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the ‘generic’ messenger figure, some of the more important types of messenger are the
Old Man (who may be a Paidagogos), the Herdsman, the Herald, the House Slave, and
the Nurse. Less frequently, a messenger may be of sufficient stature to be named (e.g
Talthybius in Hecuba). Finally, aristocratic characters sometimes make speeches which
convey a message (e.g. Heracles in Alcestis, 1. 837-860).

One indication of the popularity of messenger speeches is the noticeable
frequency with which scenes from such speeches are depicted on vases. In particular,
more than half of the depictions of Euripidean plays illustrate messenger speeches®. An
examination of fourth-century paintings on a group of 49 South Italian vases led Green®
to argue for the increasing importance of the Messenger figure in the dramas of Euripides.
Green observed that recognisable scenes from fifth-century drama were used as the
subject matter in the fourth-century vase paintings, sometimes involving a Paidagogos or
Messenger as part of the scene (e.g. Alcestis). However, he identified other vase paintings
of similar age in which the Messenger was the lone figure. Based on similarities of their
demeanor and dress, Green argued that these ‘lone’ Paidagogoi-Messengers were also
representing dramatic figures, and hence that the figure of the Messenger had become
sufficiently important in drama for him to become the focus of attention.

By the fourth century, acting had become a highly skilled profession with the

5A_D. Trendall and T. B. L. Webster, lllustrations of Greek Drama, (London,
1971), 3-47.

6] R. Green, “Messengers from the Tragic stage”, BICS 41 (1996), 17-34.



power and prestige of the actors increasing rapidly’. There is also evidence from this
period that some actors specialised in certain types of roles for which they were
particularly suited; for example Theodorus specialised in the role of Antigone?®. If the
Messenger role became a focus of attention in the drama, this might imply that a Principal
Actor would consider the part to be sufficiently interesting to be a role to be sought after’.
If this were so, then the increasing importance of the Messenger figure might have gone
hand-in-hand with the rising prominence of the principal actors of the day. One reason
why this linkage might be important is that generic roles (such as the Messenger) would
allow a greater focus on the identity of the actor, compared to the playing of heroic roles
which would tend to be dominated by the identities of the heroic characters themselves.
However, it is not yet clear how far the roots of these trends might go back into
the fifth century. In particular, a critical question is how the role of the Messenger could
undergo transition from a minor supporting role to a principal or major role in late fifth-
century tragedy. The mechanism which could allow this transition from minor to major
role is the habit in fifth-century tragedy of assigning multiple parts in the play to a single
actor. As will be seen, this procedure probably had an initial utilitarian basis, allowing

one, two or three actors to play a larger number of characters. However, several recent

7E. Csapo and W. J. Slater, The Context of Ancient Drama, (Ann Arbor, 1995),
223.

$Demosthenes, On the False Embassy 247.

D. Lanza, “Le regole del giuoco scenico nell’Atene antica”, Mondo Classico:
Percorsi Possibili (1985), 114.















voice who would have a better chance of winning.

The employment of professional actors chosen by the poet continued until the
State took over the allotment of actors to the poets. However, only the principal actor was
allotted by the Archon to the poet. This actor was then responsible for recruiting the
second and third actors as his assistants. Some scholars have suggested® that the
allotment of the Protagonist to the poet by the State was associated with the introduction
of the prize for acting in 449 BC. However, there is no actual evidence for this. Since the
allotment of actors is accompanied by the right of the previous year’s winner to
compete?, this suggests a highly regulated scheme, which would probably have taken
years to develop. Therefore, it seems much more likely that the assignment of the
protagonist to the poet was introduced in the early fourth century. This is supported by the
claim of Jouan®® that occasional cases of poets also functioning as actors are attested as
late as 380 BC.

The final stage in the process of evolution described above, probably in the mid-
fourth century, was the selection of three Protagonists, each of whom acted in one play of
each poet, on three consecutive days. This gave each poet an equal chance of winning the

dramatist’s prize. It also saved the strain on the actor’s voice by spreading his

26A W. Pickard-Cambridge (supra n. 23), 93; A. D. Fitton Brown, Greek Plays
as First Productions, (Leicester, 1970), 5.

/ ”~~ . .
2"Hesychius, Lexicon 85 vepunoig tcmoxpnmv. This mentions that the actor who
won the prize was entitled to go forward to the next year’s festival.

F Jouan, “Réflexions sur le role du protagoniste tragique”, in: Theatre et
spectacles dans l’antiquite/, Actes du Colloque de Strasbourg, Travaux du Centre de

Recherche, Strasbourg, Nov. 1981, (Leiden, 1983), 65.
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the demands of the plot called for an actor to change mask and costume quite quickly or
even very quickly (a ‘lightning change’). The question of how quickly an actor could
perform such a change in individual circumstances is a subject of debate and argument
that will be examined in detail later.

Another subject of controversy is the question of whether (in addition to the
assignment of multiple parts to one actor) it was necessary to split a single part amongst
more than one actor. This procedure is usually called ‘role splitting’, but there is
disagreement as to whether it was a rare or common practice. The only extant fifth-
century tragedy which appears to require role-splitting is Oedipus Coloneus. However, it
has been argued (see below) that even in this play it is possible to avoid major splitting of
roles if a fourth (semi-mute) actor is introduced.

The Persians provides an example of a case where role-splitting could have been
adopted, but was clearly eschewed by the poet. Assuming that Aeschylus himself was
playing Xerxes, and wished also to play Atossa, he could have allowed his assistant (who
earlier in the drama played the parts of the Messenger and the Ghost of Darius) to come
on at the end of the play as Xerxes in order to stage a meeting between the two principals.
The fact that he chose not to could have been for several reasons, but it seems likely that
an important one was the desire not to diminish the role of Xerxes by sharing it between
two actors. The sharing of roles in this play will be discussed further in Chapter 3, based

on the entry/exit line diagram in the Appendix.

Most modern critics seem to believe that role-splitting was something that was
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In this thesis I will focus on one particular type of role-playing metatheatre, in
which resonances are generated at the performance level between heroic/aristocratic
characters and the figure of the Messenger. This type of role playing may be expected to
enhance the appreciation of the skill of the actor by enabling the audience to compare and

contrast the playing of the roles.
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with the part of Xerxes her son, would provide a substantial combination of roles for an
actor specially gifted in singing®. At the same time, the fact of having both roles played
by the same actor would heighten the ironic contrast between the two characters. For
example, Atossa makes a magnificent first entrance, whereas Xerxes comes on stage in
“rags”.

Atossa and Xerxes are the two principal tragic figures of the play, both of whom
have very emotional roles that might be appropriate for the skills of the Principal Actor,
perhaps Aeschylus himself. Although this combination of roles results in this performer
having less lines than Actor 2, the precise number of lines given to an actor is of less
account than the dramatic importance of the parts he plays. The suggested division of

roles between the two actors is therefore shown below.

Persians: Summary of spoken lines

Actor 1 Actor 2
Role 1 Atossa 173 Messenger 206
Role 2 Xerxes 68 Darius 125
Total 1077 Actor 1 241 Actor2 331 Chorus 505

Seven Against Thebes (467 BC)

After Oedipus had blinded himself in remorse for killing his father and marrying
his mother, his sons mistreated him so that he cursed them, declaring that they should
divide their inheritance by the sword. The drama is seen from the point of view of the city

of Thebes, with Eteocles, Oedipus’ son, defending it against an attack led by his brother

Polyneices.

\

S.
AW, Pickard-Cambridge (supra n. 23), 138.
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1072) begins nearly two thirds of the way through the play, which is therefore consistent
with the assignment of this role to the new Third Actor. It is appropriate also that the
despised Aegisthus, described by the Chorus as a ‘woman’ is played by the actor who has
already played Cassandra.

Pavlovskis*® has suggested that if one actor played both Agamemnon and
Aegisthus, their similar relationship as ‘husbands’ to Clytemnestra would give the
audience an ironic satisfaction when hearing the similar voice. However, I suggest that
this type of role playing might actually distract from the main focus of the play, which is
the treachery of the act of murder. Despite his small number of spoken lines, Agamemnon
is the tragic hero of the play, as its title suggests, whereas Aegisthus is the despised
usurper. Therefore, such a comparison might be unattractive to the audience.

