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SYNOPSIS
WARNING: This synopsis contains spoilers
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A lone poet enters a destroyed theater and realizes 
that he once again must tell his story. He has told 
this story again and again, for years and years, to 
audiences of all kinds.

He begins to tell the story of Achilles’ rage, of the 
Trojan War, of all wars. The story begins with dozens 
and dozens of ships sailing from Greece to Troy, and 
nine years of war. As the poet tells the tale, he takes 
on each of the characters in this epic story.

Agamemnon, the leader of the Greeks, has taken a 
young girl as a spoil of war, but her father, a priest, 
has called on Apollo to punish the Greeks for 
capturing her. Apollo sends down a plague to the 
Greek camps. Agamemnon agrees to give back the 
girl, but decides to take Briseius, a woman Achilles 
won in the war and has come to love. Achilles flies 
into a rage and storms off to his tent, cursing the 
Greeks and refusing to fight anymore.

The Poet then begins to tell of Hector, a prince of 
Troy, and brother of Paris. Hector is a commander 
of the Trojan army, and wants what is best for his 
people. Hector realizes that with Athena’s help, the 
Greeks are destroying his army, so he returns home 
to ask the Trojans to pray to Athena to turn the tide 
of the battle. He shares moments with his mother, 
wife, and child as well as an encounter with Helen. 
Hector returns to the front, and the tide of the 
battle turns towards the Trojans, as the prayers have 
worked and the Greeks are weaker without Achilles.

As the poet continues his tale, he tells the audience 
of Patroclus, Achilles’ companion. Patroclus 
convinces Achilles to allow him to wear Achilles’ 
armor and fight in his place. At first, the disguise 
works, and the Greeks are able to make strides in 
the battle. Patroclus begins to rage, and the Poet 
gives in to the moment, losing himself in the rage 
of the battle. Out of nowhere, Apollo intervenes 
and Patroclus’ armor falls off, leaving him 
vulnerable. A warrior hits Patroclus with his spear, 
and Hector appears and finishes him off, allowing 
his rage to overtake him.

THE JUDGMENT OF PARIS

In Greek mythology, Zeus threw a party in celebration 
of the wedding of Thetis and Peleus (the parents of 
Achilles). The celebration was a huge gathering for 
all of the gods and goddesses of Olympus, but Eris, 
the goddess of discord, was left off of the invite list. 
Due to this snub, she threw a golden apple inscribed 
with the words “To the Fairest” into the festivities. The 
apple landed in the midst of three goddesses: Athena, 
Hera, and Aphrodite. All of the goddesses laid claim 
to the apple, but could not reach a consensus as to 
who should be the rightful recipient of the apple. The 
goddesses turned to Zeus to make a decision. Zeus 
refused to choose between his wife and daughters, so 
he gave the task to a human: Paris, a prince of Troy.

Hermes guided the goddesses to Mount Ida where 
they asked Paris to choose between them. Each of 
the goddesses promised Paris rewards if he chose her. 
Hera offered him power, Athena offered him wisdom 
and skill in battle strategy, but Aphrodite won the day 
with her offer. She promised Paris the love of the most 
beautiful woman in the world, Helen. Paris chose 
Aphrodite as the winner of the apple.

The problem was that Helen was already married to 
Menelaus, a king of Greece. Regardless, Aphrodite 
aided Paris is stealing Helen from Greece and the 
Trojan War began in an effort to recover her from Paris 
and the Trojans.

The Judgment of Paris by Peter Paul Rubens
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Achilles grieves his dear friend, and his grief boils over into anger and a desire for vengeance. He goes to 
his mother, a sea nymph, who goes to Hephaestus, the god of fire, and asks him to craft a shield for Achilles. 
Achilles’ shield is magnificent and portrays the juxtaposition of war and peace.

Achilles rushes into battle, looking for vengeance against Hector. Hector and Achilles engage in an epic 
battle, only after Hector tries to treat Achilles with honor and respect which is not returned. Achilles kills 
Hector and attaches Hector’s body to the back of his chariot.

