
vii

c on t e n t s

Illustration insert follows page  198

Foreword  xiii

Gratitude  xvii

part 1. the first stage of tr agedy	 1

	 1	 Overview	 3

Tragōidia in the democratic theātron	 3

Tragic theatre through time	 6

Taking some bearings	 9

	 2	 The time and place	 12

Convergence of theatre with democracy	 12

The new festival programme	 15

The theatral space	 20

Democracy and tragedy—what kind of ‘and’?	 22

	 3	 The revolution: from story-telling to story-doing	 25

The rich store of stories	 25

The vital inheritance from epic	 28

Enactment	 30



viii  C o n t e n t s

The chorus and its integration in the story-world	 34

Admitting a time before theatre	 40

	 4	 Questioning piecemeal evolution from ritual	 42

Stages before 508? Thespis and the billy-goat	 42

Aristotle’s brief history: based on facts or theory?	 47

Ritual and Dionysus outside and inside the plays	 49

	 5	 Assembling the indispensable people and  
their skills	 55

The team—and a ‘team photo’	 55

The playwright-director (didaskalos)	 58

The chorus-members (choreutai)	 60

The actors (hupokritai)	 62

The musical accompanist (aulētēs)	 66

The chorus-sponsor (chorēgos)	 67

	 6	 Masks and stuff: the vitality of things	 69

The stuff-maker (skeuopoios)	 69

Objects and clothing	 71

Where did the masks come from?	 74

The license for becoming other	 76

	 7	 Drawing in the audience	 80

The players’ preparations	 80

Gathering for the shared experience	 83

Entering and leaving another world	 85

Understandings between spectators and players	 88



C o n t e n t s   ix

part 2. wor king out from the plays of 
a eschylus	 93

	 8	 Preface to the playscripts	 95

Scoping Part 2	 95

Aeschylus: six tragedies surviving out of sixty	 97

Dates, tetralogies and some editorial problems	 99

	 9	 Persians	 106

The issue of audience view	 106

Enacting Persians without reserve	 109

From riches to rags	 112

Keeping the enemy human as well as alien	 114

	10	 Seven Against Thebes	 119

Thebes past and present	 119

Eteocles: city and dynasty	 121

The versatile chorus	 124

Brothers paired in death?	 126

	 11	 Suppliants	 129

The chorus of ‘man-shunners’	 129

The play as a tug-of-war	 131

Garments threatening and threatened	 133

The Danaids condemned?	 138

	 12	 Oresteia 1: Agamemnon	 142

The house and Clytemnestra’s powers	 142

The chorus: the past behind the present	 146



x  C o n t e n t s

The purple path to death	 149

Cassandra’s vision of ‘human things’	 153

The death-tableau revealed	 157

‘To judge is difficult’	 160

	 13	 Oresteia 2: Choephoroi	 165

Gathering at the tomb	 165

From deceit to deadly truth	 169

‘Where shall this finish?’	 174

	14	 Oresteia 3: Eumenides	 178

Delphi defiled?	 178

Athena’s mediation	 183

The protocols of the trial and verdict	 187

The Erinyes and the city	 192

	 15	 Earlier tragedy—not entirely lost	 199

Phrynichus (and others)	 199

Opening up the fragments of Aeschylus	 202

The Achilles-Trilogy	 204

Semele and Hera	 212

Vase paintings related to early tragedy	 215

Satyr plays: disrupting the world of tragedy	 218

part 3. towar ds a theatrics	 223

	16	 Clearing a way through some sleeping dogmas	 225

The canonical Poetics	 225



C o n t e n t s   xi

Aristotle on tragedy without performance	 228

Texts without theatre	 230

Hubris, Fate and some other old chestnuts	 234

	17	 Where do politics and democracy come in?	 238

Democracy as the enabler of tragedy	 238

Mismatch between tragedy and everyday  
attitudes	 242

Women’s voices heard	 246

The potential to reach beyond the topical	 248

Long-term repute for Athens	 250

	18	 The shared experience	 253

Venturing into another world	 253

Fellow feeling for other humans	 256

Agency before fate	 261

‘Humanity’—condemnations and defences	 263

	19	 What did—does?—tragedy do for people?	 267

Resilience salvaged from facing the depths	 267

Inoculation with antibodies	 270

Tragic theatre then and now?	 274

Old roots, new growth	 280

Appendix 1: Satyr plays—an Aeschylean 
speciality  283

Appendix 2: The Etna-play  
and the Justice-play  289



xii  C o n t e n t s

Further reading, text citations,  
and discussions  291

Bibliography  327

List and explanation of the illustrations  343

Index  351



3

1

Overview

Tragōidia in the democratic theātron

Tragedy has become quotidian—or at least ‘tragedy’ and ‘tragic’ 
and ‘tragically’ have. In dozens of languages every day literally 
millions of people hear, read and speak those words and their 
equivalents, used to mean ‘sad’ or ‘unlucky’ or ‘regrettable’. 
Most of them probably have little or no idea that they are de-
rived from a form of performance art launched in Athens just 