The Herald has three speeches in this play (1l. 503-537, 551-582 and 636-680), the
first of which is an exhortation to the populace to greet Agamemnon as a returning hero,
while the second seems designed to evoke sympathy for the hardships of the war,
implying perhaps that Agamemnon has suffered these same hardships. The use of the first
person closely links the figure of the Messenger to these sufferings, making them more
personal. If the same actor played the Herald and Agamemnon, then the combination of
these parts would introduce metatheatrical touches. The identification of Agamemnon
with the Watchman, who looks forward to welcoming Agamemnon and shaking his hand,
and with the Herald, who describes his hardships, would strengthen the impression of

Agamemnon as a hero returning from the sufferings of war, and hence would evoke

567 Pavlovskis (supra n. 33), 115.

























































46
Women of Trachis (date unknown)

Deianeira has awaited the return of her husband Heracles for some fifteen months.
Lichas, Heracles’ herald, arrives accompanied by a group of captive girls, among whom is
Iole. After he is cross-examined by Deianeira, Lichas admits that Heracles is in love
with Iole. In an attempt to win back her husband’s love, Deianeira sends a robe to
Heracles, smeared with what she believes to be a love potion. Too late, she discovers that
the potion was a death-curse and, heart-broken at the outcome of her action, kills herself
with a sword. As Heracles is carried home dying, he gives instructions to his son Hyllus
to burn him on a pyre on Mount Oeta and to take Iole as his wife. The play ends with
Hyllus’ reluctant compliance with his father’s wishes.

It is generally believed that in this drama the roles of Heracles and Deianeira are
played by the First Actor. Hyllus and Lichas must be played by the same actor, probably
the Second, which leaves the Third Actor to play the Nurse, Messenger and Old Man
(whose part is very weak). Hyllus and the Nurse are the real dramatic messengers,
describing réspectively the poisoning of Heracles and the suicide of Deianeira. The role
of the Messenger is principally to contradict the false report given by the Herald, Lichas.
Ringer™ discusses in detail the ironic relationship between Heracles and Deianeira, both
played by the same actor. For example, Deianeira kills herself with the sword in a manly
way, whereas Heracles appears in an emasculated form, “moaning and crying like a girl”

(1. 1070-75). This ironic comparison between the two roles would help to alleviate the

7M. Ringer (supra n. 10), 52.
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agreed that this phrase serves to remind the audience of Oedipus’ blindness. However, if
this was the point when the part of Theseus was given to a different actor, the false
assertion that the character was recognisable from his voice would only serve to draw
attention to the short-comings of the casting at this point, and would be self-defeating. If
on the other hand, Theseus was still played by the same actor, the calling of attention to
his voice would enhance the audience’s appreciation of Oedipus’ state, because they
could imagine themselves recognising Theseus by his voice rather than by his appearance.

Alternative distribution of roles in Oedipus at Colonus, revised from Ceadel®

Summary of spoken lines

Actor 1 Actor 2 Actor 3 Actor4
Role 1 Oedipus 607  Stranger 32 Antigone 158 7
Role 2 Messenger 89 Ismene 73  Creon 96
Role 3 Theseus 186
Role 4 Polyneices 123
Total 1779 Actorl 696  Actor2 414 Actor3&4 261 Ch408

Having gone to considerable lengths (discussed below) to unify the part of
Theseus, it is ironic that Ceadel and Fitton Brown both assign the parts of Theseus, the
Stranger, Ismene and Polyneices (which all go together, with 414 spoken lines) to Actor
3, and the parts of Antigone and Creon to Actor 2 (total 244 lines). However, I suggest an
alternative scheme in which the latter two parts are assigned to Actor 3.

If Theseus is to be played by the same actor throughout (Actor 2 above) then
Creon must be played by the Third Actor, but at this point Antigone is still on stage. Thus
we are forced to propose that part or all of the part of Antigone is played by a fourth

Actor. This appears to break the assertion of Aristotle that tragedy was always restricted

85E. B. Caedel, “The Division of Parts Among the Actors in Sophocles’ Oedipus
Coloneus”, CQ XXXV (1941), 146.
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to three actors, but Ceadel and Fitton Brown propose a way out of this impasse by
suggesting that between lines 720 and 847, when Antigone utters a total of only seven
lines, she could be played by an ‘essentially mute’ actor who is called upon to utter a few
lines which are devoid of much character. Precedents for such parts are the children’s
roles in some plays which probably require a Fourth Actor (see below).

Given this arrangement, the remaining problem is to identify the point in the play
when the semi-mute Actor 4 replaces Actor 3 in playing Antigone. Both Ceadel and
Fitton Brown suggest that Antigone goes off stage with Ismene at line 509. However, this
is hardly reasonable in the light of Ismene’s departing words “I go, and you, Antigone,
meanwhile must guard our father.” A much less obtrusive occasion for the exit of
Antigone is with Theseus at line 667. At this point, the emphasis is quite different, since
the parting words of Theseus are “My name, though I be distant, protects you from harm”.
Thus the emphasis is now on Theseus rather than Antigone as the protector of Oedipus.

A suitable point for the re-appearance of Antigone (as the semi-mute) is precisely
at the point when she next speaks (line 720), since she is warning Oedipus of the
approach of Creon, something she is best able to do if she comes on stage from the same
direction from which he will shortly appear. Her breathless appearance in front of Creon
will then camouflage the different voice of the semi-mute actor.

A final point of discussion concerns the playing of the part of Ismene at different
points in the play. Her first appearance is a speaking part, attributed to the Second Actor

above. However, when she reappears from lines 1099 to 1555 she is completely silent. As

Pickard-Cambridge points out, this provides a persuasive argument for the non-
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satyr play at the end of a tetralogy, she suggested that the normal practice of using two
actors in satyr plays might have been carried over to the tragedy. Pickard-Cambridge®
also offers a two-actor scheme in which Actor 1 could have played Apollo, Alcestis,
Heracles and Pheres, while Actor 2 portrayed Death, the Servant and Admetus. This
option does however have a drawback. When the Chorus and Admetus depart in
procession at 1. 746, the stage would have to remain empty until the same actor had time
to change into the mask and costume of the Servant before re-appearing. This is possible;
however a more pleasing arrangement is achieved if a scheme incorporating three actors
is considered.

Pickard-Cambridge suggests that if three actors were used, the most likely
distribution would involve combining the parts of Apollo and Admetus for one actor and
Alcestis, Pheres and Heracles for a second actor. He suggests that a third actor might then
play Death and the Servant. Following his normal approach, Pickard-Cambridge does not
attempt to determine an order of precedence between these three roles, but it seems clear
that the Death-Servant role (totalling only 61 lines) would be assigned to Actor Three.
However, the only part that the Third Actor needs to play in order to facilitate the flow of
the plot is the Servant. This argument is strengthened by an examination of the dramatic
content of the other part in question (Death).

After the Prologue delivered by Apollo, Death makes his dramatic arrival at 1. 23,
demanding to know why Apollo should still be present at the home of Admetus. This

seems to be a more appropriate entrance for a leading actor rather than the Third Actor.

8A. W. Pickard-Cambridge (supra n. 23), 145.
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After the fall of Troy, Hecuba, wife of King Priam, was taken prisoner, along with
her daughter, Polyxena. The play opens with Hecuba and Polyxena waiting to find out
what will happen to them. The ghost of Hecuba’s son, Polydorus, appears, and reveals
that Polyxena’s life has been claimed by the Ghost of Achilles. The death of Polyxena
later that day is described by the Herald, Talthybius, who reports that the Greeks were so
impressed by her courage in the face of death that they almost decided to release her. A
maid comes in, accompanying a covered corpse which is assumed to be Polyxena.
However, when Hecuba pulls back the cover, she discovers the body of her son
Polydorus, who has been treacherously murdered by Polymestor, to whom he had been
sent for safety. When Polymestor himself appears, feigning friendship, he is lured into the
women’s tent where his sons are killed, and his own eyes are gouged out. He emerges to
foretell a violent death for Hecuba and Agamemnon.

