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"There are two urns that stand on the door-sill of Zeus. They are unlike  

For the gifts they bestow: an urn of evils, an urn of blessings."  
 

- Hom. Id. 24.527-528 1 

 

 

                                                                 
1 The Iliad of Homer, trans. R. Lattimore, USA, University Of Chicago Press, 2011, p. 489 
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1. Introduction 
 
Censorship during Archaic Greece & the English Civil War 
 

Areopagus, translated "Ares Rock" (Ancient Greek: Ἄρειος Πάγος) was the earliest aristocratic council 
of ancient Athens. This court of justice took its name from the prominent rock located west of the 
Acropolis where they would gather at the end of each month to ensure that the laws in force were 
followed and supervise the moral conduct of the Athenian citizens.2 Without waiting for a formal 
accusation, the court could at their discretion exercise capital punishment and censorship on citizens 
whose deeds were deemed blasphemous, immoral or dangerous to the state.3 The Areopagus was 
deprived of these powers during the classical age and limited to jurisdiction on homicide. 

The 17th century English poet and man of letters, John Milton, referred to this council in the title of 
his pamphlet, Areopagitica. In which he opposed The Licensing Order of 1643 aimed to regulate 
printing by the government. Milton believed that the premature culling of evil through the licensing 
of an Imprimatur would only deter the pursuit of learning and assist in the decline of the public's 
critical thinking. His main argument, grounded in Christian theology, is that the knowledge of good 
and evil are inseparable, that virtue only receives its merit through the close consideration of evil's 
temptations and consequent forbearance: 
 

“I cannot praise a fugitive and cloister’d vertue, unexercis’d & unbreath’d, 
that never sallies out and sees her adversary, but slinks out of the race, where 
that immortall garland is to be run for, not without dust and heat. Assuredly 
we bring not innocence into the world, we bring impurity much rather: that 
which purifies us is triall, and triall is by what is contrary”4

 

Milton's pamphlet did not win favor with the parliament. In the same year orders were issued to 
demolish images and superstitious monuments in churches, with Iconoclasts commissioned to paint 
over church murals and smash stained glass windows.5 The Globe Theatre, which had been closed 
down the year before by the Puritans, was demolished in 1644–45. Closely followed in 1648 was an 
edict that mandated the destruction of all playhouses, actors to be publicly flogged and anyone caught 
                                                                 
2 Isocrates, Areopagiticus, Perseus Digital Library Project 
http://data.perseus.org/citations/urn:cts:greekLit:tlg0010.tlg018.perseus-eng1:37 (Accessed 15 April 2019) 
 
3 P. W. Forchhammer, De Areopago (Kiel, 1828); Philippi, Der A. und die Epheten (Leipzig, 1874); Lange, Die 
Epheten und der A. vor Solon (Leipzig, 1874) 
 
4 Luxon, Thomas H., ed. The Milton Reading Room, http://www.dartmouth.edu/~milton, Areopagitica 
(Accessed 8 January 2019) 
 
5 'Table of acts: 1643', in Acts and Ordinances of the Interregnum, 1642-1660, ed. C H Firth and R S Rait (London, 
1911), pp. iv-xviii. British History Online http://www.british-history.ac.uk/no-series/acts-ordinances-interregnum/iv-
xviii (accessed 15 April 2019) 
  

http://data.perseus.org/citations/urn:cts:greekLit:tlg0010.tlg018.perseus-eng1:37
http://www.dartmouth.edu/%7Emilton
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attending a play to be fined.6 

Books, Iconography and theatre all seemed to exercise a direct influence on the public's imagination 
which the Long Parliament strongly sought to suppress. The far-reaching accessibility of their 
narratives to the general public was seen as dangerous in the eyes of the state for spreading disunion 
and civil unrest. Rather than encouraging the public to critically prove all things and hold fast to what 
they thought good, parliament opted to restrict individual’s autonomy in paternal benevolence, not 
too different from the Areopagus. 

 
Aim & Methodology 
 

Throughout the essay, I argue for the virtues of allowing contentious fictional narratives to take place 
in the public's consciousness as I deem them essential instruments in seeking truth and understanding. 
I investigate how theatre and courthouses can act as battlefields for truth and morality as well as how 
they can inform one another. 