over 2,500 years ago—and there is no reason why they should. 
And in any case, to put it bluntly, why bother about that? Are 
there any good reasons for anyone, apart from some niche 
scholars and enthusiasts, to be interested in where and when 
and why tragōidia (as it was in Greek) came into being and 
flourished? It will hardly come as a surprise to learn that I be-
lieve there is. I am going to make a case for thinking that what 
happened all that time ago in such a very distant culture may 
still stimulate ideas about the value of tragedy and theatre in 
society—even perhaps about the strength of human creativity 
in facing up to the ubiquity of suffering.

The word ‘theatre’ also comes from the Greek: theātron first 
meant ‘the viewing-place’, and soon came to embrace both the 
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people in that space and the performances that were mounted 
there. This is not to claim that the ancient Greek etymology of 
the word somehow proves its primacy: there were other early 
theatrical traditions—in Egypt, China and India—and I am 
not in the dubious game of claiming who or where ‘came first’. 
The coverage of ‘theatre’ has, in any case, come through a long 
journey during which the range of performance events covered 
by the word has been capacious. And it has been radically 
opened up in recent times, especially through the ‘the bonfire 
of boundaries’, ignited some fifty years ago, which questioned 
whether there should any longer be any necessarily inbuilt re-
quirements, distinctions or binaries. All the same, within this 
almost limitless swirl of applications, there persists—doesn’t 
there?—an epicentre-sense for ‘theatre’. In order to happen, the 
art form required and requires—requires, not just usually in-
volves—a set of four linked conditions:

	(i)	 an organised event which
	(ii)	 gathers a public of spectators
	(iii)	 together with rehearsed performers
	(iv)	 who enact people other than themselves.

At least this will serve as a kind of working definition. I am 
going to make the case for believing that an annual festival 
event at Athens is where these phenomena first gelled. Further, 
that they did not exist in 510 BCE, or did so only in a rudimen-
tary form, and that they did exist by 500. The whole business, if 
not actually invented in that decade, was radically advanced and 
coordinated during those few years. And, what is more, the 
performances that were launched then were tragedies. That 
means that the first theatre was to all intents and purposes the 
premiere of tragedy as well.



O v e r v i e w   5

But not of comedy. The stepsister genre also goes back to 
fifth-century Athens, but the two did not coexist from the start. 
Comedy had quite different, and more folksy, roots, and was 
introduced into the theatre festival two decades or more after 
tragedy had become established. And it seems that it only be-
came a ‘serious’ (so to speak) counterweight to tragedy in the 
last third of the century. So, while some passages of comedy are 
revealing for their bearing on early tragedy, they did not coexist 
as a pair right from the start. They always set out, too, to pro-
duce a very different experience in their audience. To put it very 
roughly, tragedy used the desire to weep to capture them, and 
draw them without restraint into feeling with the sufferings of 
its characters. Comedy, openly declaring its own ‘theatreness’, 
used the desire to laugh to attract its audience, setting up a 
knowing complicity, and often laughing at the characters—and 
at tragedy. It may not be irrelevant that humans are the only 
mortal creatures who weep and who laugh.

This same city-state of Athens also set up the first-ever con-
stitution that has a documented claim to be called ‘democracy’. 
That revolution is firmly dated to the year 508, meaning that the 
epoch-making phenomena of tragedy and democracy emerged 
onto the scene hand in hand. That claim has an attractive ring 
to it, but it strikes unexpected dissonances under closer scru-
tiny. The convergent initiatives which gathered the newly 
democratic citizens in the newly constructed theatre space can-
not possibly be coincidence, but the connections between 
them are far from straightforward. Why should the new political 
system have promoted, of all things, tragedy? Why these com-
munal airings of conflict and distress? The organisational impli-
cations belong here in Part 1, but the larger questions about why 
the democracy promoted tragedy and what good it did for 
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people can only be confronted properly in Part 3, after looking 
at the actual playscripts that survive from the early years.

