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Abstract. This article explains the concept of absurdist theatre construction that combines 

the comic and the dramatic, with blocking adapting the performance form of Sandur 

Bojonegoro, and the theory of Parabolic Drama explained by Michael W Benneth. Theatre 

as a response to life is built to open the veil of illusion and expose the absurdity of life. 

The performance is designed to appear improvisational, but still well-planned, using the 

Meisner method. The theme used as the fundamental foundation of this show is the suicide 

incident in Bengkulu. This regional theme was then developed into a universal idea by 

adopting Harold Pinter's technique. 
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1   Introduction 

Theatre of the absurd, as a form of theatre mentioned by Esslin [1] in The Theatre of Absurd, 

is one of the theatre movements that emerged in the avant-garde era [2]. Names associated with 

this theatre movement include Samuel Beckett, Eugene Ionesco, Jean Genet, and Harold Pinter 

[3]. Absurdist theatre has features such as anti-character, anti-language, anti-drama, and anti-

plot. This form of theatre expresses themes and messages through a combination of comical and 

dramatic, and promotes humanitarian ideas [4].  

The condition that is often discussed in absurdism, both on the theatre stage and in the 

philosophical tradition, is about self-depression that results in depression, when dealing directly 

with the absurdity of life. This condition is caused by the illusions of beauty, hope, and love that 

often cover the absurdity of life being exposed due to certain things [5]. When individuals meet 

in such conditions, then the possibilities that can be taken according to Camus are; suicide, 

philosophical suicide, and facing life happily and making peace with the absurdity of life. 

Indonesia, and some other third countries, mostly take the second path, which is philosophical 

suicide [6]. This condition is characterised by jumping to ideology, religion, and other 

metaphysical things in order to get instant answers to the problems they face. 

Suicide occurs when the condition of "philosophical suicide" is unable to provide answers 

and deliver an individual out of the pressure of the absurdity of life [7]. Described by Emil 

Durkheim, there are four conditions of suicide when associated with a socio-cultural perspective 

called the "principle of integration & regulation" [8]. These conditions include altruistic and 

egoistic (both related to integration), as well as anomic and fatalistic (both related to regulation) 

[9]. The most common suicide condition found in third countries such as Indonesia (especially 

in Bengkulu) is fatalistic suicide [10]. This theme will be raised and processed into a story 
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premise, which is then constructed into an absurd-style theatre performance with a parabolic 

drama approach [11].  

2   Method 

 The method adopted by the writer to compose an absurdist theatre piece with a parabolic 

drama theory approach is to use Wallas' creative creation stages. Wallas states that the creative 

creation stage consists of four phases; preparation, incubation, illumination, and verification. 

[28]   

 The preparation stage consists of gathering information and materials. In this work, the 

preparation consists of compiling the materials needed to build the thematic and writing the 

script. The second stage, incubation, consists of formulation, structure, and characterisation. 

The third stage, illumination, is the process of dramatising the performance. In this stage, the 

parabolic drama theory is approached. The fourth, or final stage is verification which is the 

process of representation. In this paper, the last process has been included in the form of staging, 

and visual display. 

3   Result And Discussion 

 The theatre of the absurd is associated with the absurdist views of Albert Camus who was 

born in the 1950s, in the post-war depression. A few decades later it became a leading movement 

in the avant-garde era [12]. The theatre of the absurd, theorised by Martin Esslin in 1981, 

continued to develop into the post-modern era [13]. One form of absurd theatre developed in 

the 2010s was parabolic drama, composed by Michael W Benneth. In general, Benneth's theatre 

conventions prioritise plot, character and theme [14]. The texture of the performance is built 

from dialogue, mood, and spectacle, which are then stitched together as a plot-bead (plot chain). 

The creation of absurd theatre with a parabolic drama approach by the author consists of four 

phases [15]. 

 

3.1 Theme and Playwriting 

 

 In this phases, what the author does is to prepare a theme, which then becomes a premise. 