This is another play where role distributions are poorly constrained. Pickard-
Cambridge” has proposed that in this play Actor 1 may play Hecuba, Actor 2 Polyxena
and Agamemnon and Actor 3 Odysseus, the Maid and Polymestor. The Messenger
(Talthybius) and Polydorus’ phantom could be played by either Actor 2 or Actor 3.

Various lines of evidence tend to support the assignment of the role of Hecuba to
the leading actor in this play: she has the title role of the drama; she is a tragic and heroic
figure (for example she avenges the murder of her son); she has the greatest number of
spoken lines (483); she has few long silences relative to the lengthy period she is on

stage. However the roles which Pickard-Cambridge assigns to Actor 2 do not fully

9TA. W. Pickard-Cambridge (supra n. 23), 145.
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whom Theseus asserts his higher status by commanding him to be silent, and not to usurp
Theseus’ right to the initial response to the Theban Herald (I. 513). Apart from this single
outburst in line 512, Adrastus remains silent on stage for 471 lines (1. 263-734). In
contrast, Theseus is portrayed in a much more positive light as showing respect to his
parents (1. 362), and as an avenger of wrongs (l. 341). He shows wisdom in his wish to
resolve the conflict in the first instance by diplomatic means, but he also shows courage
in his determination to achieve justice by his willingness to fight if words fail (. 347).
Finally the Chorus acknowledges him as a Hero-King (1. 367).

The function of the Messenger in this play is to bring news of Theseus’ great
victory over the Thebans. He gives a vivid and animated eye-witness account (1. 684) of
the heroism of Theseus in the heat of the battle (ll. 710-720). In particular he describes
Theseus’ handling of his weapons, including the tossing of his flaming shield, mowing

down the enemy with his club, and the twirling throw of the deadly mace.

Suppliants Summary of spoken lines

Actor 1 Actor 2 Actor 3
Role 1 Theseus 326  Adrastus 188  Aethra 86
Role 2 Messenger 102  Evadne 54  Theban herald 75
Role 3 Iphis 59
Role 4 Athena 44
Total Actor 1 428  Actor2 242  Actor3 264 Ch267

If we accept the arrangement proposed above, that Theseus is played by Actor 1,
then the Messenger could be played by either Actor 1 or 3. If the Messenger leaves the
stage at line 772, as can be inferred by the words of Adrastus (XAA’ €1ev), then he has 26
lines in which to change and re-enter as Theseus. If Actor 1 does indeed play the

Messenger, then he is afforded another opportunity to report on the exploits of his






72

In the first speech he gives, Lycus makes light of the labours which Heracles has
undertaken. He further suggests that Heracles is not as brave as he is reputed to be since
he fights with a bow instead of entering into hand to hand combat. The audience
doubtless would appreciate the irony of Lycus debunking the hero, knowing as they might
that later in the tragedy the same actor would also be playing the hero, Heracles, whom he
is defaming in this speech.

Any of the three actors could have played the Messenger in this play. Pickard-
Cambridge'™ suggests that this role was most likely to have been played by the same
actor who plays Theseus (his Actor 2), but could also have been played by the actor who
plays Amphitryon (his Actor 1). However, it is also possible that the Messenger is played
by the same actor who plays Heracles and Lycus. This would involve a fairly rapid
change between the exit of the Messenger (1. 1015) and the appearance of Heracles asleep
in the palace after its doors are thrown open to reveal the scene within (1. 1031). Heracles
is in fact found bound to the palace’s pillars; however, the act of unbolting and throwing
open the palace doors could have taken some amount of time after the Chorus has
finished singing in line 1030. This would then allow extra time for the actor to change his
costume and be bound to the pillars.

If we are to accept that Heracles is played by Actor 1, and that the Messenger is
also played by the same actor, another interesting, ironic situation emerges. The
Messenger appears in order to reveal to both the Chorus and audience the tragic news of

Heracles’ madness and the frenzied attack he has made upon his wife and children. In his

122 W. Pickard-Cambridge (supra n. 23), 146.



73
dramatic report the Messenger quotes Heracles’ demented words as he imagines himself
charging against Eurystheus. In addition to mimicking the voice of Heracles, the
Messenger gives a dramatic rendition of Megara shrieking at Heracles and also of
Amphitryon’s pleas to his son to desist. Finally the Messenger portrays the distraught
cries of Heracles’ second son as he supplicates his father, begging him not to kill him.

If indeed Actor 1 does play the Messenger then he is given the opportunity of
reporting on the actions of his principal role in a very dramatic and animated fashion. Not
only does he quote Heracles’ words as he rages in a murderous frenzy but he also is
afforded the opportunity of enhancing his role by the dramatic portrayal of the cries of

Amphitryon, Megara and Heracles’ son.

Madness of Heracles: Summary of spoken lines

Actor 1 Actor 2 Actor 3
Role 1 Lycus 65 Amphitryon 299 Megara 146
Role 2 Heracles 277 Ims 23 Lyssa 29
Role 3 Messenger 100 Theseus 90
Total Actor 1 442  Actor 2 322  Actor3 265 Ch399

The Electra (ca. 415-413 BC)

In Euripides’ version of this story, Electra has been married off to a peasant, with
whom she lives in an un-consummated relationship. When at last Orestes returns to
obtain his revenge, Electra does not recognise him, but the Old Paidagogos does correctly
identify him. The group of four then plots the murder of Clytemnestra and Aegisthus. The
Messenger reports on how Orestes kills Aegisthus during a ritual offering, and
Clytemnestra is then tricked into Electra’s house, where Electra and Orestes kill their

mother together. The Dioscuri appear at the end of the play to pronounce their fate.
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difficulty, since after Electra enters the house at line 1352 there are only 15 lines before
the Phrygian must appear on the roof in Eastern dress. This is only half the time normally
thought to be necessary for a costume change'®, and furthermore, the Phrygian must
appear scrambling down from the roof. There is one precedent for such a ‘lightning
change’ in fifth-century tragedy, in Aeschylus’ Libation Bearers, where an actor has 10
lines of dialogue to change (lines 889-899). However, in this case the other two actors
remain on stage, so there is no alternative to a ‘lightning change’ if the requirements of
the plot are to be met. In the Orestes, the necessity for such a change rests on the need for
virtuoso singing in both the Electra and Phrygian roles, however, this is not a conclusive
reason.

In the table below, the alternative scheme is presented with the Phrygian played by
Actor 3. In this case, when the Phrygian describes the murder of Helen, there will be a
metatheatrical resonance if he imitates her shrieks and mimes the beating of her arm on
her bosom, the clutching of her head, the attempt to escape in sandalled hurrying feet, and
finally the bending backward of her head by Orestes (ll. 1465-73)

Another modification shown in the table below is the arrangement whereby
Hermione is played by Actor 1. This avoids the need for Helen to emerge as Hermione (l.
1313) only 12 lines after she has uttered the death-shrieks of Helen, a metatheatrical
resonance that would be unwelcome. On the other hand, as Actor 1, the statement
regarding Orestes and Electra (1. 1319) ‘you who are my blood and kin’ would be a

truism, because this actor also plays Orestes. A few lines later, Hermione and Orestes

109\, Damen (supra n. 10), 319.
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and another woman to survive and be reared in the temple.

The upsetting discovery of the illegitimate son is further fuelled by the
Paidagogos, who suggests that Xuthus has in mind to expel Creusa from her home and
hand over the inheritance of the house of Erectheus to Ion (ll. 808-11). Taking advantage
of the long-standing close relationship which the Paidagogos has with his mistress, (1l
730-4), he urges Creusa to murder both her husband and his illegitimate son and actually.
offers to stab the young man himself. (ll. 844-56)

His mistress, disregarding his admonitions, sings a long lament about her
sorrowful plight (1. 859-973). The Paidagogos, however, persistent and particularly
protective of the house of Erectheus, exhorts Creusa once again to act to save her
ancestral heritage. Although she is able to resist some of the Paidagogos’ ideas and
eschews setting fire to Apollo’s temple (1. 975) and murdering her husband (1. 977),
Creusa does finally submit to an attempt on Ion’s life and supplies the poison with which
the attempt will be made. The Paidagogos is subsequently tortured to obtain the name of
his mistress (I. 1214) and Creusa barely manages to escape Ion’s revenge by taking refuge
at the altar. When the Priestess gives Ion the box by which he may identify his mother,
Creusa recognizes the tokens contained in it and a reconciliation between mother and son
is achieved. Athena subsequently appears to convince Ion that Apollo is indeed his father
and that all has come to a satisfactory conclusion.