Tragic theatre through time

Tragedy as a form of theatrical performance has proved undeni-
ably resilient. That claim holds good regardless of whether or 
not everything included under that label has any feature or 
quality in common (another question for the closing pages). 
Back at the start there was first the ‘golden age’ in fifth-century 
Athens, from which some playscripts, of first Aeschylus, and 
then of Sophocles and Euripides, still survive. Tragedy then re-
mained firmly a prestige art form throughout the ancient Greek 
and Romano-Greek eras. It spread out quickly from Athens—
this dissemination has been vividly compared to the wildfire 
spread of early cinema—and flourished creatively all across the 
far-flung Greek diaspora for some three centuries. Theatre, both 
tragedy and comedy, became as essential a marker of Greek cul-
ture as the gymnasium. So it makes sense that it was one of the 
first forms of literature to be adopted in the non-Greek city that 
during the second century BCE rapidly became the greatest 
power-centre in the Mediterranean world: Rome. Think of all 
those theatrical motifs in Roman wall-painting, including the 
iconic pair of tragic and comic masks.

Many tragedies, tragoediae, partly based on Greek models 
and partly adapted to the different culture, were composed 
and performed in Latin. By far the most important additions to 
the longer-run history are the ten plays preserved under the 
name of Lucius Annaeus Seneca, who lived—and famously 
ended his life—in the mid-first century CE. While heavily in-
debted to the Greek classics, by then nearly half a millennium 
old, they are also quite different in tone, structuring and 
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philosophy. It is a still an open question whether they were ever 
actually staged; and, if they were, how far that experience was 
‘theatre’ in a sense that was recognisably like that of the Greeks 
of earlier centuries. Whatever the answers about Seneca, by the 
time of the later Roman empire, in both its Latin-speaking west-
ern and Greek-speaking eastern spheres, tragedies were gener-
ally encountered as educational reading rather than as an expe-
rience in communal life—more a thing of the past than of the 
present. But, even though seldom if ever performed complete, 
they went on being thought of as having that potential right up 
until the ‘end’ of classical antiquity—a long-drawn out process, 
but well under way by 500 CE. Up until then many of the Greek 
texts continued to be copied and read—nearly a thousand years 
after their first composition—as is proved by copies on papyrus 
from ancient rubbish-heaps and mummy-stuffing excavated in 
Egypt.

It is at this stage that tragedy encountered its greatest jeop-
ardy in relation to cultural ideologies, especially the 
monotheistic faiths. During the next eight hundred years or so, 
the survival of classical poetic texts was at the mercy of Chris-
tian doctrine and practice, and tragedies, like nearly all pagan 
literature, were copied only sparsely. Most were irrecoverably 
lost, and of the various alleged ‘deaths’ of tragedy’ this was far 
the closest to a real extinction. Texts and interest in them only 
survived thanks to that most extraordinary ‘close shave’ through 
which knowledge of ancient Greek, along with many manu-
scripts, was conveyed to the west of Europe just before the ad-
vance of Ottoman power brought the Byzantine era and its 
culture in the east to an end. That is how the ancient Greek 
playscripts that are still around today were gradually 
rediscovered—some preserved in a single manuscript—then 
re-copied, and eventually printed.
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During the fifteenth century tragedies, meaning first Seneca 
and then gradually the Greeks, began to be seriously read and 
discussed. Then in the next they were increasingly regarded as 
actually realisable in a theatre. Momentously, new tragedies 
began to be created and performed in the major European ver-
naculars, and the hibernating art form was reawakened, going 
on to flourish and to produce the most marvellous new mani-
festations. Tragedy was reborn—from Shakespeare to Schiller, 
Racine to Rita Dove. It is not to the point to debate what might 
or might not be called ‘tragedy’ (although I have my own 
opinions—what Chekhov labelled his ‘comedies’ I count 
among the greatest of all tragedies!) Theatre practitioners, and 
indeed theatre-readers, are at liberty to make of it whatever they 
find worth their while. What matters here is that there have 
been and are plays that aspire to be recognised as tragedies, 
some of them new, put on all the time all over the world. How 
many months go by without a new production of Macbeth or 
The Cherry Orchard or The Crucible opening in the world’s lead-
ing theatres? How many months without an ancient Greek trag-
edy in some form?