The theme is then globalised. The theme, which is a response to the suicide incident that 

occurred in Bengkulu, became the main premise for the creation of the play. The creation of the 

play is based on the playwriting method introduced by Lajos Egri [16], which builds plots and 

sub-plots as the bone structure of a story from the premise. The premise is built with a dialectical 

approach, to obtain a synthesis and not to favour one side of the truth. A dialectical approach is 

taken as the formation of the story's premise, which is then followed by character building. 

Characters are built in three dimensions, including the physiological, psychological, and 

sociological dimensions of a character. 

 The theme, which is still regional, is made more universal by adopting Harold Pinter's 

globalisation of ideas. Pinter did this in his script "Ashes to Ashes" in the 1980s. The initial idea 

discussed was an incident that occurred in the domestic sphere or around Pinter's 

neighbourhood. From the issue of the powerlessness of minorities who are often victims of 

violence, as well as the issue of injustice raised by Pinter, it is linked to a number of cases around 



 

 

 

 

 

the world to make the theme of absurdity more global. This method was adopted after 

developing the premise and characters of the story [17].  

  

  

3.2   Phase II: Form Creation 

 In the second phase, the creation of form, structure, and characterisation. Blocking adopts 

the form of Sandur Bojonegoro [18], which is processed with a parabolic drama approach. In 

addition to the main cast, some players are designed as responders or passive players aimed at 

forming a diffuse audience atmosphere and strengthening the impression of immersive theatre. 

Parabolic drama requires a strict circular plot, as well as a reduction in the dominant 

conventional theatre construction. Another characteristic is the incorporation of the audience 

into the narrative of the work which makes the atmosphere of the audience diffuse. [19] This 

eliminates the disintegration between audience and performer as in conventional performances. 

This condition makes parabolic drama also often translated as immersive theatre. Immersive 

theatre allows the design of audience involvement in a performance to be well designed and 

planned. [20]  

 Planning audience involvement by preparing passive players who are tasked with responding 

to the atmosphere. The design of audience involvement is done using the Meisner method, 

which emphasises that actors are able to do things reflexively and naturally. [21] Thus, the 

instinct and natural response of the body to the events around it become the main foundation of 

acting in the Meisner method. Thus, the construction of absurd theatre with a parabolic drama 

approach begins with the creation of acting using Meisner's method, combined with immersive 

theatre forms involving players designed as audiences. Meisner's method is used to give the 

impression of an improvisational performance that builds an integrated, well-planned 

atmosphere. 

 

3.3 Phase III: Dramaturgy 

 The third stage in this conception is the dramaturgy of the performance. One of the things 

applied in the creation of the absurd theatre form with the parabolic drama theory approach is 

the insertion of iconoclasm into the body of the performance. 

Iconoclasm is one of the characteristics of an absurd play. In an iconoclastic form, the main 

goal is to strengthen the effect of language. In addition to presenting dialogue to build mood and 

atmosphere, silences and inexpressibility are also presented to give a stronger impression. 

Another iconoclastic trait is the removal of all icons, which refer to culture, tradition, religion, 

ethnicity, and other things that refer to personal characteristics. [22] The omission is intended 

to make the premise and story more universal, and to promote the idea of humanity. [23]  

As for the movement and displacement of actors in this concept, it only requires a maximum 

of two to three actors. Because the stage is square like the Bojonegoro Sandur performance, the 

moving will be done as below. 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 1. Player positioning and blocking 

 In this conception, the centre of the stage contains the narrator, the musicians and the 

responders. In such stage conditions, dialogue can only be done when two actors are in a straight 

line, either vertically or horizontally. Dialogue cannot be done diagonally. That's why moving 

is formulated with a rule like the picture above. The playing area, then, is the part coloured red 

below. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 2. Playing area for player (red area) 

This concept was adapted from Sandur Bojonegoro, as it is possible to combine it with 

absurdist theatre developed into parabolic drama. Parabolic drama requires a circular plot, but 

is more emphatic. Strict movement and limited space give a verbal impression of the alienation 

and imprisonment desired in this conception of absurd theatre. This conception also adopts 