The scene moves the Poet, and he draws comparisons with all the wars of human history. He turns now to 
Troy, and the grief of Hector’s family. As Hector’s family mourns, Achilles drags the body around the Greek 
camp for ten days. Hector’s father, Priam, goes to Achilles and pleads for his son’s body. Achilles is moved 
by the old man’s love for his son, and lifts the body into the wagon himself. Achilles promises an eleven-day 
truce for the Trojans to bury and mourn Hector, and puts Priam to bed before his journey home. 

The Poet loses himself in the thoughts of what happens next, of the death, and the destruction, and the wars 
to come to the world. The magnitude of it all is too much for him. He concludes his tale with the burial of 
Hector and one last word for the audience.

SYNOPSIS (Continued)

James DeVita. Photo by Michael Brosilow.
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WHO’S WHO IN THE ILIAD

THE GODS
Zeus – Known as “god of the sky,” Zeus ruled the Olympian gods 
and all men and creatures on Earth. He used the weather and 
nature to keep order on the Earth and most notably employed 
lightning bolts to spite his enemies.

Hera – Zeus’ wife and goddess of marriage and childbirth.

Athena – Zeus’ daughter and the goddess of war, reason, 
intelligence, the arts, and literature.

Aphrodite – Zeus’ daughter and the goddess of love, desire, and 
beauty.

Apollo – Zeus’ son, refered to as the “sun god” since he used his 
chariot to drive the sun across the sky each day. 

THE GREEKS
Achilles – A part-immortal, part-mortal man, Achilles is known as 
one of the great heroes of the Greek army. He was also known for 
his rage and stubbornness during the Trojan War.

Agamemnon – The commander of the Greek army.

Briseis – Achilles’ lover, taken by Agamemnon causing conflict 
between the two soldiers.

Helen – Known as the most beautiful woman in the world, she 
left her husband Menelaus in Greece to live with Paris in Troy.

Menelaus – Helen’s Greek husband, King of Sparta, and 
Agamemnon’s brother.

Patroclus – Achilles’ good friend. His death encouraged Achilles 
to return to battle.

THE TROJANS
Hector – The commander of the Trojan army, he kills Patroclus 
during battle, igniting the conflict between he and Achilles.

Andromache – Hector’s wife who has a newborn son.

Astyanax – Hector’s newborn son.

Paris – Hector’s younger brother who steals Helen from Menelaus 
as his wife, bringing her to Troy, and starting the Trojan War.

Priam – The King of Troy and father to Hector and Paris.

Hecuba – Priam’s wife and Hector’s mother.

The Dardan – The soldier from Troy who wounded Patroclus 
before he was killed by Hector.

Busts of Zeus and Hera

Achilles and Patroclus

Andromache, Astyanax, and Hector
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THE MUSES

Helen, also commonly referred to as Helen of Troy, was the daughter 
of Zeus and Leda (the wife of the King of Sparta). She was known 
to have many suitors (Theseus, Meneleus, and Paris, to name a few) 
and had over 45 men vying for her hand in marriage. Her popularity 
with men spawned from her title as “the most beautiful woman on 
Earth.” Artistic representations of Helen depict her with all the obvious 
signs of beauty, but she may have possessed traits that purely mortal 
women may not have had.
Throughout ancient texts, poets and storytellers such as Herodotus, 
Cypria, and Sappho offered varying contradictions as to whether 
Helen left Sparta with Paris of her own volition or whether she was 
kidnapped against her will. According to the Ancient Greek authors 
Euripides and Stesichorus, Helen never even went to Troy, and instead 
escaped to Egypt where she stayed for the duration of the Trojan War. 
History has painted two very different pictures of Helen: one as a 
conniving and unfaithful woman who abandoned her husband and 
caused a great war, and one as a helpless woman who was used as 
a puppet by war-mongering and blood-thirsty men. The dialogue 
surrounding Helen was, and continues to be, prominent in various 
art forms: poetry, paintings, vase art, sculpture, opera, dance, film, 
and television. All of the uncertainties surrounding both Helen and 
her reputation contribute to the evolving conversation about our 
society’s views on both the power and destruction of female beauty.

