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國立政治大學英國語文學系碩士班 

碩士論文摘要 

論文名稱：渥坦貝克《夜鶯之愛》中之折曲劇場 

指導教授：楊麗敏 教授 

研究生：周泓儒 

論文摘要內容： 

本論文視渥坦貝克的《夜鶯之愛》為折曲劇場，劇中巴洛克機器(Baroque 

machine)無止無休在觀者之思想平面上製造折曲(fold)與問題。過去批評家多著

眼於本劇之女性主義面向，而本論文試圖跳脫以性別對立為主的簡單閱讀，視

本劇為開放系統，並借鏡班雅明之翻譯理論與德勒茲之折曲理論，以進一步分

析此劇的操作功能(operative function)。劇作家在本劇中藉由裝配多重文本，觸

發不同角色間橫跨時間、空間、與文化界線的對話，透過劇場手法像是吟詠隊

(chorus)與後設劇場(metatheatre)的縝密部署，劇作家改寫之文本得以共同運

作，使折曲不斷被製造，進而複雜化此劇的閱讀維度。巴洛克折曲作為本劇運

作的主要力量，使《夜鶯之愛》中所呈現的劇場成為折曲劇場，旨在保留最大

程度的多重性(multiplicity)與開放性(openness)，而非終結未來任何可能閱讀視

角。 

 

關鍵字：渥坦貝克，《夜鶯之愛》，折曲劇場，折曲，巴洛克折曲，機器，翻

譯，多重性 
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Abstract 

     This thesis sees Timberlake Wertenbaker’s The Love of the Nightingale as the 

fold of the theatre in which the Baroque machine endlessly produces folds and 

questions on the audience's thinking plane. Critics in the past mostly focused on 

the feminist aspect of the play. This thesis attempts to go beyond the simple 

reading of the play as gender opposition. It reads the play as an open system and 

further analyses the operative function of the play through the lenses of Walter 

Benjamin’s translation theory and Gilles Deleuze’s theory of the Baroque fold. 

The playwright’s assemblage of multiple texts in the play facilitates the dialogues 

among different characters across the boundary of space, time, and culture. Such 

revisions operate together through the delicate employment of theatrical devices 

such as chorus and metatheatre, and the folds are therefore incessantly produced 

to complicate the dimensions of the play. With the Baroque fold as the major 

force that operates in the play, the theatre presented in The Love of the Nightingale 

is the fold of theatre which aims to maintain the maximum multiplicity and 

openness of the play instead of finalising any possible readings in the future. 

Keywords: Timberlake Wertenbaker, The Love of the Nightingale, the fold of the 

theatre, fold , Baroque fold, machine, translation, multiplicity 
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Chapter 1 

Introduction 

        No other contemporary playwrights can be labelled so differently as much 

as Timberlake Wertenbaker. Over the past three decades, Wertenbaker’s plays 

have been labelled variously: “feminist, state-of-the-nation, melodramatic, 

romantic comedy, Chekhovian, Shavian, Rabelaisian, intellectual, intelligent, 

silly, cartoon, lyrical, witty, optimistic, sardonic, satirical and compassionate” 

(Bush, The Theatre of Timberlake Wertenbaker 269). These labels on the one hand 

indicate the critics’ ceaseless efforts to define the playwright and her works; on 

the other hand, the labels also suggest the multiplicity of the playwright’s works. 

The undecidability and the transformativity of Wertenbaker’s works greatly 

perplex the critics who are instinctively involved in the Sisyphusean journey of 

defining her works and her as a playwright. Especially, among all of these labels, 

the feminist reading is no doubt the mainstream approach due to the repetitive 

emergence of revisions of historical and cultural female figures in her plays. 

        The Love of the Nightingale, which was firstly put on stage in 1988, is 

generally seen as one of her plays which obviously entail the theme of feminism. 

However, although this play is generally considered to be the work about the 

victimisation of female figures, the play in fact shows the playwright’s attempt to 
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go beyond female suffering to incorporate the issues of languages, nations, 

races, and even classes in this play. In this way, the play is no longer merely 

about female suffering; instead, the revisions of the diverse texts construct a 

more complicated web for the audience to see the correlation of all the themes 

which people used to think unrelated. In revising ancient texts with such 

complexity, Wertenbaker highlights the sense of incessant transformation and 

fluidity among these diverse narratives. She moves and displaces these ancient 

texts to the presence, while the meanings of the play do not just stop at the 

moment. In fact, the play’s meanings are always drifting in the flux of 

undecidability.  

        Neither about the past nor the present, the revisions in The Love of the 

Nightingale are a significant gesture of pointing to the future. However, this 

future does not guarantee a better world to come. As Wertenbaker states, the 

activity of reading or watching a play is anything but sheer optimism 

(Wertenbaker, Plays Two viii). As a result, The Love of the Nightingale is just a 

play that celebrates the uncertainty. The confrontation of different texts and 

narratives brings about perennial becoming, even though neither the playwright 

nor the audience can be sure what the play will become in the end. Therefore, 

how Timberlake Wertenbaker turns on the operation among diverse materials to 

accomplish indefinite transformation becomes the foremost issue which awaits 

to be answered. 
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1.1 Critical Background 

        Right after Timberlake Wertenbaker’s The Love of the Nightingale was first 

put on stage in 1988 by the Royal Shakespeare Company at The Other Place, 

Stratford, the play soon received critical responses in the same year. Christine 

Dymkowski points out that the playwright’s use of metatheatrical devices 

precisely “engage[s] the audience in a dialectical relationship with the action on 

stage” and problematises the definitions of comedy and tragedy through the 

elaborate questions within the play (129). Obviously, what first draws the critic’s 

attention is the playwright’s endeavour to make the connection between the 

world of the play and that of the audience. It is the subtle use of metatheatrical 

devices in the Nightingale that enables the audience to have self-reflexive 

experience as they are watching the play and therefore “involve in the creation of 

meaning” (131). Dymkowski’s immediate but insightful response to the play 

undoubtedly paves the road for the following critics. Two years later, David Ian 

Rabey further explicates the function of “incessant moral revaluation” (527) 

through the playwright’s highlight of the activity of questioning (525). This 

facilitates the audience to align themselves with the play to brood over the 

relations of “asking questions, making judgement, and being human” (527). In 

addition, Rabey also touches upon the issue of dispossession in the play (526) 

that makes it possible for the following critics to explore the issue of being 

silenced and rethink the definition of truth.  
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        Both critics successfully capture some of the Nightingale’s most significant 

aspects. However, these insightful points still seem to be too broad to fully 

unravel the complexity of the play. One of the most prevailing critical aspects is 

from a close reading of feminist issues in Wertenbaker’s plays. Although 

Wertenbaker avoids herself being called a feminist writer,1 her plays are still 

being read and canonised by quite an array of feminist critics.  

        In her essay, “Forgiving History and Making New Worlds,” Ann Wilson 

directs the critical discussions of the Nightingale to feminist dimensions. Inspired 

by Rabey’s discussion about dispossession (148), Wilson’s reading primarily 

orbits around female dislocation and silence. She raises a question as a pivot to 

extend the previous discussion: “how can we speak of oppression when language 

is itself shaped by the dominant ideology?” (146). She scrutinises the relationship 

of language, knowledge, and the meaning of being silenced. Different forms of 

silence become Wilson’s central concerns including Niobe’s willing silence and 

Philomele and Procne’s silence because of their respective mutilation and 

dislocation (158). These silences, on the one hand, represent women being 

1 In a radio interview broadcast at BBC 4 on 20 June 1991, Timberlake Wertenbaker 
replies to the host’s questions about whether she accepts that her works are labelled as 
feminist plays: “No. Because I don’t think people know what they mean when they say 
‘radical feminist’. I don’t know how I got that reputation. People used to ask me if I was 
a feminist, or a feminist writer. Well, of course I’m a feminist, but what does that mean? 
What’s so good about feminism is that it is so broad”  (qtd. in Contemporary Feminist 
Theatres: To Each Her Own 31). To read this interview superficially and literally, 
Wertenbaker does identify herself as a feminist. However, what matters to her is not 
about forging the identity as a feminist; on the contrary, it is the “broad” agency 
feminism brings that is valuable to her. 
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excluded from knowledge, while on the other hand they also “frame the words,” 

which means it is impossible for women to fully perceive the world if silence 

simply symbolises limitation on women (157). In light of this implication, Wilson 

then argues that Wertenbaker leaves these silences for granted so that the play or 

the playwright is also “silent about the solution” to questioning and challenging 

the social production of gender role (159). She suggests an urgent need for the 

playwright to create a definite way to “deny that woman is the complement to 

man” and take advantage of this asymmetry based on silence to create gaps to 

“allow the authority of the patriarchy to crumble” (160). In other words, it is the 

artist who should create a “new language” outside the patriarchal structure of 

knowledge so that “we [women] can begin to make new worlds” (160).  

        Obviously, Wilson’s reading is more of radical feminism.2 To some extent, 

the following feminist criticisms on the Nightingale follow Wilson’s primary 

research. For example, Michelene Wandor provides a sharp contrast to the 

conventional dualism between men and women in her essay and asserts that the 

playwright specifically “gives greater theatrical power to women” (218). Besides, 

                                                        
2  As Michelene Wandor argues, the conventional male/female opposition serves as a 
major part of radical feminism (218). In light of this, it is obvious that Wilson’s criticism 
is more of radical feminism because she strongly emphasises the women’s stories in the 
Nightingale. We can see this tendency especially when Wilson claims that the playwright 
does not “question the social production of motherhood as a role” and that the play 
which fails to subvert this universal, stereotypical image of “women” results in 
“maintain[ing] the authority of the patriarchy” (160). Overall, Wilson’s criticism, in my 
opinion, should be categorized as radical feminism for sure. 
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different features of radical feminism, socialist feminism, bourgeois feminists3 

are categorised in Wandor’s critique on the Nightingale (219). In Mary Joanne 

Farrell’s reading, the issue of silence is once again examined. For instance, she 

argues that Philomele is the heroine who can “combat” against patriarchal system 

only by “re-creating herself as a speaking subject” (193). A few years later, Yi-

Chin Shih takes a similar step further to expand her argument from a gender 

oriented perspective of history in order to further examine how several female 

figures set up their own subjectivity against “male-centred oral history of myth” 

(206). Finally, a meticulous investigation of different schools of feminism has 

been offered by Nursen Gömceli in her radical feminist reading which once 

again emphasises “the oppressive nature of patriarchy” and “the concept and 

practice of sisterhood” as the source of resistant power in the Nightingale (177). 

Undoubtedly, the feminist approach of reading to the Nightingale has been rather 

                                                        
3 According to Aston’s definition, radical feminism aims to “contest the patriarchal 
organisation of society” (127) and to promote female values and experiences 
specifically. Therefore, Wandor argues that in the Nightingale the dualism between men 
and women is clearly represented. For instance, men in the play are often depicted as 
violent, unethical and love to wage war while women are much more caring and express 
their desire poetically, and yet of course they are also “passive, powerless” (218). The 
socialist feminist reading of the Nightingale, as Wandor states, demonstrates that the 
world is differentiated “existentially, morally and emotionally” (219). In light of this, 
both men and women cannot escape from the domination of the more powerful one, 
which is why the Captain is killed by Tereus in the play. Lastly, the theme of bourgeois 
feminism can be noticed when Procne is aware of her fate and that of her sister’s. 
Through the use of metatheatrical devices, the questions largely raised by women in the 
Nightingale combine the “issue of gender, issues of social and moral power” rooted in 
the original Greek myth (218). In other words, bourgeois feminist critiques do not 
merely focus on the issues of gender or particularize the role of women. Instead, these 
critiques aim to elevate women’s status as men’s so as to manifest more general moral 
and political questions.   
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fruitful, and feminist critics’ ambition to canonise Wertenbaker’s plays as 

feminist ones is also ubiquitous.  

        After the shower of feminist criticism, some of the scholarly reviews seem 

to liberate the Nightingale with more open examination than ever and surely 

worth our further noticing. First, Jennifer A. Wagner, who is also influenced by 

Rabey’s dispossession of language, argues that Wertenbaker achieves “the 

renewal of an active audience dynamic” through her parodic use of metathearical 

devices to recreate both an ancient myth and the ancient dramatic form of the 

Greek mythology (227-228). Wagner is the first one that borrows Linda 

Hutcheon’s postmodern theory of parody to scrutinise Wertenbaker’s use of 

metathearical devices. Instead of calling for the invention of a new language as 

Wilson claims, Wagner points out that Wertenbaker makes good use of feminist 

theatre’s dynamic quality to renew “the structure of the contemporary theatrical 

experience” from within the patriarchal system (228). Joe Winston’s “Re-Casting 

the Phaedra Syndrome: Myth and Morality in Timberlake Wertenbaker's The 

Love of the Nightingale” examines how the Phaedra Syndrome4 permeates every 

corner of the society and ultimately results in collective social oppression. He 

4 Winston argues that the so-called Phaedra Syndrome is actually termed and defined by 
men (511). This term is originally used by men to describe a stepmother’s forbidden 
desire for her stepson as “a threat to the moral and social order” (511). In this way, sex, 
guilt, and shame are all labelled on the female. Therefore, feminism aims to expose the 
artificiality of this label in order to manifest the false recognition of female sexuality. 
Wertenbaker’s The Love of the Nightingale is no doubt one of the best examples for 
further analysis due to its combination of diverse materials concerning the silenced 
female and their sexuality. 
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argues that the mutilation of Philomele and the contemporary questions raised by 

the female chorus in the play are linked together to manifest the “silencing of 

oppressed people both today and throughout history” (515). Similar to Wagner’s 

argument concerning ethical issues, Winston urges an “ethical need for female 

voices to engage dialogically with the tradition in order to bring it to new moral 

understandings” (512). Moreover, Wertenbaker’s allusion and subtle 

intertextuality are meant to activate “moral understanding by interrogating 

cultural values” (518) in order to shape the audience’s actions. In this reading, 

Wertenbaker’s interrogation in the play seems to be specified as didactic 

interrogation which essentially entails the social function as a result. 

        About a decade ago, an anthology further examines Timberlake 

Wertenbaker’s plays through the methodology of translation studies which help 

provide broader perspectives on the relations of language, histories, cultures, 

and translation. A series of essays take this new route to approach the complexity 

of Wertenbaker’s plays. Jay M. Gipson-King, for instance, remarks upon the 

idea that history is just like “a text to be translated” (223). Revealing history as a 

manipulative and constructed narrative, the critic makes an effort to redeem all 

the materials within and without the Nightingale, even including the discussion 

about the audience’s reflection on their role when they are watching the play. Not 

only can the audience start to think about the ethical question, they are also 

“aware of their own role as witness to history” (228). This way, the ancient and 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

DOI: 10.6814/NCCU201900598 
 19 

fictional Greek tales transform into “an immediate question” (229) and 

unfold/fold the relationship between history and contemporary “global violence” 

(230) beyond the traditional sense of time.

Aside from the rising attention on translation and transcultural issues in

Wertenbaker’s play, Ju Ying Ho analyses Wertenbaker’s Nightingale with the 

theoretical framework of Deleuzian philosophy. She mines out a new approach 

for readers to be conscious of the concepts such as deterritorialization, 

becoming-animal, and reterritorialization, which can further demonstrate the 

effect of translation and transformation in the Nightingale (Ho 11). Moreover, as 

Ho points out the ideas of floating, difference, and multiplicity in the play, she 

focuses on the possibilities of transgression which could be traced along the 

transformation and boundary-crossing of Philomele and Procne. Several lines of 

flight can be readily discovered in Ho’s Deleuzian reading. In a broader sense, by 

interweaving the mythological narratives and the public speech, Wertenbaker’s 

dramaturgy realises Delueze's concept of the minor literature in which the 

language has also completed the process of deterritorialisation (14).   

        The critiques on the Nightingale, however, are still blossoming out with 

various ways of reading. Despite the diverse readings by an array of critics, 

certain aspects of the play remain unexplored. First of all, the Nightingale as a 

play with female suffering and silence does have a charm for critics to label it as 

a feminist play, and Wertenbaker a feminist playwright. Wilson, for example, 
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urges a need of a new language to “create a new knowledge of the world, one 

which potentially would be able to accommodate the articulation of utopia” (158). 

Apparently, Wilson’s vision is that the play could outline a brave new world 

which can beam a new direction in terms of gender issues. The intention of 

Wertenbaker’s search of a new language for feminism therefore becomes the 

feminist critics’ major concern.5 

        Perhaps Wilson’s unrest and concerns are reasonable since Sara Freeman 

points out the aporia which brings about a strong sense of undecidability that 

unsettles the feminist critics:  

the first range of scholarly assessments [feminist critiques] struggled with 

how to position theatre that probed such crucial questions but which 

didn’t seek to shatter traditional modes of representation and often 

affirmed more about European culture, literature and history than 

expected. (Modern British Playwriting: the 80s: Voices, Documents, New 

Interpretations 217) 

Indeed, it is very difficult to define the entire play as a subversive, radical, and 

feminist play just because of its partial colour of feminism. The attitude of the 

play toward the classic theatre or the patriarchal system seems ambiguous from 

                                                        
5 Critics such as Maya E. Roth and Susan Carlson have ever highlighted Wertenbaker’s 
social intention to transform the social relation and to generate dialogues about what 
kind of future we want to pass to the children. For more details, please see Maya E. 
Roth’s “The Philomela Myth as Postcolonial Feminist Theatre” and Susan Carlson’s 
“Language and Identity in Timberlake Wertenbaker's plays.”  



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

DOI: 10.6814/NCCU201900598 
 21 

the perspective of feminism (Monrós-Gaspar 2). Even though certain plots are 

seemingly arranged to endow the female characters with more power and 

agency to reverse their situation in the Nightingale, it also seems futile when it 

comes to the final part of the play where Philomele as a nightingale converses 

with Itys, and when both of them offer no clear solution or answer, let alone a 

new vision for the new world. 

        Therefore, in this sense, the efforts to politically categorise the Nightingale 

as a feminist play seems too restrictive to explore the potentials of the play.6 

Geraldine Cousin remarks that the Nightingale is an “interrogative play” which 

puts more emphasis on “debate and questioning and encodes the belief that great 

value lies in the search for justice” (115). In this regard, to examine whether 

Wertenbaker single-mindedly provides a definite perspective in terms of any 

certain issues is to fit the play into some rigid parameter and to limit the play’s 

operative function of facilitating reflexive questions and the value of the play. 

