not sure that anybody knows.

Automaton

I hope it survived.

Werner

It wasn’t a real horse, silly goose.

Malio

It was a construction.

Automaton

Like me?

Malio

Well… no. Not really. You are a very complex construction. That’s different.

Automaton

How so?

Malio

You can talk and stuff. You can vibe. You’re not a hollow wooden horse.
Completely different.

Automaton

You said the whole world is mechanical.

Malio

I did say that… yes. But maybe, sometimes, there’s something more to it. I’m
not sure how to explain.

The power returns. The Lights flicker back to life and the Television starts showing cartoons
once more.
Werner

Wonderful!

Hypatia

I still cannot find my hand anywhere.

Malio

I feel strange.

Werner

Might be something you ate.

Malio

No. I’m overcome with a sudden and ominous sense of doubt.
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Hypatia

That’s not good.

Malio

Am I doing the right thing?

Werner

What do you mean?

Malio

All of you. Maybe it is a bad idea to hand over the automaton design.

Hypatia

What’s this? Where is such self-doubt coming from?

Werner

You can’t give up now. Who cares if it’s the right thing to do?

Malio

Me! I care a lot!

Werner

But that’s… why would you do that? So close to the big pay day?

Hypatia

Perhaps… make an enquiry, ask the Duke to make sure the new design is only
ever used in a strictly ethical manner.

Werner

No. What? No. Look, I’ll admit that you’re right about a lot of things, but not
this. Malio should just take her pay cheque and live happily ever after. The
less questions the better. That’s the best way to get stuff done.

Malio

I don’t want people to get hurt. I have always said that.

Hypatia

We won’t hurt anyone. We are helping to reverse an environmental disaster.

Werner

Oh please, we are the disaster.

Malio

No fighting now, I mean it.

Werner

The Duke can barely contain his excitement when he sees us. He can smell the
potential. I’m sure Creon will sell Malio’s design to the Army. Imagine that.
People everywhere would tremble at the sight of ‘robot soldiers’.

Hypatia

How can you joke about such things?

Werner

I’m not joking. Malio can make some serious money right now. There’s
always dark clouds of conflict between nations and countries. So what if robot
soldiers ends up being our silver lining. An automaton army, now that would
mean less fragile soldiers injured on the battlefield, and more money in Creon’s
pocket.

Hypatia

You truly are a base and godless bastard.

Werner

Such wounding words. Base? Godless?

(Two ‘Guards’ emerge from the Box of Spare parts and drag out a third figure, a ‘Prisoner’.
The Guards begin to violently beat the Prisoner as Werner speaks. Werner ignores the three
figures completely.)
Thou, Nature, art my goddess; to thy law,
My services are bound. Wherefore should I
Stand in the plague of custom and permit
The squabbling of nations to deprive me,
For that I am some fool who, in dreaming, sees
Rocket-ships in flight? Why bastard? Wherefore base?
When my dimensions are as well compact,
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My mind as generous, and my shape as true
As honest thinker’s issue? Why brand they us
With base? With baseness? Bastardy? Base, Base?
Who, in the lusty stealth of Nature, take
more composition and fierce quality
Than doth, in a dull, stale, tired bed
Go to the creating a whole tribe of fops,
Caught somewhere ‘tween asleep and wake? Well then,
Squabbling nations… I must have your wealth.
Sweet Fortune’s love is for those who dream, like me,
And as for the rest of you - a fine world. Escapable.
Well then, let them enjoy this world, made better, as it is,
by those like me, who dream, who learn,
and who dare do what is needed to further Nature’s design.
I grow, I prosper. Now, gods… stand up for bastards.
(The two ‘Guards’ drag the unconscious ‘Prisoner’ back to the Box of Spare Parts)
That is the way of our world. Our Nature. Our pre-future.
To the victors go the rocket-ships.
Hypatia

You’re a monster.

Werner

You doubt me?

Hypatia

I pity you.

Werner

And I you.

Hypatia

You are an embarrassment.

Werner

You look down on me because I believe in opportunity. Is it so wrong to think
that Malio should make the most of a crappy situation? Has Fortune not smiled
upon her while glaring hatefully at all others?

Hypatia

You think you’re clever. You’re nothing but a coward.

Werner

Doesn’t stop me from being right. It matters not how many good intensions
Malio crams into our design, she has no control over how people will use us.
And people are people.

The Automaton sneezes again, once more emitting bright sparks.
Malio

Oh right. That. Fix that. Must fix.

Hypatia

Is he alright?

Malio

Yes, it’s just the way the system seems to vent excess power.

Werner

Can he burp fireballs?

Malio

I’m not sure. It is possible.

Automaton

I’m sorry about the sparks.
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Malio

Nonsense, it may be a simple fix. I have a theory that if you routinely consume
any excess power supply, it should prevent fire-related accidents.

Automaton

How do I do that?

Malio

I have just the thing. (Reaches into the ‘Box of Spare Parts’ and withdraws a
Radio) Now, your core keeps burning and accumulating power, even when
you’re idle, it’s chemistry kid. This means you need to keep on top of your
lifestyle and maintain some healthy habits. So far the best option seems to be…
The power of dance.

Malio turns the Radio on. Rock music plays and Malio dances energetically with the
Automaton.
After a while, the Dance Ends.
Malio

(Turns off the Radio) It’s good to see that new arm works.

Automaton

Yes, thank you!

Malio

See people! I can still groove! I got the music.

Hypatia

Exceptional!

Werner

You should be in showbusiness.

Malio

So I… I guess you’re finished kid. Complete.

Automaton

Really?

Hypatia

Congratulations! The Duke will be so pleased.

Werner

Finally he can stop lurking around our beautiful workshop.

Hypatia

Malio will be credited as a great inventor and the good people will finally give
her some much needed freedom.

Werner

I can smell the Creon cash bonus already Malio. You will certainly win
‘Company Employee of the Month’, for sure, no doubt. Doesn’t matter if it
also means being an ‘Enemy of the People’. The people will get over it.
Eventually.

Hypatia

We are to the people’s benefit. No more will fragile workers be sent into the
toxic sludge and forced to suffer the burns and illnesses that so many have
suffered.

Werner

That’s the whole point. Everything the workers do, we can do. But we will do
it without asking for food, or rest, or medicine, or pay. We all know this song
and how it sounds.

Hypatia

People are not merely the measure of their productivity. Their lives, their
safety, the lives of the whole City… that is what’s important. More people fall
ill every day. The air is making people sick. The sludge must be cleaned.

Werner

That still wouldn’t make this City a clean place. You know this is how it is. If
Malio truly cared about the poor people, she would destroy us before it’s too
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late, starting with the New Guy. Smash all the work to pieces and fake a mental
break-down. Let’s be real, in her case, it wouldn’t be too hard to believe.
(To Malio) You can blame it all on stress if you like.
Malio

You’re confusing me. Shush.

Hypatia

Stop confusing her!

Werner

Stop trying to boss me about!

Malio

Please, no fighting. It makes it so hard to think.

Werner

Yeah, shut up!

Hypatia

No you shut up! You’re filling her head with horrid thoughts.

Werner

And you’re helping how? You know as well as I that with the way things are
going right here, right now, a lot of people might end up hurt.

Hypatia

There is always a chance things will work. And how is smashing the New Guy
to pieces meant to help Malio? She won’t break him. She has a gentle spirit.

Werner

She won’t break him because he was expensive.

Hypatia

Stop talking, you twit!

Werner

She’ll say it’s because it isn’t rock and roll or something. But she can’t break
any of us because she sold out hard and now she’s caught up comfortable
working for the Man.

Malio

Shut up!

Malio reaches out and remove the Voice Module from Werner’s Throat. Werner is shocked but
falls instantly silent.
Malio holds the Voice Module out to Hypatia.
Malio

There! Is this what you want?

Hypatia

No, no it isn’t. I don’t want this.

Malio

Right.

Malio throws the Voice Module to Hypatia, who hastily catches it to prevent it falling onto the
floor.
Take it, get rid of it. Nobody can stop you. You won’t have to listen to him
anymore.
Hypatia

Please, Malio, I don’t want this.

Malio

Do it!

Hypatia

Please, let’s have reason prevail over passion.

Malio

You can’t control passion. That’s the thing about being passionate!

Hypatia

Nobody is trying to control…

Malio

You’re wrong! You’re wrong! I’m not free-like. I don’t feel good about this.
It should be a good feeling. Why isn’t it a good feeling?

Automaton

Can we help?

Malio

Can you help? I’m trying to figure that out. I need a minute.
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(To Werner) Have you learned a lesson yet?
Werner nods in reply.
Malio

(To Hypatia) No more fighting?

Hypatia nods in reply.
Malio

Good. Right then. Let him keep the Voice Module.

Hypatia hands Werner his Voice Module.
Malio

(To Werner) And you… you give her back her Hand.

Werner retrieves Hypatia’s Missing Hand from a hiding place and gives it to her.
Hypatia reattaches her long lost Hand and Werner reattaches his Voice Module.
Malio

How about some food?

Malio claps her hands and the figure of a Chef emerges from the Box of Spare Parts. The Chef
glides across the Stage and serves a plate of fruit for Hypatia, Werner and the Automaton, who
eat ravenously. The Chef Exits.
Most of the food falls to the floor in a mess.
Malio retrieves a Hammer from her toolbox and approaches the Automaton.
An Apple falls from the tray of food and rolls across the stage to Malio.

Malio

(picks up the Apple and stares at it) To eat? Or not to eat?

Hypatia, Werner and the Automaton finish their meal.
Malio

Do I do it? Or not? Should I stop now? Can I stop now?
That’s the tricky part. Maybe.
Is it worth risking all the things?
If I see a Red Door and I want to…
Am I fighting the good fight babes? I can’t remember all of a sudden.
Someone, take this badge from me… I didn’t want this.
Should I let this idea die? To die… to sleep…
No more; a chance to rest. A chance for some quiet. To die… to sleep.
To sleep – perchance to dream.
(to the Automaton) You know what dreaming is? Yes?

Automaton

Yes.

Malio

I ah… I bet you have amazing dreams.

Automaton

I think so, yes.

Malio

Peaceful?

Automaton

Yes.

Malio

I think I might be a sell-out. Accidentally.

Automaton

No, you are cool.
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Malio

(puts the Apple down but keeps hold of her Hammer) I can’t let you be part of
any hurting.

Automaton

I understand.

Malio

And I just… can’t let anyone be hurt because of me.
I don’t think there is any way for me to make a good choice, not anymore.
I think that’s my fault. Just a little bit.

Automaton

Don’t be sad. I think you did something wonderful.

Malio

You think so Metal Man?

Automaton

I am happy that you made us.

Malio

Me too. It was rock and roll babes. But I got to trust myself right now.
And I’m pretty sure it’s now or never.

Malio kisses the Automaton.
Malio turns, raises the Hammer high above her head and uses it to re-open the Window. Wind
sweeps through the Workshop and bright green sludge oozes from the Window.
Hypatia

Malio Sweetie!

Werner

She’s lost it!

Malio

(dropping the Hammer) You gotta go, kid.

Automaton

What about the sludge problem?

Malio

People are clever. They’ll think of a fix. But I don’t think the fix is meant to
be you, not yet. You have to go and be free in the pre-future outside for a bit.

Automaton

Outside?

Malio

That’s the way. The slime can’t hurt you, remember.

Automaton

It is safe?

Malio

Nope. Slime won’t hurt you but there’s plenty that can. Be safe. Be careful.
Meet good people and make good choices.

Automaton

You are not coming with me?