HELEN OF TROY

The Nine Muses, classified as divinities, were born from Zeus’ 
relationship with Mnemosyne, the inventor of language and 
words and the patron goddess of poets and oral tradition. 
The Muses are Clio (History), Urania (Astronomy), Melpomene 
(Tragedy), Thalia (Comedy), Terpischore (Dance), Calliope (Epic 
Poetry), Erato (Love Poetry), Polyhymnia (Songs to the Gods), and 
Euterpe (Lyric Poetry). They lived on Mount Helicon in Central 
Greece, which was also a spot frequented by Apollo, the god 
of music, light, and sun. They were expected to sing at various 
events for the gods on Mount Olympus, such as feasts, festivals, 
weddings, and funerals. Their most important job, however, was 
to inspire mortals in their particular artistic category. 

In An Iliad, the main character of The Poet references The Muses 
by calling out to them during his storytelling. Because the Muses 
held the task of inspiring mortals from the gods, the subsequent 
idea was that various forms of artistic storytelling would keep the 
tales of the gods alive. The narrator of An Iliad is the Poet, which 
directs attention toward the idea that the Muses help him to 
retell and give life to the tales of Hector, Achilles, and the Trojan 
War, a tale the gods of Ancient Greece deemed necessary to our 
moral history.

Detail of The Muses in the
painting Parnassus by Raphael 

Helen of Troy by Evelyn de Morgan, 1898
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MAP OF ANCIENT GREECE AND TROY
 

MOUNT OLYMPUS 
Home of the gods

 
TROY 

Location of the Trojan 
War and home to:

Hector
Andromache

Paris
Priam

Hecuba
Astyanax

 
SPARTA 

Home to:

Menelaus

Helen

 
MYCENAE 

Home to:

Achilles

Agamemnon

Briseis

Patroclus



Was there really a person named Homer? Was he really the author of both 
The Iliad and The Odyssey? The traditional depictions of Homer show him as a 
blind poet and storyteller. Some believe he was illiterate and could only have 
told his epics orally. Different accounts state that Homer lived and wrote in 
the 9th century BC, while others place him several hundred years later. This 
enigma surrounding Homer has led to a debate referred to as “The Homeric 
Question.”

The debate about the origins of Homer’s work has existed for hundreds 
of years. Scholars have differed on their opinions, and the topic became 
an important subject of study for many. From the first questions asked by 
French writer Abbé d’Aubignac in 1664 about the incoherence in language 
of Homer’s two epics, The Iliad and The Odyssey, to one of the most famous 
books written about Homer’s personal and professional history, Prolegomena 
ad Homerum, from the late 1700’s by German writer Friedrich August Wolf, the 
groundwork for The Homeric Question debate offered various insights into 
Homer’s actual credibility. 

DIFFERING THEORIES
Pre-Twentieth Century
After Wolf published his book, two major theories emerged. The Lay Theory 
and the Nucleus Theory took dissimilar sides to the newfound debate. The 
Lay Theory considered the epic poems written by Homer as a combination 
of separate and independent short poems and songs, most likely written 
by many different poets. The Nucleus Theory, on the other hand, believed 
Homer drew on older versions of the stories, and combined them himself 
into epic poems. 

Twentieth Century
As more philosophers, scholars, writers, and historians entered the debate 
on Homer’s existence, they both expanded and specified their research 
and theories. Unitarianism, Oralism, and Neoanalysis outlined the major 
differences in opinion on the question. Unitarianism was committed to 
the idea that Homer was a singular craftsman and that no other poets or 
artistic minds contributed to his work because his writing technique is clear 
throughout both epic poems. Oralism was centered on epic poems which 
were written down from oral poetry. There was less focus on whether or not 
Homer existed in this research, because it was strongly believed that even 
if he was an actual person, he was one small cog in a much larger machine 
which produced the epic poems we read today. The final concept, Neoanalysis, aimed to connect Homer’s 
epic poems to other great works of epic poetry that may have been lost over time; intending to prove that 
the epic poems of Homer were actually puzzled together from hundreds of other stories.