Even those who are inclined to think Greek tragedies do not 
deserve so much attention can’t deny their reach and resilience. 
Since the texts and translations were first printed and the first 
productions mounted in the early modern period—Oedipus the 
King (Edipo re) at the Teatro Olimpico in Vicenza in 1585 was a 
landmark—their vigour has sometimes grown, sometimes re-
ceded, but they have never become moribund. Creative pro-
ductions have, in fact, increased exponentially in recent times: 
the twentieth century saw many more than the nineteenth, es-
pecially in its last quarter; and the twenty-first has seen even 
more again. In various forms and transformations Greek trag-
edies have been more widely and frequently performed in the 
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last fifty years than in any comparable period since the second 
century BCE. And this holds good even without spreading the 
net to take in their multiplying presence in other art forms, in-
cluding film, dance and novels. The spread of locations that 
have mounted Greek tragedies now reaches far beyond the for-
merly dominant cultures of Europe and North America. And 
they have also accommodated a vast range of audience demo-
graphics and of performance spaces and circumstances, includ-
ing acting styles, music, movement and dance, levels of diction, 
degrees of naturalism or stylisation and more. Recent archiving 
reveals that in modern times they have been mounted in at least 
eighty countries (105 if touring productions are included) and 
in sixty-four languages. It seems clear that these plays from 
nearly two-and-a-half millennia ago still speak to many people 
of many kinds and from many cultures. They still move them, 
still make them think and respond.

Taking some bearings

Two leading threads run through this first part of this book. 
One is the relation of tragedy to preexisting traditions of story-
telling in the Greek world. While vitally indebted to them, the-
atre did not merely develop them, but created a whole new 
mode of direct presentation through which the performers 
‘enacted people other than themselves’. I shall argue that theatre 
was not an evolution, but a revolution, and its directly physical 
presentation opened up a whole new relationship between the 
audience and the story world.

The second thread pulls together the actualities that had to 
be put in place for tragedy to come into being and develop. This 
compressed survey of the evidence, documentary and material, 
for the theatre-event encompasses such matters as the 
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practicalities and infrastructures of the festival occasion along 
with the recruitment and rehearsal of the performers. I shall 
compile a kind of checklist with ‘job descriptions’ of all the 
people and their skills, and of the material artefacts that were 
needed in order to bring the tragic world persuasively to life. All 
this new creativity, labour, organisation and expense demon-
strate the energy and ambition of the pioneers. The revolution-
ary leap into direct enactment brought with it a combination of 
artistic innovations, including fundamental features of Greek 
tragedy such as movement within a specific space, the interleav-
ing of spoken and sung elements, imbuing material objects with 
significance, and, not least, the masks. I spend time on these 
technical resources because I believe they have far-reaching 
consequences both for the interpretation of the plays, the ter-
ritory of Part 2, and for how they affected their audiences, the 
leading concern of Part 3.

These time-bound studies, if seen in a wider perspective, argu-
ably chime with a twenty-first century cultural movement. Ap-
proaches to the plays through their own reality and realisation 
resonate with a shift in ideas, sometimes known as the ‘new mate-
rialism’, which advocates greater awareness of the non-human and 
material worlds and their powers. This has arisen in part as a re-
sponse to the all-too-real horrors of resurgent brutality, and to the 
way that humans are recklessly destroying much of the living 
world and Earth’s natural resources. These grim realities have 
prompted a turning towards more active, physical and environ-
mentally conscious perspectives in the creative arts. Outward-
looking recognition of actualities is coming to supersede the pre-
vious self-regarding strategies which sought through subversion 
and deconstruction to undermine any firm notion of reality.

In a microcosmic reflection of this new ‘actualism’ I am view-
ing Greek tragedies as material events rather than as mere 
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constructs or epistemological challenges with the individual 
self at their centre. Fresh attention to the practicalities encour-
ages the viewing of the plays themselves as creating other 
worlds with a life of their own. And this license leads towards 
interpretations which bring out a thought-provoking, even dis-
located, relationship with the outside sociopolitical powers that 
be. This tension, especially in relation to democracy, will loom 
large in the concluding Part 3. I shall also return there to the 
question of whether the practices and priorities of the first fifty 
years of Greek theatre still have some prompts to offer creative 
practitioners and their audiences today—not compulsorily, but 
potentially. An informed consultation with the past, rather than 
being a restraint, may prove enriching.