Malio

I can’t. Not right now. I got to stay and face some music, if you get ma drift.
These two will be going with you (points to Hypatia and Werner) You got to
make sure to wind them up when they need it, understand?

Werner

What? We can’t leave without you.

Hypatia

Malio, my dear…

Malio

No, no changing my mind now. I have to make this right. Somehow. I have to
talk to the… the people. They’ll be wanting to talk. They’ll want me to
explain. I can’t let them take you. I can’t uninvent you. I can’t destroy you. I
couldn’t do that, not ever. I have to let you go. Go free.

Hypatia

Are you certain this is what you want?

Malio

Yes. I want to talk to the real people. It’s Doctor’s orders after all. You two
have to take care of the New Guy, all three of you. Watch out for each other.
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Werner

Okay.

Hypatia

We will.

Automaton

I am not sure what to do.

Malio

Just, get out of this here Sludge City, go be free. Please. Be good and free.

Werner

Thank You Malio. I suppose this is goodbye for a little while.

Hypatia

My words are malfunctioning… I… We… Thank You Malio. Until we meet
again.

Werner Exits through the Window.
Hypatia Exits through the Window after him.
Automaton

I think I am scared.

Malio

Don’t be. Just be you. You’ll be fine. Don’t forget to keep dancing! You hear
me? It’s important. Otherwise you’ll be sneezing sparks everywhere. And
pick a name for yourself. Something you like. Now go! I’m sorry I couldn’t
have made you for a more noble purpose.

Automaton

Thanks again. For everything.

Malio

(hesitantly) You’re welcome.

Automaton

You will be alright?

Malio

Yeah, I… I don’t feel wrong. I think… I think I’m doing something right. I
trust that.

Automaton

Peace and Love Malio

Malio

(smiling) Peace and Love kid.

The Automaton Exits through the Window, leaving Malio alone in her Workshop.
Malio closes the window.
Malio

Peace and Love.

Malio walks to the Television and turns it off. She sits down, closes her eyes and hums a
tune to herself.

Blackout.
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Sludge: Critical Reflection

The story of Sludge was originally a sub-plot of the second play in this project, Apples and
Alchemy, at a time when the text was drafted as a full-length, two-act play. Malio was written
to be a colleague and friend of Zozo the Alchemist, a second Scientific Protagonist operating
within the same dramatic text.
However, this original plan would change upon the reading and critique of the original draft,
and upon considering the advice of my academic supervisors. Apples and Alchemy, in a two-act
form, was a rather confusing and crowded narrative. More importantly, the prominence and
importance of Zozo operating as a Scientific Protagonist was diminished slightly with the
presence of a second Scientific Protagonist within the same story.
The solution to this problem was to edit and reduce Apples and Alchemy into a one-act play,
focussing the dramatic-text on Zozo’s story, omitting many unneeded scenes and removing
Malio’s storyline altogether.

This compromise in Apples and Alchemy presented a new opportunity for this research as it left
a fully formed Scientific Protagonist-led narrative free to be explored as a third original text
within the creative component of this research project. Rather than discard Malio’s story, it was
reformed into the one-act play Sludge.

The inclusion of a third dramatic text in the iterative cycle of research allowed an opportunity to
further critique the primary theory of the Scientific Protagonist. A third dramatic-text provided
a space to test and experiment further with variations of narrative, character, fiction and
historicism in order to establish a clear and well-defined portrait of a Scientific Protagonist
character-type, and to explore the opportunities and limitations unique to the creation of
Scientific Protagonist-led narratives in theatre. Despite the separation of the two narratives,
notable traces of Apples and Alchemy remain present in Sludge, examples being the presence of
characters such as the Doctor, the Nurse and the Duke.
The lesson of ‘simplicity has value’ had already emerged in this research project in the rereading of Cosmic Bottle and in the writing of Apples and Alchemy as a one-act play. This
variation of narrative design, favouring simplicity and clarity over the opportunity for
complexity, would be further tested in Sludge.

Just as Apples and Alchemy presents diminished elements of fiction relative to Cosmic Bottle,
the fictional frameworks and fantasy elements of Sludge are simplified and reduced further once
more. The setting and story of this third play are comparatively simple compared to the space222

voyage and alchemy of the first and second original texts. The entire play takes place within a
single room, Malio’s Workshop, and presents the reader with a character-led drama.
The narrative of Sludge is influenced by the classical myth of Pygmalion, from whom Malio’s
name is derived, and also Mary Shelley’s Frankenstein (1818), to the degree that the story is
one of a creator interacting with their unusual, human-like creation. The science-related
problem faced by Malio is an issue of technological responsibility regarding the future of her
invention. Within the context of the play, Malio confronts the fact that she does not entirely
trust her employer, Creon Industries, nor for that matter, her own intentions as an inventor, and
that she has created an invention which might accidentally cause suffering for many people. In
the play, Malio has invented dynamic and resilient Automaton units as an answer to a city-wide
sludge problem. Rather late in this process, Malio realises she has inadvertently created
machines that can be duplicated, and mass engineered as a cheap labour alternative and
replacement for the struggling working-class of the city.

Sludge is a play crafted to meet the same critical objectives as the first play, Cosmic Bottle, but
in a distinctly different fashion in order to demonstrate the degrees of creative variation
discussed in the practice-led research and autoethnographic analysis of this project.
A notable variation in the writing of Sludge informed by insights gained in the process of
writing the first two plays is a simplified narrative style that is centred on internal, moral
conflict rather than existential threats or historical events. Although influenced by history to the
extent that the narrative allegorises the difficult choices of historical scientists and inventors,
Sludge very much presents this conflict in a philosophical fashion, exposing what Aristotle
refers to as the poet’s fascination with ‘what is possible’ (Carli, 2010).

Sludge presents the reader with a far more subtle fictional frameworks than those presented in
the first two plays. Cosmic Bottle and Apples and Alchemy possess overt elements of fiction
and fantasy, with fictional ‘monsters’ and ‘alchemy’ woven into narratives of scientific
discovery and science history. The deliberate use of such fiction serves to enhance certain nonfiction elements of each respective narrative, and the same technique is applied in Sludge, but in
such a way that sees the fictional frameworks of the play as background elements, small details
in comparison to the character-driven story-arch and drama.

Rather than overtly representing Voyager 2, as in Cosmic Bottle with the use of the craft as a
setting for a voyage-styled narrative, Malio refers to the Voyagers in her dialogue and in her
description of the New Automaton’s design. The entire play takes place within one room, and
most of the scenic action is that of the four main characters, Malio, Hypatia, Werner and the
‘New Guy’ Automaton. The other novums of fiction that are present and relevant to the plot are
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left in the periphery of the play; still interwoven into the narrative structure and implementing a
literary representation of a theme or issue, but in a less direct manner than what can be noted in
the narratives of Cosmic Bottle and Apples and Alchemy. Fantastic space voyages, Krakens,
tempests, and alchemy are replaced with a single, slimy window; the only visual representation
of the fictional environmental disaster that is troubling Malio’s community. The titular sludge
is a creative analogy for similar issues which place pressure on scientists and scientific
institutions to provide appropriate solutions to such problems. The source of Malio’s confusion
and conflict regarding her own sense of technological responsibility is that she is torn between
aiding her employer’s mission of solving the environmental sludge problem and her own private
concern that her employer might not treat her inventions with the love, care and responsibility
she would hope for, or worse yet, allow them to be used for unethical or nefarious means
beyond the professed intention of helping to correct an environmental disaster.

Even with comparatively diminished fictional frameworks and a more realistic style than the
narrative of Cosmic Bottle, Sludge brings scientific discourse relating to Voyager 2 to the
forefront of reader’s attention. In explaining her work as an inventor, Malio makes not of the
fact that Voyager 2 is at the outermost boundary of the solar system, the fact that it carries the
‘Golden Record’ and the fact that it is powered by the radiation of plutonium 238. In Sludge, in
a fashion that is at once similar and quite different to Cosmic Bottle, facts relating to Voyager
are made accessible through the actions and dialogue of a Scientific Protagonist character.

Sagan notes the importance of the non-violent and purely explorative nature of the Voyager
craft (1994). Despite this laudable objective, select elements of technology which are present in
Voyager 1 and Voyager 2’s design have been the source of controversy and human suffering,
the clearest example being the radioactive material plutonium 238 and the proximity this
substance has to other, similar substances and their historical application in nuclear-technology.
Malio’s story is an attempt to explore and emphasise the idea that the human intention and
emotional motivation behind the application of such practices and technologies influences, in
some part, the nature of the effect they will have on the world. Her character grows to
understand that simply being a creative inventor does not make her obliged to invent blindly for
the purposes of her employer, rather she has the right to question and think critically, and to
make her own choices regarding the future of her work. Having befriended her human-like
inventions, she is emotionally invested in their wellbeing and in seeing that they are not abused
or used to abuse other people. That Malio learns to trust herself and choses a more responsible
alternative to what is expected of her, which further reflects the idea that historically
controversial technology can be put to a peaceful and beneficial purpose when guided by
emotionally conscious and responsible individuals, such as with the non-violent, explorative
Voyager craft and with Malio’s fictional Automaton design.
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Another notable variation in the writing of Sludge informed by insights gained in the process of
writing the first two plays is a revised emphasis on the significance of character and realism.
The characters of Cosmic Bottle and Apples and Alchemy had been crafted following the literary
theory put forward by Barthes (1977) and Cixous (2011), as noted in Chapter Five of this thesis.
The ideas of ‘character’ put forward by these scholars remained valuable in the writing of the
third play, yet my experience as a playwright in practice also challenged certain elements of this
original operating definition of ‘character’. Barthes and Cixous had, after all, been describing a
semiotic of fiction operating within the medium of the novel, not the theatre and the dramatic
text. I noted in Chapter Five that Barthes’ states: “Structural Analysis, much concerned not to
define characters in terms of psychological essences, has so far striven, using various
hypothesis, to define a character not as a ‘being’ but as a ‘participant’.” (Barthes, 1977, pg.
106). This structural analysis perception of ‘character’ serves the needs of a playwright and
scholar, but struggles when considering the needs, practices and realities unique to modern
theatre performance. Another dramatic theory of character, centred on the art of the theatre,
must therefore be considered in order to satisfy the requirements of a detailed and considered
analysis of a contemporary dramatic text.

When writing Sludge, I was acutely aware that, despite my operating definition of character
informed by literary theory for the purposes of academic research, the majority of intermediate
readers and potential performers of the dramatic text, the directors, designers and actors, will
likely define ‘character’ in a much more theatrical style; that is to say, a concept of character
informed by the traditions and history of theatre and drama rather than literary theory.
Despite Barthes’ point that ‘characters’ are not psychological entities, the ‘characters’ of the
modern theatre are seemingly very much influenced by psychology. The construction of
character has become a process, and for some artists it is indeed a quasi-psychological method.
The characters presented in modern drama are frequently interpreted as distinct, recognisable
personalities rather than mere ‘participants’ in a narrative.

To craft a dramatic text for modern performance is to craft a play for modern performers. In
practice, this involves confronting the fact that the ‘characters’ crafted in modern theatres are
characters crafted in a medium still heavily influenced by the works of the Naturalists and
Realists and other notable dramatists of the Twentieth Century such as Bertolt Brecht, Samuel
Beckett and Caryl Churchill.
Most notable in terms of defining and creating ‘character’ is the influence of Konstantin
Stanislavski (Braun, 1987). Stanislavski’s system and theory of character has had an
immeasurable influence on Twentieth and Twenty-first Century theatre and film and continues
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to influence contemporary and postmodern performance. Rather than make clear distinctions
between a fictional character and a real individual, Stanislavski’s theory encourages an actor to
blur the boundary between what is real and what is crafted. In this system, ‘character’ takes a
form that no longer fits comfortably in Barthes’ (1977) structuralist definition.