Since theatre encompasses several fields of study, I examine what historians, anthropologists, 
philosophers and poets have had to say about its political nature. For courthouses, I investigate one 
specific Rådhus in Sweden, including its current function, accessibility and juridical history to gain a 
strong fixed point from which to develop a design project. In relation to this, I briefly examine how 
laws are made and how they relate to a societies morals according to jurisprudence's two main 
approaches to international law. 

Finally, I look into two plays in detail to see what occurs when the clash between myth and law takes 
place on the stage, as well as argue for their instructive value from a Miltonic perspective. 

2. Theatre 
 
[Enter an institution for mythmaking] 
 
The earliest account of a theatrical performance we can find stems from Ancient Egypt where the 
festival play relied on audience participation to re-enact the journey and works of the gods they 
celebrate. The ideological function of this procession, performed by the temple elite in service of the 
Pharaoh, was to contribute to an institutional integration and control of public beliefs and values.7

 

                                                                 
6 'Table of acts: 1648', in Acts and Ordinances of the Interregnum, 1642-1660, ed. C H Firth and R S Rait (London, 
1911), pp. lix-lxvi. British History Online http://www.british-history.ac.uk/no-series/acts-ordinances-interregnum/lix-
lxvi (accessed 15 April 2019) 
 
7 J. Brown, The Oxford Illustrated History of the Theatre, United States, Oxford University Press, 1995, Beginnings of 
Theatre in Africa and the Americas p. 94‒95 
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In Athens, sites dedicated for performances during the annual spring festival, Dionysia, became known 
as theatros (Greek: the viewing place). The Dionysia was not only a literary and musical event but also an 
important religious and political ceremony for the Athenian community (Sophocles 1 p. 15). The 
theatres were therefore constructed either in direct association with major temples or central 
marketplaces with a seating capacity of four to six thousand. No distinction in seat placements and the 
funneling focus of the amphitheater towards the stage enhanced the events civic and communal 
nature. The audience of the theatre of Dionysus, which was cut into the south-eastern slope of the 
Acropolis, had an unrestricted view extending to the sea where they could watch the play unfold as a 
symbolic part of the drama at large. Theatre's political nature was further strengthened from its 
doubling as a site for political assembly and democratic debate. 
 
Women or slaves were not allowed to attend the theatre, if they were then no historical traces have 
survived that support that idea.8

 The amphitheater must, therefore, be understood as an ideal 
representation of democracy, where everyone seated can see and hear equally well, rather than an 
actual representation of the existing societal structures. Interestingly enough, the nature of female roles 
in tragedies exhibit great power and in the comedies, the slave would often come out on top. The 
Greek audience could in performances distress or joy in possibilities that could only exist or be 
contemplated under these controlled circumstances.9 
 
When Ancient Greece was dominated by the Roman Empire, the Romans appropriated much of Greek 
culture as a political strategy to ensure legitimacy in their rule, which included theatre. But for the 
Romans morality was a matter state regulation.10

 The comedies were dialed back in their profanity and 
no permanent theatres were allowed to be built. Instead, wooden auditoriums were constructed which 
could easily be demolished after a festival to ensure they were not used as gathering places for social 
upheaval. Special distinction in seat placement was also for the first time introduced where senators 
could sit in the front, in full view of the attending audience.11 
 
This tug of war of what theatre should be, a public or limited right, for or against the established order, 
political or apolitical, together with economic considerations is what has shaped theatre into the 
product we have today. The evolution of theatre can, therefore, be understood as a history of societies 
negotiating the destabilizing power of the spoken word. 