WHERE THE ARGUMENT STANDS TODAY
Today, The Homeric Question has essentially faded. Currently, the majority of researchers would likely pose 
that Homer did not write both The Iliad and The Odyssey, and certainly did not write either on his own. The 
Homeric Question, after almost 350 years of deliberation, is still unanswered, and without concrete facts 
and more specific clues about Homer’s life and work, it is unlikely that it ever will be.

THE HOMERIC QUESTION

Bust of Homer from the 
Hellenistic Period

Homer and his Guide by  
William Adolphe-Bouguereau, 1874
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Artists have found inspiration in war for thousands of years, and some say that wartime is often the most 
prolific time for the creation of great art. War appears in all art forms from visual art to music to theater to 
performance art to literature. Some artists laud the glory of war, the bravery of soldiers, and the patriotism 
that wartime evokes. Artists often work on commission from a particular organization or government to 
document the events of war or to create war propaganda. Art has also long been used as a form of protest 
against war and its brutality, destruction, and the many costs it places on humanity. Some of the greatest 
artists of all time have created art that was meant to make its audience think about the true impact of war. 
An Iliad continues this legacy of using art to make commentary on war and its effects.

ARTISTS AND WAR

The Battle of Leipzig by Vladimir Ivanovich Moshkov, 1815

The Burning of Troy  
by Johann Georg Trautmann, 1759-62
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Excerpt from “Ballad of the Green
Berets” by SSgt Barry Sandler 
and Robin Moore, 1966

Fighting soldiers from the sky 
Fearless men who jump and die 
Men who mean just what they say 
The brave men of the Green Beret

Silver wings upon their chest 
These are men, America’s best 
One hundred men will test today 
But only three win the Green Beret

 
Excerpt from “War is Kind”
by Stephen Crane, 1899

Do not weep, maiden, for war is kind.
Because your lover threw wild hands toward the 
sky
And the affrighted steed ran on alone,
Do not weep.
War is kind.

 Hoarse, booming drums of the regiment
 Little souls who thirst for fight,
 These men were born to drill and die
 The unexplained glory flies above them
 Great is the battle-god, great, and his kingdom--
 A field where a thousand corpses lie.

Do not weep, babe, for war is kind.
Because your father tumbled in the yellow 
trenches,
Raged at his breast, gulped and died,
Do not weep.
War is kind.
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CAVEDRAWINGS (38,000 BC) 

Researchers have deduced that the 
earliest known form of storytelling is from 
about 40,000 years ago. A very faint red 
dot is said to be the �rst example of cave 
paintings from Spain in 38,000 BC. These 
paintings not only inform us of migration 
patterns before the Ice Age, but also 
enlighten us about cultures and stories 
from this otherwise undocumented time. 
This could possibly be the �rst time people
“recorded” spoken legends.  

CIVILIZATION AND RELIGION (2000 BC) 

Many often refer to The Iliad as the �rst epic poem, 
however the �rst documented epic written work, 
The Epic of Gilgamesh, is from 2000 BC (about 1250 
years before The Iliad was written down). This text 
signi�ed the re-establishment of civilization after 
the Ice Age and the re-emergence of storytelling. 
Because societies became stationary, people began 
meeting to discuss and observe morality and 
religious beliefs, which prompted the �rst 
professional priests to begin using oral storytelling 
as a means of communication. These priests would 
pass on didactic stories to their congregations in 
order to explain basic ideas of how those who are 
good by nature live a more ful�lling life.  

ANCIENT GREECE (1100 BC) 

Mycenaean Age – Dark Age – Archaic Age 

Still largely debated, it is believed that Homer 
documented the Mycenaeans and the Mycenaean 
Age (1100-800 BC) through his epic poems. This 
period of Greek history was largely celebrated for 
its high cultural achievement, but also noted for its 
diversi�cation of wealth and class. Kings and 
royalty held much of the wealth and often 
employed poets to entertain and recite their work 
for them.  Beginning in 800 BC, however, Greece 
fell into the Dark Ages for 50 years which halted 
artistic progress. There are very few documented 
records from this time, and however brief, this era 
caused a great dent in the cultural development of 
Ancient Greece. From this period, we have very 
little information on the transmission of stories 
and tales of the Ancient world, but when the 
Archaic Period began in 750 BC (also the year 
scholars believe The Iliad was written down), poets 
and artists realized the importance of 
documenting their work, thus many spoken word 
poems and stories were written down for the �rst 
time. The Archaic Period is known for re-
establishing the arts in Ancient Greece, and many 
records and artifacts today come from this time. 