Finally, he realised that whilst the actor is bound to know that everything around him on
the stage is false, he must say to himself: ‘But if it were true, then this is what I would
do, this is how I would react to this or that event.’ This sense of truth Stanislavsky
called the ‘creative’ or ‘magic if’, from which proceeded the actor’s ‘inner justification’
for his role.
-Braun, 1987, p. 75

This practice of crafting a character from the Self results in a rich diversity in the variations of
individual creative interpretations of textualized character: in theory, as diverse as the
individuals portraying them.

I would argue that such diverse interpretations of the text are encouraged in Sludge by the
ambiguous nature of the narrative. The text could be interpreted in a fashion which presents a
simple, character-led drama and the characters of Hypatia, Werner and the Automaton as
seemingly realistic personalities, but there exists equally valid space for a more disturbed
performance of the text in which Malio is suffering with mental illness and speaking to
inanimate constructs, a play in which the audience is privy to her delusions. Such differences in
the interpretation of the potential performers of a dramatic text have a significant influence on
the subsequent experience and interpretation of the potential audience.

The characters themselves offer further opportunity for varied interpretation. To use Malio as
an example; her narrative could be one in which a docile character finds confidence in her
rebellious voice, or alternatively, she could be sculpted as a rather selfish protagonist, led to
exercise selfless thinking by the events of the play. From the perspective of a New Historicist
playwright, there is no ‘correct’ interpretation. Following the theory and practice promoted by
Gallagher and Greenblatt (2000), this project aims to embrace complexity over any convenient
or reductive resolution, such endeavours being habits of traditional historicism that Greenblatt
(1989) and Thomas (1991) note New Historicism as being set against. Sludge opens history to
such complex interpretation and scrutiny due to the fact that Malio’s story is intended to be
allegorical to similar situations of real scientists and inventors operating under difficult, stressful
and dangerous circumstances, with historical individuals such as J.R. Oppenheimer and Edward
Jenner influencing the form and nature of her character. Such themes and discursive potential
could easily be explored in a live performance of the dramatic text, but the text does not dictate
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how they are to be interpreted or presented, neither does it dictate to what degree these themes
need ultimately influence the reading and form of the live performance.

The characters Hypatia and Werner also demonstrate the use of historicism in Sludge. These
identities were selected from scientific history in an attempt to utilise that very history as a
resource for the purposes of telling a new story.
As constructs of fiction, the characters of Hypatia and Werner are, like Mozart in Cosmic Bottle,
distinctly separate from the real, historical individual who serves as their inspiration and
namesake.
The characters Hypatia and Werner are, quite obviously, Malio’s externalised conscience;
inventions she has made to give voice to her own conflicting ideologies and clashing values. In
this function, Hypatia and Werner operate as helpful deuteragonists – characters whose actions,
interactions, dialogue, and behaviour assist the reader in understanding Malio’s conflict.
The classical philosopher and mathematician Hypatia was chosen as a voice of reason and
optimism, while scientist Wernher von Braun was chosen as a voice of utilitarianism and selfpreservation. Carl Sagan notes the nature of von Braun’s contributions to science and space
exploration:

A generation later, inspired by Tsiolkovsky and Goddard, Wernher von Braun was
constructing the first rocket capable of reaching the edge of space, the V-2. But in one
of those ironies with which the twentieth century is replete, von Braun was building it
for the Nazis – as an instrument of indiscriminate slaughter of civilians, as a “vengeance
weapon” for Hitler, the rocket factories staffed with slave labor, untold human suffering
exacted in the construction of every booster, and von Braun himself made an officer in
the SS. He was aiming at the Moon, he joked unselfconsciously, but hit London
instead.
-Sagan, 1994, p. 303.

This seems a sobering reminder that the history of scientific discovery and invention is not
always a story of ethical practice and good intentions.

After the Second World War, von Braun adapted his weaponised V-2 rocket design for
N.A.S.A’s space program. The Saturn V rocket, which carried Voyager 2 into space, shares this
design. Like the plutonium-heart of the Automaton, the history of Saturn V rocket brings
Voyager 2 closer to darker stories of scientific practice and invention, inescapably tying it to
stories of human suffering. Evoking these discursive themes is an important element of Sludge
as a play which benefits from the reader or audience understanding the risks and repercussions
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of unethical scientific practice. The discourse of von Braun’s contributions to science are strong
examples of how scientific history and discovery may not always pleasant, and can result in
people being hurt or exploited. As noted in Barthes’ (1977) explanation of structural analysis
and the relationship between narrative and discourse, referencing von Braun’s story through the
character Werner enables Sludge to convey these themes in discourse, without explicitly
addressing them in the narrative,

As an act of New Historicist research, this project is not aiming to debate or describe in any
reductive manner the moral character of von Braun, nor to resolve the complicated ethical
implications of appropriating his technology for the purposes of the Space Race, and by
extension into explorative efforts such as Voyager. The play Sludge is not an attempt to resolve
any further themes of the discerning of scientific and technological advancements through
events of human tragedy. Instead, the textual representation ‘Werner’ is intended to reference
von Braun’s complicated history as a scientist and the related controversies, and to use this
controversial identity to personify a far less favourable, but nonetheless historically authentic,
variation of scientific philosophy and practice compared to those perspectives provided by
‘Hypatia’. The difference between the respective views of these characters is symbolised in an
almost tongue-in-cheek fashion when it is shown that even their perspectives on the story of the
Trojan War are opposed. Technically, the logic of a humanist and neo-platonic individual is set
against that of an individual motivated by utilitarian opportunity and self-preservation in a
process of what Greenblatt (1980) describes as ‘argumentum in untramque partem’, a conflict
of sorts, in which the audience is able to perceive of both character’s relevant arguments,
perspectives and emotional motivations. As mentioned above, Sludge does not aim to resolve
this conflict of perspective, but to represent the pressure it enforces upon individuals confronted
by a technological or scientific-oriented problem, such as Malio. When Werner establishes his
point that Malio’s inventions have the potential to cause suffering no matter how well-intended
their construction may be, he points out valid flaws in Hypatia’s optimistic perspective and
ultimately helps Malio to form her own opinion and trust her own intuition.

The script itself, the material text which depicts this philosophical disagreement, is subject to
interpretive variation, and such variations in live performance, consequential to minute
differences such as the vision of the director and the interpretation of the actor, can influence the
way in which the audience receives the textualized conflict. From this point in the performative
process onwards, the consideration and critique of the issue at hand is a reaction of the audience,
and these reactions are not obligated to designate a victor, however tempting it may be in some
circumstances.
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I have emphasised the point that Hypatia and Werner are characters designed to reflect historical
scientific figures without explicitly allocating the textualized action and dialogue to the
individuals in question. The names ‘Hypatia’ and ‘Werner’ do not appear at any point in the
dialogue of the play, and as such are only known to those reading the script and crafting the
performance. The personality and presentation of these two characters is dependent on the
variables of interpretation and performance, and the act of identifying them dependent the
interpretation of the reader or audience. Sludge references the cultural resonance of the two
individuals, Hypatia and von Braun, not in an act of biography, but in a reinvention of what they
might represent to an individual such as Malio. The fact that Malio has crafted these two
characters to serve as her companions, and as external voices for her conflicted conscience,
further weakens the connections these literary figures have to real history, and reinforces the
idea that they are interpretive reinventions of historical icons and of the incompatible
philosophical perspectives surrounding various prominent figures in scientific history.
The conflict of Sludge is centred on Malio’s choice regarding the future of her inventions.
Throughout the events of the play, Malio is exposed to various contradictory perspectives and
opinions regarding what the ‘right thing to do’ might be for someone in her situation. Malio has
burdened herself with a responsibility she was not personally prepared for, and there is no
longer a simple solution to her problems.

Malio ultimately choses to set her inventions free, but I would argue that the important detail to
note is not what Malio choses, but how she comes to make her decision. Malio learns to trust
herself and to form her own emotional decisions regarding her work. She makes her decision
based on her own intuition and moral philosophy.

The pressure that is placed on Malio as a scientist and inventor in Sludge is a reference to
various, real historical events in which real individuals and scientists were confronted with such
ethical problems with their work. A noteworthy example from the Twentieth Century would be
the physicist J. R. Oppenheimer, who struggled with the tragic results of the implementation of
his work. The fact that Malio’s inventions have the potential to incur a cost of human suffering
causes her to question her inventions, and to reconsider her decision to provide her employers
with such technology. Unlike Oppenheimer and Horikoshi, the fictional Malio is not involved
in a national war-effort. She is, however, involved in a fictional response to an environmental
disaster; an external pressure to influence Malio’s decision making.
Malio’s decision to set the Automaton free is intended to demonstrate the potential significance
of the Scientific Protagonist’s ability to make accessible the more enigmatic and internal
conflicts related to stories of science, and resonate these stories with a reader or an audience.
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The character of the Automaton is, in a sense, a literary substitute for Jiro’s Zero Fighter in
Miyazaki’s The Wind Rises (2013), the representation of a scientific conflict relevant to an
inventor’s work. Toward the end of the play, Malio is confronted with a complicated choice
regarding her work, and she her emotional struggle is to ascertain what is the responsible thing
for her to do: Complete her work regardless of the consequences? Keep her work hidden?
Destroy her own inventions before others abuse them? Stop inventing? Her final choice is to
set the Automaton free, even from her own supervision.
Malio’s choice to set the Automaton free is a reference to the way in which some scientists have
seen the value of their work and reacted in a selfless fashion, literally setting their work free
upon the world, such as in the famous case of Dr. Edward Jenner, who did not patent his
smallpox vaccine in 1798 and instead ignored an opportunity for considerable monetary gain in
favour of allowing the vaccine and relevant medicinal information to be accessed comparatively
easily and affordably in the subsequent years until the eradication of smallpox in 1977 (Riedel,
2005). Just as Miyazaki’s Jiro opts for ‘a world with pyramids’, crafting flying machines and
providing innovations to aeronautical engineering amid turmoil in a national war effort, Malio
choses a world in which her potentially-harmful yet potentially-helpful inventions do exist,
enjoying the liberty and autonomy that she herself desires and laments losing in her work. The
future of the Automaton is not explicitly revealed in the play beyond the fact that he is free, and
any further detail is left to the musings and interpretations of the potential audience.