                                                                 
8 J. Brown, The Oxford Illustrated History of the Theatre, United States, Oxford University Press, 1995, Greek 
Theatre p. 20 
 
9 J. Brown, The Oxford Illustrated History of the Theatre, United States, Oxford University Press, 1995, Greek 
Theatre p. 23 
 
10 J. Brown, The Oxford Illustrated History of the Theatre, United States, Oxford University Press, 1995, Theatre in 
Roman and Christian Europe p. 49‒51 
 
11 J. Brown, The Oxford Illustrated History of the Theatre, United States, Oxford University Press, 1995, Theatre in 
Roman and Christian Europe p. 52‒56  
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[A Philosopher interjects] 
 
Philosophers' quarrel with poetry in Pre-Socratic Greece was not necessarily centered on the form 
itself, but the inaccurate representations of the deities they portrayed. Xenophanes, a Greek 
philosopher born c. 570 BC had no qualms composing his writing in hexameter, the metre of Epic 
Poetry, despite dismissing the human projections they frequently bore, writing that "Homer and 
Hesiod, have attributed to the gods all sorts of things that are matters of reproach and censure among 
men: theft, adultery, and mutual deception."12

 
 

Plato, on the other hand, attacked poetry and theatre for their very format. He claimed they relied 
heavily on rhetorical claims to wisdom in order to win over public opinion, preferring his own blunt 
dialectic philosophy.13

 This critique of poetry might seem a bit odd as the composition of Plato's 
dialogues relies on the fictionalization of characters and events to instruct the reader14, not entirely 
different from the didactic poetry of Hesiod. Plato's pupil, Aristotle, although defending theatre and 
drama's cathartic qualities as a public good in his Poetics, ultimately believed as well that philosophy 
was the superior instrument when it came to grasping the truth. 15

 

 

[Others respond] 
 
In more recent time, the anthropologist James George Frazer cemented the notion of myth as a 
stepping stone to scientific accuracy in his comparative study 'The Golden Bough'. Although a valid 
interpretation of mythology, it is important to remember that myths do not necessitate supernatural 
elements. What is required of them is a lasting power in the public’s imagination, an abstraction of 
reality that rings true with the collective. 

One of the fourfold functions of myths pointed out by Joseph Campbell in his work on comparative 
mythology is its sociological function: to validate and support the existing social order in order for 
societies to survive. 16 This can help us understand why despite their entirely fictional nature the forces 
myths act on us as we are thrust into their roles and narratives are very much real and can be felt in 
society either as liberating or enslaving forces. Their exhaustive reach and endurance turn them into a 
cultural perception of the truth. 

                                                                 
12 R.D. Morritt, Echoes from the Greek Bronze Age: An Anthology of Greek Thought in the Classical Age, United Stated, 
Cambridge Scholars Publishing, 2010, p. 64 
 
13 Plato, Ion, The Literature Network http://www.online-literature.com/plato/ion/2/ (Accessed 7 January 2019)  
 
14 C.L. Griswold, Plato on Rhetoric and Poetry, The Stanford Encyclopedia of Philosophy, Edward N. Zalta (ed.), 
https://plato.stanford.edu/archives/fall2016/entries/plato-rhetoric/ (Accessed 12 October 2018) 
 
15 Aristotle, Poetics, Joe Sachs (trans.), Focus Philosophical Library, Pullins Press, 2006 
 
16 J. Campbell & B. Moyers, The Power of Myth, United States, Anchor, 2011, p. 39 
 

http://www.online-literature.com/plato/ion/2/
https://plato.stanford.edu/archives/fall2016/entries/plato-rhetoric/


  

 Staging Areopagitica | 8 
  

 

3. Rådhus 
 
Institutional Truth 
 
In Sweden, we have what is known as Civil Law. This legal system takes the statuary laws decided by 
the ruling body as the primary source of principles for jurisdiction rather than giving precedential 
authority to previous court hearings. Thus, the Swedish judiciary agencies act as manifestations of what 
is regarded as the ruling Truth in the country. 
 

Political Vacancy 
 
Rådhus (Swedish: council + house) was the building where the city council or court used to gather. When 
the Swedish king Magnus Eriksson introduced the first national laws during the 1350s, they were 
divided into rural and urban law. This split brought with it two representative court systems: 
rådhusrätt for the city and häradsrätt for the countryside. Despite all laws eventually becoming nation-
wide in the mid-18th century, it was not until the 1971 court reform that these different systems were 
finally merged into uniform district courts. Most rådhus became too small to house this growth and 
the district court was generally relocated. Out of Sweden’s 14 largest cities, only 3 cities’ rådhus 
currently house a district court. 
 
Since architecture is long-lasting and cumbersome, it does not willingly respond to sudden reform. It is 
therefore of interest to consider what imaginative power the rådhus still has as a political relic in the 
public consciousness and what that might be attributed to.  
 