Pickard-Cambridge has proposed that in this play Actor 1 plays Ion, Actor 2

Creusa and Hermes and Actor 3 plays Xuthus, Pythia and Athena''. The Paidagogos and

10A W. Pickard-Cambridge (supra n. 23), 146.
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the Servant of Creusa could be played by either Actor 1 or Actor 3. If, however, Actor 1
played both the Paidagogos and the Servant of Creusa,, in addition to his role of Ion, this
would afford him dramatic opportunities, not only to instigate the attempted murder of
Ion, but also to deliver the news of the failed attack. Earlier in the play Xuthus has
acknowledged Ion as his son, but at line 616 Ion expresses his anxiety concerning the
possibility of a hostile reception by Creusa. He cautions that women have often taken
revenge on their husbands (or on men) by means of an attack by weapons or deadly
poison. This claim accurately foreshadows the attempt which the Paidagogos will make
on Ion’s own life when he suggests to Creusa that she either stab or poison her husband
and his new-found son, and acting on her behalf proceeds to introduce a drop of deadly
venom into Ion’s drink at a banquet. If the role of the Paidagogos is also played by the
same actor who plays Ion, the situation takes on an ironic tone.

In addition, if the part of Creusa’s servant, who rushes in with the news of the
failed murder attempt is also played by Actor 1, then a further opportunity for irony is
developed. Delivering a vivid and animated account of the events which took place at the
banquet, the Servant quotes the words of the Paidagogos (who was played by the same
actor), when he urges that larger drinking cups be brought to replace small ones (11.1178-
1180), presumably in the hopes that when Ion and the other guests were drunk, he could
carry out his task successfully. The Servant also gives a dramatic rendition of the
agonising death of a dove, which by chance had sipped the wine Ion had emptied out onto
the floor from his own bowl when he had observed an inauspicious omen. He continues

his vivid account by recounting both Ion’s actions and words in response to this attempt
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When the Second Messenger arrives at 1.1023, bearing news of Pentheus’ death,
he proceeds to describe for the Chorus the events which led up to his master’s death. He
quotes Pentheus’ fatal words in which he requests a better view of the proceedings and
quotes Agave’s command to her fellow maenads to uproot the tree on which Pentheus is
sitting. The messenger goes on to quote Pentheus’ pathetic and unsuccessful appeal to
his mother to desist from her frenzied attack. The startlingly graphic slaughter of
Pentheus, by the women, is then described by the Messenger, who begins to take his leave
at 1.1145 before the arrival of Agave.

In his discussion on the possible distribution of roles in the Bacchae, Pickard-
Cambridge has suggested that the parts of Dionysus and Teiresias were probably assigned
to one actor, while the parts of Pentheus and Agave were taken by a second actor. This
would leave the Third Actor to play Cadmus, the Servant and the First Messenger. The
part of the Second Messenger could have been played by any of the actors'’.

However, if the actor who plays Pentheus and Agave also plays the Second
Messenger, an interesting arrangement emerges in which a leading actor, who also plays a
messenger role, is permitted to report on his own death in a very dramatic fashion, a
pattern we have observed in previous studies. This combination of roles would have a
total of 398 spoken lines, 58 more than the actor who plays Dionysus and Teiresias.
Based on this factor, and the dramatic combination of parts in the Pentheus-Agave-
Messenger role, it seems reasonable to suggest that this role was actually played by the

Principal Actor, with Actor 2 taking the parts of Dionysus and Teiresias. Actor 3's role

A W. Pickard-Cambridge (supra n. 23), 147.
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1.800 in the role of Achilles, the audience could be expected to respond to his opening

words as he demands to know the whereabouts of Agamemnon. As regards the

distribution of the other parts, it is suggested that the roles of Menelaus and Clytemnestra

could be portrayed by the Third Actor with Actor 2 undertaking the remaining parts of the

Old Man, Iphigeneia and both Messengers. If the Second Actor plays both Iphigeneia and

the Second Messenger then resonance would be generated when the Messenger quotes

her words and mimics her gestures.

Iphigeneia in Aulis: Summary of spoken lines

Role 1
Role 2
Role 3
Role 4
Total

Actor 1
Agamemnon 314
Achilles 162

Actor 1 476

Actor 2

Old man 75
Messengerl 26
Iphigeneia 224
Messenger2 83
Actor 2 408

Actor 3
Menelaus 103
Clytemnestra 274

Actor 3 377

Ch 368
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his two earliest extant dramas, the Persians and Seven Against Thebes. Considering that
these plays come from the period when tragedies were still dominated by the Chorus, who
bave nearly 50% of the spoken lines of these two works, the Messenger roles in both
plays are very substantial, comprising respectively 19 and 18% of the spoken lines.

The Messenger figures in these two plays give vivid descriptions which allow the
audience to conjure up a picture in their minds of the scene being portrayed. The
description of the battle of Salamis in Persians provides a good example. The Messenger
acts like a television cameraman, capturing a series of shots of the battle, sometimes a
vast panorama, sometimes an intimate close-up of one aspect of the action'"*. The
described scenes are full of action, but the Messenger himself is somewhat detached from
the action, separated from it by a ‘transparent window’.

In Seven Against Thebes the Messenger provides a similar series of pictures, but
these almost have the form of ‘Hollywood set pieces’. The description of the seven
champions involves creating a series of images, each of which displays great spectacle
and pageantry. These seven champions do indeed comprise the title ‘roles’ of the play, so
these scenes are really the central focus of the drama.

In Prometheus Bound, the ‘messenger speech’ by Hermes provides another, albeit
short illustration of the style of messenger speech which Aeschylus uses. The speech is
very vivid, as it describes the predicted attack by an eagle on chained-up Prometheus.

However, there is no scope for the actor who plays Hermes to become physically

114y Barrett, “Narrative and the Messenger in Aeschylus’ Persians”. AJP 116,
(1995), 539-57.
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involved in the presentation of the message. The ‘semi-human’ figure of Prometheus is a
passive agent in the physical attack upon him. The active agent is an eagle, who cannot be
effectively mimed by the actor. Hence, it is not easy for the actor to physically convey the
actions in his message, and he is largely confined to describing them in words.

Of the remaining four plays by Aeschylus, including the Oresteia, only
Agamemnon has a messenger speech of major significance. In this play the function of
the Messenger is to pave the way, as it were, for the return of Agamemnon, the
conquering hero of the Trojan war. The messenger gives three speeches whose length
seems designed to give an impression of the duration of the war, and whose content
seems designed to evoke sympathy for Agamemnon before his brutal murder. If the same
actor played the Herald and Agamemnon then the combination of these parts would
represent the first role playing resonance in the extant tragedies involving a Messenger
figure. However, the order of appearance of the Messenger and other characters played
by the same actor has critical importance for the development of metatheatrical
resonance.

Taplin has pointed out, that the effect generated by repetition of scenes is only
evident in the second occurrence of a situation in the ‘mirror scene’!**. Analogous rules
apply to the development of metatheatrical resonance between two roles played by an
actor. The resonance is only apparent when the actor plays what might be called the
‘mirror role’. In the Agamemnon, the Messenger appears first and Agamemnon second, so

that the resonance is only generated when Agamemnon appears. Therefore the effect is to

U5Q. Taplin, Greek Tragedy in Action, (London, 1978), 123.
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demanded by the gods in order to obtain favourable winds. For example, the Messenger
in Iphigeneia in Aulis describes the dramatic moments when Iphigeneia offers her neck
for the sacrifice, but disappears after the sound of the blow is heard, only to be replaced
by a fatally-wounded deer. Similarly, in Hecuba, Talthybius describes the dramatic
moment when Polyxena was sacrificed on the tomb of Achilles. In a dramatic speech, she
asks them to release their hold on her before she is sacrificed so that as the daughter of a
king she may die free rather than as a slave. Finally, in Alcestis, the heroine agreed to die
in order that her husband Admetus might enjoy prolonged life. In this play the Maid gives
a dramatic messenger speech describing Alcestis’ farewells to her children and servants,
followed by an account of Alcestis’ grief as she flings herself on her bed.