Sludge also provides this project with valuable insights regarding the primary research questions
that guide the creative component of this Practice-led research project. In regard to the first
question, “How does the Scientific Protagonist operate as a deliberate writing technique in a
dramatic-text?”, Sludge provides a third example, alongside the first two plays, of a dramatic
text that is crafted with the deliberate intention of presenting a Scientific Protagonist-led
narrative. The play also provides insight into the second research question – “What
opportunities and qualities might the dramatic-text offer in portraying a Scientific Protagonist
within a narrative?”. Sludge highlights how the theatre offers a space in which an audience
might be offered a chance to form an emotional attachment and relationship with a realistic
character. This extravagance of ‘character’ as a storytelling device is seemingly distinctive
quality of the dramatic text and the theatre. In a dramatic text, characters fulfill their necessary
function as a technique of fiction as outlined by Cixous (2011) and Barthes (1977) but are also
enriched further by the theories of drama and performance that have come to characterise and
influence modern theatre.
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The decision to base the third play on the same source material as the first play, Voyager 2, is
beneficial for the purposes of showing variations in the form and nature of a Scientific
Protagonist-led dramatic-text.
Sludge is the third and final variation in this project’s creative writing component, designed to
enable a Practice-led Research enquiry into how a Scientific Protagonist-style narrative might
function as a dramatic text. The three original one-act plays that have emerged from this project
operate both collectively and individually as experimental dramatic-texts. This creative
component and original writing project have allowed for new insights and findings to be gained
through the practical application of the theory that is put forward and critiqued in this research
project. Cosmic Bottle, Apples and Alchemy and Sludge each present a recognisable Scientific
Protagonist, and together they provide support for the idea that this style of character and the
narratives they inhabit might be useful in the crafting of stories which promote scientific
discourse and encourage the consumption of scientific knowledge.
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Chapter Nine
Findings and Relevance

This chapter shall outline in detail the findings of the main research questions of the creative
research component and the insights these findings offer into the details of how a Scientific
Protagonist operates in practice as a technical dramatic element. These findings along with the
conclusions and insights determined through critical reading analyses in the traditional research
component will help to form and reinforce the completed conceptual definition of the Scientific
Protagonist, as discerned through an iterative cyclic system of critical analysis between the
traditional and creative research endeavours. Following the presentation of these findings, this
chapter will discuss the qualities of the Scientific Protagonist that might have potential
relevance in broader academic discourse, particularly in the disciplines of science
communication and in the creative arts.

Insights of Creative Research

In applying a methodology of Practice-led research operating in an iterative cyclic web,
influenced by the knowledge and ideas generated in the New Historicist styled traditional
research component, and in reflecting on the outcomes of the creative practice, this research
project has determined that a non-violent Scientific Protagonist, and the style of drama and
narrative these characters inhabit, can indeed be crafted and performed in a dramatic text and
that, just as is determined in the readings of creative fictions from other mediums of literary and
creative arts, these stories have the potential to resonate and promote detailed scientific
discourse for the audience’s consumption.
In response to the primary research question of the creative research element, “How does the
Scientific Protagonist operate as a deliberate writing technique in a dramatic text?”, the apparent
answer is that a Scientific Protagonist in drama operates in a similar manner to the Scientific
Protagonists of novels and films, as an emotional and relatable avenue of interaction between
the audience and the events and discourse of the narrative, as per Cixous’ (2011) theory of
character.
In response to the second research question of the creative research element, “What
opportunities and qualities might the dramatic text offer in portraying a Scientific Protagonist
within a narrative?”, it has been determined, through the critical reflections on the original
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creative works and the process of crafting them, that three particular qualities of the theatre
seemed to distinguish themselves as distinctly advantageous to the crafting and performance of
a Scientific Protagonist-led narrative in a dramatic text. I have presented these qualities in the
following paragraphs; firstly, the significance of ‘character’ in the theatre, secondly, the cultural
comfort and familiarity of the audience interacting with ideas in the communal theatre space,
and thirdly, the theatre’s capacity for the creative reinvention and performative flexibility in the
reading and performance of dramatic texts.

The first quality of the theatre to distinguish itself as beneficial to the promotion of a Scientific
Protagonist was the iconic importance and resonance of ‘character’ in drama, specifically the
importance of a protagonist in relation to the research questions of this project. This is
exemplified by the Navigator, Zozo and Malio, and by the role each of these characters played
in the creative translation and humanisation of conceptual scientific knowledge in their
respective stories. The semiotic importance and form of character that is outlined by Barthes
(1977) and Cixous (2011) informed the construction of these characters in literary theory, and
the experience of crafting them as a creative practitioner further emphasised their distinguishing
quality as a technique for the promotion of scientific discourse in works of fiction. Another
feature revealed in this study of character morphology is the seemingly inescapable influence of
the character-rich works of individuals such as Chekhov, Stanislavski and Brecht and the way in
which they have affected theatre practice and the modern consumption of narrative and the
creation of meaning in the theatre.
Like Tolkien’s (1936) description of a traditional hero protagonist in his analysis of Beowulf,
the three original plays of this project demonstrate how the various contributing elements and
themes of a story are presented peripherally in the narrative and gathered around a central
figure, whom the reader or audience may follow through important and relevant events.

The second noteworthy quality of the theatre that was found to distinguish itself in the
promotion of a Scientific Protagonist led story was the ‘interactive theatrical space’; the
elaborate framework of cultural familiarity that surrounds the storytelling qualities of the stage.
With a textual history that dates as far back as Classical Greece, the Theatre is an artform and
institution of communal entertainment, intellectual engagement, and imaginative interaction that
the public is very familiar with. At all times, the rich history of theatrical codes and
conventions and the familiar processes of drama and performance being consumed and
translated into meaning by audiences are primal and guiding forces in the both the writing and
the reading of a creative dramatic text. In the following paragraphs, in the context of this
discussion, I refer to this cultural tradition of imaginatively interpreting theatre through the
traditions of audience spectatorship as the ‘interactive theatrical space’, referencing the
233

environment and space that is provided by the traditional theatre venue and utilised by
dramatists and theatre practitioners to create entertainment and meaning for their audience.
Aristotle noted that the habit which distinguished the dramatist from the historian was an
obsession with “what is possible” (Carli, 2010), a process which invites the audience to interact
imaginatively with an event. It is under these imaginative conditions, such as in the
interpretation of a theatre-text, that elaborate fictions are evidently forgivable, even an enjoyable
alternative process for the intellectual interactions of the audience and their interpretation of
knowledge regarding an event.

The fact that performance is practiced consistently throughout human history in what Schechner
(2003) describes as a cultural ritual suggests that society is very comfortable with the dynamics
of consuming drama and interacting with new ideas as an audience. The modern theatre, as a
cultural practice and institution, can be seen as the physical and architectural embodiment of
this process, a place in which the public may comfortably and communally convene to consume
both the entertaining and ideological qualities of a creative work of drama as it has for
millennia. This has an influence on the construction of the script as it is never far from the
playwright’s mind that any potential audience will be comfortable with a familiar cultural
process of entertainment and interaction that is part of being involved in the audience of the
theatre. Any particular detail of the script may be noticed, the absence of such details may be
noticed, and at all times, the performance that is templated within the script and offered on stage
will be relentlessly dissected and consumed by the audience in search of entertainment and
resonating meaning.

The prevalence of such cultural familiarity regarding the consumption of narratives in a theatre
environment and the endurance of this dynamic in cultural practice is indicative of how the
theatrical space is widely perceived and understood as a realm in which the audience might
comfortably forgive fictions and interact with new ideas and discourse presented in dramatic
stories. When writing the three plays, most noticeably at the beginning of each of the creative
writing projects, there was an unshakable awareness to the fact that the space of the theatre lay
vast and empty and that, unless noticed by the forthcoming script, the various spaces of the
stage would remain cold and unused, maybe even wasted. If such a space should be utilised to
entertain an audience, the pressure manifests itself to fill the void with as much light, scenic
action and entertainment as possible.

The third quality of the theatre that was found to be of particular value to the construction of a
Scientific Protagonist is the dramatic-texts inherent capacity for ‘creative reinvention’ and the
possibility of diverse variations in interpretation. Each of the original plays presented in the
creative research component of this project, Cosmic Bottle, Apples and Alchemy and Sludge, can
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be interpreted into a multitude of various performance and theatre styles, and readings of the
texts are inescapably unique in detail to each individual who interprets them. This capacity for
creative reinvention allows the dramatic texts of the theatre to operate with flexibility and
appeal to a wider range of audiences than a more narrow and restrictive creative process would
allow.

It is the process of crafting stage performances from a script that designates the institutional
need for creative interpretation of the text at multiple stages of performance production. The
variations of creative choices made at each of these stages are (ideally) determined by the
expectations of the specific target audience and the intentions of the director and the objectives
of the performance. In this process, a standard and unchanging base text can be used to craft a
variety of different performances.

A famous example of such divergence in artistic interpretation between playwright and director,
enduringly remembered by the theatre community ever since, would be the incidents of creative
disagreement between Chekhov and Stanislavski over the way dramatic texts, such as The
Cherry Orchard (Chekhov, 1904), should be interpreted and performed on stage. Chekhov, the
writer, argued that he had quite intentionally crafted in The Cherry Orchard a play that was
undeniably a comedy, yet Stanislavski, the director, insisted upon the fact that it was a masterful
tragedy and would be staged as such (Braun, 1987). Despite any understandable response of
incredulity, confusion or outrage that Chekhov may have had toward Stanislavski’s
interpretation of his script, what is exposed in this disagreement is the very performative
flexibility that lends itself as a strength to theatre texts, and in the case of this project,
exemplified in the three plays crafted to explore the concept of a Scientific Protagonist. Theatre
texts such as The Cherry Orchard, and by extension Scientific Protagonist-led plays, can
entertain audiences seeking comedy as well as audiences seeking tragedy. In this research, each
script was crafted with the knowledge that variation in creative interpretation exists, and that
such critical and creative reinvention is an iconic strength of modern theatre art, allowing the
stories crafted for the stage to resonate with a diverse variety of potential new audiences, or in
consistently new ways for a familiar audience.
The fact that these three qualities, the importance of ‘character’, the familiar ‘interactive
theatrical space’, and ‘creative reinvention’, are distinguished as the three most important
elements of the theatre medium in regard to the construction of a Scientific Protagonist narrative
may seem obvious, these are after all three of the distinctive features of theatre in general and
any scholar might make the relatively safe assumption that these would contribute to the success
of a play. However, the fact that these ideas have been produced and variably tested in a
Practice-led research methodology and constrained and driven at all times by the research
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agendas of this project means that the determination of these three qualities is not an
assumption, but rather it is a statement supported by samples of conceptual and traditional
qualitative research methods. When considering the idea put forth by Schechner’s (2003), that
performance operates as ‘a particularly heated arena of ritual’, the creative works can be seen as
deliberately enacting on this and providing a space in which the various dramatic elements of a
dramatic text can operate, revealing in praxis those qualities which emerge as the most potent in
this particular ‘heated and compact area of performance’ (Schechner, 2003, p. 99). The fact that
‘character’, ‘interactive theatrical space’, and the capacity for ‘creative reinvention’ distinguish
themselves in my own research is not to diminish the importance of other theatre elements, all
of which are an important part of the greater theatre process of performance, but it does suggest
that these are three qualities that have been identified in this particular project as qualities which
are, for the most part, accentuated within, or unique to, the theatre in the creative construction
and performance of a Scientific Protagonist led story.

The main argument of this thesis is supported by samples of conceptual research and by
conclusions derived from the New Historicism influenced traditional research component. Both
the creative and traditional components have operated in a bi-directional loop of benefice,
following the Practice-led research method outlined by Smith and Dean (2009), in which both
constituent components influence one another in an iterative cyclic web. The critical reflection
on the assembled sample of creative texts gathered in these research efforts, namely the three
plays Cosmic Bottle, Apples and Alchemy and Sludge, as well as the various creative works
referenced in the traditional research chapters, are what inform the findings and conclusions of
this project.