        As I have just mentioned above, Wertenbaker’s plays have recently 

received some critical reviews from the field of translation studies. Maya E. Roth 

has pointed out that Wertenbaker’s plays demonstrate “an artistic and political 

6 In an interview by Heidi Stephenson and Natasha Langridge, Wertenbaker, as a matter 
of fact, strongly rejects the idea that women gain power in order to change the world. 
For the playwright, this claim is kind of “naïve,” “extreme,” and “dangerous” idealism. 
It does not matter who holds the power because “[p]ower is power” according to 
Wertenbaker. In light of this, the playwright advocates that feminists have to take a 
broader understanding on the complexity of power structure instead of fixating on the 
radical power reversal (Rage and Reason 140-141). 
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commitment to hearing the multivocality of traditions and sources aligns with 

her artistic and political commitment to hearing the multivocality of language 

and identity, the plurality of culture and history” (“Introduction” 12). In addition, 

Wertenbaker’s playwriting “move[s] across so many borders of epoch, genre, 

source, culture, language tradition, and nation” (“Introduction” 15). Hence, any 

reading that aims to finalise the interpretation of Wertenbaker’s plays would 

seem too arbitrary. To avoid the arbitrary readings, it might be more appropriate 

to scrutinise the play through the lenses of translation studies and the concept of 

the Baroque fold. By incorporating both theories, we can genuinely activate the 

conversation among different issues so as to resist labels which may restrict the 

potential meanings of the play. 

1.2 Methodological Approach 

        In explicating Wertenbaker’s delicate juxtaposition of diverse texts in her 

Nightingale, critics such as Roth has paved a royal road for us to discover the 

relation between the Nightingale and translation theory. Due to Wertenbaker’s 

diverse juxtaposition of diverse texts, the translative relation between these 

diverse texts becomes central to my concern. Therefore, Walter Benjamin’s “The 

Task of the Translator” would serve as my starting point for my further research 

of the play. 
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         By adopting Benjamin’s idea that the language of translation which 

“envelops its content like a royal robe with ample folds” (258), the thesis aims to 

foreground the afterlife of the original and the translation. In other words, the 

translation “envelops” the original and further results in multiplying the 

possibility of the original. In this sense, translation is by no means a simple 

double of the original; instead, it creates ambiguity and ambivalence and makes 

the original transform during the process of translation. This is what Benjamin 

calls the “perpetually renew[ing] life of language” (260) or more bluntly, the 

“afterlife” of the original (254). The significance of the concept of the afterlife 

lies in the revelation of multiplicity, which is to say, no translation is capable of 

finalising, dominating, or eliminating any possible readings. Therefore, in 

Wertenbaker’s Nightingale, the texts crossing times, spaces, and cultures are 

represented in dialogues without limiting one another’s possibilities. In this 

sense, Benjamin’s translation theory challenges the idea of representation which 

aims to highlight the only one possible mimesis of the original. 

         Since Wertenbaker stated that her plays “stopped dividing the world into 

gender” (qtd. in Mackenzie), Wertenbaker’s theatre has embodied “an overall 

shift […] from an emphasis on gender to a focus on culture” (Freeman 646). In 

this sense, perhaps the playwright’s concern can be considered to be about 

outside instead of inside the text. Coincidentally, Wertenbaker’s statement and 

Freeman’s observation closely echo the playwright’s attitude toward the 
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Nightingale in the introduction to her Timberlake Wertenbaker: Plays 1: “Although 

it [the Nightingale] has been interpreted as being about men and women, I was 

actually thinking about the violence that erupts in societies when they have been 

silenced for too long” (viii). Therefore, in my thesis, I would like to scrutinise 

Wertenbaker’s Nightingale under this broader direction so as to counteract the 

one-dimensional gendered reading of the play. Gilles Deleuze’s Baroque fold can 

help us march forward to deal with the operative function of the theatrical 

devices which serve as several Baroque machines that generate folds and 

complexity and turn the whole play toward multiplicity and openness. 

1.3 Chapter Organisation 

        In the first chapter of my thesis, I would try to formulate a theoretical 

framework for my interpretation of The Love of the Nightingale. By further 

looking into Walter Benjamin’s translation theory and Gilles Deleuze’s Baroque 

fold, this thesis aims to clearly define the idea of the fold of the theatre as a 

specific term for my interpretation of the play. The newly created theoretical 

premise will be incorporated in my discussion in hope to explicate 

Wertenbaker’s theatre as the Baroque fold, which aims to engender a number of 

questions and undecidability in the audience’s thinking.  

        As for the second chapter of the thesis, in order to fully grasp the use of the 

Greek chorus, I would primarily investigate the use of this theatrical device over 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

DOI: 10.6814/NCCU201900598 
 25 

the course of history. The second part of this chapter will mainly concentrate on 

Wertenbaker’s appropriation of the male chorus in the play and bring out my 

argument about the male chorus’s role as the symbol of univocality. The analysis 

of the female chorus will follow the discussion about the male chorus, which 

presents the counter idea of the play, multiplicity. By doing so, this chapter will 

ultimately demonstrate the playwright’s arrangement of these two counter 

choruses as the transition from univocality to multiplicity, which also gives 

another perspective on the complexity of silence as another language in a 

broader sense. 

         Ensuing from the former chapters, the third chapter aims to illustrate how 

Wertenbaker’s unique use of metatheatre in the play succeeds in liberating the 

different texts revised and incorporated. Moreover, certain parts of the play 

relate to one another as part-to-part and machine-to-machine relation which 

enables the audience to interrogate to infinity. In this sense, the argument that the 

play as a Baroque machine points to infinite openness can be proved tenable. To 

make the play a Baroque machine with unlimited openness, Wertenbaker’s 

metatheatre is the best model for exemplifying the fold of the theatre. 

         To sum up, this thesis attempts to re-examine the Nightingale by the 

“Baroque fold” which creates several transformations among different texts. In 

doing so, the play itself flees from oppositions, clichés, and univocality. With the 
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approach of “the topology of thought”7 to scrutinise the Nightingale, the operation 

of the Baroque fold presumably helps the play escape from being rigidly 

categorised and defined. The theatre of Wertenbaker and the Nightingale is the 

fold of the theatre which incessantly generates questions (folds) through 

“folding, unfolding, and refolding” (The Fold 137). 

 7 “The topology of thought” helps us trace the transformation that happens among 
different materials. It forces us to get closer to the margins, or as Deleuze in Difference 
and Repetition puts it, by reaching our limits, we can “separate our knowledge from our 
ignorance and transforms the one into another” (4). The dualism of knowledge and 
ignorance has been mutually converted. Ignorance or the “unthought,” in Deleuze’s 
definition, is the outside of one’s thinking. Therefore, in his Foucault, Deleuze further 
deals with the philosophical issue of the inside and the outside. He uses “fold” to 
demonstrate the moment when the breakdown of binary opposition of the inside and the 
outside becomes possible. In his sense, “the topology of thought” is to flip ideas and that, 
in brief, is to “fold.” The fold, as a way of topological thinking, plays a vital part that 
makes both the inside-space “co-present” with the outside-space (118). Furthermore, 
through spatializing the relation of the inside and the outside as a two-floor Baroque 
building (The Fold 5), Deleuze explicates the fact that the outside or the unthought is the 
core of his philosophy. By making the inside and the outside fiercely confront with each 
other, Deleuze demonstrates the impossible confrontation of extremities. This 
topological operation, to him, is to fold. 
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Chapter 2 

The Fold of the Theatre 

        In this chapter, I would start from the term “translation” which is often 

associated with Timberlake Wertenbaker’s plays. In addition to the given 

research done by the critics, Walter Benjamin’s translation theory would be 

incorporated in my discussion of the effect of translation in Wertenbaker’s The 

Love of the Nightingale. Furthermore, to explicate the multiplicity of 

interpretations in The Love of the Nightingale, Gilles Deleuze’s The Fold can help 

this chapter explore the bond between the original and the text in a deeper sense. 

In this way, a theoretical premise would be created in the third section of this 

chapter based on Benjamin’s translation theory and Deleuze’s Baroque fold. In 

order to distinguish the quality of Wertenbaker’s The Love of the Nightingale from 

others, a few comparisons would be discussed to define Wertenbaker’s fold of 

the theatre. In fact, the fold of the theatre not only suggests “fold” as a way of re-

examining the play and mining out multiple potentials of it, but also explicates 

Wertenbaker’s theatre as the Baroque fold, which produces more folds and 

questions in the audience’s thinking plane. Therefore, the closeness of the 
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theatre and the fold brings out a new perspective against the simplified readings 

and labels on The Love of the Nightingale. 

 

2.1 The Love of the Nightingale and Translation Theory 

        Many of Wertenbaker’s plays are generally recognised by critics as 

translation plays due to her displacement of various materials that traverse 

across cultures, nations, identities, times, and spaces. In this way, the original 

text has been transplanted to fit the reader’s contemporary reading. Based on 

these characteristics, Wertenbaker’s playwriting can be regarded as 

“translational theatre” in Maya E. Roth’s definition (“Introduction” 12).8 

Especially her plays, such as The Grace of Mary Traverse (1985), Our Country’s 

Good (1988), The Love of the Nightingale (1989), The Ash Girl (2000), are 

interwoven with multiple layers of literary and cultural works so as to 

complicate the conversations between the original and the translation. When 

discussing The Love of the Nightingale, Roth particularly points out that this play 

as one of Wertenbaker’s second wave of works represents “the translation ethic” 

built on a much freer and interwoven way so as to generate intertextual 

dialogues across times, spaces, and cultures (“Introduction” 14). Coincidentally 

in an interview, Wertenbaker states that “when you write a historical play, your 

                                                        
8 In fact, Maya E. Roth asserts that all of Wertenbaker’s plays can be seen as translations 
to some degree which are “infused by her rigorous engagement with diverse source 
materials” (13). 
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first concern is to ask what its contemporary resonance is” (qtd. in Milling 237). 

In this sense, Wertenbaker’s ideas toward historical play concur with Roth’s 

analysis of the translational materials in The Love of the Nightingale. Both of them 

seem to agree that the function of translation or the play is to open up the space 

for conversations among various materials and seek for interactive construction 

of meaning as a result. 

       In addition, Wertenbaker also points out that translation not only “changes” 

but also “moves” and “displaces” something (“First Thought on Transforming a 

Text” 35).  In this sense, what matters to the playwright is how to correlate 

different materials across historical time and create significant meanings for the 

contemporary world. Most importantly, the playwright’s translation does not 

mean to radically erase or deconstruct the original; instead, translation 

“collaborates” with the original by displacing the text to some places where 

different types of materials could meet one another. 

        Now that the role of translation in Wertenbaker’s The Love of the Nightingale 

can be fairly identified, I would like to take a further step to explore how 

translation works in terms of the relation between the original and the translation 

based on Benjamin’s translation theory. Walter Benjamin’s “The Task of the 

Translator” can primarily provide us with insightful ideas to tackle the issues 

condensed in The Love of the Nightingale. First of all, Benjamin’s ideas of 

translation theory are anything but the same old pursuit of fidelity of translation. 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

DOI: 10.6814/NCCU201900598 
 30 

Instead, his bold proposition vividly demonstrates the overall relation between 

the content and the language: “[w]hereas content and language form a certain 

unity in the original, like a fruit and its skin, the language of translation envelops 

its content like a royal robe with ample folds” (“Task” 258). By describing the 

relation of the content and the language as “a fruit and its skin,” Benjamin 

reveals the tensional relation between the content and the language, also aiming 

to develop a broader understanding of the use of translation with “folds.” In other 

words, the fixed relation of the content and the language can be “enveloped” 

through translations because “even words with fixed meaning can undergo a 

maturing process” (“Task” 256).  

        The comparative images of tightness and looseness indicate the innovative 

function of translation. Language itself may have fixed association between any 

signified and signifier. Nonetheless, the real use of translation, in Benjamin’s 

sense, is to challenge, unsettle, or liberate from the fixed chain of meaning and 

the sign system by “turn[ing] the symbolizing into the symbolized itself” (“Task 

261) and “a royal robe with ample folds.” That is to say, intertexturalising

different languages together is just like covering the original with a robe with 

folds, placing a layer after another. Translation does not eradicate the original but 

multiplies the complexity of different materials. In this sense, the fixed bond of 

the language is endowed with new possibilities after undergoing the process of 

translation. 
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        In addition, only by saying good riddance to the restriction of the sign 

system can the translation and the translator endeavor to undertake “the special 

mission of watching over the maturing process of the original language and the 

birth pangs of its own” (“Task” 256). In light of this, translation is no longer 

about expressing messages but about being expressionless9, creative, and 

gradual transformation among different languages and their “afterlife” (“Task” 

254). This way, the translation can be placed onto a higher status through this 

topological approach of tracing the “maturing process” of words and languages. 

The process of change is as crucial as what is changed. 

        In order to understand the “suprahistorical kinship” between different 

languages, Benjamin further looks into this special phenomenon of translation: 

“in every one of them as a whole, one and the same thing is meant. Yet this one 

thing is achievable not by any single language but only by the totality of their 

intentions supplementing one another: pure language” (“Task” 257).  To put it 

differently, every different language as a part of “the one” can supplement one 

another (through folds of kinship despite the alienation of languages) in order to 

achieve the totality of language which entails limitless potentials and possibilities 

of the afterlife of the language. Pure language refers to the state of transparency 

when one language can shine upon each other without degrading one another 

9 To be more specific, translation does not serve the presumed and obliged function of 
expressing information. The functions of translation in this sense go beyond the universal 
acknowledgement of expressing information; instead, translation points to a more creative 
and artistic function. This is what Benjamin means by “expressionless.” 
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(“Task” 260). By doing so, the real translation can “perpetually renew life of 

language” and elevate the original “into a higher and purer linguistic air” (“Task” 

257). In light of this, Benjamin quotes Rudolf Panniwitz to contest the general 

idea of translation: “Our translations, even the best ones, proceed from a 

mistaken premise. They want to turn Hindi, Greek, English into German instead 

of turning German into Hindi, Greek, English” (“Task” 261).  For Benjamin, it is 

the translator’s task to uncover unfamiliar materials within one’s own language 

so as to unfold the kinship and alienation of one another at the same time and 

affirm the “afterlife” of the translated languages. 

        Even so, Walter Benjamin’s idea of pure language still sounds utopian to 

some extent, for if each translation only produces more fragments by combining 

different fragments, how can this process point to achieve totality at the same 

time? To be more specific, the process of defragmentation works along with 

fragmentation simultaneously without being closer to the wholeness. In a rigid 

sense, the whole process of pure language and translation is paradoxical and the 

pursuit of the totality of language is unreachable, impractical, and even 

tantalizing. 

        Be that as it may, Benjamin’s idea still evokes another aspect of discussion 

about translation as “aesthetic resistance” (Baltrusch 124). Burghard Baltrusch 

foregrounds the message hidden in the original German title of “The Task of the 

Translator”—“Die Aufgabe des Übersetzers.” According to Baltrusch, the 
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German word Aufgabe has double meanings: in addition to “the never-ending 

task” of ensuring the continuous life of the original, Aufgabe also means the 

“abandonment” or “resignation” to the faith of the wholeness of translation. In 

this sense, the double movement of translation is in fact an act of refusal to any 

grand narrative which is dominated by a certain power. Therefore, even though 

pure language and translation might seem to represent only “utopia,” it can also 

be seen as “a form of resistance against the loss of meaning and truth that is 

ubiquitous in the ongoing process of cultural globalization,” and in the end this 

double movement of translation can ensure the coming of more possible 

meanings and subvert the totalitarian practice (Baltrusch 124). 

        The relation of the original and translation, in Benjamin’s example, is just 

like “a tangent touches a circle lightly and at but one point” which goes along 

toward infinity (“Task” 261). This very example suggests the significant moment 

when the freedom of languages has been achieved to activate the transformation 

among different languages. In light of this, to pursue the point or the moment of 

the transformation becomes a translator’s major task. Of course, it is also the 

main job for a playwright if one attempts to make all the transformations possible 

among different texts. 

       Taking the translation theory proposed by Benjamin as above into 

consideration, the thesis intends to raise two essential questions in justification of 

my argument—can Wertenbaker’s The Love of the Nightingale work with this 
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theoretical framework? How can we locate Wertenbaker’s identity as a 

translator, a playwright, or both? In my primary answer to these questions, I 

would suggest the playwright’s double identity as a translator and a playwright at 

the same time. Due to the diverse source materials consisting of her plays, Maya 

E. Roth, the editor of International Dramaturgy: Translation and Transformation in

the Theatre of Timberlake Wertenbaker, also analyses that “Wertenbaker mines the 

cross-cultural ethics of translation in her dramaturgy” (“Introduction” 13). In this 

way, it seems that the playwright’s identity as a translator has been widely 

accepted by academia. 

        Furthermore, if we pay attention to The Love of the Nightingale, it is natural 

to recognize the playwright’s creative translation of diverse materials. For 

example, the arrangement of the stories of Hippolytus and Philomele is just the 

obvious juxtaposition between two heterogeneous cultural and historical 

contexts. Moreover, Procne’s life in Athens and that in Thrace, cultural 

encounters between Procne and the female chorus, the adaptation of the Bacchae 

festival for examples, all can be seen to be Wertenbaker’s creative translations of 

diverse materials, which broadens the plurality of the materials (languages). In 

other words, if historical materials are just like “a text to be translated” (Gipson-

King 223), then Wertenbaker reveals and uncovers the manipulative inscription 

behind the bonding of the sign system. All of these multiple translations are 
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essentially detached from the univocality of meaning reference and enable the 

reciprocal dialogues to circulate in the whole play.  

        By creating gaps within the sign system, Wertenbaker’s The Love of the 

Nightingale loosens the fruit-and-the-skin relationship of the sign system and 

opens up an opportune space for audiences to have reflexive thinking toward 

these cultural and historical materials. In this way, the arrangement of the 

original materials of the play can be regarded as the royal robe with ample folds 

placed by the playwright. Within these folds, a layer after another, different texts 

interact with one another beyond the traditional sense of time and space, and 

newer meaning and reading of these texts can be retained as a result.  

        Again, however, we can by no means jump to the simple conclusion that the 

playwright creates something totally new. Instead, as Benjamin points out, 

translation by a translator only unleashes the fact that “a specific significance 

inherent in the original manifests itself in its translatability” (“Task” 254). 

Translator’s task is to find “the particular intention toward the target language 

which produces in that language the echo of the original” (“Task” 258) and fulfill 

the potential of the languages by making the texts translatable. As for the newer 

meanings after translation, as mentioned, they are all potentials which have 

already existed even before translation. 

2.2 Gilles Deleuze’s Baroque Fold 
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        The space created by Wertenbaker, in my opinion, is what Delueze and 

Guattari call in their A Thousand Plateaus, the force of becoming or the 

movement of deterritorialization and reterritorialization. The force of becoming 

between the wasp and the orchid allows two different things to become 

indiscernible simultaneously at a certain moment (A Thousand Plateaus 9). By 

adopting the idea of becoming, Deleuze is no longer concerned about the essence 

but the universal variation among two or more different states.  