Two plays have very dramatic messenger speeches which describe the frenzied
attacks of Heracles on his wife and children, and of Agave on her son Pentheus. On the
other hand, the messenger speech in Hippolytus describes how the hero dies as a result of
the curse from his father. He falls from his chariot as it is attacked by the bull of Poseidon
and crushes his head against a rock. Finally, the messenger speech in Phoenician Women
describes how Eteocles and Polyneices kill one another in single combat.

Of the other five plays with dramatic messenger speeches, those in Helen and
Iphigeneia in Tauris describe dramatic escapes, after the rescues by Menelaus and
Orestes respectively. Two others describe heroism in battle, involving a rejuvenated
Tolaus in Children of Heracles and King Theseus in the Suppliants. Finally, the
messenger speech in Jon describes the attempted murder of Jon by poisoning. The speech

describes how Ion was warned against drinking a cup of wine by a bad omen, so that he
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mother, in spite of his desperate pleadings for mercy.

The Orestes also has two dramatic Messenger speeches. The first is of a verbal
rather than physical nature, as the Paidagogos reports on the trial of Orestes before the
Assembly, with four speakers, two in favour of Orestes and two against. It culminates in
an emotional plea by Orestes to be allowed to end his own life rather than be stoned in the
market place. The second speech describes the shrieking of Helen as she is attacked in
the palace by Orestes and Pylades.

Looking back over Euripides’ earlier dramas, we can attempt to see how the trend
to two dramatic messenger speeches developed. In Alcestis, his earliest extant play, the
messenger role is taken by a Maid, and (with 65 spoken lines) is shorter than the
Messenger roles in his subsequent plays. In approximate chronological order these roles
have the following lengths: 103, 84, 97, 85, 102, 88, 100, 91, 101, 120, 127, 138, 115, 83,
121 (in plays with two dramatic speeches, only the length of the second is given).

In addition to a well-defined Messenger figure, several of the early plays have
another servant or slave who has a speaking part but does not give a dramatic message.
One example is the Servant in Alcestis, who gives news of the death of her mistress, but
in an undramatic way. Similarly, the Maid in Hecuba brings news to the tragic queen,
only to be told “this is no news to me”. On a somewhat more dramatic level, the
Paidagogos in Electra brings news of a fresh sacrifice on Agamemnon’s grave, and the
old Sailor in Helen brings news of the phantom Helen’s disappearance from her cave. A
final example of a lesser Messenger figure is the Nurse in Andromache, who tells briefly

of Hermione’s attempt to kill herself. Thus we can see that the development of two very
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will therefore complete this analysis by examining them in chronological order.

The first type of double resonance involves two different Messengers who both
have metatheatrical resonance with the same noble character.

Perhaps the best example is in Iphigeneia in Tauris, where two different
Messengers report on very dramatic actions by Orestes, with the opportunity to mimic
some of those actions, as described above. These messages involve the Taurian herdsman
who reports on Orestes’ insane attack on his herd of cows, and the Messenger of King
Thoas, who reports on the escape of Orestes and Iphigeneia by ship. All three parts can be
played by Actor 1, and in this case the two Messenger parts are critical in raising the
quality of the role from a deuteragonist-type to one worthy of a protagonist.

A second example of this type, from Phoenissae, involves two different
Messengers who report on actions and words spoken by Polyneices. All three can be
played by Actor 1. The First Messenger reports from the battle at the seven gates of
Thebes (ll. 1123-1140), including details of actions by Polyneices in leading one of the
attacks. The Second Messenger reports on the single combat between the brothers
Polyneices and Eteocles. This speech is one of extreme dramatic tension, as first
Polyneices and then Eteocles gain some advantage. The fight then continues evenly for a
short time until Eteocles, using a warrior’s feint from Thessaly, suddenly surprises
Polyneices and plunges his sword through his belly. However, as Eteocles bends over the
fatally wounded Polyneices to plunder the body, the latter, with one last effort, plunges
his own sword into Eteocles’ heart. The Messenger describes how the mother, Iocaste,

arrives as Eteocles breathes his last breath. She listens to the dying words of Polyneices
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Sophocles’ works and in all of Euripides’ dramas excepting the Trojan Women and
Alcestis.

Time and again we have identified how a poet’s judicious distribution of the
parts to his performers could have resulted in an actor who had played a noble or heroic
character early in the drama coming back on stage in the role of the Messenger. In this
later role, opportunity was provided for the actor to quote vividly the words of his earlier
character and often to dramatically re-enact either that same character’s death or his
involvement in some kind of mortal combat. These metatheatrical linkages appear to
have become more prevalent and complex in the last four plays produced in Euripides’
lifetime.

When we examine any new point of literary criticism, such as the effect we have
termed metatheatrical resonance in this study, we are cautioned to consider carefully
whether the evidence supports its existence''®, We are challenged to show that such a
theory is prominently featured in our evidence. On this point, we may, I believe answer
yes, since a development has been traced from Sophocles through every one of Euripides’
dramas (except for Trojan Women) and an increasing use made of the effect in Euripides’
last works.

The coherence of the theory may be attested in its consistent appearance in
tragedies which by the unspoken rule of three speaking performers could require actors to
play several roles in one drama. By the use of mask and full-length costume the actor

was empowered to develop a repertoire of parts which crossed barriers both of age and

180, Taplin (supra n. 115), 7.









116

BIBLIOGRAPHY

Abel, L. Metatheatre: a New View of Dramatic Form. New York: Hill and Wang,1963.

Barrett, J. “Narrative and the Messenger in Aeschylus’ Persians.” American J. Philology
116, (1995): 539-57.

Bieber, M. The History of the Greek and Roman Theater. New Jersey: Princeton Univ.
Press, 1961.

Ceadel, E. B. “The Division of Parts Among the Actors in Sophocles’ Oedipus
Coloneus.” Classical Quarterly 35, (1941): 139-147.

Collard, C. Euripides’ Supplices, Volumes 1 and 2. Groningen: Bouma’s Boekhuis b.v.,
1975.

Craik, E. Euripides’ Phoenician Women. Warminster: Aris and Philips, 1988.

Csapo, E. and Slater, W. J. The Context of Ancient Drama. Ann Arbor: Univ. Michigan
Press, 1995.

Dale, A. M. Euripides’ Alcestis. Oxford: Clarenden Press, 1954.

Damen, M. Actor and Character in Greek Tragedy, Theatre Journal 41, (1989): 316-41.

De Jong, L.1.F. Narrative in Drama: The Art of the Euripidean Messenger Speech.
Leiden, 1991.

Fitton Brown, A. D. Greek Plays as First Productions. Leicester Univ. Press, 1970.

Flickinger, R. C. The Greek Theater and its Drama. Univ. Chicago Press, 1918, reprinted
1960.

Ghiron-Bistagne, P. Recherches sur les acteurs dans la Grece antique. Paris, 1976,









119

APPENDIX
Aeschylus
Possible distribution of roles in The Persians (472 BC)
Line Actor 1 Actor 2
150 Atossa
249 Messenger
514 Messenger (ex)
531 Atossa (ex)
598 Atossa
681 Ghost of Darius
842 Darius (ex)
851 Atossa (ex)
909 Xerxes
1077 Xerxes (ex)
Summary of spoken lines
Actor 1 Actor 2
Role 1 Atossa 173  Messenger 206
Role 2 Xerxes 68  Darius 125

Total Actor 1 241 Actor2 331 Ch 505
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Possible distribution of roles in Seven against Thebes (467 BC)

Line Actor 1 Actor 2 Actor 3 (later addition?)
1 Eteocles
39 Messenger scout
68 Messenger scout (ex)
77 Eteocles (ex)
181 Eteocles
287 Eteocles (ex)
375 Eteocles Messenger scout
652 Messenger scout (ex)
719 Eteocles (ex)
793 Messenger scout
821 Messenger scout (ex)
957 Antigone Ismene
1010 Herald
1059 Herald
1084 Antigone (ex) Ismene (ex)
Summary of spoken lines
Actor 1 Actor 2 Actor 3
Role 1 Eteocles 268 Messenger 197  Herald 27
Role 2 Antigone 46 Ismene 23

Total Actor 1 314 Actor2 220 Actor3 27 Ch 523
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Possible distribution of roles in Aeschylus’ Suppliants (463 BC ?)