Mark Griffith has recently compiled an admirably inclusive 
and even-handed survey of twenty ‘critical approaches to Ae-
schylus’, but I don’t think that the underlying drift of this book 
fits any one of them. One of the two closest is his number xvii, 
‘Performance criticism: ancient theatre and staging’, but I am 
looking at this as a means to wider perspectives rather than as 
an end in itself. The other is his viii, ‘Affective/aesthetic—the 
pleasures of theatrical art for the art’s sake’, but I would replace 
‘for the art’s sake’ with ‘for the audience’s sake’—or even ‘for 
humanity’s sake’.
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didascalic records, 13, 99, 109, 200,  

293
didaskalos. See playwright/director
Dionysia festival, 15–19, 50–52, 89, 239, 

293, 300
Dionysus, 15–16, 42–53, 58, 75–76, 120, 

226, 293, 296, 298, 316; and 
‘dionysiac’ essence of tragedy?, 
50–53, 298; ‘nothing to do with’, 50, 
298; rituals of, as origin of tragedy?, 
42–43, 49–52, 75, 300; scenes of 
possession by, 52, 212. See also 
Euripides: Bacchae; satyrs; 
theatre-space at Athens

directions off-stage, 21–22, 131–33, 163, 
176, 192–93, 196–97

disguise, within action of a play, 
170–71, 214
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dithyrambs, 16–18, 21, 52, 293, 298,  
300, 316

doorway significant, 144, 149, 153, 
156–58, 164, 169–70, 172–74

dream, 166, 168, 181–82
dumb-show, 127, 152, 189–90, 305

earth, contact with, 111, 152
Egypt, 102, 135–36
eisodoi. See directions off-stage
ekkyklema (revelation-tableau),158, 

174–75
‘empathy’, 257, 278, 322. See also 

fellow-feeling
enactment, 9, 31–34, 56, 82, 182, 227, 

231–32, 275–76, 295
endings and closing lines 164, 176–77, 

195; celebratory, 141, 197–98, 
289–90; processional, 110–11, 114, 
128, 139–40, 195–97, 209, 211

enemies, dramatised,106–8, 112,  
114–18

enigma. See riddles
epic, 26–27, 28–29, 231, 248–49, 294, 

344. See also Hesiod; hexameters; 
Homer

Epidaurus theatre, 21, 84, 233, 322, 343
Erinyes (singular ‘Erinys’) or 

‘Eumenides’, 103–4, 130, 155, 169, 
175–76, 179–97, 303, 312, 319; 
appearance of (black skin)?, 
179–180, 195, 310, 346–47; and 
power to bless or poison, 185–86, 
191–96; as underworld gods, 
daughters of Night, 179, 195–97, 303

ethnicity, 114–46, 134–35, 137–78, 305
Euripides, 137, 214, 228, 243–44, 251, 

298; Bacchae, 52–53, 298, 319; 
Erechtheus, 198, 312; Medea, 28, 244, 
257, 319–20

fabric, 112–13, 134–37, 150–52, 155, 159, 
167, 175, 195, 207, 210

‘Fate’. See self-determination
fellow-feeling, for other people, 5, 96, 

116–28, 201, 235, 249–50, 257–61, 
273–74, 277–78, 322. See also 
humans

festivals, 15–16, 18, 49–51, 284–86, 293. 
See also Dionysia festival; 
Panathenaia festival

finance. See Athens; chorēgos
‘first inventor’ history, 48–49, 76, 200
foreigners (non-Greek). See barbaros
fragments, 98–99, 202–15, 283–90.  

See also Aeschylus
‘Furies’. See Erinyes

gamos (sexual union), 130–31, 139, 141, 
213–14

gender issues. See male self-esteem  
and masculinism; misogyny; 
women

ghost scene, 11–12, 116–17, 181–82,  
203, 217

goat (tragos) 45–46, 296
Gods, 115, 178–97, 268–69, 323; 

determining human fates?, 123, 161, 
235–36, 262, 278; portrayed 
unfavourably, 182–83, 188–90, 
214–15; on stage, 27, 78, 103, 178–97, 
207–8, 213–15, 268–69; tragedy not 
stories about, 25, 27, 259, 294; and 
no theodicy, 268. See also Apollo; 
Dionysus; Hera; self-
determination; Zeus