        As a result, Deleuze further develops this idea as “mannerism” which is 

fluid and circumscribes “the essentiality” of classicism (The Fold 56). Yet, the 

rise of mannerism does not indicate the replacement of classicism. Quite on the 

contrary, mannerism’s appearance aims to defy the crisis of classicism due to its 

inevitable rigidity. Therefore, this may not come as a surprise that the playwright 

chooses to dramatise the ancient texts by reassembling the forms so as to make 

them flexible enough to engender new meanings to come. This way, the 

proximity of the different texts beyond time and space opens up the traverse of 

further possible meanings. Hence, critics are able to decipher the themes such as 

the fluid identity, displacement of memories, and so on in this play, all of which 

continue to generate questions either through the playwright’s elaborate 

reassemblage of actions or speeches (I will further discuss this in detail later in 

Chapter 2 and Chapter 3). It is also intelligible how the spectators are influenced 

by those remote myths because Wertenbaker’s translation theatre embodies the 
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idea of constantly traversing across boundaries of languages, places, and 

histories. The playwright builds up a bridge manifested in difference where 

people can find their contemporary resonance. 

        In brief, Wertenbaker’s translation theatre correlates now and then, here 

and there, the original and the translation, and any dualistic concepts, all of 

which fit Deleuze’s idea that “the simultaneous double movement in opposite 

directions” (Spariosu 148).  In this way, The Love of the Nightingale thus does not 

offer any absolute answers to the spectators but more questions and labyrinths 

generated through the combination and proximity of the extremities. 

        Translation, like Wertenbaker’s theatre, is full of transformations and 

dynamic reciprocal dialogues. Namely, all the materials and relationships are 

undergoing an incessant form-changing. The significance of artistic creation is to 

escape from the unidirectional perspective of history and present more 

possibilities inherent in the texts so that the playwright can unfold something 

new within the folds of thinking interwoven by different historical and cultural 

materials. Hence, to define The Love of the Nightingale as simply a feminist play 

(Farrell 173; Wilson 158; Wandor 218) is to ignore the essence and the possibility 

of this play. 

         Then we might have to proceed with our interrogation. What is the essence 

of The Love of the Nightingale? Or, more broadly, what is the essence of the 

theatre? If we do not need to focus only on feminism in Wertenbaker’s 
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Nightingale, then what? I would argue that The Love of the Nightingale is a play 

without essence at all. Deleuze’s The Fold: Leibniz and the Baroque might help us 

further investigate the issue of the essence. 

        In the beginning of his The Fold, Deleuze borrows Leibniz’s idea to highlight 

the law of curvature. As Deleuze quote from Leibniz, “there can never be a 

straight line without curves intermingled, nor any curve of a certain finite nature 

unmixed with some other” (The Fold 14). This idea helps Deleuze to build up his 

own philosophical concept, the fold. The fold refers to an irregular non-linear 

state which is ubiquitous in the world. Every line, be it linear or curved, is 

influenced and formed by other forces. Deleuze illustrates his unique view of the 

universe by connecting the idea of the fold to the trait of the Baroque: 

The Baroque refers not to an essence but to an operative function, to a 

trait. It endlessly produces folds. It does not invent things: there are all 

kinds of folds coming from the East, Greek, Roman, Romanesque, 

Gothic, Classical folds…. Yet the Baroque trait twists and turns its fold, 

pushing them to infinity, fold over fold, one upon the other. The Baroque 

fold unfurls all the way to infinity. (The Fold 3) 

What kind of thing does not have an essence? Or, we might ask, what kind of 

thing is without an essence? In Deleuze’s sense, something without an essence 

means a continuous variation along with different times and spaces. Something 

is always changing and lacks a fixed state.  
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        To understand the definition of the Baroque in terms of lack of essence, 

mannerism provides a proper starting point. As far as we are concerned, 

mannerism is a cultural turning point as well as a transitional period between the 

Renaissance and the Baroque period. Mannerism appears in the late 

Renaissance, and the Baroque inherits mannerism to continue to respond to the 

issues of the Renaissance.  

        During the Renaissance, the rebirth of Greek classic culture was desperately 

pursued by then people. In addition, the emphasis on the idea that the human 

beings as the centre of the world also brings about humanism. As a consequence, 

it is reasonable to put an equation among the Renaissance, humanism, and 

classicism. Especially classicism entails two ideal vectors which the 

contemporaries of the Renaissance endeavour to achieve. The first one is the 

pursuit of the ideal “Form” which indicates universal “Idea” or “Essence” in 

Platonic philosophy. For the second, the pursuit of the ideal Form can be realised 

only by imitating and duplicating classical Greek classics. For example, ancient 

Greek tragedies, sculptures, and classical Greek philosophy are all considered to 

be the representation of the ideal Form. Therefore, the pursuit of the ideal Form 

suggests the mimesis of classics which points to metaphysical eternity and 

immortality.  

        Under such a circumstance, mannerism arises as a counter-force to defy 

classicism. As classicism develops, the sheer duplication of the classics turns out 
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to be rigid, restrained, and clichéd. Due to the lack of flexibility, the spirit of 

classicism gradually becomes a type of “formalism” or “essentialism” (The Fold 

56). To respond to the problems of classicism, mannerism does not adhere to the 

blind worship for the “Form.” Instead, the form is simply seen as a way, a 

method, or a manner to represent the essence. In this sense, the rise of 

mannerism seeks to counter the crisis of classicism, which brings rigidity and 

clichés to the culture, through flexibly dramatising and stylising the materials. 

Instead of mere mimesis of the past classicism, mannerism engenders endless 

interplays among different combinations of the texts and materials. 

        However, this also leads mannerism to the problem of superficiality which 

often makes mannerism criticised and thought to be over-exaggerated, 

ornamental, and unrealistic. In this sense, Deleuze states that “[m]annerism as a 

composite of the Baroque is inherited from a Stoic mannerism that is now 

extended to the cosmos” (The Fold 53). Moreover, Deleuze also writes, 

“Essentialism makes a classic of Descartes, while Leibniz’s thought appears to be 

a profound Mannerism. Classicism needs a solid and constant attribute for 

substance, but Mannerism is fluid, and the spontaneity of manners replaces the 

essentiality of the attribute” (The Fold 56). In light of this, mannerism is 

apparently opposed to classicism, as I just have discussed, and I would like to 

further specify the Baroque as the “extended and profound version” of 

mannerism which aims to respond to the problems of classicism. 
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        Deleuze’s illumination of mannerism points out that mannerism reveals the 

“manners” of everything. That is, everything is represented in a certain manner. 

The key issue has not been solely about “what” but instead about “how” since 

Deleuze’s illumination of the shift in thinking. How to make things folded in a 

certain manner has become the major concern of Deleuze. Here, Deleuze uses 

the term “the Baroque fold” to describe the extended and profound version of 

mannerism. This, in my opinion, can be regarded as Deleuze’s inspiring 

proposition concerning the new focus and perspective of philosophy. 

        However, the Baroque is not simply about the fold but also about “folds all 

the way to infinity.” In this sense, it is vital for us to acknowledge the trait of the 

Baroque as an “operative function” which “invents the infinite work or process” 

(The Fold 34). When any piece of work is read or created in a way of the Baroque 

fold, it will reproduce more folds to infinity as a consequence. In the world of the 

Baroque fold, without simplified linear thinking, everything becomes 

complicated and problematic. At this moment, the problem, according to 

Deleuze, is “not how to finish a fold, but how to continue it, to have it go through 

the ceiling, how to bring it to infinity” (The Fold 34). We can understand that it is 

impossible to trace back to the original or the fundamental essence of a work if 

the essence has been covered and twisted with numberless folds through the 

operative function of the Baroque. 
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        Then, how does Deleuze exactly depict the concept of the Baroque fold? 

Based on Leibniz’s theory, Deleuze’s Baroque fold illustrates a world with 

infinite curves. It is first folded into two different vectors that used to be thought 

to be opposite in Descartes’s sense: the matter and the soul, both of which are 

filled with infinite folds. Leibniz transforms Descartes’s binary opposition into 

two labyrinths of the matter and the soul respectively. The two labyrinths are 

continuous and connected to each other as a two-level building. Below is the 

floor of the matter emphasising continuity, while above is the floor of the soul 

that highlights liberty (The Fold 3). To connect this binary opposition points to 

Leibniz’s attempt to dissolve Descartes’s dualism. By adopting the metaphor of 

these two labyrinths, Deleuze proposes his crucial idea of the “multiple” which 

can thus be understood as “what is folded in many ways” (The Fold 3). In this 

sense, the so-called “multiple” can be considered to be the state that contains 

numberless folds curved with multiple layers. 

       Wertenbaker’s highly intertexual and intercultural works, for example, 

transforming from various ancient and modern literary sources, apparently can 

be read in the way of the Baroque fold. In her discussion of the playwright’s 

relation to history, Wertenbaker coincidentally asserts that history is not 

progressive anymore but more messy and full of uncertainty than it seems to be 

(“Dancing with History” 17-23). She also exemplifies her points with The Grace 

of Mary Traverse, demonstrating that the invention of Mary Traverse placed in 
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historical contexts actualizes the playwright’s imagination of “a woman on a 

quest” and, more importantly, the complexity of the figure (“Dancing with 

History” 20). In this way, the playwright’s modern imagination dances with 

historical backgrounds which are external to our familiar world. The figure of 

Mary Traverse becomes complicated and therefore produces different levels of 

space for interpretations. By making us aware of the complexity and 

multivocality of history, Wertenbaker successfully turns on Baroque machines 

in her distinguished historical plays.10  

       Once we realize the operative function of the fold going on in Wertenbaker’s 

plays, it is meaningless to simplify her plays to any certain topics, for 

Wertenbaker’s play is dialogic in a sense to refuse to “finalise dominant 

ideologies” (Keyssar 95). However, to further probe into the idea of the fold, 

Deleuze’s discussion about Leibniz’s “monad” cannot be neglected. The 

viewpoint of the monad can further provide us with a new perspective of 

thinking of the play as a machine consisting of several parts which motivate and 

influence each other. 

10 Deleuze differentiates the term “mechanism” and “machine” in the first chapter of The 
Fold. To him, the fold is not just the movement of forces; instead, the fold is a machine 
“whose every part of piece is a machine,” and it is always correlated to “an external 
determination” or “the direct action of the surroundings.” This suggests the idea that 
“machine” as an open system in which every part is open to and influenced by one another. 
Also, machine enables to distinguish the specific function of the parts while at the same time 
each part can be related to each other. Based on this definition, machine seems to be a system 
which distinguishes things, but in the meanwhile it synthesises the contradiction. By doing so, 
the concept of the fold can transcend the level of experiences to “the level of souls.” 
Therefore, what Deleuze means by “Baroque machines” refers to the operative function of 
“an internalization of the outside” (The Fold 8). This becomes his fundamental basis for his 
concept of the monad and the fold. 
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     It is well-known that Deleuze’s idea of the fold challenges the traditional 

binary opposition. The critical differentiation of these two different thinking 

systems lies in the concept of the “monad” according to Deleuze’s discussion. In 

Leibniz’s sense, the monad is the minimum unit of the world. Yet, at the same 

time, the monad is also “a unity that envelops a multiplicity, this multiplicity 

developing the ‘One’ in the manner of a ‘series’” (The Fold 23). In other words, 

according to Leibniz, the monad is, in fact, a double bind that envelops and 

develops the whole world at the same time. Intriguingly, it also implicates and 

explicates itself as well. In this sense, by connecting the opposite ideas of one and 

multiplicity, the monad greatly subverts the traditional dualism. 

       As far as we have discussed, the Baroque fold can be concluded with two 

traits: 1) the minimum is not the opposite of the maximum; instead, the 

minimum is the extension of the maximum just like a monad envelops and 

develops the whole series of the world; 2) the fold means to surpass and 

transcend the extremities of the binary opposition; to be more specific, how to 

fold two incompatible extremities is the issue of the Baroque fold.  

        Finding this concept of the monad too obscure to grasp, Deleuze borrows a 

metaphor of a point of view of a city sketched by Plotinus to unravel the 

complexity of the concept. The world as an infinite series can be seen as a city of 

which every monad reflects its point of view. However, not a single monad can 

fully grasp the whole series just like a lamp could only light up part of the streets: 
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“What can be apprehended from one point of view is therefore neither a 

determined street nor a relation that might be determined with other streets.” As 

a result, any point of view is partial and limited; however, “the variety of all 

possible connections between the course of a given street and that of another” 

(The Fold 24). In this sense, every single monad can be seen as a single subject’s 

position in the series from a certain perspective which reflects the world in its 

own distinctive way, but at the same time every monad is also connected to each 

other. This metaphor once again suggests Deleuze’s concern about how to 

perceive and read the series. 

        Therefore, the monad’s explication, implication, and complication “form the 

triad of the fold, following the variations of the relation of the One-Multiple” (The 

Fold 24). The monad represents the minimum unit of the world and also of the 

fold. Moreover, it also represents the relation of one monad and multiple 

monads. In this way, once again, the world or the work is constructed by 

numerous monads or “fold after fold” at the same time (The Fold 33). In a novel, 

for instance, every character stands on a certain point of view. Despite its 

limitation, each point of view is counter-influence or extends to one another so 

as to engender and motivate the unfolding force of the whole storyline. In brief, 

every monad can be seen as a fold, and every fold influences one another. 

        If a monad reflects a certain possible world, then how can another monad 

relate to one another in spite of their differences? Deleuze tackles the paradox 
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through Leibniz’s insight, compossibility, in Chapter 5 of The Fold. For instance, 

“Adam sinned, but his opposite, Adam the nonsinner, is neither impossible nor 

inherently contradictory” (The Fold 59). From this quote, we can clearly see 

Deleuze’s idea of the existence of the two possible worlds where Adam eats the 

forbidden fruit and where Adam refuses to eat it. Namely, both of these two 

worlds are included in Adam. Moreover, the world where Adam eats the 

forbidden fruit also exists in Eve, who entices Adam to sin. Both of the 

individuals in whom possible worlds inherently exist interweave the following 

development of the fall of human beings. However, these two possible worlds 

cannot exist in the same world simultaneously. In this sense, Leibniz proposes 

the ideas of compossibility and incompossibility to replace the idea of 

contradiction in traditional philosophy (The Fold 59). Compossibility is served as 

a concept to explain the co-existence of different possible worlds, and 

incompossibility to explain the incompatibility of different possible worlds 

within the common world. Deleuze further develops his idea of singularities 

based on Leibniz’s compossibility and incompossibility, suggesting that the two 

different possible worlds whether Adam eats the forbidden fruit are two 

“singularity-events” which diverges from each other so as to formulate different 

worlds. 

        Despite the existence of all these compossible situations, Deleuze states that 

the existing world among the infinite possible worlds is selected by God as “a 
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world that rejects all other possible worlds because it is relatively ‘the best’” (The 

Fold 60). God, generally known to be omnipotent, is able to create and travel 

through all the infinite possible worlds, while he will only realise one of them 

which he thinks the best. In this sense, it is not difficult to see God who chooses 

the best world as a classic artist since he is able to fully grasp all the possible 

worlds and define what is good and exclude what is bad. In other words, it is also 

reasonable to argue that God’s criterion in terms of selecting the best world is in 

fact some sort of confinement or exclusion based on his binary value.  

        Contrary to God’s criterion, the Baroque fold aims to transgress the margin 

of the confinement, pointing to all the possible worlds instead of pinpointing “the 

only best one.” An artist who exercises the Baroque fold is able to construct “a 

baroque labyrinth whose infinite series converge or diverge, forming a webbing 

of time embracing all possibilities” (The Fold 62). In order to grasp the whole 

picture of such a complicated world, a Baroque artist is supposed to take up a 

new route with multiple juxtapositions of time, space, and texts. In this sense, the 

Baroque artist does not attempt to impose one’s judgement on deciding the best 

one. Slightly but significantly different from the classic artist, the baroque artist 

makes every effort to represent all the possible worlds, emancipating the texts 

whose materials are elaborately reassembled by the artist. Therefore, Deleuze 

states in the end of The Fold, “We are still Leibnizian, although accords no longer 

convey our world or our text. We are discovering new ways of folding, akin to 
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new envelopments, but we all remain Leibnizian because what always matters is 

folding, unfolding, refolding” (The Fold 137). Folding, unfolding, refolding are 

the constants of the operation of the Baroque fold. 

        In this sense, the concept, the Baroque fold, is used to refer to the creation 

and reading of Timberlake Wertenbaker’s The Love of the Nightingale in this 

thesis. This play does not intend to represent the Idea; furthermore, it also resists 

any absolute interpretation. Instead, the materials of the play work along with 

one another to subvert the totalitarian reading and manifest all the possible 

readings to the fullest. Instead of labelling the play, what this thesis aims to do is 

to foreground the operative function of the play. Different from the static quality 

of labelling the play, the operative function is dynamic and fluid. For this 

purpose, I would read The Love of the Nightingale through Benjamin’s and 

Deleuze’s theories and term the operative function of this play as “the fold of the 

theatre.” 

2.3 The Fold of the Theatre: the Repetition of the Fold 

        When it comes to the theatre, it is natural to trace back to the classic work of 

theatre, Poetics, which is generally regarded as the origin of theatre criticism. In 

Poetics, poetry is defined as something “more philosophical” and “higher than 

history” because it tends to “express the universal” and relates “what may 

happen” (Aristotle 35). I do not mean to fortify any artistic hierarchy here but to 
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foreground the quality of poetry implied by Aristotle to be something more of 

possibility and future. Poetry here is generally acceptable to refer to art in 

general, which includes the theatre and drama for sure. Based on this, the theatre 

is specified by Aristotle as something more about the possibility, and the 

playwright’s job is to relate their plays to “what may happen.” 

        Apart from Aristotle’s fundamental description of the essence of the theatre, 

the Aristotelian definition of tragedy and the theatre can be found in Poetics as 

well. According to Aristotle, tragedy is “an imitation of an action,” and this tragic 

imitation specifically refers to “persons acting” (Aristotle 39), to put it simply, 

men in action. In this way, the theatrical idea of the mimesis-representation 

relationship is therefore unfolded to dominate the following field of the theatre 

over the course of history. 

       In this sense, Aristotle’s fundamental idea toward the theatre implies that the 

stage of the theatre is just like a frame, in which the playwright or the artist can 

create a projective world based on metaphysical Idea to make the spectators 

immersed. It is also fair to say, in the classic sense, that the theatre creates an 

imaginary world for the audience. The idea as such is not only confined in the 

area of the theatre but also prevailing in the rest of the artistic genres, such as 

painting, poetry, novels, and so on. 

        On the surface, Aristotle’s artistic idea of representation seems to concur 

with Leibniz’s idea of the possible worlds. However, a striking difference in fact 
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exists between them in my reading. It is specifically worth clarifying that 

Aristotle’s emphasis on possibility remains the one predetermined by traditional 

metaphysics. To put it differently, the artist’s job is to duplicate the only one 

possible world which is considered to be the best and perfect one according to 

the belief in transcendental “Idea.” This sort of classic possibility is by no means 

similar to Leibniz’s infinite possible worlds. By scrutinising Leibniz’s idea about 

the infinite worlds as what I mentioned in the previous section, Leibniz’s idea 

about artistic creation is essentially anti-representation. The Baroque playwright 

does not stick to the only possible best world, nor do they have this sort of 

judgmental intention. Instead, the major difference between the fold of the 

theatre and the classic theatre lies in that the playwright of the former practices 

elaborates arrangement of various materials to allow the spectators to imagine 

multiple worlds as many as possible. In addition, the playwright’s motivation 

toward creation has also become ambiguous and ambivalent. In this way, it 

might be inappropriate to put an equation between the classic theatre and the fold 

of the theatre just because of rough reading about the seemingly same idea of 

possibility and future mentioned both in Aristotle’s Poetics and Deleuze’s The 

Fold.  

