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The previous research on the question of the costum ng
of tragedy in the ancient world has centered on specul ation
as to howtragic actors were clothed in Athens during the
fifth century BC. However, nost of the evidence for tragic
costunme dates fromthe fourth century BC and later. Little
attention has been paid to the evidence as it applies to the
times in which it was produced. This dissertationis a
chronol ogi cal exam nation of the evidence for theatrica
costumng fromthe fifth century B.C. through the Roman
period, with a viewto a clarification of the evol ution of
costum ng practices during the G eek and Ronan eras.

The evidence falls into two main categories, literary
and archaeol ogical. The literary evidence also falls into two
categories, that fromthe plays thensel ves, and descriptions
by those who comment on theatrical practices. The forner
dat es al nost exclusively formthe fifth century BC, while the
latter is quite late, largely fromthe second century AD.

The ar chaeol ogi cal evidence spans the entire period, fromthe
fifth century BCto the end of the Roman era.

The avail able data is reviewed in chronol ogi cal order
whenever possible, in order to trace the use and devel opnent
of tragic costune fromthe Cassical period in Geece to the
| ate Roman Enpire. Various points that are addressed in this
study include the high-soled boot and the onkos, and t he

guesti on when and why they devel oped. Another area of



i nvestigation is be the colors used in the costunes,
sonething that to ny knowl edge has never been specifically
addressed, other than in regard to the color of hair in comc
masks. This study of color has yielded sone interesting

i nformation on the costum ng of royal characters fromthe

G eek classical period through |ate Roman tines.

The chronol ogi cal approach taken in this dissertation
yi el ds much information on the devel oprment of tragic
costum ng, allowi ng innovations and traditions both to be
viewed clearly in context.
| NDEX WORDS: G eek theatre, Roman theatre, Theatrica

costum ng, Theatre history, G eek and Ronan

ar chaeol ogy
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| nt roducti on

The previous research on the question of the costum ng
of tragedy in the ancient world has tended to center on
specul ation as to how tragic actors were clothed in Athens
during the fifth century BC. However, nost of the evidence
for tragic costunme dates fromthe fourth century BC and
later. This fact has not escaped the numerous schol ars who
have attenpted to reconstruct fifth-century costum ng
practices, but it has also not deterred them from proceedi ng
to use the later material as evidence for earlier practices,
even though they may be willing to admt that "the evidence

is for the nost part too late for the purpose” (Pickard-
Canbridge, DFAL 212). Little attention has been paid to the

evidence as it applies to the tinmes in which it was produced.

Margarete Bieber, in her Hstory of the Geek and Ronan

Theater, as well as in the earlier Denknél er zum Theat er wesen

in Altertum discussed many of the extant archaeol ogi cal

exanpl es of costumng in the nore general context of theatre
practices as a whole, but drew very few concl usi ons about
costum ng practices fromthis evidence. This dissertation is
a chronol ogi cal exam nation of the evidence--both

archaeol ogical and literary--for theatrical costum ng from

the fifth century B.C. through the Roman period, with a view

1



to a clarification of the evolution of costumng practices
during the G eek and Ronman eras.

Various past dissertations have dealt with the study of
ancient theatrical costumng. Catherine Saunders' 1906

dissertation was reprinted in 1966 as Costune in Ronan

Conedy. It dealt wth the literary and archaeol ogi cal

evi dence for the costum ng of Plautus and Terence in ancient
Rone, discussing the clothing and masks worn by the various
stock and "unusual" (her tern) characters. Al so dealing with
costune in conedy was Laura Stone's 1980 di ssertation,

Costune in Aristophani c Conedy. Her discussion covered the

various el enents of costune in Ad Conedy, the costunes worn
by various character types and by the chorus, and exanpl es of
costune changes and di sgui ses. Her evidence is both
literary--com ng from Ari stophanes' plays thensel ves,
commentaries on them and what ancient and nedi eval authors
w ote about costumng and theatre in general --and
archaeol ogical, largely fromvase-paintings and terracotta
stat uettes.

Margarete Bieber's dissertation of 1907 dealt to sone

extent with the study of the history of tragic costune as it
is depicted in Geek art.1 Its primary purpose, however, was

a discussion of a late Hellenistic relief depicting a tragic

1Das Dresdner Schauspielerrelief: Ein Beitrag zur
Geschi chte des tragi schen Kostuns und der griechi schen Kunst,
D ss. Rhei ni schen Friedrich-WI hel ns-U, 1907.




actor; the discussion of tragic costune was largely in
conparison to this relief, and only a relatively small nunber
of other artworks were considered. Moreover, as she was
witing in 1907, Bieber had no access to the itens that were
di scovered in the twentieth century, nor to the work of the
schol ars of that century who contributed a great deal to the
interpretation and understandi ng of nmuch of the material on
t he subj ect of ancient theatre practice.

O a nore recent date is Thomas Van Brunt's
di ssertation, "A Reevaluation of the Evidence Used to
Reconstruct At henian Theatrical Costum ng of the d assica
Age," which was conpleted in 1978. H's stated purpose was to
discuss the literary and archaeol ogi cal evidence for the
costum ng of the tragedies, conedies, and satyr plays that
were perfornmed at the Athenian festivals of the d assica
period to assess its reliability. In his discussion, he nade
use of the evidence fromthe surviving plays of Aeschyl us,
Sophocl es, Euripi des, Aristophanes, and Menander (for the
pur poses of his study, he considered the end of the C assica
age to be the death of Menander in about 290 B. C., rather
than the nore conventional death of Al exander in 323). Since
he found that the vocabul ary concerning clothing in these
plays differs little fromthe words for itens of everyday
dress, he concluded that there was very little difference in
this period between theatrical costune and street clothes.

He al so | ooked at archaeol ogi cal evidence, including but not



limted to vase paintings, free-standing and relief

scul pture, and wall paintings. Here, he concluded that,
"their authenticity as evidence for the theatre, especially
the festival [i.e. Oassical Athenian] theatre, is tenuous at
best" (122), and that "the | ogic used by many em nent
scholars interpreting the vases should be viewed sceptically"
(123). H s third category of evidence consisted of the
commentaries of Hellenistic, Roman, and Byzantine witers.
Here al so he cane to the conclusion that these | ate sources
are unreliable, especially when used as evi dence for

G assical practi ce.

There are several aspects of Van Brunt's study in which
it isalittle difficult to follow his argunent. For
exanple, in his first section, that on the evidence fromthe
extant d assical plays, he spent sone el even pages (69-80)

di scussing the textual evidence for the use of the padded
phallos in Aristophanes, eventually deciding that, "The
phallos was probably used for certain comc effects” (80).
However, he concluded his first section wth the statenent
that any garnments nentioned in the plays "[seen] to be the
articles one woul d expect to see worn daily in the streets
and houses of Athens" (87). This is just one exanple of the
difficulties presented by his dissertation. Wuat | take the
greatest issue with, however, and what | wish to counter in
this dissertation, is his attenpt to apply the literary and

ar chaeol ogi cal evidence of the Hellenistic, Roman, and



Byzantine ages to the costum ng practices of C assica

At hens, even though he concluded that it was unreliable for
this purpose. However, he is not alone in attenpting to use
the later evidence to reconstruct the costum ng practices of
the fifth century.

In the first edition of his book The Dramati c Festival s

of Athens, Sir Arthur Pickard-Canbridge included a fairly
detail ed examnation of the literary and archaeol ogi cal
evidence for theatrical masks, clothing, and footwear in the
ancient world (175-238).2 However, Pickard-Canbridge's
purpose in this book was to assenbl e the evidence for the
theatrical festivals of Athens in the classical period, and

t herefore any evidence he set out is there with at |east that
purpose behind it, in spite of frequent cautions such as,

"t he general descriptions of the actor's appearance which
have conme down to us are all late, and their applicability to
the actors of the O assical period often very doubtful"
(175). In other words, his is a nore nasterful --and earlier-
-version of Van Brunt's work.

In The H story of the G eek and Roman Theater, as wel |

as in several other works (see "Wrks Consulted"), Margarete

Bi eber al so cat al ogued much of the evidence for theatrica

2Thi s section was considerably reworked in the second
edition by John Gould and D. M Lewi s, who del eted nany of
Pi ckar d- Canbri dge' s archaeol ogi cal exanples, as they "tended
to neutralize the author's justified caution in his text
about their relevance to the classical stage" (viii).



costumng in the ancient world, but in a sonmewhat different
manner than did Pickard-Canbridge and Van Brunt. For one
thing, her focus was not primarily on costume, but rather on
ancient theatre practices in general. She discussed
costumng only as a part of the general picture. On the
whol e, she did not try to recreate O assical practices from
the evidence of later remains or witing. Instead, she

di scussed evidence froma particular tinme period in the
context of the other evidence fromthat sanme tine period.
Therefore she dealt with, for exanple, masks of the

Hel | enistic period in her chapter "The Evolution of the Art
of Acting" (HGRT 80-86), and nmasks of the Roman period in the
chapter "Plays of the Roman Enpire" (HGRT 227-253). She did
little, however, beyond describing the costunmes worn by the
figures depicted in sonme of the nonunents, except near the
end of her discussion when she connected the pictoria
depictions of tragic actors with Lucian's description of

t heir exaggerated costune, and used both as evidence for the
survival of tragic performance in the later Enpire (239-241).
She did not treat specifically the devel opnment of the

el ements of costume fromthe fifth-century Geeks to the late
Enpire, nor did she attenpt to give any reasons for the
changes that took place. She also generally did not address
t he question of whether particular nonunents are accurate
representations of actual stage practice, or if they were

designed sinply to suggest the theatre or the story of sone
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play to the viewer's mnd, or even if they truly had anything
to do with the theatre at all.

The general outline of tragic costunme, then, has been
fairly well docunmented by scholars in the past century.
Certain questions renain, though, including when the various
el enents of tragic costune cane into use and, in the case of
the nore unusual itens (such as the high soles and the
onkos), why they cane into use. There are al so questions of
how nmuch characterization and of what sort was conveyed by
t he costunes at various periods, and whether color m ght have
been used as an aid to characterization or for any other
purpose. A certain anmount of archaeol ogi cal evidence has
been di scovered in the past forty or fifty years, since the
| ast tinme anyone has tried to take a serious | ook at what the
archaeol ogi cal renmains as a whole can tell us about tragic
costunme. Furthernore, the major scholars on this subject--

Bi eber, Pickard-Canbridge, and Trendal|l and Wbst er--each
chose to pass over evidence used by one or nore of the
others. These facts plus the increased availability of color
reproducti ons nade even nore accessible by electronic nedia
argue for a re-exam nation of the avail able evidence with a
view to answering these and ot her questions on the

devel opnent and use of tragic costunme in the ancient world.

In this dissertation | enploy a chronol ogi cal
exam nation of the evidence for the costum ng of tragedy

beginning in the fifth century BC and continuing through to
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the end of the Roman period. The purpose of this study is to
attenpt to clarify the devel opnment and usage of tragic
costune in the G eek and Roman periods. Such evidence falls
into two main categories, literary and archaeol ogi cal .

The literary evidence falls into two categories, that
fromthe plays thensel ves, and descriptions by those who
comment on theatrical practices. The forner dates al nost
exclusively formthe fifth century BC, while the latter is
quite late, largely fromthe second century AD. G eek
| exi cographer lulius Pollux, witing at the later tine,
|isted and described tragi c masks and vari ous pi eces of the
tragic costune. At about the sane tinme, the rhetorician
Luci an was using theatrical descriptions including sonme of
costumng in sone of his satiric dialogues. Aulus Cellius
al so nmentioned tragic costune in his second century Noctes
Atticae, and the authors At henaeus and Philostratus refered
to the topic in their witings near the end of the second
century.

The archaeol ogi cal evi dence spans the entire period,
fromthe fifth century BCto the end of the Roman era. It
can be classified by artistic medium G eek vase painting
(al nost exclusively fromthe fifth and fourth centuries BO);
G eek and Roman frescoes, nosaics, and relief scul ptures; and
m scel | aneous itens, such as free-standi ng scul ptures, |anps,
and dedicatory itens, dating fromvarious tinmes throughout

t he peri od.
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The Greek vases that | |ook at are ny base-line, the the
begi nning fromwhich | trace subsequent changes that occur
These vases illustrate one of the areas in which | nust
exercise the nost caution. The question is often whether the
work of art in question actually reflects theatrical
practice, or if it is neant only to recall the story of a
play to the viewer; or if it has anything to do with the
theatre at all, in spite of the fact that sonme past schol ar

has identified it as being theatrical in nature.® An exanple

of this sort of problemis a Canpanian red-figure anphora
from about 330 BC that depicts Medeia actually killing one of
her children.* This is a scene that was not shown on the
stage, at least not in Euripides' tragedy; Medeia, however,
al though not wearing a mask, is wearing a | ong-sl eeved
garnment that m ght be nmeant to be a tragic costune, and the

two colums and tall, thin altar in the background may be an

3T. B. L. Webster and his various collaborators are
particularly prone to listing as theatrical al nost any vase
that seens to illustrate a story that has been dramati zed,
whet her or not it depicts anything obviously froma
per f ormance, such as costunme, nasks, theatre architecture,
stock characters, satyrs, or nusicians. This is by no neans
a val uel ess practice; it can be of great help in
under st andi ng how the ancients visualized the stories of
their dramas, whether they were nmeant to be understood as
bei ng on stage or not. It can, however, be msleading to
soneone whose sole interest is in seeing what an ancient
t heatre production m ght have | ooked |i ke.

4Louvre K300, from Curmae, by the Ixion Painter.
Trendal | and Webster 11, 3, 36; Schmdt, LIMC Medeia 31.
See Chapter |11, page 167.
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i ndication of stage architecture. Thus, this piece is
probably sonme sort of conflation of Medeia the tragic
character and Medeia the nyth; the difficulty cones in
sorting out one elenent fromthe mx. However, all of the
vases of this period that seemto illustrate scenes from
tragedy contain some mxture of the theatrical, the

nyt hol ogi cal, and the historical, and therefore great caution
must be exercised in reading themas evidence for actual
stage practice. There are, though, several vases of this

period that illustrate what are al nost definitely costuned

actors "of fstage",® giving an excel |l ent base from which to

begin the discussion of tragic costune.

A few other pieces of the dassical and the Hellenistic

periods give evidence for tragic costune, especially masks.
For exanple, a fragnent of a marble relief fromthe third

quarter of the fourth century in Copenhagen shows an actor
dressed in a long, possibly sleeved, robe and wapped in a

himation; in his left hand he holds a tragic mask with an

5These include the fanmous "Prononbs Vase" in Naples,
Museo Nazi onal e Archeol ogi co 3240 (see Chapters | and ||

figs. 1,2 and I1,8), a scene of chorus and deities in
Wir zburg, Martin von Wagner Miseum der Universitat Wirzburg
HA781 (see Chapter |1, fig. 11,6), and a red-figure fragment

of about 340 B.C. also in Wirzburg, Martin von Wagner Mis.
HA600, showi ng an actor hol ding the nask of an old man (see
Chapter 111, fig. I11,10).
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open nouth, long, straight hair, and a high forehead.® From

the Hell enistic period comes another relief of a figure
hol di ng a mask, this one being a seated wonan who holds up a
mask of a man with a bul ging forehead and hair formed into a
hi gh onkos.” A relief fromPriene of about the second
century BC includes a personification of Tragedy in |ong-

sl eeved robe and nmask with tall onkos.® A very intriguing
fresco of the |late second century BC from Del os shows a scene
with two figures in long-sleeved robes and masks;? the
fresco has been danaged, but the woman's mask is pure white
and has a high forehead, while the nman's nmask clearly shows
both a high forehead and hair piled into an onkos.