Line Actor 1 Actor 2
176 Danaus
234 King
503 Danaus (ex)
523 King (ex)
600 Danaus
775 Danaus (ex)
824 Herald
911 King
954 Herald (ex)
974 King (ex)
980 Danaus
1074 Danaus (ex)
Summary of spoken lines
: Actor 1 Actor 2
Role 1 King 214 Danaus 160
Role 2 Herald 32

Total Actor 1 214  Actor2 192 Ch 667
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Possible distribution of roles in Agamemnon

Line Actor 1 Actor 2 Actor 3
1 Watchman
39 Watchman (ex)
83 Clytemnestra
503 Herald
680 Herald
783 Agamemnon Cassandra
974 Clytemnestra (ex) = Agamemnon (ex)
1035 Clytemnestra
1068 Clytemnestra (ex)
1330 Cassandra
1343-45 Agamemnon (inside)
1372 Clytemnestra
1577 Aegisthus
1673 Clytemnestra Aegisthus
Summary of spoken lines
Actor 1 Actor 2 Actor 3
Role 1 Clytemnestra 338 Watchman 39 Cassandra 178
Role 2 Herald 128  Aegisthus 64
Role 3 Agamemnon 84

Total Actor 1 338 Actor2 251 Actor3 242 Ch 842
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Possible distribution of roles in The Libation Bearers

Line Actor 1 Actor 2 Actor 3
1 Orestes
10 Electra
584 Orestes (ex) Electra (ex)
652 Orestes
657 Servant, inside
668 Clytemnpestra
718 Orestes (ex) Clytemnestra (ex)
732 Nurse
782 Nurse (ex)
838 Aegisthus
854 Aegisthus (ex)
869 Aegisthus, inside
875 Servant
885 Clytemnestra
887 Servant (ex)
892 Orestes
897 Pylades
930 Orestes (ex) Clytemnestra (ex)  Pylades (ex)
972 Orestes
1062 Orestes (ex)
Summary of spoken lines
Actor 1 Actor 2 Actor 3
Role 1 Orestes 331 Electra 170  Nurse 40
Role 2 Aegisthus 15 Clytemnestra 48  Servant 12
Role3 Pylades 3

Total Actor 1 346 Actor2 218 Actor3 55 Ch 457



Possible distribution of roles in The Eumenides

Line
1

64
94
139
179
235
397
489
566
573
753
777
1047

Actor 1

Pythia

Pythia (ex)
Clytemnestra’s ghost
Clytemnestra (ex)

Athena
Athena (ex)
Athena

Athena (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Total

Actor 1

Pythia 63
Clytemnestra 40
Athena 250
Actor 1 353

Actor 2

Apollo
Apollo (ex)

Apollo
Apollo (ex)

Apollo
Apollo (ex)

Actor 2
Apollo 141

Actor 2 141

Actor 3
Orestes

Orestes (ex)

Orestes

Orestes (ex)

Actor 3
Orestes 103
Actor 3 103

124

Ch 450
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Possible distribution of roles in Prometheus Bound (date unknown but probably

late)

Line Actor 1
1 Prometheus
81

87

286

398

561

886

944

1079

1094 Prometheus (ex)

Summary of spoken lines
Actor 1

Role 1 Prometheus 550

Role 2

Role 3

Role 4

Total Actor 1 550

Actor 2
Power

Power (ex)
Oceanus
Oceanus (ex)
Io

Io (ex)
Hermes
Hermes (ex)

Actor 2

Power 48
Oceanus 55
Io 127
Hermes 71
Actor 2 301

Actor 3

Hephaestus
Hephaestus (ex)

Actor 3
Hephaestus 39

Actor 3 39

Ch 203



Sophocles

Possible distribution of roles in Ajax (date unknown - early?)

Line
1

14
91
117
134
201
339
347
692
719
787
802
813
814
865
891
974
989
1047
1162
1186
1222
1225
1315
1373
1402
1421

Actor 1

Ajax
Ajax (ex)

Ajax (within)
Ajax

Ajax (ex)
Messenger
Messenger (ex)

Ajax
Ajax (dies)

Teucer

Teucer (ex)
Teucer

Teucer (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Total

Actor 1

Ajax 287
Teucer 214
Messenger 67
Actor 1 568

Actor 2

Odysseus

Odysseus (ex)
Tecmessa
Tecmessa (ex)
Tecmessa

Tecmessa (ex)

Tecmessa

Tecmessa (ex)

Odysseus

Odysseus (ex)

Actor 2
Odysseus 83
Tecmessa 209

Actor 2 292

Actor 3
Athena

Athena (ex)

Menelaus
Menelaus (ex)

Agamemnon

Agamemnon (ex)

Actor 3

Athena 75
Menelaus 63
Agamemnon 61
Actor 3 199

126

Ch 361



Conventional distribution of roles in Antigone (442-41 BC)

Line Actor 1

1

99

162 Creon

223

326 Creon (ex)

3317

384

387 Creon

447

526

5807

625

765

806

943

088

1090

1114 Creon (ex)

1152

1183 Eurydice

12447 Eurydice (ex)

12567 Creon

1282

1353 Creon (ex)

Summary of spoken lines
Actor 1

Role 1 Creon 358

Role 2 Eurydice 9

Role 3

Role 4

Total Actor 1 367

Actor 2
Antigone
Antigone (ex)

Antigone

Antigone (ex)
Haemon
Haemon (ex)
Antigone
Antigone (ex)
Teiresias
Teiresias (ex)

1st Messenger

1st Messenger (ex)
Actor 2

Antigone 216
Haemon 65
Teiresias 76

Messenger 1 82
Actor 2 439

Actor 3
Ismene
Ismene (ex)

Guard

Guard (ex)
Guard

Guard (ex)
Ismene
Ismene (ex)

2nd Messenger
2nd Messenger (ex)

Actor 3

Ismene 60
Guard 112
Messenger2 14

Actor 3 186

127

Ch 361
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Alternative distribution of roles in Antigone (442-41 BC)

Line
1

99
162
223
326
3317
384
387
447
526
5807
625
765
806
943
988
1090
1114
1152
1183
12447
1257
1282
1353

Actor 1
Antigone
Antigone (ex)

Antigone

Antigone (ex)
Haemon
Haemon (ex)
Antigone
Antigone (ex)
Teiresias
Teiresias (ex)

1st Messenger
1st Messenger (ex)

2nd Messenger
2nd Messenger (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Role 4
Role 5
Total

Actor 1

Antigone 216
Haemon 65
Teiresias 76
Messenger 1 82
Messenger2 14
Actor 1 453

Actor 2

Creon

Creon (ex)

Creon

Creon (ex)

Creon

Creon (ex)

Actor 2
Creon 358

Actor 2 358

Actor 3
Ismene
Ismene (ex)

 Guard

Guard (ex)
Guard

Guard (ex)
Ismene
Ismene (ex)

Eurydice

Eurydice (ex)

Actor 3

Ismene 60

Guard 112

Eurydice 9

Actor 3 181 Ch361



Possible distribution of roles in Oedipus the King (429-25 BC ?)