Greek tragedy. See tragedy, Greek

hamartia. See mistakes
Harrison, Tony, 104, 314–15, 323
Heaney, Seamus, 324
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Hector, 207–11, 347
Hera, 132, 213–15, 316, 347–48
Herington, John, 32, 34, 292
Hermes, 203, 208
hero (hērōs), 11, 26–27, 294; ‘tragic’ 

235–36, 269, 318
Herodotus, 43–44, 201, 241, 296
Hesiod, 27, 293–94
hexameters (dactylic), 37, 214
Hieron. See Syracuse
Homer, 28–29, 249, 294. See also epic; 

Iliad; Odysseus
house. See stage building
hubris, 116, 236–37, 318–19
‘humanity’ questioned, 116–17, 157, 

263–66
humans: suffering of, as core of 

tragedy, 116, 258–59, 278, 289; as 
subject to suffering and mortality, 
157, 258–59, 265–66, 272–74,  
278; words for, 258. See also  
tragedy

iambics (metre of tragic speech), 37, 
64, 154, 295

Iliad, 29, 38, 204–9, 315
illusion or impersonation. See 

anachronistic theatrical associa-
tions; ‘play’

‘inoculation’, as benefit for audience, 
271–74

interpretation prompted by theatrical 
art, 95–97, 107–12, 123, 127–28, 
131–41, 145–63, 172–77, 183–97, 
244–45, 263–64, 274

Iphigeneia, 148, 152, 160–61, 189

Jenner, Edward 272
judges of tragic competition, 241,  

319–20

jurors. See voting
Justice (Dikē), 148, 169, 185, 290

kothornos (boot). See costumes

lamentation, 110, 113–14, 126
line-by-line dialogue (stichomythia), 

151, 173–74
local antiquarian claims to theatre, 41, 

43, 59, 296, 300
location. See place within the tragedies
lyric dialogue (in tragedy), 34–35, 81, 

110–11, 123, 147, 153–54, 167–78
lyric poetry. See choral lyric

male self-esteem and masculinism, 
77–78, 189, 196–67, 243–34, 246

marriage. See gamos
masks, 69–71, 74–79, 86–87, 227, 300, 

316; for comedy, 48–49, 76, 300; not 
right word to translate prosōpon, 
76–67, 254; as ‘passport’ for acting, 
77–79, 214–15, 300; in vase 
paintings 70, 215, 217, 344, 346, 348

materiality, 10–11, 71–72, 127, 152, 156, 
158–60, 210–11, 292, 299, 323

metatheatre. See self-consciousness; 
‘play’

metics (non-citizen immigrants), 15, 243
metres. See iambics; lyric dialogue
mimesis, 255, 321–22
misogyny, 130, 141, 246; and masculin-

ist interpretations, 145–46, 163, 190, 
193–94, 196–97, 246; expressed 
within tragedies, 122, 162–63, 169.  
See also socio-political context; 
women

mistakes, human, 236, 261–63
modern productions, 8–9, 279–81, 

305–6
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modern world problems, 10–11, 187, 
263–64, 274

monstrous, not much in tragedy, 27, 
259, 294

moralising interpretations, 236–37
mortality. See humans
motherhood, 173–74, 188–89, 204
musician. See aulos-player
myths, in other art forms, 25–27, 

215–16, 294; not fixed in tragedy, 
27–29, 278–89, 294. See also epic; 
story-telling; vase-paintings

narratorial frame, 31–32, 297; absent 
from tragedy, 30–34

Nietzsche, Friedrich, 52–53, 298
‘nothing to do with Dionysus’, 50, 298
nurse-slave (of Orestes), 171–72

obscenity in early tragedy, 159–60, 182, 
308

Odysseus, 31, 60, 203, 205
Oedipus, 123–25, 128
‘old’ tragedies. See reperformance
opsis (the visible). See Aristotle, Poetics
orchēstra (dance-space), 21, 149, 293, 343
Orestes, 163, 165–77, 178–86, 188–192, 

346–47
‘origins’, 34–39, 41–43, 47–52, 75, 300. 