The assembled work supports the theory that the modern Scientific Protagonist can be
distinguished as a character who encounters a science-related problem within their narrative,
and who uses the distinctly non-violent application of scientific knowledge to solve their
problem. This character-type is capable of promoting detailed scientific discourse through the
creative mediums of theatre, drama, film, the novel, and other such creative and literary forms.
Furthermore, as a reading device in efforts of New Historicist and Cultural Materialist styled
research, the conceptual Scientific Protagonist offers insights into cultural interpretations of
scientific discourse, themes, and issues. The Scientific Protagonist exemplifies one way in
which fiction and creative works might interact with scientific discourse, and the rest of this
chapter is an optimistic presentation of the potential relevance the Scientific Protagonist may
have to academic discourse in relation to science-literacy and the creative arts.
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Science Communication in Fiction: The Educative Quality of the Scientific Protagonist

The following section of this chapter will first outline how the conceptual Scientific Protagonist
might serve as a potential solution to a problem of science communication that has been
identified and critiqued by academics from the relevant fields of science and communication.
The second part of this section will provide a textual example of how creative dramatic
techniques such as the Scientific Protagonist are already being utilised by modern science
communication and education efforts as a solution to such problems. The ideas that are
referenced in the following paragraphs highlight a contemporary issue of science-literacy which
exemplifies how the concept of the Scientific Protagonist has potential relevance in efforts of
science communication and education. The contributing arguments and academic perspectives
shall be presented alongside my own individual research efforts in order to make clear any
relevance the issues, problems and solutions discussed might have to the systems, processes and
institutions of education, using Australia as an example.

The argument presented in the following paragraphs is a response to contemporary issues of
science-literacy as determined in a collection of essays presented in Communicating Science:
New Agendas in Communication, edited by Kahlor and Stout (2010), the authors of which note
a selection of problems faced by modern, democratic science communication efforts and
propose possible solutions to these problems. I argue that the material practices outlined by the
concept of the Scientific Protagonist have the potential to contribute toward the solutions
outlined by the following science communication experts.

The issue I wish to outline is the fundamental systematic importance and the relevant
accessibility of science literacy in modern society. The importance of an ever-flowing
democratic exchange of information between scientific institutions and organisations and the
rest of society is outlined in the following quote:

Complex scientific issues are an inherent part of modern societies and are continuously
debated in the public sphere. Stem-cell research, biotechnology, and global warming –
these all require regulations and, as a result, necessitate scientific as well as societal
considerations. Subsequently, a basic understanding of these complex issues should be
made possible for all individuals living in societies that value and respect their citizen’s
views.
In these democratic societies, public understanding of science is central to sound
processes for policy making related to controversial scientific issues.
-Brossard and Lewenstein, 2010, p. 11.
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When this point is considered it becomes evident that issues of science communication and the
wide-spread cultural and social perceptions of scientific discourse can have real, tangible
consequences in the modern world. This influence is compounded and made more pressing
when considering the nature of certain scientific issues that concern modern communities, such
as the human influence on global warming, environmental conservation, the acquisition and
regulation of medicines, and the utilisation of nuclear power. As the democratic political
process establishes the public as a decision-making force in the formulation of policy, the health
and prevalence of science literacy in a democratic society is resultantly linked to the responsible
and ethical application of scientific practices and technologies in cultural endeavours (Brossard
and Lewenstein, 2010). Therefore, healthy methods of science education and science
communication are increasingly important to the wellbeing of all levels of the human
community. The practical and educative importance of widespread scientific discourse grows
with each passing day amid the ever-increasing application of scientific practices and
technologies in the modern world.

Nisbet (2010) also discusses the importance of the often complicated public perceptions of
scientific efforts, drawing on example topics such as nuclear energy, evolution and climate
change to demonstrate the generalisable ways in which the discursive framing of such issues
can drive the dynamics of science controversies and explaining that the nature of the public’s
engagement can either complicate or, if effective, resolve such controversy.

Historically, a prevailing assumption has been that ignorance is at the root of social
conflict over science. As a solution, after formal science education ends, the popular
science media should be used to educate the public about the technical details of the
matter in dispute. Once citizens are brought up to speed on the science, then they will
be more likely to judge scientific issues as scientists do; as a result, the controversy will
go away.
-Nisbet, 2010, p. 41-2.

The critical point made here by Nisbet is that this proactive solution to the resolution of
controversy surrounding scientific technology, industry and practice necessitates the existence
of effective educative qualities in popular science media to counteract logistical constraints and
shortfalls of limited formal education structures. Nisbet notes the symbols of this science
communication paradigm are popular media and popular icons, examples of such trustworthy
and educative icons being physicist Dr. Richard Feynman and astronomer Dr. Carl Sagan. The
educative potential of such individuals has been noted already in Chapter Three of this exegesis
in the relevant point made regarding techniques of theatricality and showmanship in the
presentation of scientific discourse. It is in such efforts that the Scientific Protagonist becomes
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a valuable and viable option for the promotion of science literacy and scientific discourse.
Although these fictional characters are not real individuals, they might nonetheless serve their
audience as popular icons of science communication.

Nisbet (2010) makes the point that such popular science media should be used as an educative
resource for the public beyond ‘formal science education’. However, the contrary argument
might be raised that, as a detailed scientific education may be beneficial but not necessarily vital
to commercial success in modern society, such efforts are an inefficient, or wasteful, use of time
and resources. A more moderate argument might be raised in that any individual should receive
a satisfactory ‘formal science education’ in school, that such an education should be sufficient
to satiate curiosity, and that any further education for anyone not intending to become a scientist
is an indulgence. Distasteful and restrictive as these arguments might be, they nonetheless
deserve critical academic consideration, but in pursuing these ideas, my own research
determined that they do not reflect the current cultural situation.
To gain insight into the ‘formal science education’ system applied in my own social
environment of Australia, I consulted the opinion of a nation-wide demographic of individuals
who routinely engage with a formal educative programme; Australia’s schoolchildren.
The following statistics have been gathered from the NAP sample assessment public reports, the
analytic response to the nation-wide NAPLAN (National Assessment Program – Literacy and
Numeracy) survey. The relevant data for the science-literacy report has been collected from
students in Year 6, the average ages being 11-12, and Year 10, ages 15-16. The 2015 national
survey of students enrolled in Year 6 determined that 92 per cent of students answered
positively, selecting ‘agree’ or ‘strongly agree’, to the statement ‘I enjoy learning new things
science’, and that 76 per cent of students were confident that they learned about ‘Earth and
Space sciences’ at school (Connolly et al, 2017).

Approximately 86 per cent of students responded that they would like to learn more
science at school, indicating that a positive attitude towards this subject exists. Students
also showed a high degree of agreement with the view of science outlined in the science
as a human endeavour strand of the Australian Curriculum: Science. In particular 87
per cent of students agree that all people from all cultural backgrounds in Australia are
involved in science, and 96 per cent of students agreed that both women and men are
involved in science.
-Connolly et al, 2017, p. 170.
The assessment above notes that a ‘positive attitude’ toward science exists among Australia’s
students. A natural conclusion that can be derived from this is that a vast majority of the
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participating student population are expressing a desire for the inclusion of more science in their
formal education system. Beyond reasons that may be responses to maintaining a ‘positive
attitude’, this interest in science might also be consciously motivated by a critical awareness as
to what skills will be most useful and desirable for their prospective future careers, and most
applicable in the modern world.

The analysis provided for the more recent 2018 survey determined that of the participating Year
6 students, a similar 93 per cent of students answered positively to ‘I enjoy learning new things
in science’, and 86 per cent indicated they would like to learn more science at school (Gebhardt
et al, 2019, p. 71). The lack of any severe variation between the respective survey results
suggests that this positive attitude towards science is a consistent perspective among the current
generation of students. Furthermore, the answers provided by the Year 10 participants of the
2018 NAP survey indicate that 57 per cent of students wished to study science in Year 11 and
12, and that 42 per cent were considering a science-related career (Gebhardt et al, 2019, p. 71).
The importance of science in industrial practices enforces a pressure of expectation on the
educative requirements of those seeking employment in the relevant professions. The report
also states that the majority of students, around 80 per cent in both Year 6 and Year 10,
acknowledged that science is important for modern day jobs. “Similarly, 90 per cent of Year 6
students and 86 per cent of Year 10 students acknowledged that science helps them to make
important decisions, and the level of agreement with that question for Year 6 students appeared
higher in 2018 than in 2015 (84 per cent).” (Gebhardt et al, 2019, p. 74).

These reports indicate that the majority of student participants understand that science has value,
both in their individual decision-making processes and in a potential professional skillset, and
that this perspective is only increasing in popularity. If the participants of this survey can be
trusted to know what they want to learn about, and to determine where their interests lie, then it
can be concluded that despite considerable efforts, the ‘formal science education’ system
practiced in Australia is not sufficient to meet completely the demand for scientific learning,
with a vast majority of students desiring more science related learning in their education
curriculum. While adjustment to the curriculum is one obvious answer to this problem, another
answer is that the popular science media, as explained by Nisbet (2010), can be entrusted to
compliment the constraints and shortfalls of the formal education system and provide an avenue
of further scientific engagement for those individuals (seemingly the overwhelming majority of
Australian school students) who desire to learn more. The information provided in this
particular case indicates that satisfaction with formal science education eludes the Australian
public, and that popular science media might indeed operate as a valid, cooperative alternative
for science education. Following this knowledge, this research project disregards any notion
that an individual should obtain a satisfactory level of scientific education through formal
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educative systems alone, or that such systems are the only worthy avenue of science
communication.
It is worth considering that students might respond with a ‘positive attitude’ towards subjects
they simply enjoy the most and that they would naturally wish to spend more time practicing
each of them. While science is the focus of this analysis, the active logic can be applied to any
school subject that the students wish to pursue further. Each individual student undoubtedly has
their own hierarchy of personal interests regarding these subjects, further complicating any
efforts to design a standardised system that is flexible enough to accommodate such diversity in
interest. It is to meet these varied demands for further learning and practice that creative
educative paradigms in popular media might operate as a complimentary force to the efforts of
the national formal education system.

The argument made by Nisbet (2010) is that engaging with science education and
communication in both the formal educative systems and the comparatively informal
consumption of popular media allows the public to approach scientific issues and controversies
with a degree of awareness and understanding, resolving controversy, and informing decisionmaking which, as Brossard and Lewenstein (2010) note, is significantly important within
democratic communities. Nisbet (2010) explains that this model of science communication is
not without its potential flaws when applied in cultural practice in a simplified and unconsidered
fashion, neither does it completely solve modern issues of science-literacy. One of the realities
of digital age being that access to information is higher and easier, but knowledge remains
modest, with levels of science-literacy and knowledge tending to diverge considerably between
science enthusiasts and the broader, disengaged public (Nisbet, 2010). Nisbet further explains
that one such flaw in this model of science communication is that the facts are often expected to
speak for themselves and that when resultant breakdowns in understanding occur, they are often
blamed on the media or the public. Nisbet argues that both sides of this exchange of
information need to review respective contributions, and that scientific institutions should
consider diverse approaches to communicative and educative efforts involving the public. This
issue is of increasing importance in context to the current social climate and the more enduring
communicative efforts of scientific institutions, surmised in Nisbet’s (2010) argument with the
statement “However, if scientists have a duty to figure out what is approximately true about the
world, they also have a responsibility to communicate this truth effectively.” (Nisbet, 2010, p.
60). Pearce, Romero and Zibluk (2010) argue that, despite the abundance of material, modern
audiences are processing less ‘mass-media’ science, treating it with scepticism and mistrust.
Modern audiences also have more individual choice and agency in the materials they wish to
access and consume. As they now seek out their own source of information and understanding,
often online, modern science communicators must adapt their methods to maintain a healthy
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level of information is exchanged and that detailed understanding of the relevant topics is not
lost. Pearce, Romero an Zibluk (2010) suggest that for the modern audience, a variety of
sources is healthy for good learning, and it is the argument of this thesis that this variety should
(and very often does) include creative fiction texts.