There is a great deal nore evidence of tragic costune
fromthe Roman period. Sone notable pieces include the
tragic panels fromthe Casa del Centenario in Ponpeii, which
i ncl ude such scenes as one of Medeia pointing a sword at her
children (Chapter V, figs. V,9-V,12); the figures in these

panels are all depicted in | ong-sleeved, high-belted gowns

6Ny Carl sberg A yptotek 233; see Chapter 111, fig.
L1, 16.

British Museum 1106, from Hal i carnassus; see Chapter
v, fig. 1V,6.

8The " Apot heosis of Homer," British Miseum 2191; see
Chapter 1V, fig. 1V,5.

9Del os, House of the Conedians (N, Metope 7); the
figures, a man and a wonan, are usually identified as
Antigone with the blind Qedi pus. See Chapter 1V, fig. 1V,9.
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and in masks with tall onkor, although none of their shoe-
soles are particularly thick. Two frescoes with very
simlarly clad figures are one of two nen--possibly Cedi pus
and a nessenger--in Palerno (Chapter V, fig. V,8), and one of
two female figures and a baby from Ponpeii (Chapter V, fig.
V,7). A scene on a terracotta relief in Rone fromthe tonb
of Numtorius Hlarus fromperhaps the first century BC

depi cts a scaenae frons in front of which are shown a nunber
of figures. One of themwears a | ong-sl eeved, high-wai sted
robe, a female mask with a | ow onkos, and boots with fairly
hi gh soles (Chapter V, fig. V,2). Mich later is a figure on
a fourth-century A D strigil sarcophagus who is shown in
anot her | ong-sl eeved, high-wai sted robe, perched on very

hi gh-sol ed boots, and holding a mask with big, round eyes and
a very high, pointed onkos (Chapter VI, fig. VI,14). \Very
simlar in appearance to this figure are those on a series of
twenty-four nosaics currently in the Vatican and probably
dating fromthe late second or early third century AD
(Chapter VI, figs. VI,5-Vvl, 10). These figures are al so
wearing the | ong-sleeved, high-belted robe that covers the
tops of their feet, and masks, sone of which have rather

poi nted onkoi. They are al so shown wearing boots with sol es
that are so high that their appearance |ed Marion Bl ake to
make the erroneous conclusion that there was a

m sunder st andi ng of the pieces by the nodern restorer, who

made them "fastened without feet to a small flat base [which]
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invites the conjecture that they are puppets dressed |ike
actors [. . .]."10 This view, stated in 1940, seens to be the

reason for these nosaics' neglect by nost serious schol ars
since then. The evidence that had been presented by
Bart ol omreo Nogara in 1910 seens to indicate that the
restoration of these pieces was not particularly extensive,
and thus they shoul d be considered a val uabl e pi ece of

evi dence for the costumng of tragedy in the |ate Roman
Enpire, especially since the colors as well as the forns of

the costunes are preserved in them (I Mbsaici Antich

Conservati nei Palazzi Pontifici del Vaticano e del

Lat er ano) .

This dissertation reviews the available data in
chronol ogi cal order whenever possible, in order to trace the
use and devel opnent of tragic costune fromthe O assica
period in Geece to the |ate Roman Enpire. Various points
that | will address in this study include the first
appear ance of the high-sol ed boot and of the onkos, and the

guestion of whether or not it is connected to the raising of
the stage at the beginning of the Hellenistic period,?1! or

with an attenpt to recreate the supposed appearance of fifth

century theatre instituted by Lykourgos in the late fourth

10" Mpsai cs of the Late Enpire in Rome and Vicinity."
Menoirs of the Anerican Acadeny in Ronme 17 (1940), 118.

11Thi s was suggested by Bulle (Festschrift fir James Loeb
19), and refuted by Pi ckard-Canbridge (DFAZ 196).
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century BC. 12 Another area of investigation will be the

colors used in the costunes, sonmething that to nmy know edge
has never been specifically addressed, other than in regard
to the color of hair in comc masks. Evidence for color in
costune includes sonme description by the ancient witers,
especially Lucian, but is nostly to be found in the ancient
nosai cs and frescoes showi ng actors in costune. Many of
these latter, however, have been published only in black and

white; the few color publications are for the nost part from
sonme tine ago.13 Therefore, as part of the research process,

| travelled to Italy and G eece to view and phot ograph as
many of these pieces as possible.

To sumup, then, this dissertation presents a
systematic, chronol ogi cal study of the evidence pertaining to
the costumng of tragedy in the G eek and Ronman eras, with a
view to comng to a better understanding of the evolution of
anci ent costum ng practices. This study also wll
potentially also add to our know edge of how col or was
under stood and used in the ancient world, at |east on the
stage. To aid researchers on the subject, the dissertation

includes a list of terns relevant to acnient costumng in

12Thi s was suggested by Pi ckard- Canbri dge, DFAZ 189.

13For exanple, the only color publications of the twenty-
four nmosaics from Porcareccia in the Vati can Museum are in
watercolor in MIlin's book of 1829 and in Wesel er's book
from 1851.
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general and tragic costune in particular, chronological lists
of Athenian plays that nention costunme and of najor

devel opnents in tragic costune, and a list of the major

bi bl i ography for each of the illustrations included in this
dissertation. It is ny expectation that this chronol ogi cal
study and its acconpanying nmaterials will be able to be of
use in the understandi ng of the production of tragedy in the

anci ent worl d.



Chapter |
The Schol arshi p Concerning Tragi ¢ Costune
In the second century AD, near the end of the period
di scussed in this dissertation, the Geek author Lucian
described a tragic actor as follows:
What a horrid and al so frightening sight is a hunman
bei ng dressed up to a di sproportionate size,
nmount ed upon towering shoes, a mask stuck on him
that stretches up over the top of his head with a
great big nouth as if he's about to swallow up the
audience. | won't even nention the breast and
st omach paddi ng which he affects for added and
contrived bulk, so that the irregularity of his
hei ght is not too much accentuated by his
sl ender ness. 14
Begi nning in the Renaissance, this was held to be the inage

of an actor in Geek tragedy by the serious students of the

form By the end of the nineteenth century, however,

14 Luci an, The Dance (Hept Opxﬁoeog) , 27. Q¢ €18eyBeg duo kot
dpoBepov Bcouo etg umcog ocppneuov nmcnuz—:vog ocvepumog, z—:uBang uqumg
enoxonusvog, npocmmov unsp Keq)a?mg ocvonewouz—:vov EMKelIEVOG KOl G’COMO!
KEYXMVOG TOUUEYO O Konocmouevog TOVG Gz-:ocrocg €M Aéyelv npoorepw?na Kot
TPOYOSTPLILO, TPOGHETNV KOl ENLTEYVNTNV TOYVTNTO, TPOGTOLOVUEVOG, OG LT} TOD
unKoug N appubuio €v Aemtd paAlov EéAgyyorto. Harnon, vol. V, 238-240.
Al translations are mne, unless otherw se noted.

16
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schol ars had begun to doubt that this rather hideous
apparition represented the tragic actor of at |east the Geek
Cl assical period, and many cane to believe that this

extremely distorted figure belonged only to the Roman
theatre.® However, we do find in Lucian's description the

el ements that were nost |ikely used as the basis for stage
costum ng throughout antiquity: footwear, a mask, and a
covering for the body.

A second quotation fromLucian is also useful in the
di scussion of the elenents of tragic costunme. 1In the

di al ogue "Zeus the Tragedi an,” Dam s berates Tinokles for
seemng to believe that what he sees on the stage is real
that the very masks of the gods and the boots and

the floor-length chitons and cl oaks and the

sl eevesl® and the stonmach pads and the other things

15A1 t hough nost twentieth-century classicists and
hi storians woul d agree with this, many authors of handbooks
for the theatre have not received the news, and stil
describe Greek tragic costune of the fifth century as
consisting of tall shoes and a high mask. For exanple, Robert
Cohen, in the fifth edition of his Theatre: Brief Version,
published in the year 2000, states in the discussion of Geek
classical theatre, "Each tragic actor wore el evated shoes
(kothurnoi), an el aborate headdress (onkos), and a | ong,
usual |y col orful gown (himation [sic]) with a tunic [sic]
over it (chlamys) [. . .]."

16or possibly "gloves." The G eek word yewpig nmeans a
covering either for the hand or the lower arm Mst schol ars
that | have consulted accept it as sl eeve--the exceptions
bei ng Harnmon for this passage, and Lefkowitz for a simlar
passage fromthe Life of Aeschyl os, 14 (1tolg1te DmokplLtog XELPLoL
okendoag, Whi ch she translates as, "He equi pped the actors
with gloves," 159). Both, however, are philologists, rather
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wi th which these fell ows enphasi ze the ponpousness

of the tragedy are divine, and that is
ridi cul ous. 17

This is a list not only of what was worn by a tragic actor in
the Roman Enpire, but also of all of the elenments that one
woul d expect theatrical costumng to include: masks, footwear
(boots), clothing (chitons and cl oaks), and m scel | aneous
itens and costune props (padding, "the other things"). Al of
these itens have a specific vocabul ary associated with them
in the ancient witings on theatrical practice and in the
nodern study of that practice, and it will be useful to
revi ew them and what various schol ars have had to say about
t hem bef ore di scussing the evidence for the use of the
costune pi eces throughout the ancient period.
Foot wear

Until the beginning of the twentieth century, nost
schol ars assuned that the "towering shoes" described by
Luci an had been worn by tragic actors since the tine of
Al schyl os. Then, in 1905, Kendall K Smth assenbled all of

the literary and pictorial evidence then known about footwear

than students of ancient theatre production, and thus would
be less famliar with the artistic representations of
theatrical costume, which show | ong sl eeves, but no gl oves or
hand- coveri ngs.

17Luci an, Zeus the Tr aqedi an (Zeug Tpow(mSog) 41. [ ...] 6eovg
etvar[...] ta npocwnoz TV Be®V 0VTA KOl TOVG suBonocg Kol roug noSnpeLg XLTOVOG
Kol X%auv&ag Kol XELPLO0G Kal TPOYOoTPidLo Kol TEAAC 01g EKEIVOL GEUVIVOLGL THV
poyodiav, Otep Kol yehotdototov. Harmon, vol. 1, 152.
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in tragedy, and chall enged that assunption. H s |ook at
words for footwear in the classical period led himto
conclude that the termnost often used in nodern times for
t he hi gh-sol ed tragi c shoe, kothornos, actually referred to
"a large, easy boot without 'lefts' or 'rights,' fitted to
either foot" (128), worn prinmarily by wonen and the
"effem nate" god Dionysos. He also concluded that the word
used in the Suda for the high-soled boot, arbylé was in the
fifth-century tragedies sinply a generic termfor shoe, an
itemthat could be worn by nen or wonen fromany rank for
many purposes (130-131). His research al so showed that the
term embatés, commonly used in Roman tines for the high-soled
boot, had been defined by Xenophon as, in Smth's
translation, "a | eather boot covering the shins and so used
by caval rynen in place of greaves" (132). None of these, nor
any of the other words that he |listed (embas, krepis,
okribas, sandalia Tyrrenika), seemto have been used in
classical times to refer specifically to a high-sol ed boot,
or to any exclusively theatrical type of footwear, which
Smth took to be an indication that there was no specifically
theatrical footwear in this period.

Fromthis, Smth went on to | ook at the novenent
required of tragic actors as inplied in the texts of the
pl ays, and he questioned whet her the actions could have been
perfornmed by actors nounted on platformsoles three to ten

inches thick (134-141). He discovered nunerous hurried
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entrances and exits, scenes of clinbing, falling, rising, or
creepi ng about, and supplication scenes in which an actor
woul d be required to sink to one knee, with his other foot
still flat upon the ground. Al of these actions would be
difficult or inpossible to performin shoes with high
platfornms, and the visual effects of any attenpts woul d be at

best peculiar, at worst |aughable.1® Smith also restated

Robert's point regarding the scene from A schyl os' Aganmemon,
in which the returning hero renoves his shoes in order to
wal k on the purple cloth laid out by Kl ytai mestra (141).
Robert noted that renoving high-sol ed boots woul d nake
Agamemrmon a good deal shorter than Kl ytai mestra. Smth
added to this observation that also "his I ong chiton (yxutav

nodnpng), too long now by a nunber of inches, would trip him

or have to be gathered up in nost untragic manner" (142).1°

18Smth did not address the topic of the use of the high-
sol ed shoes on the Ronan stage, where--according to both
literary and pictorial evidence--they were al nost certainly
enpl oyed. Presunably, actions performed in them woul d be
equal ly difficult for Roman actors, and the spectacle equally
ridiculous to Roman audi ences. This, then, could be an
argunent for the theory that the Roman acting style was
basically declamatory, and that little or no action was
enpl oyed.

19Thi s, of course, assunes that Aganemmon woul d have been
weari ng not only high-soled shoes, but a |ong robe, which
m ght not have been the fact in this period, and that the
robe woul d have been | ong enough to cover the soles of the
boots, which was not always the case in the pictorial
evi dence of robes and high soles fromthe late Hellenistic
and Rorman periods, the only periods fromwhich we have
evi dence of high sol es.
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Smth then cited the fifth-century BC works of art
depicting actors that were known in the early twentieth
century: the Peiraieus relief (fig. 1,1), the Prononos vase
(fig. 1,2), and the Androneda krater (fig. 1,3). He noted
that on none of these was a high-sol ed shoe or boot depicted,
and that furthernore no high-soled footwear could be found in
any artifact whatever fromthe classical period. H's
concl usi on was that the high-soled shoe or boot had not been
used on stage during the tine of the great tragic poets.

At this point, Smth exam ned the evidence from

Hel lenistic literature and art, not with a view toward

Fig. 1,1. Marble relief fromthe Peiraieus, c. 400 BC

Photo from Bi eber, D e Denkmél er zum Theat erwesen im

Altertum pl. 53.
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Fig. 1,2. Attic red-figure volute krater, c. 400 BC, the
"Prononos Vase." Photo: Bieber, DTA pl. 48.

Fig. I,3. Attic red-figure kalyx-krater, c. 400 BC. Photo:

Bi eber, DTA fig. 105.
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det erm ni ng when the hi gh-sol ed boot canme into use, but
sinply in order to show that there was al so no evidence of

t hese boots before 150 B. C., which strengthened his argunent
that they were not used in the classical period (146-148).

He then exam ned the evidence fromlnperial Rone, draw ng the
fol |l om ng concl usi ons:

1. that the proper termfor the high-soled tragic boot
was not kothornos but embatés, since this was the word used
by the majority of the witers of this period (149-151).

2. that the term kothornos or cothurnus cane to be
applied to the tragi c shoe through Roman i nfluence; the
Romans had probably begun to call the tragi c shoe cothurnus
or coturnus because it was a Geek word for "shoe" with which
they were famliar at the tine when they first began to see
t he hi gh-sol ed shoe on the stage (151-154).

3. that although sone authors of the Roman period, such
as Philostratos (see note 24, below), assign the invention of
t he hi gh-sol ed boot to Aischylos, nost of themrefer to it
sinply as a convention of the stage without any reference to
period, and therefore there is no certain evidence that the
hi gh- sol ed boot or shoe was in use in the fifth century BC
(155- 156) .