Line Actor 1

1 Oedipus

14

84

146 Oedipus (ex)

150

216 Oedipus

297

462 Oedipus (ex)

512

532 Oedipus

634

678

862 Oedipus (ex)

911

924

950 Oedipus

1072

1118

1185 Oedipus (ex)

1222

1297 Oedipus

1416

1530 Oedipus (ex)

Summary of spoken lines
Actor 1

Role 1 Oedipus

Role 2

Role 3

Role 4

Role 5

Total Actor 1

668

668

Actor 2

Priest

Priest
Teiresias
Teiresias (ex)
Iocaste
Iocaste (ex)

Jocaste

Iocaste (ex)

Herdsman
Herdsman (ex?)
Messenger 2
Messenger 2 (ex?)
Actor 2

Priest 52
Teiresias 76
Tocaste 120

Herdsman 27
Messenger2 70
Actor 2 345

Actor3

Creon

Creon (ex)

Creon

Creon (ex)

Messenger 1

Messenger 1 (ex?)

Creon
Creon (ex)

Actor 3
Creon 130
Messenger1 56

Actor 3 186

129

Ch 331



Possible distribution of roles in The Electra (420 - 410 BC?)

Line Actor 1
1

77 Electra (within)
85 Electra
328

471

515

660

803

871

1059

1098

1326

1375

1405-1417

1422

1438

1465

1510 Electra (ex)

Summary of spoken lines
Actor 1

Role 1 Electra 655

Role 2

Role 3

Total Actor 1 655

Actor 2 Actor 3
Orestes Paidagogos
Orestes (ex) Paidagogos (ex)
Chrysothemis
Chrysothemis (ex)
Clytemnestra

Paidagogos
Clytemnestra (ex)  Paidagogos (ex)
Chrysothemis
Chrysothemis (ex)
Orestes

Paidagogos
Orestes (ex) Paidagogos (ex?)
Clytemnestra (within)
Orestes
Orestes (ex) Aegisthus
Orestes
Orestes (ex) Aegisthus (ex)
Actor 2 Actor3
Orestes 160  Paidagogos 148

Chrysothemis 156
Clytemnestra 115
Actor 2 431

Aegisthus 34

Actor 3 182

130

Ch 242



Possible distribution of roles in Women of Trachis (date unknown)

Line
1

58
93
178
225
334
391
496
531
598
632
663
732
812
820
871
946
965
1278

Actor 1
Deianeira

Deianeira (ex)
Deianeira

Deianeira (ex)
Deianeira

Deianeira (ex)

Heracles
Heracles (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Total

Actor 1
Deianeira
Heracles

Actor 1

Actor 2

Hyllus
Hyllus (ex)

Lichas
Lichas (ex)
Lichas
Lichas (ex)

Lichas
Lichas (ex)

Hyllus
Hyllus (ex)

Hyllus
Hyllus (ex)

Actor 2
Hyllus
Lichas

Actor 2

170
111

281

Actor3
Nurse

Nurse (ex?)
Messenger

Messenger (ex)

Nurse

Nurse (ex)
Old man

Old man (ex)

Actor 3

Nurse 77
Messenger 73
Old man 15
Actor 3 165

131

Ch 249
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Possible distribution of roles in Philoctetes (409 BC)

Line Actor 1 Actor 2 Actor 3
1 Neoptolemus Odysseus
134 Odysseus (ex)
220 Philoctetes
542 Sailor
627 Sailor (ex)
974 Odysseus
1079 Neoptolemus (ex)  Odysseus (ex)
1220 Philoctetes (ex) Neoptolemus Odysseus
1262 Philoctetes Odysseus (ex)
1293 Odysseus
1305 Odysseus (ex)
1408 Heracles
1471 Philoctetes (ex) Neoptolemus (ex)  Heracles (ex)
Summary of spoken lines

Actor 1 Actor 2 Actor3
Role 1 Philoctetes 622 Neoptolemus 364  Odysseus 159
Role 2 Sailor 57
Role 3 Heracles 39

Total Actor 1 622 Actor2 364 Actor3 255 Ch230
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Possible distribution of roles in Oedipus at Colonus: Flickinger, Pickard Cambridge

Line Actor 1 Actor 2 Actor 3

1 Oedipus Antigone

30 Stranger

80 Stranger (ex)
312 Ismene

508 Ismene (ex)
550 Theseus

667 Theseus (ex)
720

728 Creon

847 Antigone (ex)

887 Theseus

1043 Theseus (ex) Creon (ex)
1098 Antigone Theseus
1210 ' Theseus (ex)
1254 Polyneices
1447 Polyneices (ex)
1500 Theseus
1555 Oedipus (ex) Antigone (ex) Theseus (ex)
1579 Messenger

1670 Messenger (ex) Antigone Ismene -
1751 Theseus

1779 Theseus (ex) Antigone (ex) Ismene (ex)
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Alternative distribution of roles in Oedipus at Colonus, revised after Ceadel

Line Actor 1
1 Oedipus
30
80
312
508
549
667
720
728
847
887
1043
1098
1210
1254
1447
1500
1555
1579
1670
1736
1751
1779

Oedipus (ex)
Messenger
Messenger (ex)

Summary of spoken lines
Actor 1

Oedipus
Messenger

Role 1
Role 2
Role 3
Role 4

Total Actor 1

607

89

696

Actor 2

Stranger
Stranger (ex)
Ismene
Ismene (ex)
Theseus
Theseus (ex)

Theseus
Theseus (ex)
Theseus
Theseus (ex)
Polyneices
Polyneices (ex)
Theseus
Theseus (ex)

Ismene
Ismene (ex)
Theseus
Theseus (ex)

Actor 2

Stranger 32
Ismene 73
Theseus 186
Polyneices 123
Actor 2 414

Actor3 Actor 4
Antigone
Antigone (ex)

Antigone
Creon

Antigone (ex)
Creon (ex)
Antigone
Aantigone (ex)
Antigone
Antigone (ex)
Actor 3 Actor 4
Antigone 158 7
Creon 96
Actor3&4 261 Ch408






Possible distribution of roles in The Medea

Line
1

48
95
110
203
212
270
356
446
622
662
758
820
823
843
865
975
1002
1020
1121
1230
1250
1292
1317
1419

Actor 1

Medea (off stage)

Medea (entry)

Medea (ex)
Medea

Medea (ex)

Medea in chariot
Medea (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Role 4
Total

Actor 1
Medea 561

Actor 1 561

Actor 2
Nurse

Nurse (ex)

Creon
Creon (ex)
Jason
Jason (ex)

Nurse
Nurse (ex)

Jason
Jason (ex)

Messenger
Messenger (ex)

Jason

Jason (ex)

Actor 2
Nurse
Creon
Jason
Messenger
Actor 2

131

4]
201
103
476

Actor 3
Paidagogos

Paidagogos (ex)

Aegeus
Aegeus (ex)

Paidagogos
Paidagogos (ex)

Actor 3
Paidagogos 36
Aegeus 45

Actor 3 81

136

Ch 297



Possible distribution of roles in Children of Heracles

Line Actor 1

1 Iolaus

52

120

287

352

381

474

573

601

630

646

699

719

720

747 Iolaus (ex)

784 Messenger (servant)
891 Messenger (ex)
928 Eurystheus

1052 Eurystheus (ex)
1054

Summary of spoken lines

Role 1 Iolaus 302
Role 2 Messenger 84
Role 3 Eurystheus 54

Total Actor 1 440

Actor 2
Herald (Copreus)

Herald (ex)

Macaria
Macaria (ex)
Alcmena

Alcmena (ex)

Alcmena

Alcmena (ex)

Herald 83
Macaria 82
Alcmena 88
Actor 2 253

137

Actor 3

Demophon

Demophon (ex)
Demophon

Demophon (ex)
Servant of Hyllus
Servant of Hyllus (ex)
Servant of Hyllus
Servant of Hyllus (ex)
Servant of Hyllus
Servant of Hyllus (ex)
Demophon 103
Servant 49

Actor 3 152 Ch210



Possible distribution of roles in Hippolytus

Line
1

57
58
113
120
175
524
600
668
709
731
775
777-9
780-1
786-7
789
902
1089
1101
1152
1156
1266
1282
1346
1439
1466

Actor 1

Hippolytus
Hippolytus (ex)

Hippolytus
Hippolytus (ex)