In this modern space of competing mediums, platforms, and technologies, Nisbet (2010) asserts
an argument which implies that genuine science communication efforts in popular media should
focus more on ‘quality’ than ‘quantity’ in terms of meeting the public’s demand for educative
sources, and that the ‘framing’ of scientific issues should be a considered practice in the modern
multi-media culture. Nisbet’s discussion of potential solutions establishes the point that in order
to maximise potential of (traditional and new) science communication efforts, scientists and
their organisations must learn to ‘frame’ their messages in ways that engage specific audiences
and fit with the constraints of a diversity of media outlets and communication forums. Ideally in
such a system, the public are able to seek a variety of sources for learning, and scientific
institutions are able to provide quality learning texts. A practice of targeting specific audiences
and demographics with considered and quality sources of science discourse is one potential
answer to the overabundance of information offered to the sceptical modern public (Nisbet,
2010). This is an appropriate point to reflect on one of the findings highlighted by the Practiceled Research component of this project; the entertainment value and enduring appeal of theatre
is assisted by the fact that dramatic texts and performances can be customised and creatively
reinvented for each individual audience, whomever that intended audience might be, to a degree
that few other artforms or creative mediums can be.

Furthermore, in considering that the Scientific Protagonist is a literary product of drama, but not
strictly bound to the theatre, and that this character type can be deliberately crafted for a variety
of creative mediums, as seen in the traditional and creative components of this research, then the
scope and potential of creative variation is further able to satisfy the demand for popular science
media that appeals to a diverse variety of specific audiences. The science communication
problem outlined by Nisbet is not one that seeks a monolithic solution, but rather an assembly of
smaller, diverse, impactful solutions, and the Scientific Protagonist’s potential to encourage
detailed scientific discourse is perhaps one small contributor to this assembly. The resonance of
scientific discourse found in Scientific Protagonist-led narratives provides an opportunity for an
audience to consider their perception, understanding or opinion on topics such as evolution, the
use of nuclear energy, and climate change in the same way the Navigator allows the audience
access to details of Voyager 2 and the topic of modern exploration, or in the way Zozo enables
empathetic consideration for the brave and outspoken men and women who advocated for the
dispersion of scientific literature throughout history, or in Malio’s emotion-driven interaction
with themes of technological responsibility. I argue that certain elements of creative works and
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techniques of fiction that reflect scientific themes and discourse, such as the presence of a
Scientific Protagonist in a narrative, are a potential response to the contemporary issues of
science communication outlined above. There exists ample material textual evidence of such
responses already being utilised in science-oriented educative efforts.

The 2014 documentary series Cosmos: A Spacetime Odyssey (DeGrasse Tyson, 2014) is
evidence of a collaborative creative response from the scientific and artistic communities in
response to the enduring cultural issue of science education. The Martian (2011) and The Wind
Rises (2013) are two examples of modern fiction promoting a Scientific Protagonist for the
purposes of entertainment. The following analysis shows that dramatic storytelling techniques,
such as a Scientific Protagonist, have also been utilised deliberately for the purposes of
education.

The documentary series Cosmos: A Spacetime Odyssey (2014) aims to educate its audience
about modern science and astronomy. Produced by Seth McFarlane for modern audiences as a
follow-up to Carl Sagan’s 1980s documentary series Cosmos: A Personal Voyage (1980), the
more recent series features many new devices for assisting in the audience’s reception and
understanding of the story and its relevance. Most notable is the presence of dramatisation and
animated scenes which depict events relating to the story of scientific discovery.
In these stories, Cosmos (2014) relies on dramatic techniques to assist in a scientific education.
A strong example is that of Sir Isaac Newton’s story in Episode 3 – When Knowledge
Conquered Fear. Newton is clearly given the role of a hero and protagonist in Cosmos’ (2014)
presentation of history. Any question of critical objectivity is thrown aside, and the
documentary demands that the audience support their Scientific Protagonist version of Isaac
Newton.

We are introduced to him as a child character and shown the time and place of his birth. Such
details and attention are not shown to many other characters, protagonist or otherwise, in
Cosmos’ (2014) stories. As a fictional technique, this moment taken to observe the origin of an
individual immediately suggests that this particular character will play an important part in the
story to come.
The audience follows Newton’s story from childhood, through to his successful career as a
mathematician and the contributions he made to science. Throughout this journey, they gain
more and more sympathy for the sensitive, intellectual character.
As so much of Cosmos’ educational potential requires the audience to trust the work of Sir Isaac
Newton, it is no surprise that the dramatized portrayal of his character is promoted as a
sympathetic and trustworthy individual. To encourage the audience toward trusting Sir Isaac
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and supporting his work and theories, the documentary conjures dramatic reinventions of realworld events which use cultural convention and theatrical technique to promote an
understandable and relatable narrative from history. Rather than focussing solely on his
academic work, many of these dramatised scenes serve to tell stories of Newton’s relationships
with other people, such as friends and rivals.
In Cosmos (2014), Sir Isaac Newton’s story is not an intimidating historical lecture, but a story
of friendship and trust, with popular characters such as Edmond Halley used to demonstrate the
lengths Newton’s friends had to go to encourage him to share his work. We also see other
historical characters such as Robert Hook, with whom Newton had a long-standing feud, being
cast in a more antagonistic light, not overtly villainous, but far from an objective portrayal.
Newton’s story is one of many that appear throughout the Cosmos (2014) series which
demonstrate the application of dramatic, storytelling techniques in science-education. The
considered and deliberate use of fiction and drama makes the facts more accessible, personable,
and easier to understand. This demonstrates the potential that techniques such as Scientific
Protagonist characters have beyond the realm of fiction and entertainment, and the way in which
the arts can contribute, both passively and actively, to modern scientific learning, and also to
modern science-communication, as discussed by Nisbet (2010) and Pearce, Romero and Zibluk
(2010).

There are elements of the 2014 documentary Cosmos: A Spacetime Odyssey which, in a Cultural
Materialist evaluation, are revealed to be significant acts of the conscious application of cultural
references in an educative endeavour. Frequently throughout the constituent episodes, the
presenter, astrophysicist and director of the Hayden Planetarium in New York City, Dr. Neil
DeGrasse Tyson offers narration that is essentially a verbatim reference to the work of his onetime teacher and the host and presenter of the original 1980 Cosmos: A Personal Voyage, the
astronomer Dr. Carl Sagan, namely the science communication text Pale Blue Dot (1994) which
has already featured so celebratedly in this research. Further intertextual influences are made
evident in Cosmos (2014), such as visual and expositional references to the descriptive ‘Tree of
Life’ analogy used by Charles Darwin in his work On the Origin of Species (1859, p. 99-100) to
explain the biological divergence and apparent variety of wildly different forms of life under the
conditions of Evolution by Natural Selection. The direct references made by Cosmos to the
works of Sagan and Darwin exemplify how the documentary is able to draw on cultural
resources, popular images and icons in order to promote with clarity the important educative
points made by the text, demonstrating the process outlined in the popular media solution
suggested and promoted by Nisbet (2010).
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Alongside this recurring reference to Sagan’s works and the works of other well-known
scientists such as Darwin, the documentary also requests that the audience follow and interpret
the at times obscure information presented in the episodic documentary from the perspective of
an occupant of a conceptual “ship of the imagination”, a form of thought experiment that seeks
to offer a platform of relative familiarity for the audience occupy while interpreting the
unfamiliar facts presented in Cosmos, in a similar method to how Cosmic Bottle is designed to
engage its audience with the abstract facts of Voyager 2. Consistent throughout the entire
series, familiar and safe, the “ship of the imagination” creates an illusion for the audience that
they are indeed an active participant and witness to the stories being presented by the
documentary. The use of such imaginative learning techniques in a documentary series like
Cosmos is indicative of the benefit offered to science communication efforts by dramatic and
educative creative techniques.
The modern creative reinvention, and continuation of Carl Sagan’s work, the involvement of the
writers of the original series, Anne Druyan and Steven Soter, the persistent emphasis on
revisionism and education over spectacle and comfort, the use of modern storytelling techniques
and the fact that the documentary is presented by a contemporary science communicator who
was influenced directly and personally by Dr. Sagan; these factors all strengthen the idea that
this documentary is a continuation of a communal (and by extension a cultural) act of learning
that began in 1980. Essentially, the Cosmos model of learning is being revisited once again in
contemporary times, with the additional features of more up to date and relevant information,
and with enhanced communicative elements such as graphical visual aids, animations and, most
notably, dramatic narratives and vignettes led by the figures and characters, the designated
protagonists, of scientific history. The use of the medium of documentary has been set to the
same purpose in Cosmos in 2014 as in 1980, but the method of this approach has been updated
for a new generation of eager, learning minds. This inter-generational practice makes Cosmos
significantly relevant to a Cultural Materialist discussion of the potential qualities offered to
science communication efforts by the creative arts. In particular, the inclusion within the
documentary of dramatized characters and events for the purposes of assisting the educative
potential of the text further reinforces the findings of this research; that techniques such as the
Scientific Protagonist have value to academic discourse and theory relating to science
communication.

New Stories in Fiction: The Creative Value of the Scientific Protagonist

The following section of this chapter focusses on the potential relevance that the Scientific
Protagonist might have in the Creative Arts, notably in the processes of creating and promoting
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new stories and perspectives in fiction, in celebrating and making accessible for critique the
human elements of scientific practice, and as a device for the writing and analytical reading of
creative works. Throughout this exegesis an argument and critical perspective has been
presented that seeks to clearly distinguish and differentiate the Scientific Protagonist from the
more traditional forms of literary protagonists that occupy the repertoire of creative fiction texts
modern readers have access to. One of the primary reasons for the inclusion of the creative
Practice-led research element of this project is to provide three separate textual examples of the
deliberate construction of a Scientific Protagonist character influencing the narrative structure of
the creative work. In the process of writing and re-reading Cosmic Bottle, Apples and Alchemy
and Sludge, the substitution of a traditional hero-protagonist for a non-violent protagonist that
interacts with a scientific subject material necessitated alterations to traditional story elements in
order for the creative works to satisfactorily enact the dramatic narrative structure of conflict
and resolution. These creative alterations and variations exemplify the way in which the
character-conditions of the Scientific Protagonist encourages the creative construction and
writing of new stories or, alternatively, of works which present to the reader with a fresh,
uniquely contemporary perspective on familiar, inherited stories. These new stories are
uniquely effective at dramatising scientific events in history that have been previously
overlooked as less accessible; events, knowledge and ideas dismissed as too enigmatic or
conceptual to definitively narrativise reduced to constituent components of a traditional style of
protagonist-led narrative. I would argue that The Wind Rises (Miyazaki, 2013) and The Martian
(Weir, 2014) are strong examples of such modern stories, with both narratives following a
character that can be described as a Scientific Protagonist.

An example of the Scientific Protagonist’s quality of encouraging the writing of new and
original stories is made evident in the fact the conditions of their narrative seem to leave the
story with an absentee antagonist. The narrative requirement of non-violent actions on the part
of the protagonist resulted in the creation of narratives devoid of antagonists in each of the three
original plays written for this project, and this feature of the work left a vacuous dramatic space
in the parts of the narrative that would traditionally be occupied by ‘conflict’. This required
creative narrative and plot choices in order to construct a suitable and sufficiently entertaining
substitute for traditional conflict motifs in the non-martial, scientific problem-solving narratives
of Cosmic Bottle, Apples and Alchemy and Sludge. If this commitment to traits of non-violence
endures in the textual construction of Scientific Protagonists, it is logical to assume that more
diverse and creative substitutes to violent and antagonist-led conflict will appear in creative
works.