4. that the earliest securely dated works of art
avail able to himon which high-sol ed shoes are depicted in a
theatrical context date fromthe end of the second century

BC, al t hough sonme schol ars have interpreted | ater works as
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bei ng copies of classical originals, there is no evidence
that this is the case, and furthernore, none of the pieces
interpreted as copies clearly show high soles. Therefore,
the art of the Inperial period proves the use of the high
sole for that period, but gives no indication of its use in
earlier tines.

Smth's work is generally taken as the best summary of
t he evidence for the high-soled boot in tragedy, and his
concl usi on that such footwear was not used in the classical
period is accepted by nost, if not all, of the scholars on
the subject. | certainly can find no fault with his
conclusions, and--as | will showin the rest of this study--
the works of art that have been di scovered since his
publication do nothing to detract fromhis hypotheses, and in
fact can be seen to strengthen them The only questions that
remain to be dealt with in the area of tragic footwear are:

1. Wen did the high sole first appear in tragedy, and
why ?

2. Wiat sorts of footwear were used with the tragic
costunme before the introduction of the high-soled boot?

3. After its introduction, was the high-soled shoe the
only footwear used in tragedy, or were other types in use as
wel | ?

Masks
Witing in the second century AD, Julius Pollux, in a

work titled Ononasti kon, el aborated on the sane costune
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el ements di scussed by Lucian.29 He listed the names of itens

used in tragedy--the footwear, various garnments for nen and
woren, possi bl e headwear, and certain other itens worn by
characters such as warriors, hunters, or kings. He al so
enurrer at ed and descri bed the nmasks worn by characters in
tragedy: six different old nmen, eight young nmen, three

sl aves, and el even wonen. He described each of the masks,
such as that of the old shaven man with white hair, or of the
worman wi th bl ack hair, a disagreeable |ook, and a yell ow
conpl exi on. This amount of detail has |ed sonme schol ars,
notably Bi eber and Wbster, to attenpt to match the surviving
pictorial representations of the masks to the types listed by
Pol lux.2l As interesting as this exercise may be, | am not
convinced of its value, in that we cannot be sure to what
period Pollux's descriptions apply (which depends upon

whet her they are a product of his own tinme, or are based on
an earlier source, and if the latter, to what period the
source belongs). Therefore, we cannot determ ne w th what
period to begin the attenpts at matching. One feature,

however, of Pollux's list of masks is of particular interest,

20The text is reproduced in Van Brunt (141-143), as is
his translation (144-145). Csapo and Sl ater (395-396, 398-
400) also print a translation, and Nagler has a transl ation
of the section on nmasks (10-13).

21The highlights of their attenpts are briefly sumari zed
by Pi ckard- Canbri dge, DTAL, 190-193, DTA2, 193-195. See al so
Bi eber, "Maske," 2078, 40-2082, 40.
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and that is his definition of the onkos, "the upper part of

t he countenance rising above the forehead, in the shape of

the Geek letter lambda [L]."??

The onkos is often considered to be the outstanding
characteristic of the tragic nmask, but its origin and
earliest use are matters of some question. The anonynous Life

of Aischylos, witten during the Roman Enpire, seens to

credit the dranatist with the introduction of the onkos, but
the Lifeis quite late, and at best is based on |ate

Hel | eni stic sources, so this association is of very doubtful
accuracy.?® It does, however, fit very well with the

tradition that A schylos was responsible for the invention of
the tragi c costune described by Lucian, a tradition that

appears in Horace's Ars Poetica in the first century BC, and

in various works by the authors Philostratus and At henaeus

22Pg| | ux, Ononasti kon (Ovoudotikov), iv, 134. The
translation is that printed by Nagler, 10.

23Life of Aischylos (AioyviovBiog), 14 (Page, Aeschyli
333; atranslation is published in Lefkowitz's Lives of the
G eek Poets, 159). M translation is, "He covered the actors
with sl eeves and the | ong robe [syrma] puffed up to a greater
degree and al so rai sed them up on boots" (tovg1e vrokpLTag XELPLOL
OKETAGOG KoL T cVpuoTtt €£0YKmcog nelloot te T01g K0BOPVOLg LETEOPLOOC) .
The G eek phrase used here, é€&oykmoagueiloor ("puffed up to a
greater degree"), maght refer to the masks; it could, though,
refer to the robe instead. The word translated "puffed up,"”
efoykooag, however, includes the root of the word onkos

(6yxog) .
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around AD 200.24 These passages really cannot be relied on as

accurate testinony on what Aischylos did or did not do as
regards costum ng, since the earliest of these sources,
Horace, lived nore than 400 years after the playwight was
active. Moreover, no artifacts fromthe fifth century
pi cture anything that even renotely resenbl es an onkos. The
passages do, however, suggest that there was a tradition that
Al schyl os had sonmething to do with the devel opnment of tragic
costunme, and it is in this that their main value to us lies.
They do not hing, though, to indicate either how A schyl os
m ght actually have influenced costum ng or when the onkos
first canme into use.

The | ate sources al so discuss the materials from which
masks were nmade. As Bieber notes ("Maske," 2073), the tenth-
century Suda |l exicon is the source for the tradition that

Thespi s experinmented with covering the actor's face, first
with white lead, then purslane, and finally linen.2> She also

mentions that the Scholia of Aristophanes di scuss masks

24Hor ace, Ars Poetica 278-280; Philostratos, Life of
Apol I onius, VI, 11 and Lives of the Sophists I, 9;
At henaeus, Dei pnosophi stae |, 21.

255uda, Oéomig (Thespis); Adler vol. I, 711, #282. Kol
npmtovusvXptcagronpOGmnovqnunetw 8rpayw8ncsv svuxavSpaxvneGKsnacev
SV ‘C(l) 87’516811(\/\)690(1 Kot ME‘COC ToVTO ELGT]VS’YKS Kot TT]V TOV TCpOG(DTCEL(DV XpT]GLV 8V
uovnoeovnKatacKeUacug "He [Thespis] first showed in tragedy
the face colored with white |lead, then he covered it with
purslane in the performance, and after he introduced al
this, he contrived the use of masks froma single linen
cloth.”
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pressed fromplaster and Iinen, and that the fourth-century
grammari an Servius, and the fifth-century | exi cographer
Hesychi os nention thin wood and cork as materials for nasks,
whi ch could then be covered with plaster. Bieber specul ates
t hat such masks woul d then have been painted, the earliest
ones sinply white for wonen and red for nen, the exanples
fromlater in the dassical period nore realistically, wth
such refinenments as white eyeballs with colored irises.
However, since the sources on which these specul ations are
based are uniformy quite late (ranging froma few hundred
years to fifteen centuries after the tine they describe),
none of this can be regarded as anything nore than
specul ati on, and the best one can do in discussing the
materials fromwhich masks were made i s nmake sone educat ed
guesses, based on hints fromthese | ate sources,
representations of early masks in art, and techni ques known
to be contenporary with the early nmasks.

[Ilustrations of masks fromthe fifth century BC onward
show a face-covering attached to a wig, so that the mask
woul d be worn over the entire head (see Chapter 11). The
materials nust, therefore, have been relatively light in
wei ght. The conbination of linen and plaster (or cartonnage)
mentioned in the Aristophanes Scholia woul d probably suffice,
as would the thin wood or (especially) cork, covered with a
thin layer of plaster. The cartonnage would also be easy to

mold into the required shapes; it was, indeed, used for the
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nmol di ng of mummy masks in Egypt at |east as early as 2000
BC.26 Thus it seens likely to ne that it was this

conbi nation, rather than a sinple sheet of |inen, that the
author in the Suda nmeant to suggest in his |list of Thespis'
experiments. 2’ After sone 1500 years, the tradition had
pr obably becone sonewhat garbl ed, and the author, imagining a
primtive experinent, envisioned sheets of |linen hanging in
front of an actor's face, with no clear idea of how they
woul d be worn by the actor or anchored in place. A nolded
mask, however, to which a wg could be attached is both a
practical solution and one which agrees with the earli est
artistic depictions of theatrical masks, and is therefore in
ny opinion the nost likely formfor the early masks to have
t aken.

Finally, it is necessary to nmake a brief nention of the

famous passage fromthe Attic N ghts of the second century AD

author Aulus Gellius (V, vii, 2), in which he gives an

interesting etynology for the Latin word for mask, persona.

26John H Taylor, "Masks in Ancient Egypt: The inmage of
divinity," WMsks and the Art of Expression, ed. John Mack
(New York: Abrans, 1994) 178.

27Pi ckar d- Canbri dge (DT&C 110-111) suggests as alternate
nmeani ngs for &vudvnobovy either "of linen only, not of cork or
wood" or "of linen without paint or colouring." He favors
the fornmer, but finds neither interpretation conpletely
satisfying. Since the Geek povog transl ates as "al one,
forsaken, only, standing alone" (Lidell and Scott, s.v.), the
former interpretation seens somewhat forced to ne; "linen
al one" (noévn 0066vn) suggests to nme a sinple piece of fabric,
per haps dyed or painted, perhaps not.
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Briefly summarized, it states that the word, which can be
broken into per and sona (literally "through” and "sound"),
is derived fromthe fact that a mask encl oses the head on al
sides, with but a single opening through which a voice can
pass. Furthernore, "since it [the opening] is neither
undefined nor wide, it produces a voice collected and

conpressed into only one outlet, and nakes the sounds cl earer
and nore harmonious."?8 This |ast clause was once taken by

many scholars as an indication that the masks had the
property of a megaphone, serving to magnify the actor's voice
in order for it to carry to all of the audience. Most
twentieth-century scholars find this argument suspicious if
not conpletely ridiculous, for at |east two reasons. First
of all, it would be difficult, if not inpossible, to build an
ef fective negaphone-like device into a mask that, even at its
nost grotesque, could not protrude nore than a few i nches

fromthe nouth; this difficulty would be conpounded in a
mask made of any of the materials we have discussed. 2°

Secondly, the well-known acoustical properties of Geek

t heatres woul d make such a devi ce unnecessary, even when the

28Cel lius' phrase is, "[ . . .] quoniam non vaga neque
diffusa est, sed in unum tantummodo exitum collectam
coactamque vocem ciet, magis claros canorosque sonitus
facit."

29See Pi ckard- Canbridge, DFA1 193-94, DFA2 196, in which
the passage from Gellius and this problem are discussed
thoroughly.
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theatre was filled to capacity, and it would not be nmuch nore
needed in a filled Roman theatre. As any opera singer could
testify, proper voice projection is all that is needed to be
heard by even the farthest audi ence nenbers in such a space.

The tragi ¢ mask, then--prosépon in Geek and persona in
Lati n--seens to have been originally nade of cartonnage, or a
nol ded conbi nation of linen and a binder. This nol ded face
could then be painted; as we will see in the follow ng
chapters, the skin was often painted white for a wonan and a
reddi sh or yellowi sh flesh color for a man. A wig could then
be attached to this face mask, creating a structure that
covered the actor's entire head. It is possible that
techni ques and materials changed or devel oped throughout the
G eek and Ronman periods, so that materials such as the wood
and cork nmentioned by the late authors Servius and Hesychi os
could well have been used at sone tinme or another.
Unfortunately, there is no definite information on whether or
not this was the case, and so such thoughts nmust remain
specul ation only, unless further information on the subject
cones to light.

Cl ot hi ng

By the end of the fifth century BC, tragic actors were
often depicted wearing a robe with long, tight-fitting
sl eeves (figs. 1,1, 1,2, and 1,3). This robe, sonetines
called the syrma, varied in length fromslightly above the

knee to floor-length. It was often depicted as covered with
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woven patterns, especially in the sleeves and bodi ce,

consi sting of neanders, stripes, checks, waves, and spirals.
A simlar robe appears in depictions of tragic actors from
this time through the late Roman period. Details--such as
where on the torso the belt was worn or whether patterns or
solid colors were used--changed over tine, but from about 400
BC into Byzantine tines tragic actors appear in a robe with

| ong sl eeves. The question then arises of how this | ong-

sl eeved robe ori gi nat ed.

Margarete Bieber rejected a theory that this costunme was
taken froma simlar robe worn by priests of the El eusinian
cult, pointing out that the nonunents showi ng these priests
in such robes all postdate the appearance of this robe in the
theatre (HGRT 24). Her alternative suggestion was that the
costune was taken fromthe robes of priests of D onysos and
fromdepictions of the god hinself in this garb ("Herkunft"
19-68). Unfortunately, much the sane objection holds for
this theory as for the El eusinian theory, in that although
nuner ous depi ctions of D onysos in a sleeved robe exist from
the Hellenistic and Roman periods, there is only one securely
dated depiction of the god or his priests dressed in a | ong-

sl eeved robe that either predates or is contenporary with the

earliest depictions of actors dressed in this manner.30 It is

30Thi s sane obj ection was rai sed by Pickard-Canbridge or
per haps the second-edition revisors, John Gould and D. M
Lewi s, DFAZ 200.
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Fig. I,4. Attic black-figure anmphora show ng D onysos and
his followers, third quarter of the sixth century BC. Photo:

Bi eber, "Die Herkunft des tragi schen Kostuns," pl. 1

a bl ack-figure anmphora in Bonn which shows the god in a | ong-
sl eeved robe that is patterned with wavy |lines and | arge
white dots (fig. 1,4). In all other early depictions D onysos
and his followers are dressed in sleeveless chitons, or they
are depicted nude or sem-clothed. Since the god was shown
occasionally in a | ong-sleeved robe during the period that
tragi c costum ng was bei ng devel oped, his wearing such a robe
m ght have had some influence on the |ong-sleeved tragic
robe. It cannot, however, have been the sole source for the

tragi c robe.
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Fig. 1,5 Attic red-figure kylix, 480-470 BC, showing a
flute-player and a group of boys. Photo courtesy of the

Met ropol i tan Museum of Art.

Pi ckard- Canbridge refers to another use of the tight-
sl eeved, |ong, decorated robe that by the pictorial record
can be established as being in use in theatrical contexts by
the first quarter of the fifth century BC. It is the robe
that is worn by flute-players on a | arge nunber of red-figure
vases throughout the fifth century, such as the nusician
pictured on a kylix attributed to the Briseis Painter in the
Metropolitan Museum (fig. 1,5). Bieber (HGRT 20) suggested
that this is a depiction of a rehearsal of a tragic chorus,
while Trendall and Wbster, citing the fact that the boys
wear neither sleeved chitons nor masks, interpreted it as
"two rival choruses of boys at the dithyranbic conpetition

either at the Panat henaia or at the D onysia" (27). This
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Fig. 1,6. Attic red-figure bell-krater, c. 425 BC, showi ng a
flute player with nusician-satyrs. Photo courtesy of the

Met ropol i tan Museum of Art.

vase, although one of the earliest, is far fromthe only
depiction of a flute-player in simlar garb.3 Some vases
show simlarly dressed flute-players in what are nore certain
theatrical contexts. One such is an Attic red-figure bell-
krater of about 425 BC in New York, attributed to Polion
(fig. 1,6). Onit, a flute-player dressed in an ankl e-

| ength, sleeved robe faces a group of open-nouthed sil enoi

31t her exanpl es include a kylix of 480-470 BC, Oxford G
263 (Beazley ARVZ 416, no. 3), a pelike of 470-460 BC
Berlin-Charlottenburg inv. 3223 (ARV2 586, no. 47), a bell-
krater of c. 425 BC, Copenhagen, Nat. Mis. 13817 (ARVZ 1145,
no. 35), and sone krater fragnents of c.400 BC, Wirzburg,
Martin von Wagner Mus. H4781 (LIMC 111, 1, 493, D onysos
836). For a discussion of sone costuned flute-players in
theatrical contexts, see Beazley, "Hydria-fragnents in
Corinth," Hesperia 24, (1955): 305-319.
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who are playing kitharoi (large stringed instrunents) and
danci ng.