       When it comes to the idea of anti-representation, one might also associate 

this term with the movement of the avant-garde theatre as well. However, despite 

some of the similarities shared by both, the fold of the theatre still cannot be 
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simply categorised in the movement of the avant-garde theatre, either. To avoid 

the misleading label of the avant-garde theatre placed on the Nightingale, it is 

crucial for this thesis to explicate the fundamental difference between the avant-

garde theatre and the fold of the theatre in the following paragraphs. 

     Since the term “avant-garde” was first introduced to the artistic and literary 

field, it has been over-used to broadly describe something experimental, minor, 

and radically resistant to the social structure (Sell 4). Especially the challenges 

against power structure practiced through theatrical performance projects and 

reveals how power works in the society. In a nutshell, the avant-garde movement 

in the field of the theatre is generally viewed as an enactment of triggering 

rebellion against the authority (Sell 7). 

        Furthermore, according to Christopher Innes, the term “avant-garde” is in 

fact borrowed from military terminology in Bakunin’s anarchist journal in 1878, 

L’Avant-Garde, where the term is adopted by his followers to label a certain type 

of artistic movement (Innes 4). Despite the diversity of the later theatres, these 

theatres seem to share some striking similarities.11 For example, as Innes points 

out, the definition of the avant-garde movement is “not overtly modern 

qualities … but primitivism” (Innes 3). Along with the trend of anti-material and 

                                                        
11 According to Innes, several later theatres and playwrights are, to some degree, 
influenced by the avant-garde movement, be it directly or indirectly. For example, 
Antonin Artaud’s “the theatre of cruelty,” Jerzy Grotowski’s “poor theatre,” and Charles 
Marowitz’s “Open Space theatre” are all inspired and influenced by the movement 
(Innes 2). 
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radically political movement, the theatre sets out for experiments in rituals and 

forms which indicates the theatre’s attempt to trace back to the root and the 

origin of the human spirit. Take W.B. Yeats’s comment for example. His 

comment coincidentally expresses the echo with the wave of the avant-garde 

movement: “I have always felt that my work is not drama but the ritual of a lost 

faith…drama which would give direct expression to reverie, to the speech of the 

soul with itself” (Essays and Introduction 334). Besides, especially in the 1960s 

and the 1970s, the avant-garde movement in the field of the theatre leads to some 

questions on the fundamental essence of the theatre. In this sense, as Innes 

concludes, the avant-garde movement in the field of the theatre has become “a 

specific attitude to western society” and “a particular aesthetic approach” to 

exploring and renewing the nature of the theatre. Ultimately, the so-called avant-

garde movement has been elevated to the ideological level and therefore become 

“a distinctive ideology” instead of simply being defined by similar qualities 

among the plays (Innes 4). 

        Be it a social movement or a distinctive ideology prevailing in the new era 

of the theatre, the avant-garde theatre subverts the classic theatre as well. If men 

in action are the fundamental elements of representing the frame of the theatre, 

then the avant-garde theatre aims to emancipate those acting agents in an attempt 

to transform them into men in “real social action” so as to get rid of the given 

social structure which is just like a theatrical frame bounded in the classic 
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theatre. By doing so, the avant-garde theatre is expected to re-define the 

relationship between the stage and the spectators, and moreover, to generate 

some more fundamental questions such as: What is a theatre? What is a play? 

What is a spectator? What is the relationship between a theatre and society? All 

these questions are the elements which resort to anti-representation and social 

transformation. 

        On the surface, Wertenbaker’s The Love of the Nightingale seems to address 

some similar ideas proposed by the critics. Nonetheless, some differentiation 

between the avant-garde theatre and the fold of the theatre is in fact there.12 With 

different definitions of “anti-representation,” it is natural to see different 

“actions” emphasized respectively in avant-garde theatre and the fold of the 

theatre. Accordingly, I would attempt to clarify the meaning of “anti-

representation” in the fold of the theatre through Deleuze’s theory and then 

explicate the different senses of “action” in these two theatres. 

12 Feminist critics generally regard Wertenbaker’s The Love of the Nightingale as the play 
which explicates feminist issues in an attempt to arouse more awareness of these issues. For 
example, Ann Wilson has put much emphasis on the issue of the oppression over women 
and explicated the relationship between the language and the power structure in hope to call 
for a social reconstruction through theatrical performance in her essay, “Forgiving History 
and Making New Worlds.” In addition to Wilson, Nursen Gömceli also presents her reading 
of The Love of the Nightingale as radical feminist work which assures female reconstruction 
of the subjectivity by blaming patriarchy for “the root of all forms of oppression” (Radical 
Feminism 21). Both feminist approaches work along with social criticism and emphasize the 
awareness, responsibility, and action of the audience. As for the renewal of the theatrical 
form, it also catches some critics attention such as David Ian Rabey and Jennifer Wagner 
(For this part, please see section 1.1).    
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        If we take Ann Wilson’s criticism into consideration, Wertenbaker’s failure 

lies in the fact that the playwright is unable to “allow the authority of patriarchy 

to crumble” (160). Then it is apparent that Wilson’s criticism has pointed out that 

The Love of the Nightingale has failed to facilitate any action as well. Instead of 

stating that the play fails to trigger any social action and movement, I would 

rather infer that the play does not aim to deliberately achieve this sort of effect. 

In this way, Wertenbaker as the playwright seems to be labelled as the 

playwright with an ambiguous and ambivalent attitude toward these feminist 

issues and the social function of the play. 

        Nevertheless, the playwright’s ambivalence and ambiguity toward these 

issues may be the purer and more powerful vibration and movement for the 

spectators. For Deleuze, the theatre is not about unfolding any actual actions; 

instead, Deleuze supposes that the theatre is about the pure manifestation of the 

force in an aesthetical sense. As Deleuze writes in Difference and Repetition:  

The theatre of repetition is opposed to the theatre of representation, just as 

movement is opposed to the concept and to representation which refers it 

back to the concept. In the theatre of repetition, we experience pure 

forces, dynamic lines in space which act without intermediary upon the 

spirit, and link it directly with nature and history, with a language which 

speaks before words, with gestures which develop before organised 
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bodies, with masks before faces, with spectres and phantoms before 

characters— the whole apparatus of repetition as a ‘terrible power.’ (10)  

        Based on the above quote, Deleuze’s anti-representation is by no means 

similar to the avant-garde theatre, which over-emphasises the exploration of the 

mythical form and ritual, or aims to facilitate the social transformation against 

the authority. And it is fairly true that the attitude of The Love of the Nightingale 

toward the classic theatre or the patriarchal system seems to be ambiguous from 

the perspective of feminism (Monrós-Gaspar 2).  

        Be that as it may, I would like to term the playwright’s ambivalence and 

ambiguity as “an aesthetical undecidability” which is in effect the most radical 

movement of anti-representation. An aesthetical undecidability does not solely 

focus on any certain social issues. Instead of aiming to transform the society, the 

play unsettle the audience by its dramatic effect and devices. In this sense, 

ambivalence and ambiguity do not necessarily mean impotence or the failure of 

the playwright. On the contrary, these two characteristics should be re-imagined 

as the elements for space which can unsettle the spectators most. As a matter of 

fact, it is an aesthetical undecidability that presents the purest aesthetical force 

and provides an opportunity for the spectator to be somehow caught in a 

dilemma. Hesitating how to respond to the questions unfolded by the theatrical 

performance, the audience is more likely to explore different aspects of their 

own thinking. 
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      Sara Freeman is therefore right to state that the feminist critiques struggle 

with “how to position theatre that probed such crucial questions but which didn’t 

seek to shatter traditional modes of representation and often affirmed more about 

European culture, literature and history than expected” (“Timberlake 

Wertenbaker” 217). Indeed, Wertenbaker’s The Love of the Nightingale may not 

intend to mobilise tangible social transformation like the avant-garde theatre 

endorses. For the playwright, it is an obvious distortion of the real sense of 

“action.” In contrast to shattering the mode of representation directly, it seems to 

juxtapose both traditional and modern texts to generate undecidability for the 

spectator who would focus on one’s process of thinking transformation. This is 

what Deleuze’s called, “the theatre of repetition,” which calls for the status “with 

a language speaks before words.” That is to say, the theatre should get rid of any 

restriction of the sign system in pursuit of an experience with sheer forces. This 

repetitive force, in my opinion, is the idea that Deleuze later adopts to outline his 

unique view of the universe, the “fold.” By facilitating the spectator’s multiple 

reading into the incessant process of “folding, unfolding, refolding” (The Fold 

137), the play can point to the real infinite possibility against the classic 

representation in Leibniz’s and Deleuze’s sense.  

        Based on my exploration in this chapter, Wertenbaker’s The Love of the 

Nightingale, as the fold of the theatre, does not need to invent a new language to 

defy the old order of the patriarchal system; on the contrary, it would do well to 
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pursue the pure force presented by an aesthetical undecidability. Furthermore, 

the play becomes a machine which operates the Baroque fold to 

comprehensively activate the tantalizing pursuit of the infinity in terms of 

spectatorship. 
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Chapter 3 

Wertenbaker’s Transformative Chorus Device in The Love of the Nightingale 

       In the previous chapter, I generally explore the origin of the baroque culture 

and what sort of role that mannerism plays in it. Generally stressed by many 

critics as an “interrogative play,” Wertenbaker’s The Love of the Nightingale 

presents the questions throughout the play with multiple revisions of the 

Philomele myth (Cousin 115). Based on this, a further step can be taken to 

scrutinise Wertenbaker’s The Love of the Nightingale by adopting Leibniz’s idea 

of profound mannerism. By doing so, it surely helps, as I believe, to examine the 

devices or the “manners” that the playwright uses to turn the play into a baroque 

machine which can endlessly produce questions and complicate the audience’s 

theatrical experience.  

       One of the main theatrical devices which would be analysed with care in this 

chapter is the use of the Greek chorus. The chorus device, without saying, is a 

deeply rooted part of the ancient Greek theatre. However, in The Love of the 

Nightingale the device of the chorus is not used in the same old-fashioned way or 

used to offer any function universally defined by academia. Instead, the 
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playwright uses the device of the chorus on another new level, based on the old 

ones, in combination with different texts from both ancient and modern times to 

produce significant effect of self-reflexivity and succeed in making a fold in 

thinking. The first part of this chapter will mainly focus on the Greek chorus in 

general as the background knowledge for me to further explore the use of the 

chorus in the play. The second part will explore how the male chorus functions 

in the play and why the male chorus plays the role of expressing univocal 

messages. The other part of this chapter will point at the counter chorus, the 

female chorus, which succeeds in explicating the transition from collectiveness 

to the multiple voices and giving another perspective on silence as another 

language in a broader sense. 

3.1 The Origin of the Greek Chorus 

       The history of the Greek chorus is not only long but also complicated. 

Different dramatists in history employ this ancient theatrical device in their own 

distinctive fashions. Etymologically speaking, the Greek word choros originally 

refers to a group of people who dance and sing in the honour of Dionysus in 

tragedy (Ley 22). According to some critics, it can also be regarded as the primal 

form of tragedy (Walton 64). In other words, the chorus may play an influential 

part in the development of tragedy, for the concept of actors could have been 

developed out of the singers and the dancers in the original chorus. It is also 
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generally recognised by critics that the dialogue of the chorus was made more 

crucial to the play and was closely connected to the major plot by the playwright 

such as Aeschylus (Montgomery 148). In doing so, Aristotle proposes that the 

chorus should be taken as one of the actors, a part which is of great importance 

to the whole, and an important element which joins the arrangement of the action 

of the play. Additionally, the chorus is often organised with the same-sex and the 

same-age actors. In this way, the chorus that serves as a collective voice helps 

the dramatists to echo the hero’s ultimate fate (Montgomery 149). In light of the 

evidence provided by the critics above, it is also reasonable to think of the chorus 

as an integral part of the plot and of the play. 

       Based on these basic characteristics mentioned above, some adaptations 

have been experimented by the later dramatists. The theatrical function of the 

chorus also greatly draws the later playwrights’ attention, and therefore some 

adaptions and transformations have been done in later times as well. Take 

Friedrich Schiller’s assertion of the chorus for instance. Friedrich Schiller, a 

great German poet, states that the chorus is an independent and “entirely distinct 

character” (“On the Use of the Chorus in Tragedy” 444), and in this sense the 

later playwright employs this ancient device in a more poetical way so as to 

enhance the effect of conveying the messages through the chorus. Ever since, 

the quality of the dialogue and the chorus’s closeness with the plot has been 

emphasised much more than the musical and dancing elements. As a result, the 
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use of the chorus in the play has not been necessarily related to musical elements 

so far. 

       The elevation of the importance of the chorus’s lines in the theatre also 

prompts the playwright’s experimental attempts in the process of creation. Its 

existence variously complicates the theatrical experience of the audience. 

Recognised as an integral element and even as an actor in the theatre, the chorus, 

to some extent, distances itself from all the rest of the actors, though. The chorus 

can inlay and entwine with the plot to foreground the playwrights’ messages 

without the confinement such as space, time, and languages, all of which are 

surely limitation for the rest of the other actors. I would argue that the chorus is 

meant more for the audience than for the heroes in the play if we take this 

assumption into consideration. The chorus can therefore be seen as a “buffer” 

for the audience who can be temporarily suspended from the play a little bit and 

involved in the contemplation of the plots, the lines, the roles, and even the 

meaning of the theatre when the chorus foregrounds some specific messages in 

the play.  

       In explicating the chorus’s function of distancing the audience and the play, I 

do not mean to assert that the transformation of the chorus innovatively 

generates the Alienation Effect, which is proposed by Bertolt Brecht. Instead, I 

am trying to suggest that the function of the chorus initially entails the Alienation 

Effect. That is to say, the Alienation Effect is not a new invention by Brecht but 
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something that Brecht points out and names (Weiner 211). As uncovering the 

fact that the Alienation Effect has also long been there in the device of the ancient 

chorus, it is unsurprising to know why the device of the chorus is still used 

nowadays. It is an efficient tool for the playwright and even the artist to arouse 

the audience’s awareness of some specific and universal messages upon which 

the playwright triggers the audience to think. Peter Brook once talked about the 

Alienation Effect’s self-reflexive function to the audience.13 In this sense, the use 

of the chorus creates a space for the audience to further ponder what is 

happening on the stage. 

3.2 The Male Chorus: The Disruption of Univocality 

       Timberlake Wertenbaker’s The Love of the Nightingale features two separate 

choruses: the male chorus and the female chorus. It is not difficult to see why the 

separation of the choruses by genders can result in the reading which implies 

that The Love of the Nightingale is a feminist play or one specifically meant for 

gender issues. For example, the critic such as Lydia Craig argues that the divided 

choruses by gender represent the fact that both choruses “will never reach 

consensus, or even able to enter into a dialogue about the differences existing 

13 “Alienation is a call to halt: alienation is cutting, interrupting, holding something up to 
the light, making us look again. Alienation is above all an appeal to the spectator to work 
for himself, so to become more responsible for accepting what he sees ... A normal stage 
action will appear real to us if it is convincing and so we are apt to take it, temporarily, 
as objective truth” (Brook 72). 
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between them” (Craig 49). However, according to my discussion in Chapter One, 

Wertenbaker’s play rejects the idea that the play can only express any one-

dimensional message. Instead, it allows multivocality to happen in the audience’s 

theatrical experience. Based on this concern, the binary reading by gender 

should be re-examined because both of the choruses function as complementary 

parts which illustrate the transition from the collective voice to multiple voices. 

Accordingly, ensuing from our discussion of the origin of the chorus in ancient 

Greek tragedy, the ideas are proposed to illustrate how Wertenbaker transforms 

the form of the chorus in The Love of the Nightingale and what might be the effect 

of transforming the chorus in her own fashion.  

      Traditionally, the ancient Greek chorus, as mentioned, consists of the same-

sex and the same-age actors in a mass scale. Wertenbaker does follow this 

important characteristic as well in her The Love of the Nightingale. She sets up two 

groups of choruses divided by gender: the male chorus and the female chorus. 

These two choruses, however, do not totally conform to the form of the ancient 

Greek chorus except for the same-sex paradigm. One can easily discover that the 

female chorus members in this play have more individual characteristics than 

the other male chorus and the ancient Greek chorus, which is usually arranged in 

the form of collectiveness. Due to this textual and theatrical arrangement, it is 

very easy to consider the setting of the choruses in this way to be the binary 

opposition which can best represent the comparison and the conflict between 
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both genders. Instead of interpreting the play as a feminist play by reading the 

ostensibly and literally “male” and “female” choruses, perhaps we can take more 

into consideration conditions such as the difference between the two choruses, 

the questions proposed by the choruses, the language used by the choruses and 

so on. 

       In terms of the use of the chorus in her play, Wertenbaker has ever stated 

her own general ideas about the device of the chorus in a newspaper article. She 

thinks of the chorus 

[as] a freedom I envy very much in the contemporary novel, that the  

narrative can stop and you suddenly have three pages of, say, Salman  

Rushdie thinking about this or that. In drama we are so bound by 

naturalistic idea that the real meaning should emerge from the subtext, 

that there is increasingly little text left. We have even lost the soliloquy. In 

one way, I was attracted to the idea of the chorus because it enables you to 

embody thought on stage without having to put it inside a character. (qtd. 

in Sophie Bush’s The Theatre of Timberlake Wertenbaker 109) 

Instead of “embodying” dominant or universal thought on the stage, I feel the use 

of the chorus in Wertenbaker’s play is more like a leverage to disturb the 

audience, and, in fact, the chorus also functions like a character in her The Love 

of the Nightingale. This disturbance leads to stimulating a fold in thinking. By 

doing so, the play would help the audience to embody one’s own “thought” 
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through the theatre rather than merely represent the playwright’s deliberate aim. 

Therefore, the setting of the choruses from both genders should not necessarily 

or totally be associated with conflicts and comparison in terms of gender issues. 

In a broader sense, these two main choruses in the play are correlated with each 

other and serve the complementary function to fulfil the effect that the 

playwright wishes to achieve—to disturb the audience’s belief in the credibility 

of the male chorus and in order to facilitate the awareness of mediation and new 

thoughts through the female chorus’s penetrating questions about languages. 

       Take the Queen’s critical speech during the play-within-the-play for instance. 

The Queen reminds the other three spectators that the “playwright always speaks 

through the chorus” (Nightingale 304), which implies that the chorus could be 

seen as the playwright’s double expressing the playwright’s thoughts. However, 

what I mean by “disturbing” is that it confuses the audience with the ambiguity. 