Bertold Brecht's epic theatre to give a Verfrendungseffekt (alienation effect). [24] 

3.4 Phase IV: Representation 
The most desirable condition of this conception is the performative society, where the 

audience merges with the performance. [In this condition, the audience is provoked by the 



 

 

 

 

 

participants, namely responders, narrators, and passive actors at the centre of the stage. This 

condition is referred to as a diffuse audience. [26] 

The costumes and make-up for the main actors are designed very differently from the callers 

and narrators (passive actors). The aim is to create the impression that they are in different 

dimensions of time and space. The main actor is dressed with a pale face, oversized clothes, and 

comical behaviour that characterises the author's previous absurdism. [The main plot of the 

story, based on the script, is transformed into an atmospheric dimension by the three main actors. 

Meanwhile, the passive actors in the middle respond to the storyline, dialogue, atmosphere, and 

expressions presented in the play area. 

These four stages are necessary for the construction of an absurdist theatre form with 

parabolic drama. 

4   Conclusion 

 The construction of absurd-style theatre with a parabolic drama theory approach is designed 

into four stages: theme and playwriting, form creation, dramaturgy, and representation. For this 

arrangement, a number of elements and methods are inserted in it. Some of them include Lajos 

Egri's playwriting method, including the development of premise and theme with a dialectical 

approach. In addition, the blocking and place are adapted from Sandur Bojonegoro to give a 

verbal impression of confinement and circularity. Actorial creation is built on the Meisner 

method, but designed more comically for the three actors who are in the main plot stream of the 

story. 

 

References 

[1] M. J. Esslin, (1961). The Theatre of the Absurd. Harmondsworth: Penguin. 

[2] R. Das, (2023). A comparative study Beckett’s Waiting for godot and Ionesco’s rhinoceros. 

International Journal of English Literature and Social Sciences, 8(3), 360–365. 

doi:10.22161/ijels.83.57  

[3] J.J Waham, (2023).Loneliness and Lack of Communication in Absurd Plays. Language Literacy: 

Journal of Linguistics, Literature, and Language Teaching. Volume 7, Number 1, pp: 15-22 

[4] J. Zhu, (2013). Analysis on the Artistic Features and Themes of the Theater of the Absurd. 

Academy Publisher: Theory and Practice in Language Studies, Vol. 3, No. 8, pp. 1462-1466 

[5] M. Bennis, (2023). Demystifying the Absurd in Samuel Beckett’s Fiction and Drama: None. 

International Journal of Language and Literary Studies, 5(2), 147–158. 

https://doi.org/10.36892/ijlls.v5i2.1276 

[6] C. Margerrison, M. Orme, & L. Lincoln, (2008). Albert Camus in the 21st century a reassessment 

of his thinking at the dawn of the New Millennium. Amsterdam. Rodopi. 

[7] N.W. Karisma, & I.G. Fridari, (2021). Gambaran Pengembangan Ide Bunuh Diri menuju Upaya 

Bunuh Diri. Psikobuletin:Buletin Ilmiah Psikologi, 2(1), 1. doi:10.24014/pib.v2i1.9904  

[8] A.S, Mueller, S. Abrutyn, B. Pescosolido, & S. Diefendorf, (2021). The social roots of suicide: 

Theorizing how the external social world matters to suicide and suicide prevention. Frontiers in 

Psychology, 12. doi:10.3389/fpsyg.2021.621569  

[9] Mäkinen, I. H., &#38; Rojas, Y. (2021). Social Theories of Suicide. In Oxford Textbook of 

Suicidology and Suicide Prevention (2nd ed., pp. 137–146). Retrieved from 

https://urn.kb.se/resolve?urn=urn:nbn:se:sh:diva-46246 

[10] M. Martini et al., “Age and sex trends for suicide in Brazil between 2000 and 2016,” Social 

Psychiatry and Psychiatric Epidemiology, vol. 54, no. 7, pp. 857–860, 2019. 

doi:10.1007/s00127-019-01689-8  



 

 

 

 