The oldest known cave painting, found in northern Spain 

Tablet of The Epic of Gilgamesh

STORYTELLING
TIMELINE
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From �lms to novels to stand-up comics, 
storytelling has found its way into numerous 
facets of our society. While many current stories 
are �rst written down and largely based o� a 
text, there are still a few examples of oral 
tradition in our society. Stand-up comics largely 
use the energy of their audience to dictate their 
performance, as do the evolving popularity of 
TedTalks and other forms of motivational 
speaking. There are traditions that started in 
the early 1900’s that are still prevalent today, 
such as Appalachian storytelling through folk 
music and families sharing stories around the 
dinner table.  

WRITTEN WORD vs. SPOKEN WORD (500 AD) 

After the fall of the Roman Empire around 500 
AD, more established forms of both written and 
spoken oral storytelling appeared. In Ancient 
Greece, there was a clear process of various 
songs and poems being written after they were 
passed on orally, but in 500 AD, Middle Eastern  
and European cultures di�ered in storytelling 
practices. The Middle East became one of the 
�rst civilizations to pursue literacy over the 
spoken  word in telling stories. They understood 
the importance of documenting their history for 
future generations and took a more humble 
(and less theatrical) approach to their morality 
lessons. Europe, on the other hand, found that 
using theater and traveling plays was, in their 
opinion, a successful tool in spreading 
Catholicism and “good nature.” They would 
perform on moving carts and make-shift stages 
in di�erent villages and cities, presenting stories 
such as Abraham and Isaac from the Bible. 

TRANSITION TO STORIES FROM HUMANITY 
(1500 AD) 
 
After the end of the Dark Ages in Europe (1000 
AD), the Renaissance and subsequent eras 
transitioned storytelling purely from a religious 
platform to a more mortal and humanly 
worldview. Shakespeare and his literary peers are 
a strong example of those who began producing 
works of storytelling that showed the common 
man facing ethical struggles, disconnected from 
religion.  Since this time, we have expanded 
storytelling from moral-based paradigms 
connected to gods and greater-beings to 
instances of everyday life, everyday people, and 
everyday circumstances. 

James DeVita continues the storytelling tradition in An Iliad
Photo by Michael Brosilow



Milwaukee Rep Education Associate Neal 
Easterling sat down with James DeVita, the 
performer of An Iliad, to talk a little bit about 
the process of creating this production.

Can you explain the collaborative process that has 
gone into creating this performance? Describe the 
rehearsal process a bit?

John is just a great director. John and I have done 
about five or six things together and he has also 
directed me in another one-man show. John is 
wonderful, John is the guy who is so specific, kind 
of ruthlessly specific, where it is very frustrating 
sometimes, but it is exactly what you need. He is 
perfect for this kind of thing. He is the one where 
if there is one line like “Courage my friends, hold 
out a little longer,” and he says “Well, who is the 
character that says that?” So I have to go back in 
The Iliad and find out who said that one line, create 
a character for him, slightly change my voice and 
my body, for one line. But then it gets distinct and 
specific and it is part of the storytelling. He has my 
back on the overall picture of the thing. There is a 
lot of movement in this play too. We have made 
it up from my experience and some knowledge, 
but we really do not know, how Greek theater was 
performed. I have trained for many years in some 
aspects of theater that were based on how we 
thought the Greeks might have [performed]. In the 
play, I have some traditional Greek language and 
Fagles’ poetry, and then I have very pedestrian and 
everyday language where I talk to the audience like 
“Hey, buddy.” So, in one way nothing is different 
and everything is different. John approaches all of 
his plays the same way, but now instead of thirty 
people, it is one guy playing thirty people and he 
addresses them with the same kind of specificity.

INTERVIEW WITH JAMES DEVITA

This play is a contemporary take on a classic. 
What should audiences know if they are already 
familiar with The Iliad but are not familiar with this 
adaptation?