The audience therefore get perplexed about the real meaning that the playwright 

is referring to. Is she referring to the playwright within the play or Wertenbaker 

herself? Can we really trust the line said by the Queen? Can we believe in 

everything conveyed through the chorus? What if there is a huge contradiction or 

incongruity manifest in different parts of the chorus? In this way, we can no 

longer totally believe the consistence of the chorus’s lines. The playwright’s 

disturbance contributes to the potential confusion and contemplation in the 
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audience, and furthermore, it surely problematises the theatrical experience of 

the audience’s perspective of theatre. 

       Once we realise what sort of function both of the choruses can serve in the 

play, we can start to scrutinise the device of the chorus in The Love of the 

Nightingale from the beginning of the play. In the beginning, the male chorus 

starts the play by the word “war.”14 Then two soldiers swear each other with 

lousy languages that are enhanced line after line. They keep swearing until the 

Second Soldier call the other “You – man” (Nightingale 291). What follows this 

conflict is the male chorus’s declaration of death. Starting from the war and 

finishing at death, the lines simply go through the whole span of human life, just 

as the male chorus mentions in the following line, “We begin here because no 

life ever has been untouched by war” (Nightingale 292), and later he mentions 

that the war is “inevitable.” The play is not meant for any specific story at all; 

instead, the male chorus talks about the idea that “Perhaps, but this is not our 

story, the ruins in the distance establishing place and perspective” (Nightingale 

292). From the quote provided above, one might assume the playwright’s 

concern for humanist issues. Nevertheless, in addition to that, the play points at 

the universality of the war whose influence could interact with different spaces 

14 Feminist critics tend to interpret the first word of the play as “a battle that two women 
must fight” (Farrell 173). However, this kind of reading might backfire on the ideal of 
breaking binary gender, which feminism endeavours to achieve, since power reversal 
can still only be solved in the patriarchal way, namely, violence. In this way, the 
women’s desire to fight against men incidentally embraces the male value system (Tong 
34), which is of no help to eliminate current inequality between women and men. 
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and generate thoughts. The war here, I would say, metonymically refers to the 

ubiquitous force existing throughout human life.  

         The beginning of the play, starting from the discussion of “war,” suggests 

Wertenbaker’s unique perspective of history and universe. In my reading, based 

on the lines, the war exists so universally that no life can be ever untouched by 

its power, which reveals the radically dynamic transience of life; especially in a 

traditional sense, every moment of life is generally and mistakenly seen as a 

static and stable existence. However, it is the first word in the play that reveals 

the ubiquity of war whose dynamic quality covers the every moment of our life. 

Perhaps we can turn to Deleuze for further explication of the ubiquity of force 

within our life. According to Deleuze, all the form is the result of the force by 

continuous folds: “Matter that reveals its texture becomes raw material, just as 

form that reveals its folds become force” (The Fold 35). Based on this, the 

beginning of the play unfolds the idea that the force and disturbance are 

everywhere and the influence can be found throughout space and time. 

Moreover, it can also traverse physical and mental boundaries and “establish 

perspective,” which, in my words, is to “make a fold in thought.” 

       The male chorus in The Love of the Nightingale is made more to be a 

collective voice than the female chorus is. Therefore, if there is any deliberate 

comparison between these two choruses designed by the playwright, I would say 

it is the comparison of the collectiveness and the difference, or the univocality 
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and the multivocality. And the whole play, in my opinion, is the process from the 

collectiveness to multiplicity as well. This process is evidenced by the gradual 

absence of the male chorus and the audience’s awareness of the male chorus’s 

real actions in the later part of the play. 

       After Scene One, the male chorus15 keeps appearing in the later scenes and 

plays the role of a seemingly objective observer of the events. The male chorus, 

which functions like the voice-over or the narration in the fiction, mainly 

indicates the passing time and the switch of the scenario. The male chorus thus 

dominates (also misleads or disturbs) the audience’s perspective of interpreting 

the play. As he says in Scene Three, “It didn’t happen that quickly. It took 

months and much indirect discourse. But that is the gist of it” (Nightingale 297). 

The male chorus summarises the change of time and space by telling the “gist” of 

the plot such as the lines that “Procne had a child, a boy called Itys. Five years 

passed” and “We camp on a desolate beach. Days pass” and so on (Nightingale 

297). These suggest that the male chorus serves the role which is more like the 

dominant narrator of the play, who can generally provide the information which 

                                                        
15 To stress the collectiveness of the male chorus in this chapter, I would consider the 
male chorus to be singular. To reduce unnecessary confusion, I would also use “he” or 
“him” to refer to the male chorus. In contrast, the female chorus, as I will discuss later 
in this chapter, can be regarded as the voice of multiplicity; therefore I would use the 
plural form to go with the female chorus in this chapter. In doing this, I hope, for one 
thing, the reader will have no trouble reading my paragraph; for another, I can also 
make my point much more clearly. 
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is seemingly unquestionable and most importantly, remind the audience of this 

own “role as witnesses to history” (Gipson-King 228). 

       In spite of the male chorus’s affirmative tone, the audience might feel 

disturbed because the male chorus is not a sheer narrator of the play in light of 

its later lines. Although the male chorus himself claims himself to be a recorder 

or an observer by the lines, “We are here to observe, journalists of an antique 

world, putting horror into words, unable to stop the events we will soon record,” 

the real role of the male chorus is still doubtful, though. Such lines might be 

easily associated with the idea of naturalism which prevails in the ancient Greek 

chorus because, according to the male chorus, his job is to be “accurate” and to 

“record” (Nightingale 308). In this sense, the male chorus is able to capture and 

record the slice of life faithfully.  However, we can still read its specific opinions 

about different topics throughout the play. For instance, in addition to the sheer 

record of time, space, and the development of the plot, the male chorus also talks 

about something not so much related to the major plots in the play. Take Tereus 

and Procne’s wedding for example. The male chorus says, “Nothing to blur the 

waters. We look down to the bottom” (Nightingale 297), which is not so relevant 

to the events that takes place ahead. In addition, in Scene Eight, the male chorus 

delivers the whole speech about what a myth is and directly speaks to the 

audience in attempting to direct how the audience should interpret this play.  



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

DOI: 10.6814/NCCU201900598 
 71 

        Some critics might argue that these lines might be regarded as the message 

which the playwright intends to convey, but is that really so? In Scene Ten, after 

long waiting on an island, the soldiers rephrase their impatience and therefore 

raise their questions about the delay. The male chorus responds to the questions 

by defending that Tereus’s delay is “[f]or the sake of order, peace” (Nightingale 

318), and later suggesting that “I wouldn’t want to live in a world that’s always 

shifting. Questions are like earthquakes. If you’re lucky, it’s just a rumble” 

(Nightingale 319). From these lines, one can easily find that the words do not 

cohere with the playwright’s attitude toward the questions and the shifting world. 

At least it is absolutely incongruous with the playwright’s idea when she 

discusses the play and history in a speech where she rejects the idea of 

progressive history and embraces the mess and the uncertainty of history 

(“Dancing with History” 17-23). In light of this, I contend that the role of the male 

chorus cannot simply be considered to be the playwright’s double as the Queen 

implies in Scene Five, “The playwright always speaks through the chorus” 

(Nightingale 304). Instead, it would be more appropriate to see the male chorus as 

an independent character which expresses collective and dominant narration to 

the audience. Even though some parts of its speech may echo the playwright’s 

personal idea, still more speeches can directly prove the inconsistency between 

the playwright and the chorus. In a nutshell, one cannot affirm Wertenbaker’s 
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ideas simply through the speech of any chorus in the play. The function of both 

choruses should be re-examined by their lines respectively. 

       In this way, another huge contradiction and incongruity of the male chorus 

can be uncovered in the long speech in Scene Eight. In this scene, the male 

chorus initiates the discussion about the nature of a myth. The male chorus 

simply defines the nature of a myth as “[t]he oblique image of an unwanted truth, 

reverberating through time” (Nightingale 315). Later, he states that “there is no 

content without its myth” and “we cannot rephrase it for you. If we could, why 

would we trouble to show you the myth?” (Nightingale 315).  From these lines in 

Scene Eight, we can see an apparent contradiction to the male chorus’s previous 

revelation of its role as “journalists.” That is to say, what the male chorus 

attempts to do is to arouse the audience’s awareness of the ubiquity of the myth. 

The fact which is objectively recorded may not be reliable anymore. Even 

though he declares that he observes in an objective distance to record things, 

what he displays to the audience is still a myth. At this moment, it might make 

the audience more bewildered and struck by the questionable reliability of all the 

speeches by the male chorus near the middle of the play. 

       Based on my discussion about the male chorus above, Wertenbaker’s 

strategy of the use of the male chorus is thus pretty clear. In the beginning, the 

male chorus is used to reveal the dynamic tone of the play through a collective 

voice. And then the male chorus keeps providing objective information about 
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time and space along with the Queen’s lines about the role of the chorus as the 

playwright’s messenger to convince the audience of the chorus’s authority. 

Later, the male chorus once again emphasises his role as the journalist and 

observer while in the next scene he discusses the nature of a myth and confesses 

that he can only show the myth, which greatly prompts the audience to reflect on 

every word the audience might orginally choose to believe. The rejection of the 

idea of the shifting world finally shatters the audience’s association that the male 

chorus is the double of the playwright, and then more and more transformations 

in the role of the male chorus can be seen from its fewer lines and more 

conspiratorial actions which seem to help Tereus to hide his cruel atrocity. 

Finally, when Tereus returns to Thrace, the last line of the male chorus is “[w]e 

saw nothing. It was better that way” (Nightingale 333). The audience may thereby 

be struck by the fact that the male chorus’s conspiratorial lines help to hide 

Tereus’s violent deeds as if the male chorus has fulfilled his own job for Tereus. 

For the later part of the play, the male chorus does not show up any more. 

       The use of the male chorus in the play, in my opinion, can be seen as 

Wertenbaker’s theatrical strategy that unfolds the prelude of the gradual 

disruption of the dominant voice in the play. Through the process from 

affirmation to ambivalence of the lines, the playwright successfully creates the 

undecidability for the audience. The Queen’s speech and the self-revelation of 

the male chorus are meant to mislead the audience into recognizing the male 
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chorus’s credibility in the play. From the moment that the male chorus finally 

ceases to speak, the audience should start one’s own interpretation and reasoning 

the lines throughout the play. 

     After the male chorus’s last line, the female chorus seem to take over the job 

of progressing the plot. As I just mentioned above, the female chorus are made to 

be more diverse individuals, which is why I would focus on this comparison and 

argue that the transition of the speech from the male chorus to the female chorus 

is the transition from the univocality to the multivocality rather than the simple 

idea of power reversal from men to women. 

3.3 The Female Chorus: Silence as the Voice of Difference 

       The female chorus in The Love of the Nightingale is composed of five 

mythical women in the Greek mythology: Hero, Iris, June, Echo, and Helen. The 

female characters are endowed with different qualities and ways of speech, 

which in a way highlights “Wertenbaker’s particular concern with language 

generally” (Wagner 240). The fact that these five chorus members are all from 

mythology is not a coincidence. To some extent, I argue that these five mythical 

women can be considered to be Wertenbaker’s revisionary characters who are 

able to re-articulate themselves through the playwright’s revisions. 

       Some critics hold the idea that the female chorus members are the silenced 

people and for a long time are “expected to be voiceless” and therefore 
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Wertenbaker intends to empower these women with voices (Craig 49). I think 

this argument seems reasonable if we only focus on the original Greek myths 

where these female figures are “the others” in their story. Therefore, in my 

opinion, it is of great significance that we take a further step to see what revision 

has been done to these five mythical women instead of interpreting their lines 

within the confinement of the original mythology. Here, if we take Adrienne 

Rich’s point into consideration, the process of translation can break the chain of 

the tradition through reciprocal dialogues by the revisions (Rich 35). Based on 

this, Wertenbaker’s translation is just the manifestation of this kind of revision. 

That is to say, it seems to be problematic to simplify these female chorus 

members to be the silenced ones in the original mythology. On the contrary, 

Wertenbaker revises these characters to emphasise and explicate their silences – 

as different kind of languages.  

       Indeed, these five female chorus members are, to a large degree, depicted as 

the passive characters in the original mythology. June (Juno) is often seen as “the 

protector of marriage,” who usually unreasonably revenges on those women of 

whom Zeus takes advantage (Hamilton 22). Generally speaking, even noble 

queen of the heaven as she is, she is still the character without agency so that she 

can only be influenced and conditioned by her jealousy due to her husband’s 

disloyalty. Hero is the main female character of the famous romantic myth, Hero 

and Leander. Hero meets her lover, Leander, who swims across the sea every 
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day by heading for the torch lit up by Hero. But one night the wind fiercely blows 

up the light of the torch, and Leander gets lost and perishes in the sea as a 

consequence. Upon seeing her lover’s body, Hero kills herself with unbearable 

agony (Hamilton 432). According to this story, Hero is also depicted as the 

character whose subjectivity must be dependent on another man. Iris is the 

messenger of the gods, and in a strict sense, she seldom has her own words in 

mythology. What she could do is to send the message for the powerful ones. 

(Hamilton 35). As for Helen, she is universally notorious as the apple of discord 

of the Trojan War, and she also barely has a say in her own destiny (Hamilton 

255-257). The last one is Echo whose fate might be seen as the most tragic one in 

Greek mythology. She used to be the most beautiful nymph in the woods. 

However, suspected by Juno who thinks her husband, Zeus, might have an affair 

with Echo, Echo is severely punished to be voiceless and can only repeat the last 

word of others. Even when she encounters her love, Narcissus, she cannot truly 

converse with him because of the charm spelled by Juno. Most tragically, when 

Narcissus dies in the pond, she is unable to take any action to save him but only 

repeats his last word “farewell” to him (Hamilton 114-115). 

       Based on the summary of the myths provided above, these five female 

chorus members shares the quality of lack of subjectivity and agency in their 

own fates. Some of them even do not have a word in mythology. However, their 

silence becomes Wertenbaker’s major concern in The Love of the Nightingale. In 
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The Love of the Nightingale, these female chorus members do have distinguished 

and elusive words in contrast to the male chorus’s lines. 

       For the very first time that these female chorus members appear in the play, 

they seem to have great difficulty talking with Procne, who thinks that “[t]he 

words are the same, but point to different things. We aspire to clarity in sound, 

you like the silences in between” (Nightingale 299). Indeed, reading the female 

chorus’s lines carefully, one can find out that their lines are always semantically 

incomplete and elusive. However, it is such incompleteness and elusiveness in 

their speech that confirms the necessity of more conversation. In other words, 

unless suppressed by the external power, the conversation will surely keep going 

in order to incessantly approach the clarity in meaning. Take their first dialogue 

with Procne in Scene Four of The Love of the Nightingale for example: 

 PROCNE. Where have all the words gone? 

 HERO. She sits alone, hour after hour, turns her head away and laments. 

 IRIS. We don’t know how to act, we don’t know what to say. 

 HERO. She turns from us in grief. 

 JUNE. Boredom. 

 ECHO. Homesick. 

 HERO. It is difficult to come to a strange land. 

 HELEN. You will always be a guest there, never call it your own, never  

  rest in the kindness of history. […] 
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 ECHO. Your story intermingled with events, no. You will be outside. (298) 

Procne’s anxiety and confusion of the absence of the words are manifest later 

when she suggests the reason that she wants Philomele to accompany her is that 

she “cannot talk to [her] husband” and has “nothing to say to [her] son” 

(Nightingale 299). Condemning the Thracian language to be “barbarian” 

(Nightingale 299), Procne is in fact situated in a place where the language system 

is totally different from that of her mother land. Procne’s trouble, however, 

generates the following lines by the female chorus, but to some extent these lines 

are not so much semantically complete. One sentence is based on another, and 

sometimes the latter line is just another wording for the former. As an Athenian, 

Procne has trouble having a dialogue, for in her Athenian view for language, 

language is supposed to transmit complete messages without any gaps. 

       Another example which shows that Procne is troubled by the Thracian 

language can be seen in Scene Nine when the female chorus members once 

again attempt to remind Procne of the danger which is going to befall her sister, 

Philomele. The scene starts from the female chorus members’ discussion about 

the “paralysed truth” (Nightingale 316), which explicates the fact that the 

language system has been of no use. This refers to Procne’s rigid adherence to 

logocentrism and failure to accept other forms of language. Moreover, the 

speech of the female chorus points out the univocality of the traditional Greek 

metaphysics. Hero’s paralysed truth is later rephrased by Helen: “The world I see 
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and the words I have do not match” (Nightingale 316). Helen’s line once more 

evinces the incomprehensibility between Procne’s and the female chorus’s 

different language systems. 

        In order to express the coming danger to Procne, the female chorus 

members struggle to find the appropriate words in Procne’s language. However, 

Procne can only associate the word, danger, with meteorological disasters such 

as earthquakes or heavy rain. Hero points out that scenting danger demands 

“sympathy” which is also re-emphasised by Echo, “Another way of listening” 

(Nightingale 317). Failing to grasp the idea of her fellow companions, Procne 

rejects the female chorus’s explanation and forces them to be silent by her 

authority. However, the exercise of the authority is futile to make the language of 

the female chorus silent. The scene ends with Helen and Echo repeating the word 

“silent” which is instead the fundamental part of language in Thrace, and 

ironically the language can only be intelligible when silence connects each word 

in lines. In this way, silence can be considered to be a kind of language which 

makes language more lucid. 

       The only time that Procne fully understands the speech of the female chorus 

members takes place in Scene Fourteen. Procne makes every effort to explain 

how her language works by passionately talking about logic. Desperately eager 

to know the fate of Tereus, Procne simplifies her question to be a dichotomous 

question between yes and no. After a long silence, Iris finally replies with “no” to 
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confirm Tereus’s safety. Even though she wishes to get more messages about the 

details of the journey and the fate of her sister, Philomele, it is Iris’s longer 

silence that awaits Procne, though.  

       After the reunion of Philomele and Procne, the feast of Bacchus temporarily 

emancipates the women, and the whole city is in a mess. Also, the order of 

language has been suspended during the festival. The one who is physically and 

metaphorically silenced, such as Philomele, finds the way to voice herself by 

unfolding the powerful effect of silence through the theatre. Philomele’s puppet 

show illustrates the lines of flight which replicates the idea of silence and voice.16 

The female chorus continue this replication by raising a number of questions in 

Scene Twenty. The series of questions start with their explication of the common 

understanding about silence. Losing the words “to demand… or ask, plead, beg 

for… to accuse…to forgive…to forget” (Nightingale 348), the female chorus list 

the function of the words, but they also point out that there is no possibility for us 

to arrive at answers through any language. Namely, the truth is never accessible; 

what we can touch upon is just the mediation between language and the truth. It 

may sound very futile in this way; however, based on the female chorus’s 

discussion about the incomprehensibility between Procne and her companions, 

this consciousness for language is rather crucial. 

                                                        
16 For further discussion and details of the Bacchus festival, please see Chapter 4, which 
covers the topic of the metatheatre and its effect. 
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       Later on, the female chorus present an array of unanswerable questions 

across the whole course of history: 

 IRIS. We can ask: why did Medea kill her children? 