Looking at Umeå in terms of city planning, one could during the 17th century already discern two civic 
centers taking shape: a commercial one around Rådhuset and a spiritual one around the Church.17 
Rådhuset and the Church have since then acted as fixed urban figures in the city fabric, occupying the 
same sites and shaping Umeå’s growth from around 40 to over 80 000 citizens. 
 

Ordeal by fire 
 
The city fire of 1888 took with it almost all of Umeå’s public buildings. To facilitate rebuilding the city 
centre, a ‘city architect’ was introduced for the first time. 18

 Fredrik Olaus Lindström, who held the job 
for four years, was responsible for drawing up the new city plan, Rådhuset as well as the Church. 

                                                                 
17 K. Eriksson, Studier i Umeå stads byggnadshistoria, Sweden, UTAB, p. 21 
 
18 K. Eriksson, Studier i Umeå stads byggnadshistoria, Sweden, UTAB, Perioden från stadsbranden den 25 juni 1888 
till omkring 1895 p. 131 – 145 
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The esplanades which ran north-south from these buildings were widened to prevent future fires from 
spreading as well as give them a monumental aspect towards the river in the south. Postcards dating 
from the period show how effectively the visual hierarchies put forward by the city architect were 
fulfilled. In 1894, the county governor announced that the railroad was to run north of the city. The 
train station was then placed as a pendant to Rådhuset at the end of its esplanade, making Rådhuset 
the first thing you see as you leave the platform. In this manner did not only Rådhuset survive its 
ordeal by fire, but grew stronger from it.  
 

Free speech in the city center 
 
While the church was allotted a larger share of the land, hinting at having the greater importance of 
the two in the last centuries, the cost for renting said land today suggest Rådhuset has surpassed the 
Church in that respect. To hold a speech or gathering in a public space you must first apply for 
permission from the police according to the Order Law (1993:1617) which costs 650 SEK to submit. The 
matter is then referred to Umeå municipality that looks over the application and checks with any 
concerned parties. After a decision has been reached and your application has been granted, Umeå 
municipality will bill the cost of the rented land according to its area fee. The most expensive fees are 
applied to areas directly connected to Rådhuset, followed by the rest of the Centre Square, which 
includes the church and its surrounding park, and finally at the lowest rate everything outside the 
Centre Square.19 
 

4. Dispute 
 
Law and Morality 
 
The law is the set of rules through which a society organizes itself, enforced by a higher authority, 
while morals are the socially upheld and expected norms of behavior. These do not completely overlap 
since law only covers the immoral behavior that is deemed detrimental to the established order. The 
gap between a societies morals and the established laws is the contested ground where legislation is 
added or removed to better encode the cultures legal identity. The study of the relationship between 
law and morality in jurisprudence is divided into two main schools of thought, Positivism and Natural-
law theory. 
 
Natural-law is a theory that has played a significant part in the history of legal thought. It states that the 
purpose of our human (positive) laws, should be to build upon the basic (natural) precepts instilled 
within all humans. The Natural law consists of both the instinctual morality as well as the sense of 
justice to achieve the common good discoverable by everyone through applied reasoning. If man-made 

                                                                 
19 Umeå Municipality - Avgifter för att hyra kommunens mark www.umea.se/avgiftevenemang 
 

file://130.239.61.251/uma/students/users/mose0005/www.umea.se/avgiftevenemang
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laws deviate from what is reasonably just, they are seen as corruptions of our real natural laws.20 
 
Legal positivism states that law is a matter of what has been posited. When laws are legislated, they can 
change what a perceiver believes to be right and wrong and these encoded rules are the authoritative 
standards that the judiciary agencies are meant to enforce without social considerations. The fact that a 
policy would be just, wise, efficient, or prudent is never sufficient reason for thinking that it is actually 
the law.21 
 

Antigone & Creon 
 
The contention between these two legal theories is dramatically illustrated In Sophocles' play 
Antigone. In it the king of Thebes, Creon, having just ascended to the throne after the ‘Seven Against 
Thebes’ battle, is determined to assert his newly gained power. Concerned with the state's political and 
social order after such an upheaval, he swears he will never see the evil honored as much as the just and 
issues an order that one the twin slain sons of Oedipus shall have all "pure and proper" funeral rites 
performed for defending the city while forbidding anyone to bury or wail over the other, leaving him 
disgraced for leading the attacking army to the city's gates. 
 