Finally, the thene of a flute-player with theatrica
satyrs or silenoi is nost thoroughly and nost notably
depi cted on the fanous Prononos Vase in Naples (fig. 1,2).
Here we see depicted what is generally considered to be a
representation of "backstage" at a satyr play, as watched
over by the god D onysos and his consort Ariadne, who are
shown on a couch in the center of the upper register. Below
them seated in a chair, is a flute-player, |abeled Prononos,
presumably a representation of a well-known fl ute-player of

that name who was active at the tinme.32 He is dressed in a

I ong, highly decorated robe with tight sleeves, and a cl oak
or himation seens to be draped across his lap. Ten young
nmen--the menbers of the chorus--are dressed in the loin-cloth
(perizoma) with tail and phallos that is the typical costune
of the stage satyr. Several of themare shown carrying their
masks, and the one directly behind Prononos has put on his
mask and is practicing his dance. Two actors are depicted,
one on each side of D onysos' couch. The actor on the
viewer's right holds the club and nask of Herakles, but it is

t he other, standing closest to D onysos, who is of nore

32For the ancient sources relevant to Prononos' career,
see Pickard-Canbridge, DIC 72-73. Many scholars (e.g. Sinon
Anc. Th. 16, Csapo and Sl ater 70) have seen this vase as a
reproduction of a votive panel painting that Prononbs m ght
have had dedicated in the sanctuary of D onysos.
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interest in this context. He is dressed in clothing al nost
identical to that of Prononos: the |ong, highly decorated
robe, with the sanme patterning along the sleeves, and he too
is wapped in a himation. Thus, by the end of the fifth
century, theatrical flute-players and tragic actors were
wearing the same basic costune.

A third possible source for the tragic robe is with the
costume in which Geek artists usually portrayed anyone from

t he Asian mainl and, be they Persians, Scythians, Mdes, or

Fig. I.7. Attic red-figure |ekythos, c. 420 BC, show ng

Theseus fighting Amazons. Photo from Baunei ster, Denknél er

des Kl assischen Altertuns, vol. 3, fig. 2151.
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menbers of a nythol ogi cal group such as Amazons.33 This
"Asiatic" costune consisted of tight-fitting trousers and a
tunic-like top with long, tight sleeves. The costunme was
usual |y highly decorated with stripes, nmeanders, dots, or

ot her devices. A chiton or tunic could be worn over this
basic suit. This tunic usually reached to about the knees,
but was sonetinmes a little shorter or |onger. Good exanples
appear on an Attic red-figure aryballos fromabout 420 BC
(fig. 1,7).3 Two of the Amazons on the upper register, one
on the far left and the other the second fromthe right, wear
both the pants and the | ong-sleeved tunic. Their tunics
reach to md-thigh, and both seemto be worn over pleated
chitons whi ch appear under the hens of the tunics. A third
Amazon, second fromthe right on the | ower register, has |ong

sl eeves and a tunic over a pleated chiton, but does not have

33For an in-depth discussion of the influence of Asiatic
dress, both actual and as inagi ned by the G eeks, on the
devel opnent of theatrical costunme, see Andreas Al fol di
"CGewal t herrscher und Theaterkoénig," Late d assical and
Medi aeval Studies in Honor of Al bert Mathias Friend, Jr.
(Princeton: Princeton UP, 1955) 15-55. For a parti al
refutation of AIfdoldi's argunments, see Pickard-Canbri dge,
DFA2 201.

34The depiction of eastern "barbarians" (as the G eeks
called then) in this sort of costune becanme extrenely popul ar
in the years of and i mediately followi ng the Persian Wars,
that is, inthe first quarter of the fifth century. It is
probably no coincidence that this is the time of A schyl os'
earliest works. Depictions of easterners in this distinctive
garb continued throughout the fifth century, with very little
i f any change.
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pants. The costunes of all three are very ornately
decorated, with patterns of circles, zig-zags, crosses, and
checkerboards visible. Yet another Amazon, third fromthe
left in the upper register, wears neither pants nor sl eeves.
Over her pleated chiton is a close-fitting, sleeveless tunic,
which is also highly decorated, nostly with rows of zig-zags.
These costunes, all highly decorated, nost with |ong sl eeves,
and some wth belts (such as worn by the Amazon on the upper
left), have a good deal in common with tragic robes, and are
possibly simlar to what stage Asians would have worn for
much of the fifth century. As tine passed, sone of the
conventions of this "Asian" garb may have passed into general
use in tragi c costune.

It seens |likely, then, that there were a nunber of
i nfluences that were conbined to create the |ong, sleeved
tunic that becane the major costune for the tragic actor.
Anmong these influences can probably be listed a | ong-sl eeved
robe shown relatively rarely as worn by the god D onysos, and
al so "Asian" clothing as depicted in the vase painting of the
fifth century. As it can be shown to have been used quite
frequently in a theatrical context, the clothing worn by
flute-players fromat |east the second quarter of the fifth
century BC shoul d be considered one of the major influences
on the costune of actors; this nusician's outfit also can
probably trace sone of its origins to Asia and to the

clothing of priests. Finally, Iris Brooke gives what to ny
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mnd is a credible explanation for why this garnent was
eventual | y adopted as the standard tragic costune.3® She

notes first that a garnent that is somewhat tailored to fit
the body is nuch easier to keep in order during the novenent
required on stage, and secondly that the |ong sl eeves woul d
be particularly useful in disguising the arns of a male actor
portrayi ng a woman.
Ot her

As | mentioned above, Pollux listed anong the itens of
costunme for a tragic actor various elenents that do not fit
into the categories of masks, footwear, and clothing. Anmong
t hese he included several head-coverings: the tiara (tdpa),
whi ch was the headdress worn by Persian kings; the kalyptra
(karOmtpa) and the parakalyptra (mnopaxolvmtpa), types of veils
worn by worren; and the mitra (uitpa), a fillet, or even a

snood or Persian cap.36 Pollux also listed various itens that

in the nodern theatre would be called "costune props", itens

35Costune in Geek dassic Drama 65-66. Brooke's points
are al so discussed by Pickard-Canbridge, DFA2 201-202.

36According to A G eek-English Lexicon conpiled by Henry
CGeorge Liddell and Robert Scott, Revised and Augnented
t hroughout by Sir Henry Stuart Jones with the Assistance of
Roderi ck McKenzie and with the Cooperation of Many Schol ars
(henceforth LSJ), uttpa is " a headband, a snood. 2. a
Persi an cap, |ike xvpBocio.”™ An alternate translation for the
word, though, is "a linen girdle or band worn bel ow t he 8wpo&:

generally a girdle, zoné." Van Brunt (144) considered it to
be the latter in this passage, but since it is |isted anong
other itenms of headwear, | prefer to agree with Csapo and

Slater (395) that it is neant here to be either a headband or
a Persian cap.
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such as swords, scepters, spears, bows, quivers, staffs, and
clubs.3” Also listed are various pieces of niscellaneous
clothing used in tragedy, such as arnor, lions' skins, fawn
skins, and the |eather garnents worn by peasants.38 Many of
these garnents, as well as other types of headdresses, and

t he paddi ng nentioned by Lucian, can be seen in the pictorial
representation of actors throughout the G eek and Ronman

peri ods.

The ancient actor, then, wore a costune consisting of
garnments (robe, mantle, headdress, and specialized garnents
such as arnor), a nmask, footwear, and various "costune
props.” The forns that all of these elenents took in various
periods, and how they changed or devel oped through tinme, wll

be the focus of the rest of this study.

37Machairai (pdyaoipot): short swords or daggers, usually
curved; sképtra (oxnmipa): staffs, heralds' staffs, royal
scepters; dorata (d8d6pata): spears; toxa (t6&o): bows; pharetra
(oopétpa): a quiver; kerykeia (xnpvkeiwa): heralds' staffs
rhopala (poénoro): clubs, cudgels.

38Panteuchia (movtevyio): full arnor; leonté (Aeovtn): a
[ion"s skin; nebrides (vefpideg): fawn-skins; diphtherai
(dwp6epor) : a | eather garnment worn by peasants, or possibly a
| eat her wal | et.



Chapter |1
Costum ng of Tragedy in Fifth-Century Athens
The Evidence from the Pl ays

Fromtinme to time, what the characters were weari ng was
nmentioned in the plays of the fifth century. These references
can give us sone idea of what the character's costune nay
have | ooked like. It is inmportant to bear in mnd, however,
that the words spoken by a character nmay or may not have been
a literal description of the costune that appeared on stage.
Sone schol ars have even naintained that the playwights
i ncl uded descriptions of such things as costunes, props, and
gestures in order to indicate to the audi ence what they
shoul d i magi ne seeing, arguing that the plays were produced
in such a highly stylized, non-naturalistic manner that such
verbal indications were the primary way in which such
ot herwi se visually explicit informati on could be conveyed to
t he audi ence.3? Such a view seens to ne possible, but
sonewhat extrene. Wiile it is true that tragedy in fifth-
century Athens was not presented in what we have becone
accustoned to regarding in the past 150 years as a

naturalistic manner (if it had been, they would not have worn

39The argunents of several of these scholars, especially
A. M Dale, are summarized by Taplin, Stagecraft, 32-33.

42
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masks), it is difficult for me to believe, given the
pictorial and literary evidence that we have fromin or near
that time, that the plays were perforned in as stylized and
non-representati onal manner as, for exanple, Japanese Noh
drama. Instead | find nyself agreeing wth Taplin, that if
it is physically possible to do so, "[i]s there any point in
not using costune visually as well as verbally?" (Stagecraft
36). It nmakes sense, then, to observe what the playwights
have sai d about the appearance of the characters, as long as
we bear in mnd that we do not know fromthis al one to what
extent the description was carried out in the actual costune,
and- -l ogi cal argunments asi de--we cannot be conpletely certain
that any attenpt was actually nade to do so.

That there was specifically theatrical costune,
differing fromstreet clothes, in this periodis inpliedin a
few passages from Ari st ophanes in which he nmakes fun of sone
of the costunmes of tragedy. The nost indicative of these is
a passage in the Frogs, in which Herakles ridicules D onysos'
absurd get-up, explaining that he is laughing at "
seeing a lion's-skin a-lyin' on a saffron robe. Wiuat's the

sense of it? Wiy an ensenble of kothornos and club?"4% This

is a description of D onysos' usual rather effem nate garb of

saf fron robe and boots, overlaid by a Herakles "costune,"

40Li nes 46-47.
OpOV AEOVTNV €Ml KPOKOTY KELUEVNV.
Tig 0 voug; Tl K0B0pVOG KOl POTOAOV ELVNABETV;
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consisting of lion's-skin and club. The juxtaposition is, of
course, ridiculous, but it seens to be an exaggerated version
of what nmade up tragic costum ng of the period--a conbination
of elegant, stately robes and el enents that woul d i ndicate

t he character portrayed.

A figure simlar to this D onysos/Herakles is in fact
depi cted on the Prononos Vase (figs. I,2 and I1,8). To the
viewer's right of the couch on which D onysos and Ariadne are
seated stands a bearded actor dressed in a |ong-sleeved,
knee-length robe that is very el aborately decorated. H's
boots have upturned toes, and their tops are extrenely
el aborately decorated. Over his robe he wears a cuirass, on
top of which is slung a lion's skin. Wth his left hand he
shoul ders a club, and fromhis right hand dangl es the mask of
a bearded man surnounted by the nuzzle and ears of a |ion.

In other words, he is an actor costuned as Her akl es,
appearing anong the perforners froma satyr play depicted on
a vase that dates fromaround 400 BC, within a very few years
of the 405 BC production of the Frogs. And, true to the
description by Aristophanes, the arnor and acoutrenents of
Her akl es pl aced over the enbroi dered robe appear at | east
unusual, if not downright silly. The costunes of satyr

pl ays, however, may have been sonewhat nore absurd than those
of tragedy, just as the satyr plays thensel ves were perforned

in aless serious, nore |lighthearted manner than were
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tragedi es. 4l Therefore, we nust keep in nind that the costune

for a tragic Herakles may not have been as absurd as those on
t he Prononos vase and of Aristophanes' description. The
| atter was, however, poking fun at the costume of tragedy,
and thus can be taken as an indication, albeit an exaggerated
one, of what the tragic costune |ooked |ike.

A reading of the extant tragedi es al so presents us with
a nunber of costume descriptions, which we can then arrange
in several categories. Anong these are different types of
clothing for specific situations, nost especially nourning.
The earliest extant nention of nourning clothes cones from
Al schyl os' Choephoroi, in which Oestes, seeing the chorus,

asks, "But what is this assenbly of wonmen approachi ng,
di stingui shed by bl ack cl ot hing?"42 They are, of course, the

Choephoroi, the libation-bearers, come to nake offerings at
Aganemmon' s tonb. They subsequently descri be thensel ves as

havi ng "a cheek marked w th bl oody gashes freshly furrowed by

41For a basic di scussion of the genres of tragedy and
satyr play and of their differences and simlarities, see
Brockett's H story of the Theatre, 17-20. The case for the
costum ng of tragedy and satyr-play being simlar or even
identical is set out by Bethe (JD 1896, p 292 ff); see al so
Smth, 144-45, and Chapter |1, note 81 bel ow

42Li nes 10-12. .
Tig moB' nd' ounyvpLg
OTELXEL YUVALKOV OAPEGLY LEAOYYLLOLG
TPENTOVGQ,
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fingernails."4 Fromthese passages we can infer that the

chorus was probably dressed in black garnents and that their
masks were perhaps painted to show the grief-induced gouges
in the cheeks.

A generation | ater, Euripides gave a nunber of
descriptions of mourning garb, with simlarities and
di fferences to the passages from Al schyl os. For exanple, in
O estes the Chorus tells us of, "the Spartan Tyndareus

dressed in black, having cut his hair short in nmourning for
hi s daughter."4* The shorn hair also appears in the

Phoeni ci an Wnen, i n which Jocasta says, "Therefore, | have

cut ny white hair, | have let it go in tearful nourning;

wi thout ny white clothing, ny son, | have changed into dark,
dusky rags."4> The nost conpl ete description of a figure in
nmourni ng conmes in the Hel en, when the nenbers of the chorus,
seeing Helen enter, exclaim "Wy are you wearing bl ack robes

on your body, having changed fromthe white, and you have cut

43Li nes 24- 25.
TPEMEL TAPNIG GOLVIOLG OUVYUOLG
OVUY0G BAOKL VEOTOU®'

44Li nes 457-458.
0 Zmoptiag Tuvddpemc, peAduneniog
KOVPQ 1€ BLYOTPOG TEVOLL® KEKOPUEVOC.