 JUNE. Why do countries make war? 

 HELEN. Why are races exterminated? 

 HERO. Why do white people disappear? The ultimate silence. 

 ECHO. Not even death recorded. 

 HELEN. Why are little girls raped and murdered in the car parks of dark  

  cities? 

 IRIS. What makes the torturer smile? (349) 

The series of questions not only make a fold across the past and present but also 

imply the repetition of the universal violence. By doing so, the mythical story is 

no longer a remote tale where the audience can stand aside and simply watch. 

Instead, as Joe Winston points out:  

 [the female chorus] brings the whole issue of the silencing of women 

 literally to the forefront of the action […] its political significance is 

 stressed by the words of the Female Chorus which overtly link the 

 silencing of Philomele with the silencing of oppressed people both today 

 and throughout history. (Winston 515)  

Namely, the female chorus force the audience to confront with these questions 

step by step and to ponder over the play’s contemporary resonances. These 
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atrocities engender numerous silences as a consequence. However, due to the 

blind pursuit of stability and univocality, the powerful one suppresses all the 

voices. Through the playwright’s use of the chorus, the silences caused by the 

atrocities can be changed into the most powerful agency back to the power. In 

this way, according to the female chorus, the questions would never cease to 

appear. Instead, The Love of the Nightingale chooses to show the audience a 

“myth,” an “image,” and an “echo,” all of which are considered to be the 

secondary representation of the idea but will continue the repetition with 

difference. Making the significance of the silence clear, the play progresses to 

the final child-killing part. Questioning Tereus’s criminal deeds, the sisters show 

him the death of Itys. Being furious at the death of his son, Tereus chases after 

the two sisters, and all of them transform into birds in the end.  

       The female chorus end the play with some brief summary of their 

transformation. Such transformation is ultimately stressed by Echo in the end of 

Scene Twenty. Echo’s final stress fulfils the female chorus’s transformative 

process from the male chorus. This transition also elucidates the play’s 

transformation from stability and univocality to multiple voices and difference. 

 

3.4 Conclusion 

       The device of the choruses in The Love of the Nightingale illustrates the 

gradual emanation and vagueness of the language. With the device of the 
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choruses, the confinement of time, space, onstage, offstage is open to be 

transgressed. The playwright’s use of this device also brilliantly makes the 

audience re-think their original belief in the stability of the language and 

provides as much room as possible for the audience to formulate their own 

interpretation of the play. In the next chapter, I will mainly focus on the 

playwright’s dramatice use of metatheatre and what might be achieved in the 

audience’s theatrical experience. 
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Chapter 4 

Metatheatre and the Baroque Machine with Unlimited Openness 

       In this chapter, I will proceed to discuss the theatrical manners of The Love of 

the Nightingale in further detail. The most complicated and remarkable device 

which the playwright uses in this play is its device of metatheatre. The use of 

metatheatrical device has undergone several explorations by playwrights over 

the course of history. Especially during the rise of Antonin Artaud’s theatre of 

cruelty, the device of metatheatre has been incessantly adopted by an array of 

playwrights who endeavour to liberate the actors, the text, and the audience from 

the realist theatre through their desperate focus on action and mise-en-scène. 

However, even though based on and influenced by these experimental attempts 

in the theatre, Wertenbaker’s metatheatre does not aim to follow the same route 

trodden by many precedents, Samuel Beckett’s works for instance, which 

concentrate on illustrating the futility and failure of language. By contrast, 

Wertenbaker’s metatheatre intends to achieve revitalisation and reaffirmation of 

language from a broader perspective by problematising the nature of language 

and pointing to the possibilities of languages in other forms. By doing so, it not 

only ensures the play’s distinction from other forms of metatheatres but also 
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facilitates the audience to start thinking about numerous aspects of the theatre per 

se and ethical questions in various meaningful ways. Due to these metadramatic17 

moments in the play, the play has been transformed into the Baroque machine 

which produces folds on the audience’s thinking plane pointing to the infinity. To 

explicate this point, this chapter will be divided into three parts: first of all, in 

light of different academic definitions of the metatheatre, it is necessary to track 

down the history of metatheatre as well as its relation with the postmodern 

theatre and to clarify Wertenbaker’s unique attitude toward language and the 

tradition of anti-representation in the theatre. The second section will focus on 

the play within the play event in Scene five, in which Tereus and Philomele’s 

family watch the play of Hippolytus together. In this event, several theatrical 

issues have been fairly foregrounded to activate the audience’s reflective 

examination of their experience of watching a play. The last section of this 

chapter will further explore one of the most crucial events in this play—the 

17 Metatheatre and metadrama, terms as such have been widely used by different critics 
yet without firm consensus, even though different definitions were given while 
overlapping one another from time to time. In her Metatheater and Modernity, Witt points 
out that the distinction between these two terms might be that the former one refers to 
“the stage production” and the latter “the play text as read” (8). Nonetheless, it is 
imaginable that the audience in the theatre also need to notice the language of the play, 
and the reader of the play also needs to picture the production to deepen the reading 
experience. In this way, the distinction between these terms might not be so absolute as 
some critics argue. I agree with Witt’s argument that there is no need to put in too much 
effort in differentiating these terms. What is more urgent is not what they are named, 
but what effect they do and how they “perform significant functions” in the theatre (9). 
Therefore, I would suspend the debate of these terms and mostly use the term, 
metatheatre, to refer to the device for my own purpose in this chapter. 
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puppet show during the festival of Bacchus. Philomele launches her puppet show 

to dramatise the rest of characters around her. By doing this she not only 

diminishes the boundary between the reality and the theatre for the targeted 

audience within the play, but also uplifts the fourth wall between the play and the 

audience offstage or the reader in general. This event’s double-layered theatre is 

therefore a deciding moment for the later ultimate transformation of all the main 

characters. The transformation of the characters, in this way, agrees with the 

playwright’s revelation of the possibility of new languages. And most 

significantly, these two major events provide the audience with the self-reflexive 

moments, which makes these historical and cultural materials of diversity 

condensed in this play acquire the chance to continue their “afterlife” through the 

audience’s rethinking and revaluation. Through Wertenbaker’s ingenious 

juxtaposition of different elements across history and culture, not a single text 

used in The Love of the Nightingale can preserve its original dominance. Namely, 

we can see no mechanical representation of the original but the glory sparkled by 

the mélange of diverse materials. Hence, Wertenbaker succeeds in liberating 

these texts by turning on the Baroque machine which enables the audience to 

interrogate to the infinity. In this way, The Love of the Nightingale fulfils and 

demonstrates the ideal of anti-representation highlighted by the postmodern 

theatre. 
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4.1 In Search of a Fix for Metatheatre 

       When it comes to metatheatre, it is inevitable to involve the discussion about 

the postmodern theatre. The concept of the postmodern theatre is generally 

identified to be theorised by Antonin Artaud in his ground-breaking work, The 

Theater and Its Double, published in France in the 1930s (McGlynn’s 

“Postmodernism and Theater” 137). The initial idea proposed by Artaud calls for 

a closure to “all representation in the theater” with his catchy motto, “no more 

masterpieces” (McGlynn 137). Artaud’s intention of proposing this idea is to 

banish the authority of the author and the language, both of which dominate the 

theatre with the tradition of representation in the theatre, so as to liberate the 

actor enslaved to the work and reverse the audience’s passivity into active 

participation. In a nutshell, to Artaud, the traditional theatre fixed in forms can 

no longer meet the needs of the contemporary. 

      Since Artaud’s challenge to the traditional theatre, an array of dramatists 

have followed his lead to try to exhaust the possibility of Artaud’s ideal theatre. 

For them, as Artaud puts it:  

the stage is a physical and concrete place which demands to be filled and 

which must be made to speak its own concrete language. […] [T]his   

language, intended for the senses and independent of speech, must first 

satisfy the senses, […] and that this physical and concrete language to 
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which I allude is truly theatrical only insofar as the thoughts it expresses 

transcend spoken language. (Artaud 231) 

In other words, in order to make a complete riddance of the traditional or the 

realist theatre, they maintain that it is a mistake to assume the idea that “in the 

beginning was the word” (Corrigan 30). They intend to re-invent a new language 

for the theatre by their defiant rejection of the formal language which, as they 

argue, imprisons the actors and empowers the playwrights and the classics. This 

contention opens up a period of the prosperity of the avant-garde theatre, which 

has been later known as the postmodern theatre since the 1960s. 

       Although Artaud’s idea of activating liberation in the theatre is rightly 

recognised to respond to the needs of the era of postmodernism, the follower 

dramatists’ failure in fulfiling Artaud’s ambition proves nothing but the 

impossibility of comprehensive liberation from the traditional theatre.18 Indeed, 

Artaud’s ideal theatre can be expected to be impossible to some extent, for no 

one can really escape from the dominance of the tradition of representation only 

18 The dramatists who follow Artaud’s lead include, to name but a few, Samuel Beckett, 
Julian Beck, Richard Schechner. These dramatists aim to develop their theatre which can 
totally get rid of the idea of representational theatre and look for the possibility of “the 
theatre of gesture.” They endeavour to achieve this goal by experimenting different 
devices in their theatres. Despite their different innovations including the defiant 
rejection of language, diminishing the power of the director, empowering the actors 
with group authority, making the audience participate in the play onstage and so on, the 
traces of social inscription still cannot be totally erased. According to McGlynn, theatre 
as such only achieves the illusion of success since “there was no way the task of 
liberation could take place without coming to grips with the play of language” within the 
socio-political matrix of the society. In other words, Artaud’s ideal theatre is in fact 
“Impossible Theatre” (“Postmodernism and Theater” 137-154). 
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by wholly focusing on the non-verbal action and gesture in the theatre, which is 

later discovered to be one kind of signifiers as well. The attempt to respond to the 

postmodern theatre by re-centring and comprehensively reconceptualising the 

theatre is futile. On the contrary, the postmodern theatre is the place which 

mirrors the complexity of the diverse worlds. Yet, fairly speaking, these 

experiments surely expand the horizons of the theatre despite their failures. They 

help the playwrights “see beyond the simple distinction that language is made of 

words and gesture is made of motion to the reverse distinction” (Corrigan 31). 

Moreover, these modernist playwrights’ innovative use of theatrical device such 

as metatheatre greatly explores the issues of the theatre in terms of forms and 

aesthetics. Based on these precedents, the later dramatists’ works also adopt the 

device in various ways. In this way, this new acknowledgment can lead us to the 

next important question about how to specifically define the quality of the 

postmodern metatheatre from such diverse modernist metatheatres. This 

absolutely becomes the next significant task. 

       In western literature, the use of metatheatre has had a long history since and 

even before Shakespeare.19 Generally speaking, the forms of metatheatre include 

devices of various kinds such as a play within the play, plays on the theatre, 

distancing, play of mirrors, and theatre people as stage people (Witt 8). In his 

                                                        
19 Although Shakespeare uses the device of metatheatre, especially a play within the 
play, a lot in his works, the earliest use of this device was found in Henry Medwall’s 
Fulgens and Lucres in 1497 (Hornby 36). 
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Drama, Metedrama, and Perception, Richard Hornby has pointed out that the most 

significant feature of metatheatre does not lie in its form such as the device of a 

play within the play. Over the course of history, it is common to see playwrights 

make use of this device; however, it shows a great deal of variants in terms of 

the effect and the intention of using the device of the play within the play. In 

other words, the use of the play within the play is not necessarily relevant to 

metatheatre.  

       Aside from the basic structure of the inner and the outer, Hornby remarks 

that “for a play within the play of either the inset or the frame type to be fully 

metadramatic requires that the outer play have characters and plot; that these in 

turn must acknowledge it as a performance. In other words, there must be two 

sharply distinguishable layers of performance” (Hornby 35). Hornby’s theory, 

which reveals not only the basic structure of the inner and the outer, a two-

layered structure in the play, but also the importance of the character’s 

acknowledgement which has profoundly defined the nature of matatheatre. 

Watching the play within the play, the characters might be struck by the 

performance, because it can truly cause an influence on the characters’ lives, 

instead of merely reflecting life itself (Hornby 17). This view agrees with the 
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pioneer, Lionel Abel, who theorises metatheater in his Tragedy and Metatheatre, 

whose preface has just revealed his initial definition of metatheatre:20 

 The plays I point to as metatheatre have one common character: all of  

 them are theatre pieces about life seen as already theatricalized. By this I  

 mean that persons appearing on the stage in these plays are there simply  

 because they were caught by the playwright in dramatic postures as  

 camera might catch them, and because these characters already knew  

 they were dramatist. They are aware of their own theatricality. (Abel vi) 

Then it is fairly intelligible why Abel would quote the lines from The Tempest to 

summarise his idea about metatheatre: All the world’s a stage, and all the men 

and women merely players (Abel 163). Being conscious of the theatricality is the 

essential trigger for the audience to reflect on their own life. By doing so, the 

play enables to alter “the norms and standards by which his audience views the 

world” (Hornby 32). Moreover, it makes the audience think, behave, and decide.  

        Insofar I have illustrated the shared features between the postmodern theatre 

and metatheatre: the dissolution between the reality and the theatre so as to 

arouse the audience’s reflection by a means of pouring a bunch of questions 

along the play. I would also like to further specify that the definition of 

                                                        
20 Lincoln Abel is generally considered to be the seminal pioneer who endeavours to 
theorise the device of metatheatre in the 1960s; however, his definition of metatheatre is 
often regarded as an overtly loose definition (Hornby 31; Chi 20). Adopting Abel’s 
definition, one can easily find that many plays can be categorised as metatheatre, which 
brings more problems to the critics (Chi 20). Be that as it may, I think Abel still succeeds 
in setting a sound foundation for the studies that follow. 
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metatheatre as such also shows an ethical dimension. Especially when Hornby is 

discussing the tradition of metatheatre, he points out that “[a]ll great 

[postmodern] drama is parody, but it is a parody of a complex and serious 

nature” (Hornby 25). This parodic nature of metatheare grows more obvious in 

the later use of meatheater as Linda Hutcheon argues in her The Politics of 

Postmodernism that “post-modernist parody is a value-problemitizing, 

denaturalising form of acknowledging the history (and through irony, the 

politics) of representations” (Hutcheon 90). This reuse of parody of metatheatre 

leads to the dimension of ethical problematisation in the theatre. Moreover, it 

also echoes the aim of anti-representation, for the idea of representation has 

dominated the theatre for a long time since Aristotle. In this way, I would like to 

infer that the rediscovery of sexual violence might not be the only thing that the 

play, by means of metatheater, can trigger the audience to imagine. 

        Wertenbaker’s The Love of the Nightingale therefore best fits the theoretical 

framework which I just tried to construct above. In fact, the critic, Jennifer A. 

Wagner, has noticed the ethical dimension of the play: 

 What The Love of the Nightingale is finally about is personal responsibility,  

 and through its slightly distorted mirroring of an ancient myth of sexual  

 violence and of an ancient dramatic form as well, the play explores the  

 responsibility an audience has for the real existence of the kind of sexual  

 violence the ancient myth portrays. (Wagner 229)  
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Indeed, the fact of foregrounding sexual violence by translating ancient texts is 

surely there in The Love of the Nightingale. However, this play expects a broader 

outcome. It aims to reconstruct the audience’s recognition of the theatre by its 

concern about language, theatre, and the culture, within all of which the concern 

about language plays a fundamental part in crushing the doctrine of the 

representational theatre. By using parodic metatheatre as Deleuzian repetition of 

the old text, Wertenbaker revitalises and problemises the language in her 

metatheatre so as to arouse the audience’s awareness of re-thinking their 

relationship to the performance and, moreover, the life itself.   

 

4.2 The Multiplicity of Love 

       In Scene Five of The Love of The Nightingale, Wertenbaker explicitly shows 

her dexterity in incorporating metatheatre in her play. Timberlake 

Wertenbaker’s revision of Euripides’ Hippolytus can be categorised as “inset”21 

type of the play within the play, in which the characters of the outer are fully 

aware of the existence of Euripides’ Hippolytus. In addition, these characters 

watch the performance and even constantly comment on the inner play through 

                                                        
21 According to Hornby, the play within the play can be divided into two different types: 
“in one, the ‘inset’ type, the inner play is secondary, a performance set apart from the 
main action, like The Mousetrap in Shakespeare’s Hamlet; in the other, the ‘frame’ type, 
the inner play is primary, with the outer play a framing device, like the Sly episodes in 
Shakespeare’s The Taming of the Shrew” (33). However, the contemporary use of the 
play within the play sometimes cannot be distinguished so clearly. Namely, it might be 
the matter of degree that varies from play to play and from different theatrical 
perspective.  
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each one’s perspective which also interanimates one another’s attitude toward 

the play. To put it succinctly, Wertenbaker’s arrangement here achieves fully 

metatheatrical effect due to the fact that the character can “acknowledge” it as a 

performance. To take a case in point, the characters’ full consciousness of the 

inner play can be proved by the line “And now we must applaud the actors” near 

of the end of the play (307). 

       As Hornby points out, “[o]riginality in playwriting comes not from writing 

something completely new, but from putting old things together in new ways” 

(24). In this sense, Wertenbaker’s delicate juxtaposition of two different ancient 

texts subtly exhibits a refreshing confrontation to the audience’s viewing 

experience. This new manipulation, to some extent, elucidates the inscribed 

artificiality of the texts, and this radical approach, doubtlessly, is also a type of 

inscription as well. Yet, by no means does the playwright’s inscription intend to 

pretend to be natural. The difference lies in the openness—Wertenbaker’s 

translation does not intend to settle down anything; instead, it operates every tiny 

part of the scene to reflect each one’s infinite possible meanings especially for 

the audience. 

      Such inscription entailing infinite openness is what Deleuze calls the 

transformation from “matter-form” to “matter-force” (The Fold 35). 

Wertenbaker’s use of various materials does not follow the universal implication 

of the texts and representational form. On the contrary, the playwright 
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emancipates the texts so as to diminish the closure of the texts and to relate the 

inner with the outer. This paradoxical way of inscription presents the Baroque 

trait: “an exterior always on the outside, and interior always on the inside” (The 

Fold 35). By this kind of exogenous inscription, we can understand that the folds 

that the playwright makes become forces which embody in The Love of the 

Nightingale. 

     Another major theme in Scene Five can be clearly seen when Aphrodite 

enters the stage and plays in the inner play (301). This might help us to see the 

subtleness of the metonymic title of the play, The “Love” of the Nightingale. 

Under this framework of metatheatre which engenders dialogues among the 

characters from different texts, one can find that “Love” is not the simple one 

which is socially constructed and naturally accepted by everyone, nor the 

common implication understood in the original version of Hippolytus. Here, I 

would like to take Aphrodite as an illustration of the refreshing confrontation 

where characters from different works sparkle new meanings. When Aphrodite 

enters the stage, the characters in Scene Five all have their own perspectives 

respectively. Here I want to firstly tackle the beginning of this scene specifically 

by focusing on King Pandion’s and Tereus’s reaction to Aphrodite’s lines: 

 APHRODITE. I am Aphrodite, goddess of love, resplendent and mighty,  

  revered on earth, courted in heaven, all pay tribute to my fearful  

  power. 
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KING PANDION. Do you know this play Tereus? 