Antigone, sister to the deceased brothers and daughter-in-law to Creon, takes it upon herself to bury 
her unmourned brother despite his treachery and the capital punishment Creon has set for 
transgressing his orders. Captured in the act and lead to the king to explain herself, she defiantly tells 
him that his authority does not overrule the "unwritten laws" of the gods, seeing the refusal to bury a 
citizen as cruel and impious. 
 
The two protagonists of the play and their core values are thus at odds, both believing themselves to be 
acting lawfully. Creon believes that the law is the extension of his own authority and sees any 
transgression as an attack against the state itself, whose fidelity should takes precedence over familial 
ties, stating "any man who feels that someone close To him is more important than his own 
Fatherland—him I count as belonging nowhere."22 
 
Antigone challenges his positivist orders by deeming them products of a one-man-rule and chooses 
instead to follow her natural laws, namely those of religion, honoring one's family and the Athenian 
female custom of lamenting the dead, which she all see as of a higher order, telling Creon that those 
higher laws "live not now or yesterday but always."23 
                                                                 
20 T. Aquinas: "Omnis lex humanitus posita intantum habet de ratione legis, inquantum a lege naturae derivatur. Si vero 
in aliquo, a lege naturali discordet, iam non erit lex sed legis corruptio": Summa Theologica (I-II, q. 95, art. 2) 
 
21 Green, Leslie, "Legal Positivism" in the Stanford Encyclopedia of Philosophy 
 
22 Sophocles, ., Gibbons, R., & Segal, Antigone (Greek Tragedy in New Translations), United Kingdoms, Oxford 
University Press, 2003 p. 62 
 
23 Sophocles, ., Gibbons, R., & Segal, Antigone (Greek Tragedy in New Translations), United Kingdoms, Oxford 
University Press, 2003 p. 73 
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Creon and Antigone's fixed commitment to their positions is what draws the action to its disastrous 
end. Despite the chorus' sage advice, his son's open opposition and the soothsayer's warnings, Creon 
remains unwavering long enough for Antigone to be sent to her death and for the furies to start acting 
out their vengeance on him. Antigone, suffering a similar fault, dismisses the repeated pleadings of her 
sister and chooses to give up what is living for her devotion to her ideals and the dead. Sophocles seems 
to be teaching caution, to beware of hubris and to keep an open mind to the possibility of being 
mistaken in one’s convictions. The advice that could have averted disaster was fittingly pronounced by 
Haemon, whose fidelity is divided, being both Creon’s son and to Antigone. 
 

“The trees that bend with the current / Save themselves and even their twigs, 
but those / That stand straight are annihilated, root / And branch.” 

 

Shylock; or Shakespeare as Brutus 
 
While Sophocles seems to be spurring on his immovable Athenians, Shakespeare seems to find himself 
in the opposite predicament. In the pit of the Globe Theatre stood the unruly groundlings, consisting 
of the lowest class citizens of Elizabethan society who loudly haggled or cheered the players 
accordingly. During the politically troubled times, Shakespeare had to be very wary of the power 
rhetoric has in winning over his fickle audience. Not only is usurpation and the distrust of the 
common people recurring themes in his English history plays, but perhaps most memorably in the first 
act of Julius Caesar a motif for the remainder of the play is set when Cicero warns: 
 

"Indeed it is a strange-disposed time; / But men may construe things after 
their fashion, / Clean from the purpose of the things themselves."24

 
 

Cassius, one of the Roman senators, convinces Brutus, a fellow politician, to join the plot to assassinate 
Caesar for abusing his power in planning to appoint himself as perpetual dictator of Rome. Brutus 
agrees and takes part in the tyrannicide on the ground that they take on the roles of “Sacrificers, but 
not butchers.” and “Purgers, not murderers”. His steadfast principles or naivety to the sway public 
opinion are what eventually lead to his demise. Brutus benevolently offers Mark Anthony, a faithful 
General to Julius, the opportunity to speak at Caesar’s funeral oration despite repeated warnings of 
Mark's skill as an orator from the co-conspirators. As Garber notes in Shakespeare After All, "It takes a 
scant forty-one lines for the plebeians to make the circuit from “This Caesar was a tyrant” (3.2.66) to 
“Caesar has had great wrong” (107)"25 
 