45Li nes 322- 326.
00ev €uav e AeVKOYPOO KELPOLLOL
dakpuoecs’ avelca TEVOEL KoLy,
ATETAOG OUPEDV AEVKAV, TEKVOV,
dvcdpdvatla d' apdl TpvYE TAdE
oKkOTl aueifouort.
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the hair fromyour noble head, having attacked it with a

kni fe, and weepi ng you noi sten your cheeks with fresh
t ear s?" 46

It seens likely fromall of these exanpl es that
Euri pi des' nourners woul d have been dressed in bl ack
clothing, and that they nmay have worn nasks whose hair had
been cut short. It is also feasible that the clothing was at
| east of a poorer quality than would normally be worn by that
character, as evidenced by Jocasta's "dark, dusky rags"
(tpOxn). The hair, too, m ght have given the appearance of
havi ng been shorn roughly, "attacked with a knife" Iike
Helen's. And finally, the masks m ght well have been marked
to indicate tears, as Helen's may have been, or even gouges,
such as in the passage from A schylos. |[If tears were
actual ly depicted on the masks, this nust have been done in a
very stylized and non-naturalistic way in order for themto
be visible fromthe audience. It is, perhaps, nore likely
that the actor woul d have "acted" tears, using body | anguage
in sone way; that, as Walton put it, "He [did] not need to
weep inside the mask in order to nmake the nmask weep" (GST
44). | think it quite unlikely that we will ever find the

proof that would resolve this question, at least in the

46Li nes 1186-1190.
aurn,ttnsnlovgus%avageﬁon) poog
AEVKOV GUEl YOG €K TE KPOTOG EVYEVOVLS
KOuag otdnpov euporovs’ anédprooag
YADPOLG TE TEYYELS OAKPVGL OTV TopNida
KAalovoa;
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context of the fifth century.4’” Suffice it to say for now

t hat masks of nmourners m ght have been painted in such a way
to indicate tears or scratches, but whether they were or were
not, the actor probably indicated weepi ng and ot her signs of
grief through his actions and stance.

I n The Madness of Herakles, the title character

descri bes costumng simlar to that of nmourning. "I see ny

children in front of the house, in the clothing of death and
with their hair garlanded."4% The children are dressed in

this way because they thensel ves are about to die, rather

t han because they are nourning the death of soneone near to
them Here their faces are not marked, but they are wearing
garl ands on their heads. The text indicates that their
costunme is simlar to that of nourning, since upon seeing his
children dressed thus, Herakles asks, "Wat new burden has
cone upon the house, ny wife?" (line 530, tixaivovABe, ydvar,
douoowy ypéog;), i nplying that he believes they are in nourning

for a new calamty that has befallen them

47A nosai ¢ from Ponpeii (Chapter V, pages 235-239,
figures V,13 and V, 14, dated to about the late first century
BC, depicts the mask of a tragic heroine that appears to have
a tear falling fromone eye. Therefore, it seens that tears
m ght have been painted onto masks in the late Hellenistic or
early Roman periods. There is no evidence, however, of this
practice before (or, for that matter, after) the first
century AD

48Li nes 525- 6.
TEKV' OpO TPO SOUATOV
OTOALOLGL VEKPAV KPATOG EEECTEUUEVO
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Q her specific types of clothing are also nentioned in
the texts of the plays. Nationality, for exanple, is
expressed in the Suppliants of A schyl os when the King asks,
"Fromwhat country is this throng we speak to, dressed unlike
G eeks, luxuriating in foreign garnments and veil s? Your
clothing is not of the wonen of Argos, nor of any place in

Greece."*? \Wat they are wearing inmediately brands them as

not Geek. Fromthis description, it is inpossible to
determ ne just what it was in their clothing that indicated
their non-Hellenic status, other than the participle y\iovio
(chlionta--"luxuriating"), which inplies that their garb

woul d have been somehow of a finer fabric and decoration than

that worn by Greeks. |n Sophokles' Philoktetes, the opposite

condition, that of being Greek, is indicated when the title
character remarks on the dress of a group of strangers: "For

t he appearance of your clothing is Geek, sonething nost dear
to me."%0 Unfortunately, this passage gives no indication how
this "G eekness" woul d have been conveyed, but it would

certainly have been instantly apparent to a contenporary

49Li nes 234- 237.
TO30TOV OULAOV TOVY' AVEAANVOGTOAOV
nénlolotl PopPdpoilot Kol TUKVOULOGL
YAMOVTO TPOGH®VOVUEY; OV YOp ApPYoAig
€00M¢ yuvoilk®v o0d' 66" EALGS0G TOmmV.

50Li nes 223-224.
oxnuo. uev yop ‘EALGSog
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audi ence of At heni an G eeks, and thus nothing that Sophokl es
woul d have felt any need to expl ain.

There are several indications that in tragedy royal
figures woul d have been dressed in highly ornate clothes and
adorned with jewels. Mst of these indications occur,
however, when for sonme reason or another the person in
guestion was not wearing the expected finery. Thus,
Sophokl es' El ektra, seemngly dressed in nourning, offers as
gifts to her dead father a | ock of her hair "and ny belt, not

decorated with luxuries."® And, when Euripides' El ektra
tells the Chorus about "this rag of a peplos of mne," they
of fer her clothing nore suitable to her rank, saying: "But
cone, and put on ny close-woven clothing that I'lIl |oan you,
and gold jewel ry which adds spl endor to beauty."®2 |n
Euri pi des' Helen, the shi pwecked Menelaus is forced to wap

hinself in rags that have been washed to shore, since, "MW

51Soph. El ektra 452.

Kol {OUO TOVUOV 0V YALE1G NOKNUEVOV.
Note that although in this context {ouo has been al nost
universally translated as "belt" or "girdle," the primry
definition given in Liddell and Scott is "that which is
girded: the girded tunic,” with "a girdle, belt" being a
secondary translation. So, although it is nost |ikely that
El ektra is referring to an undecorated belt, she may be
of fering up sone plain garnent instead.

52Eur. El ektra 184, 190-193.
KOl TpUYM TAd' EUDV TETAOV
k% ok sk ok
OAL' 160,
KOl Top' EULOV XPTCOL TOAVTNVA dApER dVVAL,
YPVGEC TE YAplol TpocOnuot dylaiog.
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once | uxurious robes and splendid garnents the sea has
stol en. " 53

These passages indicate the well-made, |uxurious, ornate
clothing and jewels that such a character woul d be expected
to wear, and therefore give us a clue as to the costune
normal Iy worn by royal characters in scenes in which there
woul d have been no need to call attention to what the
character was wearing. One passage from Euri pides testifies
to the actual wearing of such a costune on the stage. In
Andr omache, Herm one enters, telling us that she is wearing,

"An ornament of golden |uxury around ny head and the cl ot hing
of ny body of nulti-colored robes [. . .]."® This costume of

ornate clothing and gleam ng jewel ry seens nuch the sane as

what the Chorus offered to Elektra, and is perhaps a fairly

accurate description of what a royal figure in tragedy woul d
have normal |y worn.

Herm one' s costune al so introduces the subject of color
in tragic costume. She describes her garnents as "nmany-
colored,” the Geek poikilos (mowkilog), which according to the
standard Greek-English | exicon of Liddell, Scott, and Jones

(hereafter abbreviated LSJ) can be translated as, "many-

53Li nes 423-424.
TETAOVG O TOVG TPV AOUTPO. T ApdLPBANHOTO
YAAG 1€ TOVTOg NPTOG™

54Li nes 147-148.
KOGUOV UEV AUdL KPOTL XPVCENS XALONG
OTOAUOV TE YPOTOC TOVIE TOLKIA®MV TETAOV . . .
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col oured, spotted, pied, dappled; wought in various colours
of woven or enbroidered stuffs" (mowkidog, S.Vv.). Xerxes'
clothing in Aischylos' Persians is also described as
poikilos.®® It has been suggested that such garnments were

anong the main influences on the devel opnent of the "tragic

costune,” being worn first by barbarian kings such as Xerxes,

then by royalty in general, and finally by nmobst tragic
actors.® |t seems quite likely that there is sone truth to

this suggested sequence, but it does not appear to be the
sol e expl anation for the devel opnent of tragic dress, since
as we will see throughout the course of this study, there is
evi dence that often the tragic robe was not enbroidered or
patterned in any way.

Cothing of solid color is also nentioned in the fifth-
century plays, such as D onysos' saffron robe, discussed
above (Frogs 46-47). The sane shade of yellow al so appears

in Euripides' Phoenician Wnen, when Antigone speaks of

55Li nes 835- 836.
KOKOV VL' dAYovug AaKideg Opdl copoTtt
OTNUOPPOYOVGT TOLKLA®Y £60MUGTOV.

"For through grief at his m sfortunes, the enbroidered
apparel that covered his person has been utterly rent into

tattered shreds.” Snyth, Aeschylus, vol. I, 181,
56A| f 6l di, "Gewal t herrscher und Theaterkonig." See al so

Pi ckar d- Canbri dge, DFA2, 201
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"having let go the saffron delicacy of ny robe."®" Black is

nmentioned frequently for mnourning clothes, as discussed
above. On three of these occasions, Euripides sets up a
contrast with the nourning black. In line 1088 of Helen, the
title character says, "I will exchange black for nmy white

cl othes" (ménlov te Aevkodv uéhavag dvtorragopal) . Later, in |line
1186, the Chorus asks her, "Wy are you wearing bl ack robes
on your body, having changed fromthe white?" (note 7,

above). In the Phoenician Wnen, |okaste states, "w thout ny

white clothing, ny son, | have changed into dark, dusky rags"
(324-326, note 6 above). 1In all three instances, the word
translated "white" is Aevkdg (leukos), which LSJ al so

translates as "light, bright, brilliant, clear.” Thus, in

57Li ne 1491
0TOALS0G KPOKOEGTOV GVELGA TPVHOV
Iris Brooke argues that the termis referring to silk
garments, since "silk straight fromthe silkwormis a

brilliant yellow, " and that references to such a garnent "are
nearly always couched in the same terns, 'transparent saffron
gowns'" (17). In favor of her argunent is the fact that

D onysos, who is often represented in this very garnment, was
a god who in the fifth century was considered a relative
newconer fromthe East--as was silk--and that his clothing
was consi dered both [uxurious and effem nate. Against her
argunent, however, are the G eek words used for the garnent,
whi ch are variations on the word xpoxog (krokos), defined in
LS) as "the purple crocus; saffron (which is nmade fromits
stamens)." Since Brooke carefully points out the difference
in color between undyed silk and saffron-dyed fabric, it is
hard to agree conpletely with her assessment. Furthernore,
Dr. difton Pannell, an expert on China in the Geography
Departnent of the University o Georgia, has inforned ne that
at least as early as the fifth century BC bright yellow was
t he synbol of the Enperor of China, and silk dyed that col or
woul d have been especially prized--and especially expensive
when export ed.
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this context, it may indicate white or anything that woul d be
light or brilliant in contrast with black or dark, thus
somet hi ng whi ch coul d possibly be either solid colors or
desi gns of many colors. W have no way of know ng for
certain what precisely is neant in each instance.

Finally, red appears in a passage in which it is inplied
that crinson robes were donned by figures on stage. In
Ai schyl os' Euneni des, Athena says, "Honor them dressing them
in clothing of Phoenician crimson [. . .]."%8 There is a
great deal of doubt as to who precisely is to be honored in
this way. In the first part of this speech, Athena is
addr essi ng the Euneni des, or Furies, thenselves, but she
offers to them an honor guard of her own attendants. It is
i mpossible to tell fromthe Geek wording of our passage to
whi ch of these two groups, Eumeni des or attendants, Athena is
referring. If it is to the former, the crinson garnents
woul d |i kely have been brought on stage and draped over them
since the Euneni des are the chorus of the play. This would

make a very striking picture, since earlier in the play the
Euneni des were described as being "bl ack" (upéiawvatr, 52);°9

crinmson cl oaks placed over bl ack-costunmed Furies woul d

58Li nes 1028-1029
dorvikofamnTolg Evoutoig £60nuact
TLLATE . . .

59A wi nged figure who may possibly be a | ater version of such
a "black" Fury appears on a Paestan red-figure hydria of about
340- 330 BC, see Chapter 11I, figure IIl,12.
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underline their transformation into Euneni des ("G acious
Ones"), while nmaking their appearance no | ess fearsone,
crinmson and bl ack together creating inpressions of darkness,
bl ood, fire, and shadow. Furthernore, as Rush Rehm points
out (108), the appearance of the red garnents at the end of

t he Euneni des echoes the red tapestries on whi ch Aganmemon
wal ked at the beginning of the trilogy (Agam 946-947), which
many have taken as being synbolic of the bl oodshed soon to
happen (Taplin, Stagecraft 315). The visual inmage of red-

cl oaked Euneni des and the synbolic nature of the clothing
seemto ne fairly persuasive argunents for the crinson
garments appearing on stage as cloaks given to the Furies.
Furthernore, the rest of Athena's speech at |east inplies
that it is the Euneni des who are to be "honored" with the red
cl oaks, as she continues, "and let the torch-1ight nove
forward, so that it is worthy for this graci ous conpany who

wi Il bring good and prosperous things to mankind

henceforth."8 |t is they, and not the attendants, who are to

be honored--and propitiated. 61

60Eum 1029- 1031.
KOl T0 G€YY0g Opudchm Tupoc,
Ommg av eVhpmv NS’ OuLAio xOovog
70 AOLTTOV EVAVIPOLGL GUUOOPULG TTPETT).

61For arguments both for and agai nst the Eumeni des
receiving the robes, and a summary of the problens in the
text, see Taplin, Stagecraft, 412-413.
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One final thenme which occurs in the description of
tragi c costune by the Athenian playwights of the fifth
century is that of "Euripides' rags." Aristophanes
frequently joked about Euripides’ dressing of heroic figures
in rags, in such passages as the one fromthe Acharnians when
D kai opol i s teases Euripides, saying, "But what's wi th having
the rags of tragedy, wetched clothes? Not w thout reason do
you rmake beggars. But | throw nyself on your tender nercies,
Euripides, give ne the rags froman old play [. . .]."
Euripides replies, "What sort of rags? Not the ones that guy
O neus acted in as an unlucky ol d man?"%2 The joke is
continued in the Frogs, when Ai schyl os expresses di sgust at
Euripides in line 842, "you beggar-maker and rag-stitcher!"

( mtoyomole kal poklocvppantade). Later, the joke is el aborated,
with Al schylos set up as the creator of elegant garb for
maj or characters, while Euripides dresses his kings and
heroes in nothing but rags. Thus we find the follow ng
exchange:

Al SCH. [. . .] and even the clothes on their

[the kings'] bodies are rmuch nore

62Li nes 412-419.
atap Tt Ta PpAaxt' €K Tpaymdiog £xelc,
€00NT' €AeeLViV; 0VK £T0C TTO)OVE TOLELC.
OALN' AvTLROA® TTPOG T@V Yovatov 6, Evpiridn,
80G 1ot PAKLOV TL T0V TAAOLOD dPANATOG.
* % * % * %

EY. 1d moto tpiym; udv €v oig Oivetg 081

0 dVETOTUOG YEPOLOG NYOVILETO;
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maj estic than ours. | led the way
properly, you nessed it all up.
EUR. Doi ng what ?
Al SCH. First you covered your player-kings with
rags [. . .]%3
Fromthese jokes arose the tradition that Euripides was
the first to use ragged clothing in tragedy, or as Iris
Brooke wote, "Aeschylus set a standard in grandeur [. . .].
Euri pi des on the other hand introduced realisminto his works
inthe formof rags and tatters"” (6). This belief would
certainly seemto be borne out by the nunber of Euripides'
characters that we know of who wore rags: Elektra (El ektra
183-184), Menel aus (Hel en 421-424, 554, 1382), and Jokasta
(Phoeni ci an Wnen 325-326). But, a reading of the extant

pl ays of other tragedi ans quickly proves that he was not the
first to depict rags in tragedy. In the Persians, Ai schylos
had Xerxes appear in the royal garnments which he had rent in

nmourning for the defeat at Salam s, asking the Chorus, "Do

you see this remant of ny clothing?"'® Furthernore, in

63Li nes 1061- 1063.