TEREUS. No. 

KING PANDION. I find plays help me think. You catch a phrase, 

recognize a character. Perhaps this play will help us come to a 

decision. 

APHRODITE. I honour those who kneel before me, but that proud heart 

which dares defy me, that naughty heart I bring low. 

TEREUS. That’s sound. (301) 

Aphrodite’s appearance on the stage not only suggests the beginning of the inner 

play, but also shows the divergence of opinions of King Pandion and Tereus. 

King Pandion regards the play as something with practical value that can help 

him deal with his daily issues. Therefore, he states his attitude toward the play in 

a very brief way which is to “catch a phrase” and “recognize a character.” For 

him, Aphrodite simply means the beginning of the play. However, Tereus is 

different from King Pandion. Although he has not had too much theatrical 

experience as he says “We prefer sports” later in the same scene, he does 

recognize the lines by Aphrodite immediately. The first line of Aphrodite shows 

her affirmation of the supreme power that she has. Then King Pandion generally 

talks about his way of seeing a play and suggests that they can “come to a 

decision” after watching it. After King Pandion finishes his speech, Aphrodite 

once again states her view in terms of power. Tereus seems to respond to King 
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Pandion’s suggestion; however, he responds after Aphrodite’s second line, 

which engenders a sense of subtle ambiguity that his response can also be the 

recognition of Aphrodite’s affirmation of power. From this moment, it is quite 

clear that Tereus’s own attitude towards love agrees with the idea of the 

submission to a superior dominance. 

      After Aphrodite briefly foretells the tragic ending of Hippolytus, Queen and 

Philomele’s enterance to the stage shows us more different aspects of the 

interpretation. When watching Phaedra’s lines with zealous affection, Philomele 

is greatly touched by that kind of “beautiful love” that Phaedra has for Hippolytus 

(302). Curious about her sister’s love life, Philomele asks Tereus if he has the 

same feeling for Procne. Queen condemns Philomele for her ethically 

inappropriate speech. Unable to resonate with the character from the bottom of 

his heart, Tereus, of course, can only show his limited understanding of 

Phaedra’s incestuous affection by saying “That’s wrong” and “Why should we 

pity her? These plays condone vice” (302-303). King Pandion then objectively 

reminds Tereus that the function of the theatre is to show “the uncomfortable 

folds of the human heart” (303). After that, once again Philomele is struck by 

Phaedra’s line by saying “You see, Tereus, love is a god and you cannot control 

him” (303). Philomele’s speech about the irresistible love literally coincides with 

Tereus’s recognition of the supreme power of love. However, these two totally 

different interpretations of love illustrate Wertenbaker’s artful play of language. 
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Both of them agree that love is irresistible, yet they come to this literally same 

conclusion from different places. The way Philomele understands Phaedra’s love 

is to respond to things that have resonance inside the character. By contrast, 

Tereus’s love is from a place where one can dominate the other in the name of 

love. By doing so, the subtle contradiction produces a fold which engenders a 

new aspect in thinking, for the audience can start to think upon the real meaning 

of “love.” 

      To fortify the point presented above, here I will proceed to present further 

evidence in terms of the fold made by the playwright. After the discussion about 

whether or not Philomele is going to Thrace to reunite with her sister, Queen 

draws everyone’s attention back to the play by asking the others to “listen to the 

chorus” because “the playwright always speaks through the chorus” (304). 

Queen’s implication somehow makes the lines by the chorus more influential to 

Tereus, for the will of the playwright can be expressed through the chorus, 

which is to say, the will of the authority lies in the speech of the chorus. We can 

still see Philomele’s and Tereus’s diverged attitudes toward the chorus’s speech: 

FEMALE CHORUS. Love, stealing with grace into the heart you wish to 

destroy, love, turning us blind with the bitter poison of desire,  

love, come not my way. And when you whirl through the streets, 

wild steps to unchained rhythms, love, I pray you, brush not  

against me, love, I beg you, pass me by. 
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Tereus. Ah! 

PHILOMELE. I would never say that, would you, brother Tereus? I want 

to feel everything there is to feel. Don’t you? 

Tereus. No! (304) 

Tereus’s eccentric overreaction to the speech of the female chorus obviously 

explains that he is in fact struck by the speech. The speech echoes Tereus’s 

destructive and dominant mentality especially when he unconsciously places 

himself at the place of the dominator. Nonetheless, Philomele does not agree with 

the lines of the female chorus. On the contrary, she implies that love can 

complicate, in King Pandion’s words, “the uncomfortable folds of the human 

heart,” which is the magnificence that love can bring about. These totally 

different interpretations once again unleash the multiplicity of “love” in the play. 

       Interrogating the reason why Philomele would pity and justify Phaedra’s 

deed, Tereus contends his idea that Phaedra could “keep silent about it,” which 

helps the most to avoid the tragic outcome. Philomele responds to his 

interrogation by saying “When you love you want to imprison the one in your 

words, in your tenderness” (305). On the surface, Tereus is convinced by 

Philomele’s speech. As a matter of fact, another false understanding just happens 

once again. For Tereus, in the name of love, it is justified to “imprison the one 

you love,” and for him, the “word” means the power of order; as for 

“tenderness,” it means one’s wishful desire disguised as what one thinks good 
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for the other. If we refer to the later plot development in Scene Thirteen, one can 

easily find that these explanations are reasonable: 

TEREUS. The power of the god is above the law. It began then, in the 

theatre, the chorus told me. I saw the god and I loved you. 

[…] 

TEREUS. Who can resist the gods? Those are your words. Philomele. 

They convinced me, your words. 

PHILOMELE. Oh, my careless tongue. Procne always said – my 

wandering tongue. But Tereus, it was the theatre, it was hot, come 

back to Athens with me. (328-29) 

It is obvious that Tereus recognises the authority of order and firmly believes in 

his own arbitrary interpretation. To put it more bluntly, what Tereus shows us is 

just his ideological mechanism. Although he can repeat exactly every word 

spoken by Philomele, he speaks these words on the basis of his institutionalised 

mentality. In Deleuze’s sense, the mechanism is “in fact organized into parts that 

are not in themselves machines” (The Fold 8). That is to say, different from the 

“machine,” which consists of numberless parts as machines (The Fold 8), the 

mechanism is a closed system in which Tereus can only absorb specific ideas 

and act according to the doctrine from his closed mentality. As a consequence, 

Aphrodite’s and Philomele’s speeches about love coincidentally concur with 

Tereus’s need for constructing his inner mentality. These words are 
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automatically received by Tereus and therefore transformed into the terrifying 

actions. As a character whose mentality embodies closed mechanism, Tereus is 

unable to think, reflect, and grow; instead, this only way of recognizing language 

is the way that he confirms his own subjectivity. 

      On the other hand, instead of judgmentally saying that Tereus is an awful and 

unskilled mind reader, I would also say that Philomele has too much confidence 

in language itself, which is also a kind of closed mechanism illustrated by 

Deleuze. She believes the truth can only be expressed by language and is unable 

to imagine the situation where the distortion of the meanings might happen. In 

this sense, her confidence in language is too naïve and even unreasonable.  

       Here, I do not intend to blame the sexual victims for their victimisation in 

any sense but wish to foreground the ambiguity of language on an aesthetical 

level. Even though on the whole Wertenbaker defies the myth of language as 

what the realist theatre does, the characters in The Love of the Nightingale may 

not. On the contrary, Philomele, for instance, is deeply convinced by the 

language view of the realist theatre. Here I would like to quote from Terry 

Eagleton’s revelation of realist language from his Literary Theory to make 

Philomele’s language view more clarified:  

 Realist literature tends to conceal the socially relative or constructed  

 nature of language: it helps to confirm the prejudice that there is a form of  
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 'ordinary' language which is somehow natural. This natural language 

 gives us reality 'as it is.' (117) 

Philomele’s excessive conviction of the language’s integrity can be proved if we 

take the quote above into consideration. To Philomele, language represents one’s 

thinking and one’s own free will, and if there is anything wrong with language, 

that is all because of the false intention of the speaker. In a nutshell, language is 

just a neutral tool which helps people to convey ideas. In this sense, Philomele’s 

mentality is also not “machined” enough to be exogenously open to the more 

possibilities of language. 

      Philomele’s and Tereus’s different interpretations of love not only activate 

the audience to think about the multiplicity of love, but also serve as two major 

forces that formulate the whole development of the play. Incidentally, their 

differences can prove that The Love of the Nightingale is a polyphonic22 text, 

which suggests that no centre can be found, nor can we pinpoint the location of 

the author’s stance. Each character centres oneself respectively so that the text 

                                                        
22 Here, I would like to borrow the term, “polyphony,” from Mikhail Bathtin. However, 
for Bathtin, theatre can hardly be polyphonic due to its limitation to materials and space: 
“First, drama is by its very nature alien to genuine polyphony; drama may be multi-
leveled, but it cannot contain multiple worlds; it permits only one, and not several, 
systems of measurement” (Problems of Dostoevsky’s Poetics 34). In this way, Bathtin 
claims that drama is especially “monolithic” (17). Moreover, “Any weakening of this 
monolithic quality leads to a weakening of dramatic effect” (17). Admittedly, the length 
of a play may not be comparable to that of a novel. As a consequence, Bathtin considers 
that one stage can only represent one world and one voice (mostly the voice of the hero). 
However, in my opinion, Bathtin may overlook the fact that not all the plays stick to the 
concept of “unity.” Neither do all the plays intend to achieve the “dramatic effect” in a 
traditional sense.  
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represents a polyphonic situation.23 In this sense, the difference between 

Philomele and Tereus can be regarded as “centrifugal forces” which present 

various possible voices (Bathtin xxii). None of these characters are deliberately 

imposed by the author; instead, they are allowed to say the lines growing out of 

their own personalities. In this way, the centrifugal forces among these 

characters happen to be the force of unfolding the following plot with openness. 

       In this sense, to put it under the framework of Deleuzian philosophy, the 

contradictory interpretations of love between Philomele and Tereus are the 

major fold of the play, for both illustrate specific views of the world and both of 

them are not machined enough. But one should notice that before the 

juxtaposition of these two different views of world confront with each other, both 

of them are just closed mechanism. It is when the playwright facilitates the 

dialogue between these two different “forms” of thinking that the real forces of 

fold begin to circulate in the text. Through the confrontation of these two forces 

in the manner of metatheatre, Wertenbaker succeeds in generating 

undecidability and producing a fold by putting two ancient texts together, and 

more importantly, by making two ancient texts converse. The playwright’s fold 

is the most ideal fold in Deleuze’s sense: “a fold that differentiates and is 

                                                        
23 Aside from Philomele and Tereus, the other characters, King Pandion and Queen, in 
this scene also have their own perspectives which also serve as different aspects for the 
audience to contemplate. The analysis of four different contrasting responses to theatre 
can be found in Joe Winston’s “Recasting the Phaedra Syndrome: Myth and Morality in 
Timberlake Wertenbaker’s The Love of the Nightingale” (516-17). 
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differentiated” (The Fold 30). The playwright not only makes Philomele’s and 

Tereus’s differences sparkle the force of unfolding the following plots, but also 

lets the original texts be changed. Wertenbaker’s new arrangement as a fold is 

just what Deleuze calls the “differentiator of difference,” which is the key to all 

the emergence of difference (The Fold 30).  

      Moreover, instead of forcing the audience to choose from the binary options 

that Philomele and Tereus present, the playwright provides a flight from the 

opposition. This gesture means more new possible choices in thinking. Along the 

same line, the audience’s reflection can be operated upon this play and further 

“form a webbing of time embracing all possibilities” (The Fold 62).  

     This is the intention of The Love of the Nightingale and its metatheatre of so 

delicate a theatrical device. The play does not impose any will of the author on 

the characters and the audience, be it directly or indirectly. Rather, it exposes the 

polyphonic tunes of the text by fabricating different ancient texts to produce 

dialogues, which further make a fold not simply as a forward force to openness 

in the play, but also scale up the force of fold by having the audience think, 

behave, and decide for themselves. In this way, the audience are able to 

formulate their unexpectable conclusions through the flux of dialogues arranged 

by the playwright. This multi-layered dramaturgy distinguishes Wertenbaker 

aside from the other dramatists. Wertenbaker’s metatheatre is at the heart of her 

fold of theatre, and at the heart of the postmodern theatre in general.  
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4.3 Philomele’s Puppet Theatre and the Baroque Machine 

      Having long been mutilated and imprisoned by Tereus, Philomele becomes 

Tereus’s “sweet, songless, caged bird” (The Nightingale 338). As discussed in the 

previous section, for Philomele, who is cultured in Athens and has a firm 

conviction about the integrity of language, the loss of physical voice and agency 

also means her loss of identity and subjectivity. As a matter of fact, both sisters, 

Philomele and Procne, share the same problem.24 The playwright tries to touch 

upon the issue of the loss of identity and subjectivity in her revision of the rite of 

Bacchus in Scene Eighteen, which I would consider to be the most metatheatrical 

part in the whole play. 

       Undoubtedly, Wertenbaker must notice Bacchus25 as an important element in 

Sophocle’s and Ovid’s original stories. In both of the tragedies, the moment of 

24 The discussion about Procne’s phonocentrism is presented in the previous section 2.3 
based on the dialogue between Procne and her fellow maidens. In addition to her 
dislocation to Thrace, Procne is also excluded from the language system in Thrace. The 
elusiveness of the female chorus’s language is denied by Procne, who does not accept it 
as a proper way of speaking. 
25 To understand Wertenbaker’s revision of the rite of Bacchus, we would do well to 
firstly turn back to scrutinise the features of the rite of Bacchus in history. Over the 
course of history, Dionysus, the god of grape harvest, wine, and fertility, does not 
always symbolise the same thing. In other words, the image of Dionysus undergoes 
various processes and transformations probably due to, according to Richard Seaford, 
ideological marginalisation, first by Homer and later by Christianity (Seaford 27). It is 
unsurprising that the images of Dionysus have been so fragmentary and defocused. It is 
imaginable that Dionysus as a mental state would cause a threat to the authority which 
wishes to put everything in order. As a result, after the constant marginalisation in 
history, it may seem impossible to truly trace back to the original rituals of worshipping 
Dionysus. Be that as it may, the ever-lasting and diverse images of Dionysus seem to 
indicate people’s need which “cannot be fulfilled by institutional religion” (Seaford 4), 
nor can be manifested in all selected narratives in history (27).
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the rite of Bacchus facilitates Procne’s revenge for her sister. However, different 

from both of these ancient versions in which Procne has decided to take revenge 

before the rite of Bacchus, Wertenbaker’s revision focuses more on the reversal 

moment during the rite of Bacchus and makes Philomele’s puppet show central 

to Procne’s awareness of her sister’s tragedy. In other words, in Sophocle’s and 

Ovid’s versions, it is Procne who takes the very opportunity of the rite of 

Bacchus plotting her revenge, while Wertenbaker’s reversion of the rite of 

Bacchus serves as a moment when Philomele can be temporarily released from 

Tereus’s confinement and seizes the opportunity to show Procne Tereus’s 

violation to her.  

      Wertenbaker endows the victim and the silenced with agency and presents 

different forms of language particularly through the means of the theatre, which 

to some extent implies the affirmation of the function of art. Moreover, what the 

playwright tries to do is to foreground the difference between the original text 

and her revision, and by this the newly produced difference can the play 

continue to produce more differences to come until the differences strike the 

audience and launch explosion in the audience’s thinking. This is the operation 

of the Baroque machine, which folds the outside of the text into the inside and 

further produces differences.26 The revisionary text therefore becomes a space 

26 Deleuze refers the operation of the Baroque machine as “an interiority of space […], 
and an internalization of the outside” (The Fold 8). In addition to saying that the machine 
folds the outside into the inside, we can further suggest that it is the outside that defines 
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where multiple operations are allowed to make folds and differences to the 

infinity. 

       In a sense, physically and mentally jailed by Terues, Philomele is more like a 

prisoner and a foreigner, and coincidentally she is released during the rite of 

Bacchus. When the servant asks Niobe of Philomele’s identity, Niobe describes 

Philomele like this: 

NIOBE. She wouldn’t go without them. Years she’s been sewing, making 

them, painting faces. Look. Childlike pastime for her, what can I 

say? It’s kept her still. And she’s quiet anyway. Tereus said, get 

her out, quickly into the city. She’ll be lost there. Another  

madwoman, no one will notice. Could have cut off her tongue in  

frenzied singing to the gods. Strange things happen on these nights, 

I have heard.  

[…] 

SERVANT. Who is she, Niobe? 

NIOBE. No one. No name. Nothing. A king’s fancy. No more. (341-42) 

Apparently, Niobe’s description simply points out Philomele’s loss of identity 

and agency. In other words, she is made to be expelled from the power centre of 

the language due to the manipulation of power and dislocation to Thrace.    

the inside. In this sense, the outside of the text plays a deciding role in the original text 
itself. 
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      Over the years of her confinement, Philomele has been making her own life-

size dolls, with which she plans to re-enact the scene of rape during Thrace’s rite 

of Bacchus so as to recall the connection with her sister, Procne. When they 

appear in the street crowded with the Bacchae, Philomele seizes the opportunity 

to voice herself through the means of the puppet theatre and transform the 

conspiratorial agent of the authority, Niobe, into part of her play where Tereus’s 

violence is re-enacted through a doll with a crown held by Niobe. 

      Some critics endorse the idea that Philomele’s puppet show can be 

categorised into Artaud’s Theatre of Cruelty (Winston 516). It is true that, 

different from the classical representational theatre, the scene is mostly re-

enacted through the stage instruction instead of dramatic lines spoken by the 

characters. The whole rape scene is re-enacted through action instead of 

language. The action does not represent life but is life itself. This calls for “the 

end of the theatre of didactic content. This was the theatre for ‘readers’ which 

defeated everything that was specifically theatrical” (McGlynn 138). Based on 

these implicit characteristics, the claim can fairly indicate that Philomele’s 

puppet theatre can be identified as Artaud’s Theatre of Cruelty.  

      Admittedly, Philomele’s puppet theatre does share some common features 

with Artaud’s Theatre of Cruelty, but there are still some differences worth our 

further scrutinising. In my opinion, Artaud’s Theatre of Cruelty is concerned 

less with characters than with actors. The Theatre of Cruelty’s major concern 
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mostly lies in the emancipation of the actor from the text, the author, and the 

director. At first glance, it seems reasonable to claim that Wertenbaker adopts the 

same idea in the scene of the puppet show; nonetheless, as I have just argued 

before in section 3.1, the intention to throw off the yoke of language is 

impossible. Especially the scene in which two sisters reconnect with each other, 

Philomele opens her mutilated mouth to express the truth in her own silent way, 

which is also a kind of use of language. In making this explication, I am not 

saying that the intention to liberate the actor is completely futile, but that we 

should focus more on crossing the dichotomy between words as language and 

action as gesture.  