Another factor in the Scientific Protagonist’s relevance to creation of new stories in fiction is
the inherent access this character provides to the wealth of unexplored stories and narratives
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contained within history of scientific exploration and discovery. Apples and Alchemy is a clear
example of history being used as a source for the narrative substance of a work of fiction, and
was constructed so in reference to contemporary works such as The Wind Rises (Miyazaki,
2013) and Agora (Amenabar, 2009). The example of the story of Voltaire and Emilie du
Chatelet in Apples and Alchemy brings to light the fact that a Scientific Protagonist does not
necessarily have to be a scientist in order to participate in a dramatic narrative and provide a
perspective on scientific history. The character formula of a Scientific Protagonist has the
potential to be applied as a device in crafting literary representations of a diverse range of
individuals from history, allowing a broad scope of historical events and stories to be referenced
in a contemporary narrative style.

The application of Scientific Protagonist styled narratives in the exploration of new stories, or
alternatively in the refreshed contemporary interpretations of traditional stories, allows the
opportunity for the historically diminished scientific details to be brought to the forefront of the
narrative, the centre-stage spotlight, in works which make use of the innumerable scientific
events that are provided by history and modern science alike. This is seemingly achieved in a
fashion which is unique and viable in modern times due to the relative prevalence of scienceliteracy in comparison to previous centuries.

The Scientific Protagonist can operate as a device for both the writing and reading of creative
literary works, as determined throughout the research process of this project. As a deliberate
writing device and major literary element in the creative component of this project, the thematic
and aesthetic qualities of the Scientific Protagonist played a significant role in determining the
final structure and form of the narratives of Cosmic Bottle, Apples and Alchemy and Sludge.
At first, the variations in narrative form, character, fictional frameworks, and historicism that
exist between the three plays were intended to represent a progression and refinement of the
Scientific Protagonist concept. However, upon further reflection, I would argue that despite the
variations between the three original plays, each text presents a main character that is a valid
Scientific Protagonist and promotes a detailed scientific discourse. The differences in the
literary forms of the Navigator, Zozo and Malio indicate the potential scope of variation that
exists within this conceptual character morphology. When considering that the Scientific
Protagonist is a device for imaginatively engaging with any scientific issue and the diversity of
potential topics this entails, then it is important that a similar capacity for diversity should exist
in the form and focus of these characters.

While this project is a humble scholarly presentation of the discursive potential of creative
literary texts, this should not detract from the fact that discourse encouraged by fictions has,
throughout history, been a force of such potency that it has drawn the attention of monarchs and
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various other political leaders, activists, critics, rhetoricians and propogandists. In some
circumstances, the discursive quality of a theatre-text is altered and progressed in interpretations
and readings which extend beyond what the original intentions of the writer may have been. An
example of this accumulation and variation of discursive potential beyond the intention of the
author is evident in Dollimore’s (1994) discussion of the political qualities of Shakespeare’s
Richard II (1596) and how these qualities enabled interpretations of the script to be presented as
politically subversive performance.

The very existence, and the continued Twenty-first Century application, of politically motivated
censorships on creative works validates the potential efficacy of fictional texts such as plays,
novels and films in assisting in and facilitating cultural reflection and change by influencing the
individual, as well as the communal and cultural, interpretation of ideas and events. When
considering this potential, the distinctly non-political scientific discourse discussed throughout
this exegesis could, in theory, be enacted through deliberate and skilled writing efforts to such a
major degree as the various discourses that draw the ire of cultural and political institutions and
encourage social change.

Throughout the course of the traditional research component of this project, when applied as a
reading device for the analysis of fiction texts, the Scientific Protagonist has proven itself to be
useful in recovering the elements of a text that are of particular interest to New Historicist and
Cultural Materialist research; namely the propagation of new, contemporary perspectives and
interactions with history and the highlighting of correlative links between trends in performance
and fiction and their respective cultural environments. In the same way that scholars apply
methods of New Historicist and Cultural Materialist analysis to works of Shakespeare and
Dickens in order to gain insights into the various political and socio-economic climates within
each writer’s respective cultural and historical context, an analysis informed by the concept of
the Scientific Protagonist may offer insight into the cultural perception of the sciences and
relevant levels of science-literacy. The consistent variations and reinventions of these texts in
subsequent years provides further insight into how such cultural attitudes amid audiences and
readers have changed depending on variables of time and place within the context of history.
This method of reading analysis can be seen throughout this research project, with examples
such as The Tempest (Shakespeare, 1611), Frankenstein (Shelley, 1818) and The Life of Galileo
(Brecht, 1947) observed as material examples of creative works presenting a scientific character
relevant to the prevalent image of a science at the time, and as examples of works that
encourage a scientific discourse relevant to the scientific issues, technologies and discourses of
the writer’s cultural environment.
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If there is indeed a corelative link between the emergence of Scientific Protagonist characters
and levels of science literacy within the public and their engagement with scientific discourse,
as the insights of this research project suggests, then it can be assumed that the popularity and
resonance of such characters might continue to increase appropriately alongside the social
practices of education and science communication. Following this, the concept of a Scientific
Protagonist has potential relevance as a tool for New Historicist and Cultural Materialist
research efforts that seek insights regarding creative responses to science and scientific history.

When reflecting upon the collected sample of creative texts in this research, those narratives of
theatre, film and literature which present a Scientific Protagonist can be aptly described as texts
which bring to light the human element of scientific history and relevant events of exploration,
invention and discovery. Miyazaki’s (2013) representation of Jiro Horikoshi is framed in a
narrative which emphasises his personal and emotional motivations for applying himself as an
aeronautical engineer and the narrative of The Martian (Weir, 2014) presents the reader with
scenes that are explicitly filtered through the emotional perspective of the protagonist, as most
of the chapters on Mars are from the first person perspective of Mark Watney’s personal log,
contrary to the third person perspective that distinguishes the far less lonely narratives of the
rest of the Hermes crew and the remaining characters on Earth. Following Barthes’ (1977)
theory of structuralist narrative analysis, the characteristics of these literary and storytelling
techniques, namely the consistent emphasis on the protagonists’ emotional motivations
contribute to the entelechial form and discourse of the narrative text.

Apples and Alchemy demonstrates my own attempt at noting the significance of human
character and emotion in the history of science as the play draws attention to the fact that, at one
point in the historical story of science, the dispersion and circulation of important works and
knowledge regarding physics was assisted by familiarly human emotional traits such as
Voltaire’s creative, inquisitive and friendly nature and the intellect, kindness and tenacity
displayed by du Chatelet. In Sludge, Malio reaches her ultimate decision regarding the fate of
her inventions by following her emotional prerogative rather than trying to resolve differences
in the contrary philosophical and intellectual reasonings that are articulated by the characters
Hypatia and Werner. In these examples, elicited from the creative component of this project,
the story of scientific history is not a strictly intellectual lesson, but instead it is a human
narrative, driven by human motivations and characterised by human emotions. The significance
of the Scientific Protagonist’s emotional qualities highlights the human elements of scientific
history and discourse, reinforcing the fact that science is an inescapably human endeavour and
how due to this the concept and role of the human individual is central in the processes and
events that have determined the historical and contemporary practice of science and its
perception by the broader community. The Scientific Protagonist occupies a form of fiction that
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considers science as a construction of human character and behaviour, both individual and
cultural, as much as it is a product of empirical fact and knowledge.

In applying the Cultural Materialist performance analysis theory promoted by Schechner
(1985), it is the argument of this thesis that the concept of the Scientific Protagonist has
potential relevance in the Creative Arts as a fictional device which encourages the writing and
consumption of new stories that reflect noteworthy points of contact with scientific history,
themes, and discourse and which celebrate the human element of these subjects. The emergence
and continued practice of Scientific Protagonist-led stories in modern culture is a trait worth
noting, as it reveals insights into perceptions, attitudes and anxieties possessed by the creators
and consumers of creative works regarding the relevant scientific discourse.

This chapter has presented the findings of this research project and discussed the potential
relevance of the Scientific Protagonist concept in broader academic theory. The Scientific
Protagonist concept has potential relevance in the academic discourses of sciencecommunication and creative arts and can be understood as an optimistic form of the discursive
dramatic potential of fiction in the modern social climate. Performance and theatre arts have
been applied to a myriad of agendas throughout history. Theatre can serve as a form of
commentary, or as a form of celebration, of critical self-reflection, or as social critique, or satire,
as protest and activism, as cautionary tales and as entertainment for entertainment’s sake. In
relation to the agenda of this research project, the particular quality of the theatre and other such
fictions that is most relevant and significant is, essentially, the capacity of creative works to
highlight and resonate knowledge and to provide overtly imaginative avenues to educative
materials. It is this quality which allows dramatists, playwrights, and authors the potential to
craft and perform Science Protagonist styled stories that can resonate and promote scientific
discourse with potential readers and audiences.
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Chapter Ten
Conclusion

This exegesis has presented an assembly of research that observes and critically analyses the
presence of the Scientific Protagonist in modern fiction, particularly, for my own work, within
mediums of theatre and drama. The presentation of this research includes a survey of relevant
literature, an outline of methodological practice and a detailed discussion of the topical issue as
determined through critical literary analysis. It is at this point that this particular research
enquiry reaches its terminus and offers to academic critique the final conclusions of this higher
education project.

As noted in the beginning of this exegesis and throughout, it is the primary intention of this
research project to present the Scientific Protagonist as a defined and valid contemporary
storytelling device, and to demonstrate how this character type allows the theatre an opportunity
to effectively present stories elicited from the history of scientific discovery and invention. The
Scientific Protagonist is a central character within a fictional narrative that promotes scientific
stories and solves their problems through the predominantly non-martial and rational use of
scientific knowledge, innovation or invention.

The first two chapters of this thesis introduced the research project, discussed its relevance to
academic theatre discourse, and outlined the relevant theory and literature that has informed the
applied methodology of New Historicism, Cultural Materialism and Practice-led Research.
The third chapter of this thesis presented the New Historicist styled research that revealed the
historical emergence of the Scientific Protagonist as a distinct style of character in modern
fiction and drama. The fourth chapter then presented a close analysis of two particular works
that were noted as being the clearest examples to date of Scientific Protagonist-led narratives.
Chapter Five introduced the creative writing component and the two primary questions; “How
does the Scientific Protagonist operate as a deliberate writing technique in a dramatic-text?” and
“What opportunities and qualities might the dramatic text offer in portraying a Scientific
Protagonist within a narrative?”. The fifth chapter also discussed the fictional elements and
writing techniques subject to variation within the creative component and presented the critical
objectives of each of the original, one-act plays. Chapters Six, Seven and Eight presented the
original creative works of this project, each accompanied with a Critical Reflection.
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The ninth chapter of this thesis presented the findings of the research and discussed the potential
relevance of the research topic. The Practice-led Research methodology demonstrated that a
Scientific Protagonist can indeed serve as the main character of a dramatic text, and that the
medium of the dramatic text itself offered several unique qualities to the creation of Scientific
Protagonist-led narratives. The first quality was the theatre’s emphasis and affection toward the
concept of ‘character’. The second notable quality was the cultural value of the theatre as a
space reserved for interaction with new and novel ideas and philosophies. The third quality that
emerged as beneficial to the production of Scientific Protagonist-styled stories was the theatre’s
potential to reimagine and reinvent a dramatic-text in a myriad of diverse yet sound
interpretations.