Shakespeare's symbolic embodiment of Brutus in writing and staging The Merchant of Venice is worth 

                                                                 
 
24 W. Shakespeare, The Complete Works (Second Edition), United States, Oxford University Press, 2005, Julius 
Caesar, Act 1 Scene 3 
 
25 M. Graber, Shakespeare After All, United States, Pantheon Books, 2004, 'Julius Caesar' para. 29 
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considering. Shylock has due to Shakespearean power and prestige became a part of world mythology, 
and the play's open-ended nature leaves us speculating whether Shakespeare's intended reaction was a 
wholehearted embrace of its anti-Semitic portrayal or an alteration in ourselves worthy of Othello's 
Desdemona: 
 

"God me such uses send / Not to pick bad from bad, but by bad mend!"26 
 

There is a great deal of glaring inconsistencies in the rhetoric used to condemn Shylock to his outcast 
state and eventual sentencing. The main conflict of the play arises when the merchant Antonio's ships 
get lost at sea and he is unable to pay his moneylender, Shylock. Antonio has previously been hostile 
and berated Shylock for coupling money through taking interest on his loans when he himself 
increases his wealth by investing in merchandise. The contractual obligation for not paying in time was 
a pound of flesh from Antonio's body, which Shylock argues is rightfully his and his vengeance-seeking 
was a lesson taught from Christian example. The play reaches its climax when Portia, Antonio's 
friend's wife, disguises herself as a lawyer and urges generosity and forgiveness on one's enemies from 
Shylock. After this speech, however, a quibble is used to invalidate the contract and the same 'quality 
of mercy' is not extended towards Shylock. Losing the mock trial, he is forced to forfeit his property 
and convert to Christianity as punishment.  
 
The reader is left to decide for themselves if the trial process was just and whether Shylock represents a 
tragic figure or a villain. Garber states that "the ambivalence and ambiguity that emerge from a reading 
or staging of the play are not a sign of its failure, but rather of its signal success"27

 while Harold Bloom 
maintains that you would have to be deaf, dumb and blind to miss its anti-Semitic nature.28

  

 

Surprised by Sin 
 
Myths are the abstraction of our lived experience. Only drawn away from realities turbulent waters and 
placed above the stillness of the crystal pond, where Narcissus saw himself in all his glory and fell 
doting, are we offered their brief reflection. It is important to understand that myths as such always fall 
short of the truth, attempting within their small confine to encompass what is truly infinite. As 
cultural products, their values and significance are ambiguous, but that is not to say they are without 
instructive value. In their semblance to the truth, they force us to be better judges when we compare 
their likeness to our own. 
 
Milton's epic poem Paradise Lost, initially envisioned for the stage, epitomizes his conviction of putting 
one's virtue to trial by allowing truth to grapple with falsehood in open encounter. Throughout the 

                                                                 
26 W. Shakespeare, The Complete Works (Second Edition), United States, Oxford University Press, 2005, Othello, 
Act 4 Scene 3 
 
27 M. Graber, Shakespeare After All, United States, Pantheon Books, 2004, 'The Merchant of Venice' para. 1 
 
28 H. Bloom, Shakespeare: The Invention of the Human, United States, Riverhead Books, 1998, p. 171 
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poem, Satan portrays himself to the reader as a deeply sympathetic, wronged revolutionary. This 
persuasion and political seduction was indeed so convincing that the Romantic poets celebrated 
Milton for his bold neglect of a direct moral purpose29

 with Blake famously stating that "Milton was of 
the devil's party without knowing it."30

  

 

The Illusory nature of Satan's vaunts and grandeur are however hinted at throughout the poem by the 
invocation of scripture. In Book 1 as Satan rallies the fallen angels he claims to have:  
 

"[God's] utmost power with adverse power oppos'd / In dubious Battel on the 
Plains of Heav'n, / And shook his throne."31