       Upon pointing out the difference between Artaud’s and Philomele’s theatres, 

this thesis intends to concentrate more on how Philomele goes beyond her 

character position and fully reclaims her subjectivity by becoming her own 

dramatist in the play and beacons a new way of listening, speaking, and 

communicating. Philomele’s puppet theatre is not only a flipping moment of the 

power reversal, but also a significant affirmation of the agency of Philomele the 

character. To put it simply, Philomele is her own dramatist, her own director, 

and even her own stage manager, all of which make her the most self-referring 

character in The Love of the Nightingale. She is now capable of making the 

situation dramatic in a way to involve everyone on the stage in her own play, 

including Niobe, the crowd in the rite of Bacchus, Procne, and herself. In such a 
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way, the dissemination of difference which starts with Philomele influences the 

rest of the characters in this play. 

     Philomele’s transformation as a dramatist of her own elucidates the most 

metatheatrical moment throughout the whole play. After getting rid of her former 

identity, Philomele elevates herself to be the self-referring character in her 

puppet theatre. The transformation of this type of character, according to Abel, is 

the most essential part of metatheatre: 

  Yet the plays I am pointing at do have a common character: all of them  

 are theatre pieces about life seen as already theatricalized. By this I mean 

 that the persons appearing on the stage in these plays are there not simply  

 because they were caught by the playwright in dramatic postures as a  

 camera might catch them, but because they themselves knew they were  

 dramatic before the playwright took note of them. What dramatized them  

 originally? Myth, legend, past literature, they themselves. (Abel 134) 

Neither the playwright nor the audience dramatise Philomele. It is she herself 

who develops all the potential revisions of “her-story.” 

       Ensuing from Philomele’s transformation, as for the audience, not only does 

the boundary between the inner and outer play become fluid and blurred, but 

also the fourth wall between the stage and the audience collapses to ensure the 

audience’s participation in the dissemination of meanings. As the audience and 

the reader, “[w]e watch a play, within which there is another play—ultimately, 
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all is a play. In other words, the play within the play is projected onto life itself” 

(Hornby 45). The most obvious dissolution between the inside and the outside of 

the play is evidenced by the following scene where the female chorus produce a 

number of questions crossing the margin of time, space, culture (Nightingale 

348-49). For further discussion of the female chorus’s questions, please see 

section 3.3 in this thesis. 

     On the other hand, the transformation does not only happen to Philomele and 

the boundary between the theatre and the reality. It also happens to the most 

closed and institutionalised character, Tereus, in the play. After Philomele’s 

transformation and her alliance with Procne, the plots to follow are about the 

interrogation between Tereus and the sisters, which is the prelude to his 

transformation. Procne ceaselessly questions Tereus of his brutal deed, while 

Tereus is just trying to justify himself or be an avoider until the revelation of 

Itys’s death. Outraged, Tereus defends himself with the same old excuse: “I 

loved her. When I silenced her, it was for love. She didn’t want my love. She 

could only mock, and soon rebel, she was dangerous. I love my country. I loved 

my child. You—this” (Nightingale 351). From these lines, we can easily tell that 

Tereus has not undergone any transformation or improvement. As I have 

discussed in the previous section, Tereus can only follow the institutionalised 

language, which serves as a closed mechanism without any possibility of taking 

in new ideas. 
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      However, the confrontation from the sisters, who has undergone the 

transformation during the rite of Bacchus, seems to radically make a crevice on 

Tereus’s thinking system: 

 PROCNE. You wanted something and you took it. That is not love. Look at  

  yourself. That is not love. 

 TEREUS. How could I know what love was? Who was there to tell me? 

 PROCNE. Did you ask? 

Although Tereus then fiercely chases the two sisters, three of them become birds 

in the end of the scene. In fact, the transformation has been metaphorically done 

when Tereus proposes his first question as presented above. With questions, 

Tereus is no longer fixed in the closed mechanism. Instead, he turns into a part 

of the play as well. This part serves as one of many parts of the machine and, 

most crucially, he is also a machine himself, for he can be open to the outside 

and produce questions. Of course, how much on earth Tereus transforms 

himself is simply omitted by the playwright. The focus here is on the fact that the 

connection among different parts and machines has been fulfilled since 

Philomele’s deciding puppet show. 

      The last scene of The Love of the Nightingale seems to place Philomele and 

Itys onto a different world. In the beginning of the scene, Philomele asks Itys to 

ask more questions, whereas Itys wishes Philomele to sing. Philomele insists that 

Itys should “ask [her] a question first” (Nightingale 352). Philomele the 
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nightingale’s song stands for the transformative language beyond the signified 

system, as Philomele the nightingale says, “So it was better to become a 

nightingale. You can see the world differently” (Nightingale 353). Furthermore, 

this transformative language can be activated only through questions. The 

questions raised by Itys somehow reveal Philomele’s reason why she is 

comfortable with being a nightingale: “I always felt a shadow hanging over me. I 

asked too many questions” (Nightingale 353). This does not mean Philomele 

regrets being a person who loves asking questions. Instead, only by undergoing 

transformation can she really ask questions with ease and comfort. In this sense, 

Philomele’s transformation indicates a better way of existence which allows 

different forms of conversation to happen.  

       The scene ends with Philomele the nightingale’s and Itys’s Socratic dialectic 

about “right” and “wrong.” In the end, Philomele does not give any semantically 

intelligible answer which can be understood in the given language. Philomele 

just starts to sing to answer the last question raised by Itys. The song symbolises 

the fulfilment of the transformation and the possibility of different way of 

speaking. Once again, Philomele’s final song flees from the opposition and 

elucidates another starting point for thinking. After that, Itys raises one last 

question, “Didn’t you want me to ask questions?” to end the play (Nightingale 

354). The question is left open to serve as another starting point for the audience. 

In this way, the folds produced in the play will continue to the infinity. 
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     Philomele’s metatheatrical transformation makes the boundary between 

theatre and reality blurred as a result. Each character in this play undergoes an 

incessant process of becoming not only through the confrontation with 

heterogeneous elements but also through different representations of each 

character across the history. The flux of interactions among the elements and 

characters enables The Love of the Nightingale to refer to an “operative function” 

(The Fold 3), which dissolves the once formed representations and makes one 

counteract with each other to illustrate unpredictable traces. In this sense, again, 

Wertenbaker as a playwright does not decide the best possible world for the 

characters but lets characters influence and connect to each other through the 

repetition of differences or upon fold after fold. And, this further gears the 

audience for involving with the play as a Baroque machine which produces 

endless questions through “folding, unfolding, refolding” (The Fold 137). 

4.4 Conclusion 

     From the examination stated in this chapter, we can further understand the 

distinct features of Wertenbaker’s metatheatre. The juxtaposition of different 

texts results in the polyphonic tunes of the texts. The characters of The Love of the 

Nightingale centre themselves respectively to maintain the centrifugal force 

which enables the play to unfold in an open way. Most notably, the character like 

Philomele can transform herself into her own dramatist to make the metatheatre 

further transcend the boundary between the reality and the theatre. In doing so, 
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the unleashing force of the play serves as an operative force which constantly 

enlarges to involve the audience in problematising the issues. This is 

Wertenbaker’s distinguished use of metatheatre, which largely synthesises 

diverse theories of metatheatre but at the same time also contributes to quite a 

few untouched spheres of these theories. To make the play a Baroque machine 

with unlimited openness, Wertenbaker’s meatatheatre may be just the most 

convincing model of her fold of theatre. 
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Chapter 5 

Conclusion 

      This thesis probes into the theatrical use of Timberlake Wertenbaker’s The 

Love of the Nightingale through Benjamin’s translation theory and Deleuze’s 

Baroque fold. Tackling such a play with multiple revisions and dialogues among 

so many different texts, the thesis argues that each part of the play functions as 

the Baroque fold which transforms one another and opens up multiplicity of 

those texts revised in the play; overall, the play has been turned into the Baroque 

machine which endlessly produces folds and questions in the audience’s 

thinking. The theatre of this kind cannot be categorised within any existing 

theatre; hence, based on the exploration mentioned above the thesis aims to 

shape the idea of Wertenbaker’s fold of the theatre. 

      In general, The Love of the Nightingale is quite often recognised as a feminist 

play. There were, however, few perspectives concerning the play’s theatrical 

device and the outcome effect of ambiguity. Feminist critics endeavoured to 

connect the play with social reformation and theorised the play within the 

framework of binary opposition of gender, which somehow greatly ignored the 

overt openness of the play. By refocusing on the play’s multiplicity of the texts 

and its unique theatrical manner such as the use of the device of chorus and 
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metatheatre, the thesis intends to explore the “operative function” of the play 

(The Fold  34), which manifests the play itself as the Baroque machine that 

produces various folds to achieve multiplicity and openness.  

      To deal with Wertenbaker’s delicate juxtaposition of different texts in the 

play, Benjamin’s translation theory and Deleuze’s Baroque fold become my 

starting point in analysing the relation between the original texts and the 

translative ones. As the playwright once pointed out that translation not only 

“changes” but also “moves” and “displaces” something (“First thought on 

Transforming a Text” 35), the translation in this sense does not intend to 

completely eradicate the original. Instead, as Benjamin’s idea shows, it “envelops 

its content like a royal robe with ample folds (“The Task of the Translator” 258), 

which depicts the tensional relation between the original and the translation. 

What is changed does not mean the radically break-up with the original; on the 

contrary, the original can be read from multiple perspectives in the process of 

translation. This is what Benjamin proposes, the “afterlife” of the original 

(“Task” 254). Both the original and the translation fold with each other and 

“perpetually renew life of language” (“Task” 257). In this way, it is not difficult 

to understand why the playwright’s revision and combination of different texts 

are in dialogues with one another. 

      On the other hand, Deleuze’s theory of the Baroque fold serves as the 

foundation when I make an attempt to analyse the play’s operative function. To 
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put it bluntly, in contrast to Benjamin’s translation theory, the former is 

concerned with “what” in the process of translation, whereas the latter, 

Deleuze’s theory of the Baroque fold, concentrates more on “how,” which means 

the “manners” of the play. To connect the spirit of Baroque with the 

philosophical concept of the fold, Deleuze constructs his theory in describing the 

world as a place full of “forces” instead of “form” that used to define everything 

in terms of metaphysics. According to the explication of the world full of forces, 

the state of the world is more fluid than we used to think, for any definitive form 

is in fact formed by numberless dynamic forces. In this sense, the focus is now 

about how to produce “folds” rather than set down forms in any fashion. 

Moreover, Deleuze’s theory proposes the idea of Baroque machine which helps a 

lot to examine the relation among different parts of the play as well as the overall 

operation of the work which endlessly generates ambiguity and room for the 

audience to think twice. 

      Following the theoretical framework built above, my analysis comes to be 

concerned with the use of chorus in The Love of the Nightingale. The employment 

of the male and female chorus in the play can be seen as the playwright’s 

strategic presentation of the transition from univocality to multivocality of the 

whole play. The transition of the choruses also directs the audience’s thinking, 

for some parts of the play apparently signal certain messages to perplex the 

audience. Queen’s speech in scene five, for example, implies the closeness of the 
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speech of the chorus and the idea of the playwright, which in some ways affirms 

the male chorus’s credibility and authority. However, the latter part of the play 

illustrates the disappearance of the male chorus. Moreover, the collusive 

behaviours between the male chorus and Tereus are unveiled in the latter part of 

the play. This transformation suggests two confusing aspects to the audience’s 

thinking: first, the speech that refers to the closeness of the chorus and the 

playwright is unreliable and doubtful. As a matter of fact, any authoritative 

speech is problematic in the play. Second, the audience are forced to revalue the 

speech of the male chorus by themselves under such a circumstance since the 

inconsistency of the male chorus’s speech and behaviours has caused great 

ambiguity.  

      As for the female chorus, which features more individual characters, their 

different language system from Procne’s also results in the difficulty of 

conversation. The names of Wertenbaker’s members of the female chorus are all 

borrowed from the name of Greek goddesses who are originally silenced in the 

mythology. However, although their speech is almost the same as silence to 

Procne, Wertenbaker unfolds the silence as another kind of language and 

succeeds in influencing the audience’s original recognition of language. The 

revelation of silence as another kind of language also implies the need of 

imagination for different ways of listening. Moreover, the multiple voices of the 

female chorus can trespass across the limit of time and space, as the female 
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chorus question the contemporary social problems in scene twenty. In the end, 

the female chorus take over the speech of the chorus, which symbolically 

indicates the transition from the univocality of the male chorus to the multiplicity 

of the world that has transformed as Echo ends scene twenty-three with a word 

“Metamorphosis” (Nightingale 352). 

      Besides the use of the chorus, the play also employs the device of metatheatre 

to connect different pieces of revisionary texts. Unlike other types of metatheatre 

such as Antonin Artaud’s theatre of cruelty, which intends to negate the meaning 

of language and largely focuses on actions in order to liberate the text, the actor, 

and the audience, Wertenbaker’s use of metatheatre, on the contrary, elucidates 

a broader imagination of language. At the same time, the metatheatre in The Love 

of the Nightingale also shares the similar functions with the postmodern theatre 

which aims to subvert the idea of representation by “value-problemitizing, 

denaturalising form of acknowledging the history of representations” (Hutcheon, 

The Politics of Postmodernism 90). The efforts put in anti-representation prompts 

the audience to acquire more freedom to reflectively rethink about the meaning 

of the play on the whole. Therefore, Wertenbaker’s delicate juxtaposition of 

different ancient texts subtly displays a refreshing experience to the audience, 

since the use of metatheatre in combination with these texts exposes the 

artificiality of the inscription within the texts. The content of the text is 

“denaturalised,” and in doing so the operation of every tiny part of the play can 
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start to produce endless ambiguity, questions, and more room for new 

imagination. This operation is what Deleuze calls the “operative function” which 

“twists and turns its fold, pushing them to infinity, fold over fold, one upon the 

other” (The Fold 3). 

     When both Philomele and Tereus are watching Hippolytus in scene five, their 

different interpretations of “love” formulate the two major forces that unfold the 

development of the play. Both of these interpretations, to some extent, can be 

regarded as “centrifugal forces” (Bathtin xxii), which demonstrates the fact that 

none of these characters are deliberately imposed by the author. In this sense, the 

contradictory folds of the play, in my opinion, is the Philomele’s and Tereus’s 

different views of the world. Both of them are closed mechanisms before one 

confronts with the other. They adhere to their absolute definitions of love 

respectively. It is when the playwright facilitates the dialogues between these two 

different forms of thinking that the real folds begin to flourish in the play. From 

that moment on, the fold between Philomele and Tereus sparkles the pushing 

force in unfolding the play and most importantly, the transformation. In this 

sense, the framework of metatheatre, or the play within the play, in scene five 

does function as the “differentiator of difference,” which is the key to all the 

emergence of difference (The Fold 30). 

       Finally, Philomele’s transformation and her puppet theatre is also a crucial 

example of the use of metatheatre in this thesis. Philomele’s puppet theatre helps 
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herself transcend her character position and fully reclaim her agency by 

becoming her own dramatist in the rite of Bacchus. What is influenced is not 

merely the characters in the play, but also the audience offstage. This revision 

concerning Philomele’s transformation, as a result, dissolves the boundary of the 

inner and outer play, both of which are universally thought of as metatheatre’s 

fundamental basis. In this sense, the play undergoes another crucial transition 

which is from closeness to openness. Philomele’s transformation dissolves the 

inner and the outer, and since this moment, the female chorus, Tereus’s first 

questions, and the Socratic dialogue between Philomele the nightingale and Itys 

have rendered the possible openness of the texts. The questions triggered by 

Philomele’s metatheatrical transformation make the audience involved in the 

play. Numbers of parts of the play function together as the Baroque machine 

which produces numberless questions through “folding, unfolding, refolding” 

(The Fold 137). 

       From what have been examined in this thesis, I want to highlight three points 

about my new discoveries about the play itself: first, the employment of the male 

chorus and the female chorus is the transition from univocality to multivocality, 

closeness to openness, and unification to multiplicity. Secondly, Procne’s and 

Tereus’s conflicting values serve as the crucial force in the play which makes 

different and unrelated things flip over and start to correlate with one another. 

This promises the requirement of a more complicated thinking instead of 
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sticking to the accustomed ideas toward the materials revised in the play. Third, 

Philomele’s transformation ultimately triggers the transformations of the rest. By 

traversing the boundaries between the play and the audience, Philomele revises 

herself, which therefore symbolises the ubiquitous repetition with difference of 

the narratives. All of these three discoveries proposed by this thesis cohere with 

my main argument that the playwright arranges the play in a manner of 

combining different texts and theatrical devices so as to foreground the inherent 

difference and resonance among the materials and further get the audience to 

complicate and problematise their thinking. A theatre, like Wertenbaker’s, which 

can present such complexity and uncertainty, can be only called the fold of the 

theatre. However, it is just a way of describing the operation of the play; by no 

means should we mistake the fold of the theatre as a term which aims to define 

Wertenbaker’s theatre. 

      The thesis concludes that Wertenbaker’s revisions of the ancient texts realise 

the operative function of the fold of the theatre in which the parts of the play 

which function as Baroque machines exogenously produce folds to complicate 

the audience’s thinking. It not only demonstrates the tensional relation between 

the original and the translation, but also folds the diverse materials to multiply 

the possibility of the play. As Wertenbaker states, “Stories don’t end, you simply 

take them through different transformations. I like to leave people’s lives open, 

characters’ lives open” (qtd. in “A Play for Life”). Indeed, the playwright’s way 
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of dealing with diverse materials has largely focused on how to achieve ultimate 

multiplicity and openness. The devices and materials used in the play do not get 

the audience to merely accept the past meaning of the texts nor to dwell in the 

present theatrical experience. On the contrary, the playwright, who reveals the 

repetition of the texts, aims to produce difference which allows the experience of 

watching this play to activate the process of re-thinking in the audience’s 

thinking and shaping one’s own imagination for the future. In this way, this 

thesis on The Love of the Nightingale, with the revelation of the function of the 

Baroque fold, not only attempts to offer a theoretical framework with openness 

but also differentiates Wertenbaker’s theatre from any category of the existing 

theatres. The operation of the fold marks a new way of understanding the theatre 

of Wertenbaker’s revisionary plays which beacon and trigger more new 

imagination and possibility. This thesis is just a humble starting point on the 

study of Wertenbaker’s play after all. With these primary examinations on the 

relation between the original and the translation, the Baroque fold and machine, 

and Timberlake Wertenbaker’s specific theatrical manners of revision, I believe 

more differences of the play can be further examined through the progress of 

time, for difference is just the most vital force for continuing the life of 

literature, theatre, and texts. Finally, this thesis cordially looks forward to more 

complexity and folds in Timberlake Wertenbaker’s plays which are full of 
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transformations so that we can barely expect where the playwright and her 

works will take us. 
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