See also theatre; tragedy
other, others, and othering, 78–79, 96, 

117–18, 162–63, 248–50, 256–57, 
277–78. See also audience; 
fellow-feeling

Oxyrhynchus, 202, 220, 347–48

Panathenaia festival, 19, 46, 293
papyri, 7, 202, 205–6, 233–34, 283–90, 

314, 347–48. See also Aeschylus
‘Parian Marble’, 45–46, 293, 296

performance, as a licenced event, 
77–78, 85–88, 242, 252

performance space, 88, 143, 169–70, 
293, 343. See also directions 
off-stage; orchēstra (dance-space); 
place within the tragedies; theatre

Persians, 106–18, 218, 304. See also Athens
Phrynichus, 13, 200–202; Persians play, 

201–2, 314; Sack of Miletus play, 201, 
241, 256–57, 314

place within the tragedies, 21–22, 32, 
38, 106, 120–21, 183–84, 289–90

Plato, 32, 57, 70, 79, 90, 213, 228, 255, 
270, 318, 321–22

‘play’ (‘only a play’), 40–41, 117, 219, 
255, 285–86, 321

playscript (record of the words), 
59–60, 82–83, 95, 182, 233

playwright/director (didaskalos), 55, 
58–60, 231, 345

post-colonial reaction, 264–65
post-dramatic theatre, 82–83,  

300–301
post-humanist. See ‘humanity’ 

questioned
Pratinus, 200, 313
Predestination. See self-determination
pregnancy onstage, 212–13
proagõn (pre-contest), 83, 301
Prometheus in Chains (work of 

Euphorion, son of Aeschylus?), 
98–99, 259, 294, 302

Pronomos, the aulos-player, 57–58, 66, 
299, 345

‘Pronomos vase’, 57–58, 61–69, 215, 219, 
298–99, 344–45

props. See fabric; materiality;  
skeuopoios

prosōpon. See masks
Pythia (priestess of Apollo). See Delphi
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race. See ethnicity
reading, 28, 232–34, 276
recognition scene, 166–67
rehearsals, 59–60, 80–83, 109, 276, 300
repeated lyric stanzas, 37, 184, 192
reperformance (in antiquity), 99, 101, 

228, 292, 302, 314, 320–21. See also 
spread of tragedy

rhapsodes (performers of epic), 20, 
30–31, 33, 294, 344

riddles, 135, 154–55, 175
ritual outside and inside tragedies, 41, 

50–54, 293
Rome and tragedy, 6–7, 292
Rutland (England), 208–9, 315

satyr play, 18, 200, 219, 283–87, 313, 317, 
349–50; and costume of furry briefs 
with phallus, 58, 220, 287–88, 344; 
needing much rehearsal, 286–87; 
relation of, to tragedy, 18, 218–21, 
344–45; and satyrs attempting to be 
‘serious’, 285, 287–88, 344. See also 
Pratinas; vase-paintings

satyrs, 15, 52, 135, 218–21, 283–87; relation 
of, to Dionysus, 18, 52, 219, 285–86

Schechner, Richard, 53, 298
Schiller, Friedrich, 272, 323
self-consciousness, 10, 254–56, 280, 322
self-determination, 123, 151, 157, 259, 

261–63, 278, 323; not dictated by 
pre-determined ‘fate’, 235–36, 
261–63; working alongside 
non-human powers, 123, 161,  
235–36, 262

Semele, 212–15, 347–48
sexual explicitness in early tragedy, 

159–60, 173, 206–7
Shakespeare, William, 40, 87–88,  

233, 322

shared experience. See audience
shields, 122, 127, 304–5
Sicely. See Syracuse
Sicyon, 43–44, 296
Silenus, 63, 86, 219, 283–84, 344.  

See also satyr-play
silence: of audience, 89–90; within 

tragedies,153, 173, 204–6, 208
skēnē. See stage building
skeuopoios. See stuff-maker
skin-colour, 134–36, 305, 347
slave roles emphasised, 166, 170–71, 

243–44, 247, 257, 315
snakes,168, 174–75, 179, 346–47
socio-political context, in relation to 

interpretation, 11, 97, 107–8, 117–18, 
140, 238–50, 263–64, 319

song-culture, Hellenic, 32, 248–49, 
293, 320

Sophocles, 243–45; Antigone, 28, 101, 
260, 302; Oedipus the King, 8, 226, 
303, 320

spectator-space. See theatre-space
‘Sphinx vase’, 287–88, 349
spread of tragedy, from Athens, 6, 