AIZ KOl YOp TOLG LLOTLOLG NUAV XPDVTOL TOAD Geuvorepoww
OOV XPNOTOG KaTodeIEOVTOC SLeEAVUNVD GV.
EY Tl dpdoac;
AIZ TPATOV LEV TOVG BOGIAEVOVTOG POKL OUTLOYOV . . .
64Li ne 1017.

0P TO AOLTOV TOJE TAG EUOG GTOAOGS;
The torn robe was also alluded to in |lines 198-199, 468, 835-
836, and 1030. For the argunents in favor of the actor
portrayi ng Xerxes actually appearing in torn garnments, see
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Ai schyl os' Suppliants, the Chorus twice said, "Oten | fal
upon ny Sidonian linen veil and tear it."% Athough it is
not as apparent fromthis wording as it was in the passage
fromthe Persians that the torn garnment actually appeared on
stage, it is possible that it did, and it is at |east
significant that A schylos nentioned torn, ragged clothing in
the Suppliants, a play tentatively dated to the 460s

(Canbri dge Conpani on 352). Sophokl es al so dressed mnaj or

characters in ragged garnents, nost notably QCedi pus in

Cedi pus at Colonus, in which his filthy rags were often

ment i oned, 66 and El ektra, who described her "pathetic garnent"

(cewkel oorq, line 191). Ganted that all of the nentions we
have i n Sophokl es of ragged garnments postdate the earliest
known references to such clothing in Euripides (and al so the

passage fromthe Acharnians), they all predate the Frogs, and

t hus Aristophanes could not have considered Euripides to be
the only playwight to show major characters in rags, even if
he did blame himfor introducing the practice to the stage.

And, as the passages from Ai schyl os show, Euripi des was not

Taplin, Stagecraft, 121-127.

65Li nes 120-122 and 131-133.
TOoAAGKL &' eumitve ELV Aakidt
ALvooLlVEL
2180ViQg KOAVTTPQ.

66Li nes 555-556, 1258-1260, and perhaps nost specifically
1597, "Then he | oosened his squalid clothes" (et é\vce dvomivelg
OTOMGG) .
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actually the first to dress nmajor characters in ragged
clothing. There are nore exanples from Euri pi des of the use
of rags and tatters than fromthe other two tragedi ans from
whom we have full plays, which nmay be due to the fact that
there are nore plays by Euripides extant than by both of the
other two together. It is also possible that Euripides was
responsi bl e for popul arizing the practice of using tattered
costunes, especially considering that Sophokles, on the
evi dence we have, seens possibly to have taken up the
practice after Euripides began to nmake extensive use of it.
VW have seen that the dramatists of the fifth century
have given us sone vague indications of what tragic costune
woul d have | ooked |ike. Categories such as nationality or
the state of nmourning seemto have been indicated, sonetines-
-especially in the case of nourning--by color as well as
style. Color may al so have been used synbolically, as in the
case of the red cloths that dytemestra set out for
Aganmermon to wal k on, and thematically, if Rehm s readi ng of
the red cloaks for the Eunenides is to be considered correct.
That garnments of both solid colors and multi-col ored
patterns were in use is also established by the texts of the
plays, but there is little if any indication given for the
details of style and type of garnent, other than the
occasional nention of veils, and the references both to
el egant, |uxurious garnents and to rags. Little nentionis

made of footwear--and none that gives us any specific details
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of the appearance of shoes or boots--and nothing at all is
sai d about masks. Thus, for any sort of visual detail we

nmust | ook at what art works we have fromthe period.

Fig. I'l,1. Part of a tragic chorus. Attic red-figure krater
in the Anti kennuseum and Sanmm ung Ludwi g, Basel, 500-480 BC.
Photo by D eter Wdner, courtesy of the Antikennmuseum and

Sanmm ung Ludwi g.

The Evidence from Contenporary Wrks of Art

The earliest known work of art to depict any aspect of a
tragedy is an Attic red-figure krater dated between 500 and
480 BC in Basel (fig. Il1,1). Interpretations of the structure
and figure on the left of the scene differ. Hammond and Moon
see the structure as an altar (thymele) upon which an actor
portraying a suppliant is seated (380). Gasparri also
identifies the structure as an altar, but sees the figure as

an i mage of Dionysos placed behind it (LIMCIII, 1, 494).
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Both Sinmon (AT 9) and Taplin (CanbrConp 70, n. 2), however,
identify the structure as a tonb, and the figure as a ghost
rising fromit. The figure appears fromthe upper part of
the wai st up, which to ne indicates either that he is
standi ng behind the structure or that we are seeing a herm
i ke bust placed on the structure. Al scholars of this piece
agree that the group before the structure is a segnent of a
tragic chorus. This group consists of three pairs of young
men wth alnost identical clothing and hairstyles, their arns
uprai sed and their right feet kicking forward and left |egs
back wi th knees bent, a pose that is certainly suggestive of
a dance. It is this dance pose, as well as the simlarity of
dress and hair, that has led to the identification of the
young nmen as a chorus. Furthernore, the features of their
faces are very simlar, their nouths are shown as open with
nonsense inscriptions issuing fromthem and the three
nearest the viewer have lines extending along their jaws to
their ears, so that it is quite possible that the artist was
depi cti ng masks and the song of the chorus.

Their costume consists of a short, finely pleated chiton
with the indication of sone sort of border at the hem and a
thin dark line of trimabout a hand’s length up fromthe hem
Over this chiton each young man wears a wai st-length cuirass
with a fringe at its bottomedge. The cuirasses are highly
decorated, each one with avariation of a nmeander pattern--

usually in a band around the chest, but covering nost of the
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cuirass in the young man on the far right. Each cuirass is
al so bedecked with other notifs, such as solid horizontal
bands, rosettes, checkerboard patterns, and even a running
human figure on the cuirass of the left front young man. The
armhol es of at |least two of the cuirasses are bordered by a
spotted band that nay be neant to indicate sone sort of
animal hide. The cuirasses and short chitons are indicative
of mlitary wear, and thus this may have been a chorus in the
role of soldiers (Taplin, CanbrConp 70). Their hair, or nore
accurately the hair of the masks, is worn in long ringlets
down their backs and is held off their faces by decorated
di adens which cone to a small point above the center of the
f or ehead.

Per haps the nost striking aspect of the costum ng of

this chorus is that they are barefoot.®% Hamond and Mon

argue that dancing barefoot, or with only a light slipper or
pul I -on sock, was standard practice for the chorus at this
time, so that the soil which they state covered the orchestra
woul d not be cut up by marks from boot heels (381). They cite
in support of their hypothesis that the orchestra was covered
by soil line 683 of the Persai, in which the chorus digs into
the soil with their staffs, and that “the danmage coul d have

been nade good between plays” (381). |If this is indeed true,

67Green sees traces of footwear in the lines visible on
the | eft ankles of the nearer figures (“Depicting” 35). This
interpretation is somewhat unlikely, though, since individual
toes are delineated on the left feet of these figures.
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it seens to be sonething of an argunent agai nst, rather than

in favor of, their belief that the chorus danced barefoot in
order to avoid |leaving marks in the soil.% Even though their

reasoning is |l ess than convincing, Harmond and Moon are the
only scholars | can find who attenpt to explain why the
chorus on the Basel krater should be shown barefoot. Most
researchers have avoi ded conment on the matter entirely;
Taplin contents hinself with the statenent that “bare feet
seemto be standard for choruses” (CanbrConp 70). The matter
seens to ne, though, to be quite sinple. The dancing
required of the chorus, fromall indications, could at tines
be quite lively and athletic; they were always required to be
conpl etely synchroni zed and in control, whether the dance was
fast or slow, lively or static. A shoe or boot with a hard
sol e can make bending the foot difficult, and can also slip
on a dance surface, whether that surface be a snooth and
solid one, or sonething covered with sand or dirt. A

i ghtwei ght shoe or sock can elimnate many of these

probl ens, although they can still cause slipping. Bare feet
are often the best solution of all, in that nothing restricts

their bending, and they tend not to slip on any likely

68l n Persai 683, the ghost of Darius, rising fromthe

grave, says:
OTEVEL, KEKOTTOL, KOl XOPACCETOL TESOV,

innm translation, “The ground noans, it has been stricken
and is furrowed.” There is no real indication here, or
el sewhere in the text, that the chorus has actually nmade
these marks on the acting surface. This, then, is one nore
poi nt agai nst Hanmond and Mbon’ s theory.
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danci ng surface. Thus, choruses probably often went baref oot
for purely practical reasons. The choruses of plays that

m ght have required | ess strenuous dancing mght well have
been shod.

A pair of nen dressed very simlarly to the chorus
menbers on the Basel krater appear on an Attic hydria dating
fromjust a few years later, between 490 and 470 BC (fig.
I1,2). Hernes is leading the two nen toward D onysos.
Judging fromtheir gestures, the pair are in quite a state of
perturbation at facing the two gods; the man on the left
seens to be holding his partner back as the latter is being
pul led forward, |left hand raised in surprise or

supplication.® The costumng of these two nen is very

simlar to that of the soldier-chorus on the Basel krater,

i ncl udi ng the banded decoration of the pleated chiton, and
the fringed, highly decorated cuirasses, although in this
case the decoration consists of a notif of palnettes. These
two nen al so have identical facial features and hairstyles,
the latter being held this time by weaths of |eaves--

Gasparri suggests ivy (I, 1, 494). Unlike the chorus of

69Bot h i n phot ographs of this vase and in the early
drawi ng reproduced here (fig. 8) there appear to be traces of
at least two figures between Hernes and the second chorus-
sol di er, one whose right hand Hermes grasps and whose | eft
hand is raised simlarly to that of the soldier, and one who
grasps the soldier’s right hand, pulling himforward. | have
found no explanation for this--indeed, | have seen no nention
of it anywhere--but it is not relevant to the di scussion
her e.
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t he Basel krater, these two are bearded, but their nouths are
open and words are issuing fromat |east one of them so this

could well be the sane sort of depiction of a mask as we have

Fig. I'l1,2. Hernmes introducing chorus-nenbers to D onysos.
Attic red-figure hydria, 490-470 BC. Drawi ng from Gerhard,

Auser | esene Giechi sche Vasenbilder |, plates 50-51, 1-2.

already seen. Finally, these two nen are al so shown as
barefoot. One other indication that this is a scene rel ated
to the theatre is that in the sanme hand as he holds the
caduceus, Hernes is carrying what seens to be a tied-up
docunment of sone sort. Gerhard sees this as |aws handed down
by D onysos the Lawgi ver (178-179). Geen’ s explanation,
however --that chorus nmenbers and a winning play are being

presented, with a certain anount of awe, to the patron of the
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festival in which they have just conpeted--seens to nme nore
i kely (TAGS 84).

These two vases give us an indication of the costune of
at | east sonme chorus nenbers in the early part of the fifth
century. The nmasks seemto be quite naturalistic, not at al
exaggerated or grotesque. These nmen’'s costunes are
recogni sabl e as being those of soldiers, not too different--
except for the ostentatious decoration of the cuirasses--from
that worn by real soldiers of the period. O course, not al
chorus nenbers of this tinme were dressed as soldiers; for
exanpl e, there are the bl ack-robed Choephoroi discussed
above. The inplication we get fromthese two vases is that
chorus nenbers would be dressed simlarly to, if sonewhat
nore ornately than, their counterparts in real life.

Finally, there is the indication that chorus nenbers
woul d have gone barefoot or, as Hammond and Moon suggest ed,
have worn a light slipper or sock. Both of these vases show
the chorus nmen as barefoot, and as | discussed above, it
seens to ne to have been a practical way of dealing with the
nmovenents they were expected to carry out.

The earliest extant depiction of the costune of actors,
rat her than that of chorus nenbers, appears on the fragnents
of an Attic red-figure vase dated to 470-460 BC (fig.l1I,3).
The | argest section, consisting of two joined pieces, shows
the | ower half of a boy, probably an attendant, who carries a

mask by neans of a strap in his right hand (fig.11,3a). This
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mask, shown frontally, presents a white, rather round face
with a long, thin nose, eyes which the artist has painted
naturally rather than left blank, and a very small nouth with

lips slightly apart. The dark hair is parted in the center

Fig. 11,3. Fragnents of an Attic red-figure oinochoe, 470-
460 BC, in the Agora Museum Athens. Photo courtesy of the
Anerican School of O assical Studies at Athens: Agora

Excavati ons.

and conbed into two wi ngs over the forehead, and is cropped
at the level of the cheekbones. It is held in place wth a
broad purple fillet across the forehead which is tied at the
viewer's left. The mask has been associ ated by Lucy Tal cott

with the ninth of the wonen's tragic nmasks |isted by Poll ux,
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the mask of a maiden in nourning, with cropped hair.” It

does not vary greatly in appearance fromthe scul ptural style
of the period, as is evidenced in such pieces as the heads of
the Lapith mai dens fromthe west pedi nent of the Tenpl e of
Zeus at Aynpia.’l This has |led to specul ation that the masks
of this period did not differ greatly in appearance from
current scul ptural nodels. Pickard-Canbridge has noted that
the nouth is only slightly open, and suggests that this fact
in addition to the eyes having been painted in rather than
left blank is evidence that the artist was not reproducing
the mask exactly as it appeared, but in the scul ptura
conventions of his time (DFAL, 179; DFA?, 181). This is quite
likely the case, but it should be noted that, given the nouth
openi ngs of the chorus masks di scussed above (figs. 11,1, and
I1,2) as well as those of masks di scussed below (figs. II,4,

11,9, and 1,2 and 11,8), the actual nmasks of this period did

70Tal cott 270, who quotes Pol |l ux as follows: *md¢ kovpiuog
TOPOEVOG AVTL OYKOV EXEL TPLYDV KOTEYNYUEVOV SLAKPLOLY, KOl BPoyE0 €V KUKA®
TEPLKEKAPTOL, VT®YPOG OE v xpowdv. ” In ny translation: “The
cropped- hair nai den has instead of an onkos a part in her
snoot hl y-conbed hair that is cut short all around in a
circle, and a very pal e conpl exion.”

71Tal cott, 271; also Sinon, AT 10. Talcott also cites in
conpari son the head of Athena fromthe Stynphalian birds
nmet ope of this same tenple, and the face of the Del ph
charioteer. Particularly clear photographs of the faces from
the Aynpia tenple can be found in Gerhart Rodenwal dt,
AQynpia, plates 49-53, 60-61 (Lapith maidens), 67 (Athena).
For the Del phi charioteer, see Brunilde Sigisnondo R dgway,
The Severe Style in Geek Scul pture, figure 47.
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not have particularly w de-open nouths, and thus the arti st
of this particular fragment probably changed t he appearance
of the mask very little, if at all. As for the purple
fillet, Talcott notes that although in vase painting such an
ornanent is generally worn by maenads, it can al so be
associated with victory and with nmourning. This |ast
associ ation would certainly be the appropriate one for a
mai den with shorn hair; several passages fromfifth-century
tragedi es nmention hair having been cut for nourning, as is
di scussed in the first section of this chapter.