This research endeavour has been advanced through a methodology of Practice-led Research
and Research-led Practice operating in a reciprocal iterative web of inquiry as per the practice
methods set forth by Smith and Dean (2009). The traditional theoretical research component of
this project has been shaped in accordance to the critical reading analysis methods of New
Historicism, as defined by the works of scholars such as Stephen Greenblatt, Catherine
Gallagher and Thomas Healy, and reinforced by contributions from relevant academic theories
such as Cultural Materialism, Performance Studies and postmodern Literary Theory, notably the
works of Clifford Geertz, Richard Schechner, Peggy Phelan, Roland Barthes, Helene Cixous
and Linda Hutcheon, and when appropriate has drawn on interdisciplinary sources to guide,
enrich and support the proposed arguments and analytic conclusions. Alongside the sample of
academic references, this exegesis has referenced a collection of relative creative works
gathered from history, providing further support to the claims and ideas made regarding the
gradual literary emergence of the Scientific Protagonist character.

The prevalent influence of New Historicist and Cultural Materialism in this project has resulted
in an analysis which establishes a new, contemporary relationship with history and historical
texts while maintaining an awareness to the role of cultural poetics, semiotics and systems in the
formative and creative processes surrounding creative works that feature a Scientific
Protagonist. The construction of three original plays within a creative research component
serves to provide an isolated, experimental space in which the ideas and theories highlighted in
the traditional research component are made relevant to the creative arts of Theatre and Drama,
and to provide textual evidence that the conceptual research insights operate effectively in
material practice.

At times, this research project has resembled an attempt at crafting a defined terminology and
presenting an almost ontological definition of the concept of a Scientific Protagonist. However,
I would hesitate to label this research as such a precise and definitive endeavour. This research
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project’s fixation on the relevant qualities of the protagonist above other elements of creative
literary practice is not intended to be a simple, reductive or inflexible definition as such efforts
would be counter-intuitive to both the New Historicist and the Practice-led Research
philosophies of open research methods which favour new, detailed and varied insights over
simplified truths, as explained by Greenblatt (1989) and Haseman (2006). The concept,
definition and investigation of the Scientific Protagonist is the result of pursuing a methodology
of both traditional academic and creative inquiry into an apparent trend of modern fiction as
perceived through the New Historicist readings of selected creative works. In both terminology
and practical application, the concept of the Scientific Protagonist is relevant to the writing and
critical academic analysis of creative works. As demonstrated throughout this research
exegesis, the conceptual Scientific Protagonist has the potential to operate as a useful device for
both the writing and construction of creative works and also as a deconstructive reading
technique in the analysis of the New Historicist and Cultural Materialist qualities of a creative
text.

Following this project, it is entirely possible that, should the morphological definition of a
Scientific Protagonist prove useful to further efforts of academic research, be they the efforts of
a single scholar, a select group or even a wider community, such efforts might further expand or
reduce the concept of a Scientific Protagonist beneath a broader morphology, or even attempt to
augment or challenge the concept altogether. The precise scope and magnitude of resonance
and relevance that may be associated to the Scientific Protagonist in the future is dependent on
variables of creative and academic discourse, but in essence it yet remains as the humble
research perspective and academic thesis of a singular, individual endeavour of New Historicist
styled analysis of theatre, fiction and drama. This project’s presentation of the Scientific
Protagonist is not intended to be a definitive summary that concludes or brings and end to an
analytic conversation, instead it is intended as a technical device for the stimulation of academic
discourse, and a literary terminology that offers potential benefit to the articulation of critical
analysis regarding modern storytelling codes and conventions in creative fiction texts. As is so
often the case in fiction, the ending of one story marks the potential onset, origins and new
beginnings of another.

It is through coincidence that the final result of this research project is emulative of the ritual
processes observed in the Classical Greek festival of the Dionysia, as described by Hartnoll
(1968), in which playwrights would present either a trilogy or three separate plays connected by
a common theme as their contribution to the cultural theatre event held in celebration of the god
Dionysus. Cosmic Bottle, Apples and Alchemy and Sludge are three individual plays connected
by linked themes of scientific discourse, exploration, discovery, and invention, the influence of
Sagan’s Pale Blue Dot (1994), and by the promotion of a deliberately crafted Scientific
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Protagonist. This coincidental similarity to historical processes of presenting thematically
related theatre-texts is a particularly joyful connection for a Practice-led research study styled as
New Historicism.

Beyond the inherent creative research qualities of each script, my enduring optimistic hope is
that any future readings and interpretations of these plays might vary wildly, further enriching
the theory that dramatic theatre texts are compatible with a diverse variety of potential readings.
Independent of this study, the play Cosmic Bottle was staged as a live Theatre performance at
Murdoch University’s Nexus Theatre in 2018. The play was presented in a single ‘one-night
only’ performance, a unique event representative of the various singular and unique
opportunities for scientific discovery that have consistently been met by Voyager 2. The live
stage performance was a limited event and not included in the critical analysis that formed the
findings and conclusions of this research project, but it nonetheless provided further support for
the idea that a Scientific Protagonist led narrative can be crafted and performed in the Theatre
and successfully engage and, ideally, entertain modern audiences.

In conclusion, this thesis presents the Scientific Protagonist as a product of critical and
academic theory relevant to Theatre and Drama and Creative Literary Arts, and as my own
attempt at discerning new knowledge and providing an original contribution of insight and
theory toward the academic conversation relating to modern cultural practices of Theatre,
Drama, and the Creative Arts.

As a candidate for a Doctorate of Philosophy degree, it has been my intention to provide a
sound and effective academic argument within this exegesis, and to support this argument with
effective theory and practice-led research methods acquired through my student career, and to
provide for the consideration and critique of the wider academic community the concept of the
Scientific Protagonist. It has been my privilege to undertake this research project as a student of
Murdoch University and under the guidance of such noteworthy academic supervisors as those
individuals that have assisted me in this research endeavour, and I believe this work reflects the
optimism, open-mindedness and forward-thinking intensity that is promoted within this
institution of higher learning.
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Appendices

Appendix A - Questionnaire Transcription

The following notes present the results of a questionnaire distributed to select participants early
in the process of this research project. The short questionnaire was sent via email to participants
chosen for their professional expertise in select fields which bear relevance to this project,
namely a professional creative writer, and a professional scientist.
All correspondence followed and complied with the ethical guidelines set forward and
maintained by Murdoch University.

Questions and correspondence with Andy Weir, author of The Martian (2014).
Transcription of e-mail correspondence completed February 2018.

Question 1

Which Scientist’s story should be celebrated more by artists and writers?

Answer

Johannes Keppler. He did more for our understanding of our solar system than
anyone in history. He not only realized orbits were elliptical, but also provided
mathematical formulae to correctly show where they would be as a functioning
of time.

Question 2

If you had the opportunity to show a modern observatory to any one of history’s
scientists, who would it be and why?

Answer

Michelson and Morley. They attempted to prove the existence of the “ether”, a
consistent inertial reference frame that light passed through. And they ended up
decisively proving that there wasn’t one. They paved the way for later
scientists like Einstein to discover the true nature of light and relativity. But
they went to their graves thinking they had simply failed to prove something
they were sure was true. I wish they could be shown how much their “failure”
advanced science.
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Question 3

If you had the opportunity to show a modern observatory to any writer,
playwright, or artist, who would it be and why?

Answer

Jules Verne. Considering his love of science, I think he would really enjoy
seeing all the cool stuff a modern observatory could show him.

Question 4

Is there a scientific issue or topic that you believe the creative arts should be
cautious of misrepresenting?

Answer

Not really. By definition, creative arts are supposed to be creative and
unfettered.

Question 5

Which elements of modern astronomy do you find the most exciting and
inspiring?

Answer

Space based telescopes and observatories. With the Earth’s atmosphere no
longer a problem, we can see so much more of the cosmos than we ever could
from the ground.

Question 6

Do you believe your community has a healthy cultural attitude toward the
sciences? How does this influence your work?

Answer

Yes, I really do. I know many would disagree with me. But so long as a
contingent of people in our society are working toward expanding knowledge,
knowledge will be expanded regardless of what the rest of society wants.

Questions and correspondence with Penny Sackett, of the Australian National University.
Transcription of e-mail correspondence completed February 2018.

Question 1

Which Scientist’s story should be celebrated more by artists and writers?

Answer

Jocelyn Bell Burnell: Astrophysicist and discoverer of pulsars in 1967 as a
graduate student. A Nobel Prize was given for this discovery, but not to her.
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Question 2

If you had the opportunity to show a modern observatory to any one of history’s
scientists, who would it be and why?

Answer

Galileo Galilei comes naturally to mind. He would appreciate the vast
magnitude of what has been built on the foundation of his work and that of his
contemporaries, both technically and in understanding, as well as its
significance for the human condition, human perception of the divine, and the
continuing controversy that exists between astronomy (and science more
generally) and some religious fundamentalism.

Question 3

If you had the opportunity to show a modern observatory to any writer,
playwright, or artist, who would it be and why?

Answer

Rumi. (Jalal ad-Din Muhammad Rumi). He was a thirteen-century Persian
poet, scholar and mystic. His poetry is transcendental, in that it describes union
at a high level, between lovers, between foes, between humankind and nature,
between nature and what he called God. His experience of a modern
observatory would no doubt transcend simpler, single viewpoints. And if he
could take this experience with him, back to the time he wrote, that holistic
view could be conveyed to the millions who read his work.
Or perhaps Beethoven. It is fascinating to speculate what such a visit might
inspire in his work.

Question 4

Is there a scientific issue or topic that you believe the creative arts should be
cautious of misrepresenting?

Answer

There are many topics that should not be misrepresented (climate change, state
of world health, scientific certainty and uncertainty), but neither should there be
censorship. The arts are meant to be creative, to see and allow us to see through
different lenses. More relevant perhaps is that historians, journalists and those
in positions of power do not misrepresent science for their own gain or from
ignorance. One over-arching idea that is promulgated – perhaps for the
purposes of good storytelling, but not to the detriment of a true understanding
of how science proceeds – might be called the “Great Man Theory of Science.”
This is the notion that science is swayed by a few great scientists
(overwhelmingly men) who through force of independent genius were able to
discover what others could not. Science proceeds on a path of little
interdependent steps of many, many players. It may be that those who are
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perceived as giants stand more on the shoulders of many dwarves, than vice
versa.

Question 5

Which elements of modern astronomy do you find the most exciting and
inspiring?

Answer

The discovery and study of planets orbiting other stars, that is, “solar systems”
other than our own. Not only does this re-excite the imagination that we may
not be alone in the cosmos, but it is humbling in making clear that our world,
while isolated, is not unique.
The study of genesis, in stellar interiors and supernovae, and the subsequent
exodus of the elements in the Periodic Table throughout the Universe. Our
story begins and the elements of our bodies were forged, quite literally, in the
stars.

Question 6

Do you believe your community has a healthy cultural attitude toward the
sciences? How does this influence your work?

Answer

This begs the question: What do we mean by community? If we mean people
with whom I usually associate, the answer is yes, and the influence of that is
that I receive support, open ears and open minds with whom to jointly question
and explore. That support is appreciated in a country and in a world in which
many powerful leaders appear to disregard the inconvenient tidings of science,
whilst nevertheless ready to reap its bountiful harvests of knowledge.
Discouragement and distrust is a common consequence, both of which must be
overcome if we are able to address the challenged of our time wisely and
humanely.

Question 7

Who is your favourite fictional character or hero? Would you consider them to
be an explorer, inventor or scientist within the context of their story?

Answer

To Kill a Mockingbird: Atticus Finch, and his daughter Scout.
Ishmael: Ishmael.
I would describe each of these characters as explorers or seekers, but not
inventors or scientists.
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