 

[11] M.Y. Bennett, (2018). Reassessing the theatre of the absurd: Camus, Beckett, Ionesco, genet, 

and Pinter. Milton Keynes UK: Lightning Source UK 

[12] W.S Aji, & A. Sriastuti, (2023). Remembering baraka’s Dutchman: A comparative study of 

absurd dramaturgy on the racial absurdity. Rubikon : Journal of Transnational American Studies, 

10(1), 65. doi:10.22146/rubikon.v10i1.82858  

[13] Lizijing. (2022). A Study of Absurd Philosophy in "The Outsider". The International Conference 

on Interdisciplinary Humanities and Communication Studies. DOI: 10.54254/2753-

7064/3/20220338. 

[14] S. Susandro, S. Saaduddin & E. Suisno, (2020). Parabolic drama: Penyangkalan Teoretik 

terhadap teater absurd. Melayu Arts and Performance Journal, 3(1), 49. 

doi:10.26887/mapj.v3i1.1342 

[15] A.P. Irianto, Jaeni, & S. Saleh, (2023). Redefinisi Teater Absurd Berdasarkan Teori Parabolic 

Drama Michael Y. Benneth. Jurnal Cerano Seni, 2(1), 1–9. doi:10.26887/mapj.v3i1.1342  

[16] L. Egri, (2019). The art of dramatic writing. Victoria, BC, Canada: Must Have Books. 

[17] G.S. Keretli (2022). The transition from domestic sphere to international sphere in Pinter’s 

political play: Ashes to ashes. European Journal of Language and Literature, 8(1), 33. 

doi:10.26417/266nfo14  

[18] A. Setiawan, N.A. Hidayati, M. Hawa, (2021) Studi Etnografi Kesenian Sandur sebagai Kearifan 

Lokal Bojonegoro. Jurnal Pendidikan Edutama. 

[19] H. S. Kim, “Audience development strategy for ‘live-cast theater’: Developing strategies based 

on audience analysis from a ‘innovation diffusion’ and ‘service quality’ perspective,” Korean 

Arts Association of Arts Management, vol. 45, pp. 107–167, 2018. 

doi:10.52564/jamp.2018.45.107  

[20]  G. White, (2012). "On Immersive Theatre". Theatre Research International. 37 (3): 221–235. 

doi:10.1017/S0307883312000880 

[21] L. Silverberg, (2010). Meisner for teens: A life of true acting. Hanover, N.H: Smith and Kraus. 

[22] K.A Gupta, (2022). Samuel Beckett’s Iconoclastic Deviation in the Implications of Language. 

The Creative Launcher Vol. 7, Issue 3. 

[23] Ibid (2022) 

[24] R. Julianto, Jaeni, M. Precillia, & H. Husin, (2022). Teknik Alienasi Dalam pertunjukan “Setan 

Dalam Bahaya” di ISBI bandung. Creativity And Research Theatre Journal, 4(2), 111. 

doi:10.26887/cartj.v4i2.3219 

[25] N. Abercrombie, & B. Longhurst, (2003). Audiences: A sociological theory of performance and 

Imagination. London: Sage Publ. 

[26] R. Scanlan, (2020). In Principles of dramaturgy. essay, Routledge. 

[27] L. Handayani, S. Saaduddin, & G. Tofan, (2022). Struktur Dramatik Plot Sirkular 

pelukis dan Wanita Karya Adhyra Irianto. Jurnal Cerano Seni | Pengkajian dan 

Penciptaan Seni Pertunjukan, 1(02), 52-59. doi:10.22437/cs.v1i02.21887 

[28] P. Ilalang Sunyi, P. N. H Wibowo, S. Farid Sathotho. (2023). Penciptaan Naskah 

Drama 22 Hari dalam Lipatan Api: Adaptasi Novel Anak Bajang Menggiring Angin 

Karya Sindhunata. IDEA: Jurnal Ilmiah Seni Pertunjukan, Vol. 17, No. 1, 2023, pp. 

460-474. ISSN 1411-6467 

 