QG her elenents of theatrical costum ng are suggested by
t hese fragnments. The boy hol ding the mask woul d probably not
have appeared on stage as he is shown here, being nude except
for a chlanys suspended fromhis |left shoulder, and in fact

he probably was an attendant to the actors, never appearing
on stage at all.’2 Preserved next to him however, is the

right foot of a figure who is noving away fromthe boy. This
figure wears an ankle-length, finely-pleated chiton, over
which is placed a heavier, tighter-fitting garnment that
reaches to about knee-level, the hemof which is just
visible. The chiton is of a solid color and undecorated; the
garment worn above it has a solid-color band at its hem and

is of a darker color above this band. It is inpossible to

72Tal cott, 269 n. 6, discusses the reasons for
identifying the boy as an attendant, and |ists other exanples
of attendant boys.
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tell whether or not this garnent had any figured decoration
as not enough of it survives to preserve any ornanentation.
The foot itself is wearing a |ightweight boot or shoe with an
extended, turned-up toe. Two simlar pieces of footwear
appear on the other two |arge fragnents of the vase (fig.
I1,3b and c). In figure Il,3b, we see such a boot or shoe

whi ch shows clearly how the toe curls up; the toe of the
character's other foot is just barely visible next to it.
Also visible is the hemof another finely pleated, ankle-
length chiton, that is held close to the | eg by banded hem of
a second garnent that appears simlar to the one visible in
figure 11,3a. W get nore information fromthis garnment than
fromthe other, in that we can see above the wi de dark band a
very narrow band, and above that an expanse of solid color up
to about knee | evel, which suggests that both garnents nay
have been of a solid color except for the dark bands near
their hens.

Figure I1,3c shows us the toe of another boot or shoe
with a turned-up toe. This one has a |line extending
backwards fromthe base of the toes which nmay be decoration
or may be an indication of the top of a |lowcut slipper. At
any rate, depicted on this vase were at |east three figures
wearing |lightweight, flexible (as evidenced by the bendi ng of
the wal king foot in figure Il,3a) footwear w th pointed,

t urned- up toes.
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Simlar footwear is depicted on an Attic red-figure bel
krater of about 460 BC, currently in the Miseo Nazional e
Archeologico in Ferrara (fig. I1,4). W see two actors here,
the one on the right fully costunmed and in the mdst of a

dance nove, while the other stands by, holding a mask with

Fig. 11,4, Attic red-figure bell-krater in the Miseo
Nazi onal e Archeol ogi co, Ferrara. Photo courtesy of the Miseo

Nazi onal e Archeol ogi co.

his left hand.”® The boots worn by the actor on the right

73t is possible that this second figure is not an actor
at all, but an attendant, as in the Agora fragnent (fig.
I1,3a). H s apparent youth and the fact that he is hol ding
the mask argue for this view, the fact that he is fully and
el aborately clothed argues against it. Cf. Pickard-
Canbridge, DFA2, 182. G een, on the other hand, notes that

i n such backstage scenes, figures that are nasked are al ways
depicted as acting their parts, while those who are not yet
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are, judging by the bending of the feet, quite flexible, and
definitely turn up at the toes. The footwear of the figure
who holds the nmask is sonmewhat nore difficult to judge. At
first glance, the figure's left foot appears to be drawn in
three-quarters profile while the right foot is shown
frontally. Each foot is marked by a line roughly in the
shape of an inverted V at the base of each leg. This line
gi ves the appearance on the figure’s right (frontal) foot of
bei ng an indication of the turned-up toe of the shoe, but
this cannot be the case for the alnost identical Iine on the
other foot, as the toe is shown extending sone distance to
the viewer’'s right fromthe ankle. There seemto be two
expl anations for these lines, neither of which is entirely
satisfactory. The first possibility is that sone of the
figure’s right foot is mssing--there is a crack at this
point--and it was originally painted in three-quarters
profile, as was the other foot. This would nake the line
sone sort of decorative schene on the ankle of each boot.
The other possibility is that the figure’'s left foot is not
actually shown in three-quarters profile, but is actually
shown frontally, just rather clunsily painted, and thus the
lines are neant to denote turned-up toes. Although the first
alternative is perhaps nore likely, it is difficult to

under st and what decorative schene m ght have been neant here.

masked are shown as “theatrical” (“Depicting” 40-41).
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Pi ckard- Canbri dge addresses this difficulty, saying that the
footwear “has no points, but whether the random draw ng

i ndicates soles on calf-length boots or the top of sandals
seens extrenely uncertain” (DFA2, 182). In favor of the

second theory, on the other hand, sonme parts of the vase,
nost notably the mask this figure is holding, are very
crudely drawn. Erika Sinon seens to agree with this
interpretation, stating that the “flat pointed shoes are
drawn frontally” (AT 14).

The clothing worn by both figures is, however, quite
easy to distinguish. The young nan on the left is wearing an
ankl e-l1ength pleated chiton of a solid color and no
decoration. Over this he wears a himation, also of a solid
color, but with a decorative border indicated all around it.
The himation is fastened on his right shoul der, |eaving his
left armfree. The mask he is carrying is that of a
beardl ess young man. It has curly hair to about chin length
whi ch is drawn back behind the ears, naturally-shaped eyes
t hat have been painted in, and a long, thin nose simlar to
that of the mask in the Athens fragment di scussed above (fig.
I1,3). The area of the nouth has been damaged sonmewhat, but
it seens that the artist has indicated an open nouth by the
sinpl e device of drawing a single line in a rough oval shape.

It has been suggested that this is a mask of the young
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Di onysos. 4 This identification is |argely suggested by the

clothing of the second figure, who is also wearing an ankl e-
I ength chiton, less finely pleated than his conpanion’s.
Over this he wears a fawn’s skin or nebris, the
characteristic garnent of a maenad. Thus, he seens to be a
nmenber of a chorus of naenads. The nask bears out this
identification, being that of a young woman with her hair
bound back in a sakkos, except for a |lock that escapes over
her cheek. The smallish eyes are not painted in, the nose is
a straight line fromthe forehead, and the nouth is shown
partly open

A very simlar nmask appears on an Attic red-figure
pel i ke fromabout 430 BCin Boston (fig. I1,5). On this vase
we see two actors in the process of dressing. The one on the
left is fully clothed, and is holding a mantl e or sone other
large cloth bundled in his left hand, while his right hand is
raised in a gesture; he is perhaps rehearsing a bit of the
play. He already wears his mask, but it is partially
obscured by his upraised arm |t seens identical, however,
to the mask |ying before himon the ground, probably
bel onging to the other figure who has not conpl eted dressing.
It is the mask of a woman, similar in outline and contour to
the mask on the Ferrara krater (fig. 11,4), although the hair

on this one is held back by a wide band and is shaped into a

74Si mon, AT, 14; Pickard-Canbridge, DFA2, 182.
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Fig. 11,5 Attic red-figure pelike, c. 430 BC, in the Boston
Museum of Fine Arts. Henry Lillie Pierce fund, 1898.

Courtesy, Museumof Fine Arts, Boston.

| arge knot or bun at the nape of the neck. As in the mask on
the Ferrara krater, the nose comes in a straight line from
the forehead, and the nmouth is slightly open. These details
can be seen as well on the nmask worn by the first figure on
this vase. The eyes of the mask on the ground are not
visible in any of the photographs of the vase (although they
do appear in line-draw ngs, e.g. Furtwangler/Reichhold I,
fig. 62), but those of the mask that is worn are in ordinary
proportion to the face, as are both sets visible in the old

| i ne-draw ngs.



76

Both actors are dressed in md-cal f-length chitons that
are pinned, peplos-fashion, only above their shoul ders,
| eaving their arns bare. The actor on the right is still in
t he process of dressing, putting on his boots, which we can
clearly see are soft and sonmewhat |oose-fitting, turning up
at the toes. The other actor is already wearing identical
boots, flexible and thin-soled, the sane general pattern we
have seen in the other depictions of footwear. Note also
that the dressing actor wears a wi de band around his brow
Bi eber suggests that it is there to help hold his mask in
pl ace (HGRT 26), but it seens to ne nore likely that its
purpose is to help prevent the nmask from chafing his skin.
Since the two actors are dressed the sanme and have identica
masks, they are probably nenbers of a chorus; thus in
Peri kl ean times, when the vase was made, the chorus could
wear shoes, and there is nothing to say that it wasn't at
| east sonetinmes the practice earlier in the century.

What appears to be a barefoot chorus is depicted on a
set of fragnments of an Attic red-figure krater of about 400
BC in Wirzburg (fig. 11,6). These fragnents seemto show at

| east one figure, who appears to be an enthroned deity
(Pi ckar d- Canbri dge, DFA2 187), surrounded by a chorus and a

flute-player. The figures, other than the seated deity, are
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Fig. Il,6. Fragnents of an Attic red-figure krater, c. 400

BC,

in the Martin von Wagner Museum der Universitat Wirzburg.
Photo courtesy of the Martin von Wagner Miseum der

Uni versitat Wir zburg.
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dressed simlarly in highly-decorated, ankle-Ilength robes--
some with long, tight sleeves--and all are hol ding wonen’s
masks in their hands, except for one who has a flute in each
hand. Al of the feet we see are bare. The masks are al
identical, the faces white and sonewhat square, topped by
unruly curly hair. As we’'ve seen in other artistic
representations of masks, the eyes have been painted in; they
are not particularly large in proportion to the face. These
masks differ fromthose we have seen before, though, in that
the nmout hs are shown quite wi de open. The noses are al so
shorter and broader than we have seen before.

The clothing of these figures is quite interesting. The
flute-player--who is identifiable by the flutes he carries,
one in each hand--is dressed nmuch like his brethren di scussed
in Chapter I. That is, he wears a long, highly decorated
robe with wist-length, tight sleeves. It is interesting to
note that his hair is chin-length and curly, somewhat simlar
to that of the masks, and is bound by both a fillet and a

weath of |eaves.’® The decoration of the shoul ders of the

robe is a notif of stylized | eaves, ending in a set-off band
of spirals at the top of the chest. Belowthis band is a

geonetric pattern of elongated triangl es and di anonds

75Pi ckar d- Canbri dge suggests that the curly hair, which
al so appears on the actors, is the result of the artist being
unwi I ling to highlight the contrast between the fenale
characters and nmal e chorus nenbers (DFA2, 187-188). A flute-
pl ayer, of course, would not wear an actual nask, since he
woul d not be able to play his instrunent through it.
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extending to the waist. Fromthe waist down the robe is
shown as pleated with tiny crosses interspersed in an
otherwise plain field. The fragnent breaks off just bel ow
the flute-player’s knees, so it is unknown whet her the hem of
the robe had a decorative border. The sleeves are covered in
a small checkerboard pattern. This sane pattern appears on

t he sl eeves of one of the visible chorus-nmenbers whose armis
shown next to the enthroned deity, but two other chorus-
menbers appear to be wearing sl eevel ess robes.

The best-preserved figure of a chorus-nenber appears to
the viewer’s right of the flute-player. This seated figure
wears a sl eevel ess robe, the shoul ders of which are decorated
with a panel of griffins, below which is a band of spirals,
like that on the flute-player’s chest. Belowthis band is a
wave pattern bel ow which the rest of the robe falls in
pl eats, undecorated except for scattered tiny circles, down
to three decorative bands at the hem of waves, spirals, and
a geonetric pattern, reading fromtop to bottom A black
belt decorated with evenly spaced white dots is fastened
slightly above the waistline. The actor’s bare feet are
pl ainly shown, and he holds his mask upright in his |eft
hand.

Anot her chorus-nenber appears to the viewer’s left of
the flute-player. He holds his mask up high in his left
hand. H s left armis bare. Hs robe seens to be a

duplicate of that of the previous chorus-nenber, except that
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it has a wave pattern around the neckline rather than
griffins at the shoulder. Above himis a bare foot and the
hem of a robe that is decorated with a wave pattern, above
which is a band of spirals and a pattern of el ongated
triangl es, above which extends the sane sort of area
decorated only with scattered tiny circles that we see on the
first chorus-nmenber’s robe.

These pi eces contain valuable information about the
costum ng of tragedy in Athens at the end of the fifth
century, but their fragnmentary nature nmakes it difficult to
get a clear picture of the whole. Several other works of art
fromabout this tinme, though, can nake the visualization of
the costumng clearer. One such work is a krater in Ferrara
that is dated to the beginning of the fourth century BC (fig.
[1,7). It shows a seated D onysos surrounded by figures from
tragedy. On the viewer’s right of the god is a seated wonman
with a mask in each hand, and further to the right stands a
bearded nman. Both of these figures are dressed in robes with
patterns simlar to those seen on the Wirzburg fragnents
(fig. 111,6), with bands of wave patterns and el ongated
triangles. The bearded man wears the clothing of an actor, a
hi ghly decorated, pleated robe over which a himation has been
draped from about the waist |evel to about md-calf. The
himation is bordered with a wave pattern and has el ongat ed
triangles extending into its center. Near the top border is

al so a wide band of what |ooks |ike hal f-sunbursts or hal ves
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of daisy-like flowers. It is difficult to tell froma

phot ogr aph whet her the robe is sleeved or not, although there

Fig. Il,7. Attic red-figure bell-krater, early fourth
century BC, in Ferrara. Photo courtesy of the Miseo

Archeol ogi co Nazi onal e, Ferrara.

seens to be sone sort of faint patterning on the actor’s
right arm what |ooks Iike part of the himation, with a
vertical line of black triangles, covers his left arm The
robe is belted by a black band with white dots, |like the
belts on the Wirzburg fragnents, although this one is worn

| oosely at wai st |evel.
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The figure holding the nmasks is dressed in a highly-
decorated, sleeveless robe that seens to be worn over a
i ghtweight chiton, the right “sleeve” of which, covered with
a speckled pattern, is visible. The mask in her |eft hand,
shown frontally, is simlar to the masks of the Wirzburg
fragments, with the squarish face, snmall eyes, and open
nmout h, although its hair is long and stringy, rather than
short and curly. The mask in her right hand, shown in
profile, has curlier hair, bound by a weath of |eaves, and a
| ong, straight nose |like those on the Boston pelike and the
ot her krater fromFerrara (figs. 11,5 and |1, 4,
respectively). The identity of this figure is sonething of a
puzzle, in that it has the figure and features of a wonan.
She is seated in the sane area as D onysos al though slightly
above him (whatever they are sitting on is not visible in the
phot ograph). Her hair is bound by the sane sort of weath,
probably ivy, as that worn by the mask in her right hand.
Her robe is simlar to that of an actor, but of course there
were no wonen tragic actors at this tinme. D onysos' consort
Ariadne is often shown seated wth him but in no surviving
pi eces does she wear a tragic robe or carry masks, nor can |
t hink of any reason why she should be so depicted. Geen
suggests that this is an exanple of the artist’s transform ng
the actor who plays a wonan’s part into a wonman ( TAGS 86).