If they are familiar with The Iliad, I think whatever 
they think it is going to be, it is not. I think they 
are going to have some preconceived idea: “it is 
one guy telling the story of The Iliad?” But what 
is wonderful about this show is, at least, in the 
stage directions too they talk about this, on this 
particular night, of this Poet, the conceit is that I 
have been around for 3,000 years telling this story. 
I am doomed to tell this story until mankind stops 
solving problems by warfare. I do not think he is 
going to be out of a job anytime soon. But on this 
particular night, this man has seen a lot too, so we 
have also invested in who is the Poet, which I think 
is John’s particular gift to this production. Because 
you can just deal with what the Poet does, but 
why is this guy doomed? Why is he telling? Why is 
it different tonight? Why is this particular night in 
front of an audience different? We have made up 
a whole back story which is pretty fascinating. But 
it is in the script. He has trouble remembering at 
times. He does not know what is next. He does not 
want to talk about what is next. He needs help from 
the Muses; they are not helping him at first. The 
wonderful result is that this guy is so frustrated: he 
has been doing this for 3,000 years and nothing has 
changed. This man who was given this challenge 
in life, doomed to do this for eternity until . . . and 
on this night he tries something different. So, I 
think that his job is really trying to get the audience 
to see what human kind can do to each other. Of 
course there are moments of not only brutality, but 
also absolute cowardice and running away which 
happens in war all the time too. There are heroic 
moments. It is both, it is everything. I think that 
is what the play does really well: it shows you all 
sides of it. It is barbarism to desecrating enemies 
bodies, to heroism to extreme bravery to extreme 
cowardice, everything. We are all that, all of us are.

Can you explain a bit about the connection 
between The Poet and the Muses in the play? The 
connection between your performance and the 
music created by Josh Schmidt and played by cellist 
Alicia Storin?

James DeVita

12 • An Iliad
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Well, I think, she is my personal muse who has 
been with me these 3,000 years. She helps me tell 
the story, and actually inspires. They believe, and 
I believe this as the Poet, that the muse actually 
gave you the thoughts; it was not you. Without 
them you are on your own a little bit and they are 
a lot more talented than you. For the first twenty 
minutes of the play, she is not showing up. Where 
the hell is she? I am trying to get things going and 
nothing is really coming. So, when she shows up 
the whole play changes. She can guide with a note 
or a sound, or remind me what the next part of the 
story is. She can underscore me, and I interact with 
her sometimes and say “Remember that? And the 
ground shook” and she makes a “Grrrrrrrrrrr” so we 
interact with each other. Basically, we are partners 
in telling this story to the audience. Sometimes 
she is directing me; sometimes she is leading me. 
She rebukes me once or twice when I want to take 
the story somewhere and she brings me back. 
Other times I think we come into sympathy with 
each other in some of the harder scenes or the 
breakdown scenes where she knows she is guiding 
me or soothing me, so it is wonderful to have her 
out there. Also, just for punctuating things, like the 
spear throwing she makes this great sound, a baby 
crying, stuff like that. We are kind of like partners of 
storytellers out there.

How do the production elements that have been 
created help tell this story? How do they impact 
your performance and interaction with the 
environment?

Have you seen the set? It is pretty fascinating. It is 
like a huge playground for me. It is one of the most 
interactive sets I have been on in a long time, and 
basically halfway through the show I start using 
things. At first I am a little intimidated when I come 
out there as I do not want to be telling the story, 
but you know I have to tell the story. The set has 
been wonderful; the set is like another character 
almost. I pull things and I make things. Imagine 
this is the boat, and that is what he does, he grabs 
things to help tell the story, climbs things. I climb 
the mountain to show how high Troy is, looking 
down at the beach. Stuff that I pull out becomes a 
chariot, so lots of fun stuff. It is a very interactive set 
that I have been getting to know very slowly.

How do the themes of this piece resonate for you 
personally? How do you think they connect with 
our audience and our society?