 

 

His subversion of scripture should help recall how the same events are narrated by the prophet Isaiah: 
 

"How art thou fallen from heaven, O Lucifer, son of the morning! 
[...] They that see thee shall narrowly look upon thee, [and] consider thee, 
[saying, is] this the man that made the earth to tremble, that did shake 
kingdoms"32 

 
Milton repeatedly demonstrates throughout the poem that, if the perceiver is properly armed, 
falsehoods will only serve to highlight the truth. The reader becomes an active participant of the drama 
by being placed in the same mental state that led to the initial sin and fall from Eden. This teaching 
through entanglement33, analyzing the deception of rhetoric only after it has successfully worked on 
us, show us how poetry can have a higher instructive value than philosophy since poetry does not 
appeal to our reason alone, but attacks all faculties, allowing us to deal with complex problems 
firsthand.34 
  

5. Conclusion 
 
Theatre, myth and poetry are all exercises in perceiving the truth, despite rhetoric and shows. In an 
attempt to deal with the spread of misinformation, societies have tended to favor censorship, which 
                                                                 
29 P. Shelley, A Defence of Poetry, Poetry Foundation, first published 1840, 
https://www.poetryfoundation.org/articles/69388/a-defence-of-poetry (Accessed 8 January 2019) 
 
30 W. Blake, The Marriage of Heaven and Hell, Engraved circa 1790, The Voice of the Devil 23 
 
31 Luxon, Thomas H., ed. The Milton Reading Room, http://www.dartmouth.edu/~milton, Paradise Lost 1.103-
105 (Accessed 12 October 2018) 
 
32 New King James Version Holy Bible, trans. Thomas Nelson, digitalized by Dan Cogliano 2004, Is. 14.12,16 
 
33 S. Fish, Surprised by Sin: The Reader in Paradise Lost, United Kingdoms, Palgrave Macmillan, Not so much a 
Teaching as an lntangling p. 4 
 
34 Lecture: Milton's Satan, by Professor Paul Stevens, 2009 Best Lecturer Finalist, on the TVO series Big Ideas 
 

https://www.poetryfoundation.org/articles/69388/a-defence-of-poetry
http://www.dartmouth.edu/%7Emilton
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only deals with a symptom at the cost of the public's critical thinking. A better solution is to empower 
the audience by allowing them to engage in the cultural and political discourse that is theatre and 
signaling to them through design the importance of being critical. 
 
The natural law theory states that every person has the capacity within themselves to distinguish 
between right or wrong, if they make complete use of their reasoning. Since courthouses are supposed 
to be the manifestation of truth in Sweden, staging fiction in their now vacant space should signal to 
the audience to regard both parties attentively and be scrupulous when passing judgement on the 
unfolding drama. Since plays are cyclical by nature, they are continually reinvented every time they are 
staged, bringing new evidence to their hearings. 
  
The Rådhus, having supremacy in its location, will not only reunite theatre with its public function but 
at the same time reclaim for itself a fitting political agent. The two instruments of truth, marred in 
their own way by history can lean on one another for support. 
 
Caveat emptor(Latin: Let the buyer beware)35

 is a legal expression concerning the purchasing of goods, 
you as a buyer must be wary of not buying something defective because you did not thoroughly look 
through it, the seller might be pushing on you something other than what you are expecting, this same 
principle applies to ideas as well. Once inside the theatre, the audience are expected to allow the sole 
voice of the playwright to channel through them en masse, momentarily losing control of what they 
see and hear, perhaps even what to think. Once the show is over, their autonomy is restored and they 
are given the opportunity to claim ownership of the experienced experience and material, by taking 
freely what they desire from the performance and making it their own. 
 

“The mind is its own place, and in it self / Can make a Heav'n of Hell, a Hell of Heav'n."36
 

 

 

 

                                                                 
35 "Caveat Emptor." Merriam-Webster.com. 2019. https://www.merriam-webster.com/dictionary/caveat%20emptor  
(Accessed 4 May 2019) 

 
36 Luxon, Thomas H., ed. The Milton Reading Room, http://www.dartmouth.edu/~milton, Paradise Lost 1.254-
255 (Accessed 8 January 2019) 
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