Hippolytus

Hippolytus (ex)
Messenger

Messenger (ex)
Hippolytus

Hippolytus (ex)

Summary of spoken lines

Role 1
Role 2
Role 3

Total

Hippolytus 274
Messenger 97

Actor 1 371

Actor 2
Aphrodite
Aphrodite (ex)

Phaedra

Phaedra (ex)
Phaedra (within)

Theseus

Theseus (ex)

Theseus

Theseus (ex)

Aphrodite 57

Phaedra 188
Theseus 192
Actor 2 437

Actor 3

Servant

Servant (ex)
Nurse
Nurse (ex)
Nurse

Nurse (ex)
Servant (within)

Servant (within)
Servant (within)

Artemis

Artemis (ex)

Servant 18
Nurse 219
Artemis 93
Actor 3 330

138

Ch328



Possible revised distribution of roles in Hecuba

Line Actor 1 Actor 2

1 Polydorus’ phantom
54 Hecuba

58 Polydorus (ex)
175 Polyxena

217

377 Polyxena (ex)

483 Talthybius

608 Talthybius (ex)
658 Maid

7017 Maid (ex)

724

904

951 Polymestor

1023 Hecuba (ex) Polymestor (ex)
1044 Hecuba

1055 Polymestor

1107

1295 Hecuba (ex) Polymestor (ex)
Summary of spoken lines

Role 1 Hecuba 483  Polydorus 58
Role 2 Polyxena 94
Role 3 Talthybius 85
Role 4 Maid 16
Role 5 Polymestor 170
Total Actor 1 483  Actor2 423
Durations of longest silences on stage

Role 1 Hecuba 132 Polydorus 0
Role 2 Polyxena 125
Role 3 Talthybius 25
Role 4 Maid 9?
Role 5 Polymestor 68

139

Actor 3

Odysseus
Odysseus (ex)

Agamemnon
Agamemnon (ex)

Agamemnon

Agamemnon (ex)

Odysseus 57
Agamemnon 99

Actor 3 156 Ch233

Odysseus 56
Agamemnon 107









Possible revised distribution of roles in The Madness of Heracles

Line
1
140
335
338
347
451
522
636
700
725
733
749
814
873
909
1015
1031
1087
1162
1429

Actor 1

Lycus
Lycus (ex)

Heracles
Heracles (ex)
Lycus

Lycus (ex)

Lycus’ voice (inside)
Messenger
Messenger (ex)
Heracles (asleep)

Heracles (awakes)

Heracles (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Total

Lycus 65
Heracles 271
Messenger 100
Actor 1 442

Actor 2
Amphitryon

Amphitryon (ex)
Amphitryon

Amphitryon (ex)
Amphitryon

Amphitryon (ex)
Iris (Above)

Iris (ex)
Amphitryon
Amphitryon (ex)
Amphitryon 299
Iris 23

Actor 2 322

Actor 3
Megara
Megara (ex)
Megara

Megara (ex)

Lyssa (above)
Lyssa (ex)

Theseus
Theseus (ex)

Megara 146
Lyssa 29
Theseus 90
Actor 3 265

142

Ch 399



Possible distribution of roles in The Electra

Role 4

Line Actor 1 Actor 2
1
54 Electra
81 Electra (ex)
82 Orestes
112 Electra
341
400 Orestes (ex)
431 Electra (ex)
487
493 Electra
550 Orestes
698 Electra (ex) Orestes (ex)
751 Electra
761 Messenger
858 Messenger (ex)
880 Orestes
987 Orestes (ex)
988
1140
1145 Electra (ex)
1164
1172 Electra Orestes
1232
1355 Electra (ex) Orestes (ex)
Summary of spoken lines
Role 1 Electra 467 Orestes 220
Role 2 Messenger 91
Role 3
. Role 4
Total Actor 1 467 Actor2 311
Durations of longest silences on stage
Role 1 Electra 91  Orestes 108
Role 2 Messenger 3
Role 3

Actor 3
Peasant

Peasant (ex)

Peasant
Peasant (ex)

Paidagogos

Paidagogos (ex)

Clytemnestra
Clytemnestra (ex)

Clytemnestra (inside)
Castor

Castor (ex)

Peasant 90
Paidagogos 89
Clytemnestra 75

Castor 86
Actor 3 340
Peasant 42

Paidagogos 30
Clytemnestra 41
Castor 4

143

Ch 241












Possible distribution of roles in The Phoenissae (Craik)

Line Actor 1 Actor 2 Actor 3

1 Iocaste

88 Tocaste (ex) Paidagogos

103 Antigone

201 Antigone (ex) Paidagogos (ex)
261 Polyneices

301 Iocaste

446 Eteocles

624 Iocaste (ex)

637 Polyneices (ex)
696 Creon

783 Eteocles (ex)

833 Menoeceus Teiresias

959 Teiresias (ex)

991 Creon (ex)

1019 Menoeceus (ex)

1067 Messenger 1

1072 Iocaste

1270 Antigone (2)

1282 Tocaste (ex) Messenger 1 (ex) Antigone (ex)
1310 Creon

1335 Messenger 2

1479 Messenger 2 (ex)

1485 Antigone

1539 Oedipus

1682 Creon (ex)

1763 Antigone (ex) Oedipus (ex)

Summary of spoken lines

Role 1 Iocaste 281  Eteocles 120 Paidagogos 51
Role 2 Antigone 210  Teiresias 98 Polyneices 135
Role 3 Menoeceus 38 Messenger1 172 Creon 150
Role 4 Messenger 2 127  Antigone (2) 10
Role 5 Oedipus 80

Total Actor 1 529 Actor2 597 Actor3 346

147

Ch 294



Alternative distribution of roles in The Phoenissae

Line
1

88
103
201
261
301
446
624
637
696
783
833
959
991
1019
1067
1072
1270
1282
1310
1335
1479
1485
1539
1682
1763

Actor 1
Paidagogos

Paidagogos (ex)
Polyneices

Polyneices (ex)

Teiresias
Teiresias (ex)

Messenger 1

Messenger 1 (ex)

Messenger 2
Messenger 2 (ex)

Oedipus

Oedipus (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Role 4
Role 5
Role 6
Total 1766

Paidagogos 51
Polyneices 135
Teiresias 98
Messenger 1 172
Messenger 2 127
Oedipus 80
Actor 1 663

Actor 2

Iocaste
Iocaste (ex)

Iocaste
Iocaste (ex)

Creon

Creon (ex)

Iocaste

Iocaste (ex)

Creon

Creon (ex)

Iocaste 281
Creon 150
Actor 2

Actor 3

Antigone
Antigone (ex)

Eteocles

Eteocles (ex)
Menoeceus

Menoeceus (ex)

Antigone
Antigone (ex)

Antigone

Antigone (ex)

Antigone 220
Eteocles 120
Menoeceus 38

Actor 3 378

148

Ch 294












Possible distribution of roles in The Bacchae

Line
1

63
170
178
215
369
432
517
604
642
660
774
846
861
912
917
972
976
1023

1148-52

1168
1216
1329
1330
1352
1392

GAP

Actor 1

Pentheus
Pentheus (ex)
Pentheus
Pentheus (ex)

Pentheus

Pentheus (ex)

Pentheus
Pentheus (ex)

Actor 2
Dionysus
Dionysus (ex)
Teiresias

Teiresias (ex)
Dionysus
Dionysus (ex)
Dionysus

Dionysus (ex)
Dionysus

Dionysus (ex)

Actor 3

Cadmus

Cadmus (ex)
Servant
Servant (ex?)

Messenger 1
Messenger 1 (ex)

Summary of spoken lines

Role 1
Role 2
Role 3
Total

Messenger 2
Messenger 2 (ex)
Agave
Cadmus

Dionysus

Dionysus (ex)
Agave (ex) Cadmus (ex)
Actor 1 Actor 2 Actor 3
Pentheus 183  Dionysus 243 Cadmus
Agave 94  Teiresias 97 Servant 17
Messenger 2 121 Messenger 1
Actor 1 398 Actor2 340 Actor3

129

109
255

152

Ch 399