One of the things I am struck with this experience 
is that reading this book (The Things They Carry 
by Tim O’Brien) is like reading The Iliad. The 
experiences of human beings in warfare do not 
ever change and they never will change. We are all 
human. And, as they said, the majority of us, thank 
God, have never had to experience that, none of 
us know who we would be in that experience. 
And what Homer said and O’Brien says too, is that 
we all have the capacity for all of that. That you in 
one moment can be the most heroic man and in 
the next moment be running away, peeing your 
pants, and then you are ashamed of that. Then you 
are honoring the dead, the fallen, and then you 
desecrate bodies; and it is the thing that happens 
in war. It is even hard to talk about it because who 
am I? My job is to try and communicate that to 
an audience to the best of my ability. What was 
my point in all that? I think my point was that it 
is amazing how little it has changed. It is always 
fascinating to see what Homer was writing about 
2,000 years ago, is what we are still writing about 
today. Tim O’Brien, he has this great quote that 
says, “If you see a story about war, if at the end you 
feel good or hopeful, you have been lied to. There 
is nothing good about it.” He says, “You can tell a 
true war story if you are embarrassed to watch it, if 
it makes you uncomfortable, if you actually feel the 
shame watching it, that is a true war story.” And it 
does not deny all that heroism and bravery, it just 
acknowledges all the other stuff in there too which 
we do not usually make movies about. I think the 
things that resonate are that these are people. It 
was not just Achilles, he had a mother and a father 
and Hector had a mother and a father. Hector’s 
wife had a baby that was eventually killed, from the 
ramparts, so it is like closing the distance between 
these heroic biblical type things that you hear 
about and say “No, that little baby was six months 
old and a Greek soldier threw him off the top of 
a building.” It is hard not to be affected by that, I 
think. 



ABOUT OUR PRODUCTION

 
The creative team decided to set the play in the 
specific space of the Milwaukee Rep Quadracci 
Powerhouse, after the events of a war. 

14 • An Iliad

 
Holes in the stage floor 
allow lighting effects to 
appear from below.

 
Some of the props the 
poet will use are hidden 
in the rubble pile.

 
The set features a 
lighting grid that has 
fallen down.



 
Cellist Alicia Storin appears behind a 
scrim, a drop made of a special fabric 
that can either hide or show what is 
behind it depending on how it is lit.

 
Chairs with the actual upholstery used 
in the Quadracci Powerhouse audience 
seating are found throughout the 
rubble pile in the set.
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Musical compositions in the show were 
created by Josh Schmidt and were 
informed by the rehearsal process.



VISITING THE REP

Milwaukee Repertory Theater’s Patty and Jay Baker Theater 
Complex is located in the Milwaukee Center, downtown at the 
corner of Wells and Water Streets. The building was formerly 
the home of the Electric Railway and Light Company.  
 
The Ticket Office is visible on the left upon entering the Wells Street doors. In the central rotunda is a large 
staircase which leads to The Rep’s Quadracci Powerhouse theater and lobby.

THE REP VALUES YOUR SUPPORT: 
Financial support enables The Rep to: 

• Advance the art of theater with productions that inspire individuals and create community dialogue

• Provide a richer theater experience by hosting Rep In Depth, Talkbacks, and creating Play Guides to 
better inform our audiences about our productions.

• Educate over 20,000 students at 200+ schools in the greater Milwaukee area with Rep Immersion 
Day experiences, student matinees, workshops, tours and by making connections with their school 
curriculum through classroom teaching programs such as Reading Residencies and Scriptworks.

• Maintain our commitment to audiences with special needs through our Access Services that include 
American Sign Language interpreted productions, captioned theater, infrared listening systems and 
script synopses to ensure that theater at The Rep is accessible to all.

• Educate the next generation of theater professionals with our Artistic Intern Program which gives newly 
degreed artists a chance to hone their skills at The Rep as they begin to pursue their theatrical careers. 

We value our supporters and partnerships and hope that you will help us to expand the ways The Rep has a 
positive impact on theater and on our Milwaukee Community.

Donations can be made on our website at 
www.MilwaukeeRep.com or at 414-290-5376.

The Rep receives support from: 
The Lynde and Harry Bradley Foundation • The Richard & Ethel Herzfeld Foundation 

David and Julia Uihlein Charitable Foundation
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