80–81, 228–29, 250, 300
stage building (skēnē), 178–81, 196; 

made significant, 143–44, 154–58, 
172, 178, 195–96, 285–86

statue(s) on stage, 121, 132–35,  
183–86

story-telling, 26–28, 89, 233, 278–79, 
294. See also enactment

stuff-maker (skeuopoios), 61–74, 
229–30, 287

suffering. See audience; fellow-feeling; 
humans

sword(s), 73, 125, 127, 158, 164, 165, 
172–73, 175–76, 347

Syracuse, 81, 100, 288–90, 302
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‘team’ needed. See theatre
texts, 7, 82–83, 99, 135. See also 

playscript; reading
theatre: and actors gathering with 

audience, 4, 82–83, 90, 254; ‘team’ 
collaboration in, 10, 55–67, 70–71, 
81, 109, 232, 275–76, 286–87, 344–45; 
infrastructure needed for, 9–10, 239, 
275, 293; as revolution not 
evolution, 4, 30–35, 37–41, 211, 239, 
275; tragedy as first form of, 4, 
42–43, 296, 297–98

theatre-space (theatron) at Athens, 
3–4, 13, 20–21, 107, 293, 343. See also 
Dionysia festival; performance 
space

theatrical families, 98, 302. See also 
texts

theatrokrateia (spectatorcracy),  
228, 318

Thebes, 27, 66, 119–21, 128, 240,  
288, 304

Thespis, 12, 20, 44–46, 199, 296
things. See materiality
Thyestes’ feast, served by Atreus, 

154–55, 163, 177
titles of plays, 97, 103–4
tomb on stage, 110–11, 165–68, 204, 217, 

248, 348
tragedy, as an art form: adaptability 

and reach of, 8–9, 249, 251–52, 
280–81, 292; generally, 3–4, 6–9, 
10–14, 231–32, 274–81, 291; in 
modern times, 8–9, 251–52, 279–81, 
292; timeless ‘essence’ of?, 8, 232, 
234, 263, 274–77

tragedy, Greek: boldness of early, 203, 
215, 276, 280; and cannibalising 
other modes of expression, 39–40, 
295; to be condemned for later 

misuse?, 264–66; as first form of 
theatre, 4, 42–43, 296, 297–98;  
and practitioners’ freedom for 
creativity, 241, 248, 279; as political 
beyond the topical, 241–42, 248–50, 
264, 276; post fifth-century, 6–8, 
228–29, 233, 292, 317; and refusing 
evasion, 268–70, 323; as a revolu-
tionary invention, 4, 30–34, 37–40, 
231, 249, 252, 275, 295; tragōidia, 3, 
45–46, 292; and unpredictable 
versions of stories, 27, 204–12, 
278–79. See also actors; ‘aesthetic’  
of early tragedy; chorus; humans; 
performance; song-culture; spread 
of tragedy

travelling players, 228, 252
trial scene, 187–91
trilogies/tetralogies. See Aeschylus: 

titles, trilogies, and tetralogies
Troy, 27, 143, 148–49, 154, 209
two-actor scenes, from the start, 

29–30, 48–49, 209–10, 294

‘unities’ of time and place, 38–39,  
295

‘universality’?, 117, 157, 263–66, 278

vase-paintings, 13, 180, 215–18, 287–88, 
299, 316–17; in relation to tragedies, 
71, 180, 204, 215–18, 310, 315–16, 
344–49; and satyr vases plentiful, 
220, 287. See also ‘Basel Dancers’ 
vase; ‘Corinth Pyre’ vase; 
‘Pronomos vase’

veiling, 204–5, 208, 210
vehicle on stage, 112, 149–53
Vernant, Jean-Pierre, 319
villains, as rare in tragedy, 136–38, 

171–72, 260
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voice, physicality of, 82–83, 299.  
See also actors

voting, by jurors, 187–90,195–96

weighing scene, 208–11, 316, 347
women in outside world: attitudes and 

status of, 15, 140–41, 144–45, 189, 
246, 319–20; as present in the 
audience?, 243, 320. See also male 
self-esteem and masculinism

women within tragedies: and gender 
issues explored, 129–31, 134–35, 
138–41, 212–15, 246–47, 319–20; 
strong and articulate roles of, 157, 
162–63, 215, 244, 246–47, 257.  
See also chorus: female; Clytemnestra, 
assessment of

Zeus, 78, 115, 161, 189, 193, 212–15, 284, 
290