Wiile this explanation is possible, | tend to doubt it,
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because a nuch better explanation has been put forward for a
simlar figure that appears in a very fanous vase in Naples.
The volute krater that is generally known as the
Prononos vase or the Satyr-Play vase al so shows a scene of
D onysos surrounded by figures fromthe theatre (figs. 1,2
and 11,8). Here, the god | eans back on a couch with his
consort Ariadne at his side, and at the end of the couch
perches a wonan dressed in a | ong-sl eeved, highly decorated
robe and holding a single mask in her left hand. Geen again
identifies this figure as an actor whomthe artist has

partially transformed into his female character.’® Wat seens

to me a nmuch nore convincing view, though, has been set out
very clearly by Erika Sinmon (AT 17-19). She argues that none
of the figures portrayed on the vase except this wonman seem
to see Dionysos and Ariadne, and therefore the divine couple
is being portrayed as invisible to nortals. Furthernore, she
is seated on the sane couch as D onysos and his wife and, a
poi nt that Sinon neglects to nmention, she is interacting with
the wi nged Eros-1ike boy |abelled Himeros (Desire), an

obvi ously non-human figure. Thus, this woman, since she is

76TAGS 85. Pickard-Canbridge is less definite in this
identification, stating “that the face is fenale seens | ess
certain,” but discussing her in the sanme passage in which he
has pointed out that the faces of the two costuned actors are
painted to resenble the nmasks they carry, and therefore their
characters (DFA2, 187). Taplin, w thout actually addressing
the problem also seens to go along with this interpretation,
conmenting on the “fascinating blurring of the worlds of
actors and play” on this vase (CanbrConp, 73).
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hol ding a mask fromthe play that the human figures are

involved with but interacts with the divine figures, is

portrayed as a nedi ator between the sphere of the gods and

Fig. Il1,8. Line-drawing of the Prononos Vase (see fig. 1,2),
Attic red-figure volute krater, c. 400 BC. Draw ng: Bieber,
DTA fig. 97.

that of the human actors. Bieber suggests that this woman is
meant to be Paidia, the personification of the play (HGRT
10); Sinon concurs, citing Heide Froning, who in her detail ed

di scussion of the problemcredits Bieber with the origination
of the idea, something Sinon neglected to nention.’” The

female figure on the Ferrara krater (fig. I1,7) also seens to
be maki ng eye contact with D onysos, while the actor on her

ot her side gazes above both of their heads. Furthernore, she

77Si mon, AT 19, Froning, 10. Trendall and Wbster al so
see her as sonething other than nortal, although they are
unsure of her function, referring to her as “a nmaenad?” (1 GD
29).
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appears to be perched on the end of the sane seat as D onysos
sits upon, her position--except for her right hand hol di ng
t he second mask--identical to that of “Paidia” on the
Prononos vase. Thus, she too, then, should be considered a
personification of a play.

It is generally agreed that the Prononos vase (figs. 1,2
and 11,8) is either a representation of a panel painting
dedi cated in the sanctuary of D onysos in Athens by the
famous flute-player Prononos, ’® or was itself conm ssioned in
celebration of a victory, perhaps by the flute-player or by
sonmeone else.”™ At any rate, it is a scene set in the

sanctuary of Dionysos after what seens to have been a w nning
performance, judging fromthe tripods--the general dedication
after a victory in a dramatic festival--that flank the
figures on the upper register. The cast of a satyr-play is
depicted, with the nmenbers of the satyr-chorus in their
trunks with attached tails and phalloi, and an actor dressed

as Papposi |l enos standing next to the tripod on the right

78See Sinmon, AT 17. The fame of Prononos is recorded by

Pausanias (I X, 12, 4-6), and in an epigram (Anth. Pal. XV,
28):

"EALGG pev OnPog TpoTEPOG TPOVKPLVEV £V QVAOLG,
OnPat 8¢ Ipovouov, motda tov Otviddov.

G eece prefers Thebes before all others when it comes to

flutes,
and Thebes prefers Prononos, son of Q ni ados.

79Taplin, CA 8 and Canbr. Conp., 73.
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side.8% The flute-player Prononos, centered bel ow the couch

of Ariadne and Dionysos (a place of honor which |eads to the
assunption that he conm ssioned the painting), is dressed in
the typical flute-player's costunme as di scussed in Chapter |
The two actors who flank the couch and the "Paidia™ figure
are dressed in the sane style of tragic garb we have seen in
ot her vases of the last part of the fifth century.

The actor to the viewer's |eft of D onysos hol ds a nask
whi ch seens to be that of an eastern king, since it appears
to have a pointed, Phrygian-style tiara or hat with which the
actor is carrying the mask. The tiara is decorated with
spirals or waves. The face of the nmask shows a somewhat
triangul ar forehead franed by dark, curly hair that continues
into the beard. The eyes are painted in, as we have seen on

other fifth-century paintings of masks, and the eyebrows are

80For the simlarities between the costum ng of tragedy

and satyr-play, see Chapter Il, note 41 above. Roman sources
also indicate that this was the general practice at that
time; e.g. Horace, Sat. |, v, 63-64:

pastorem saltaret uti Cycl opa rogabat:

nil illi larva aut tragicis opus esse cothurnis.

"He asked himto dance as Cycl ops the shepherd:
he woul d need no nmask nor tragic boots."

Al so, the discussion of the satyr-play in Horace's Ars
Poetica, |ines 227-229, states:
ne qui cungue deus, qui cungue adhi bebitur heros,
regali conspectus in auro nuper et ostro,
mgret in obscuras humli sernone tabernas.

Don't | et someone who has been put on as a god or a
hero, recently seen in royal gold and purple,
wander into dark taverns with common speech.



87

heavy and dark. The nmouth is shown as rectangular and quite
wi de open.

The actor is wearing an ankle-length robe with a
hi mation over it. The robe has bands of decoration which
along with the bands of spirals and waves we have seen before
al so present a panel of the forequarters of horses; bands of
waves run vertically along the tight sleeves. The bands of
decoration continue to the waist, where a black belt with
white spots is worn loosely, simlarly to those on the
Ferrara krater (fig. 11,7). The robe fromthe waist down is
covered in an intricate series of dots and |ines that may be
arranged in sone sort of a vegetal pattern; nost of it is
hi dden by the himation, so it is difficult to tell for
certain.81 At the hemis a band of spirals, above which is a
band of |arge pal mleaves. The himation that covers so much
of the robe is worn draped over his |left shoul der and arm
and is pulled around fromthe back slightly bel ow wai st | evel
to be gripped in his left hand. The top and bottom edges are
decorated with bands of spirals, and further inward with
friezes of figures of men and/or gods--some seemto have
Wi ngs, while others appear to be on horseback. A bl ank

central area is bordered on both sides by a band of waves.

81This pattern is indicated only in the photograph of the
vase (fig. 1,2). The line drawing (fig. I1,8) shows only
crosses, asterisks, and blobs in no discernible pattern.
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This actor is wearing boots simlar in outline to those
we have seen before, with thin soles and upturned toes.

These, however, are nearly as decorated as his costune, with
a pattern of springing |lines above the toes and instep (which
m ght be an indication of |acing or of puckering of the
boots, rather than a decoration), spirals at the ankle, and
at | east one band of spirals or waves just above the ankle;
above this band are lines that may indicate nore decoration,
or may be just an indication of the lacing of the boots.
There are a fewlines on the left heel that mght al so be
decorati ve.

The actor standing on the far side of the couch, between
"Pardia" and Papposilenos, is costuned as Herakles (see al so
Chap. Il, 43). H s robe, while only knee-Ilength, shows mnuch
the sanme patterning around the hemas that of the other
actor, and his sleeves have the sane vertical bands of waves.
The upper part of his robe is obscured by an unpatterned
cuirass; he wears a lion's skin flung over his |left shoul der
and he carries a club | eaning agai nst this sane shoul der.

Hs mask is simlar in features to that of the actor on the

| eft side of the couch, with a triangular forehead, painted-
in eyes, and rectangul ar, open nouth; it too has dark, curly
hai r and beard, and dark eyebrows, which in this mask are
sonmewhat el evated. Both of these masks--that of Herakles and
that of the actor to the left--are painted a pale yellow

The snout and ears of a lion's head appear above the hair,
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and the actor is carrying this mask by a strap. H's boots
are quite interesting, being knee-length and tied to fit
closely to the calf; the knob-Iike protuberences along the
sides mght be part of the fastenings, or may be purely
decorative. A narrow flap hangs fromthe top of his left
boot in the back. The soles are thin and the toes turn up.
Bands of decoration cover the entire boot fromthe top down
to the ankle. This suggests that the other actor's boots
were simlarly decorated up to their tops, but it is
inpossible to tell for certain what is nmeant by the |ines on
the first actor's boots.

The third figure on this vase who m ght give any
indication of tragic costune is the seated wonan or 'Paidia’.
She wears a robe that is very simlar to that of the actor to
the left of the couch. The only difference between the two
fromthe waist up is that the woman has a band of what seem
to be flowers just above the waist, in the spot where the man
has a band of waves; even their belts are worn in an
identical manner. The wonman's robe has nore el aborate
decoration around the hem consisting of a band of human
figures, a band of horseback riders, and a band of el ongated
triangl es reaching hal fway up her thighs. She is sitting on
a highly decorated himation that is al so draped around her
left arm The simlarities to the first actor's dress, not
to nention to that of figures we have seen on ot her vases,

marks this as a tragic costune. However, the wonman is
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barefoot, which to ny mnd is one nore argunent agai nst her
bei ng one of the actors, since the other two on this vase are
shown in very el aborate boots. She does hold a nmask, that of
a wonman with a white face, wearing a Phrygian tiara or hat
that is decorated with tiny white balls along its edges and
seans. The features of the nmask are difficult to determ ne.
They are not visible in the photographs of the vase. The
line-drawing | amusing shows themas quite tiny, the nouth
barely open. A painted reconstruction shows the eyes as a
little larger and bl ank, and the nouth about as open as those
on the Wirzburg fragnents (fig. I11,6).82

Simlar costunes to those we have seen on all of these
vases from about 400 BC appear on anot her of about the sane
time,called the Andronmeda krater (fig. I1,9; see also fig.
I,3). This vase seens to give sone indication of a scene
from Euri pi des' play Androneda, but it is in no way to be
consi dered a "phot ograph” of what appeared on stage. For
exanpl e, Perseus, identifiable both fromhis attributes of
sickle and bag with Medusa's head and through a witten
| abel , wears nothing nore than a hat, a chlamys, and a pair
of boots. Since there is no record of nudity on the fifth-

century stage, this is not an actor in costune, but a

82The pai nted reconstructi on was published in
Furt wangl er - Rei chhol d, pl. 143, whence Pi ckard- Canbri dge,
DEAL fig. 28, DEA?, fig. 49.
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representation of the nythical Perseus, the idea that the

actor would have portrayed. The central figure, however,

Fig. I'1,9. The "Androneda krater," Attic red-figure kal yx-

krater, c. 400 BC (see fig. 1,3). Photo: Bieber, DTAfig.
105.

| abel | ed Andronmeda, is dressed extrenely simlarly to the
actors on the Prononpbs Vase (figs. 1,2 and 11,8) and the
Ferrara krater (fig. 11,7). She wears a robe whose | ong

sl eeves have the same vertical wave patterns we have seen on
t hese ot her vases; its bodice and hemare decorated with
figured bands of the type that appear on these vases as well.
She has a cl oak attached to both shoul ders and hangi ng down
her back; it seens undecorated except for a solid band around

its lower hem She wears a tiara or Phrygian hat simlar to
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t hose on the masks on the Prononos vase, although this one
seens to consist of different-colored panels, with little or
no decoration. The nman seated at her feet, who is |abelled
as her father Kepheus, wears an identical tiara and nothing
el se except for a himation draped around his | ower body and
up over his left shoulder. Neither of their faces is painted
as a mask; the nouths are not open, and the eyes are painted
in. Androneda's feet are bare, as are her father's.

The figure above and to the right of Perseus is |abelled
as the goddess Aphrodite, and she appears to be wearing the
sanme robe that Androneda does, except hers is sl eevel ess.

She al so has a cloak very simlar to Androneda’'s. A third
figure, on the upper left, appears to be wearing stage
costune and is usually identified as a chorus nenber dressed

as an Ethiopian.8 It is probably a femal e character, dressed

in a short robe whose sleeves are decorated with bands of
vertical stripes. The body of the robe is patterned with
notifs we have seen el sewhere, and it ends at the knees.
Below the robe is a pair of tight-fitting pants or |eggings,
the sort pictured on many Amazons in Attic vase painting (see
Chapter |, 34-35 and fig. |,7), decorated with alternating

hori zontal zigzags and rows of dots. She is wearing sone

83See Bi eber, HGRT, 31; Walton, GIP, 150. Pickard-

Canbridge (DFAL, 217, DFA2, 200) identifies this figure as an
Et hi opi an, not necessarily a menber of the chorus.
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ki nd of shoes with thin soles, the toes of which are not
visible, so it is unknown whether they turned up.

This krater is a mxture of what actually appeared on
stage and the characters of the story as the audi ence was to
i magine themto be. If it were not for the subject (which
was undertaken by Euripides) and the close simlarity of
Androneda's robe to tragi c costunes on other vases of this
ti me which show scenes definitely connected to the theatre,
there would be little reason to think of this as a theatrica
representation. As it is, its main worth to this study lies
inits being one nore exanple of what seens to have been the
nost comon tragic costune of the late fifth century, and in
its possibly showing a nmenber of a tragic chorus in costune.

One ot her vase painting should be nentioned briefly
here, a fragnent of a late fifth-century red-figure volute

krater that has been published by J. R Geen.® The fragnent

depi cts a nude boy carrying two nasks, one of a Papposil enos
and the other--according to Geen--either of a satyr or, nore
likely, of a hero (238). This latter nask has short,

strai ght, dark hair and beard, painted-in eyes, and a round,
wi de-open nmouth. To the viewer's right of the boy is a

seated figure wearing knee-length boots with curlicues up the

84)J. R Geen, "Dedications of Masks," Revue
Archéol ogi que 1982, fasc. 2, 237-248, especially 237-238,
fig. 1. The piece is identified as a fragnent of a volute
krater of the very end of the fifth century, in a private
col lection in Swtzerland.
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sides and lacing up the front, thin soles, and turned-up
toes. The figure wears a robe with long, tight sleeves with
a vertical wave pattern; there is also a wave pattern across
the chest of the robe. It is inpossible to determ ne the
length of the robe. On the seated figure, the hem cones at
the top of the boots, that is to say, just bel ow knee-1evel.
This may be an indication of an ankle-length robe that has
been hi ked up, or of a volum nous knee-length robe that is
spilling over the knees of the seated figure. It is also
possi bl e that the robe woul d have reached slightly bel ow the
knee of a standing figure; the fact that no such length is
depi cted on any of the very few pieces we have that
illustrate tragic costune at this time does not nmean that no
such length was worn. At any rate, the robe hangs as if it
is constructed of a lightweight material; several pleats are
indicated. It is patterned with tiny crosses wdely
sprinkled, and has a band of a leaflike pattern at the hem
A heavier himation seens to lie across the figure's | ap above
his knees, and he is holding a spear or long sceptre in his
ri ght hand.

A last piece that docunents tragic costunme at the end of
the fifth century in Athens is a marble relief found in the
Peirai eus and currently in the National Archaeol ogical Miseum
in Athens (fig. I1,10; see also fig. I,1). It depicts three
actors standi ng before D onysos, who reclines on a couch with

a female figure seated at his feet. The two actors on the
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left hold large, flat, oval objects that are usually

considered to be tynpana, leading to a tentative

Fig. 11,10. Relief fromthe Peiraieus, c. 400 BC (see fig.
I,1). Photo: Bieber, DTA pl. 53.

identification of these actors as the cast of Euri pides'
Bacchai, which was produced in about 406 BC, within a
few years of this relief.8 The three actors are dressed

simlarly in floor-length peploi fastened at the tops of

their shoul ders; under these is sone sort of garnent with

85Bi eber, HGRT 32; Sinon, AT 11; Wbster, M TSP2 32, AS
1, and GIP 41. Smth, however, follow ng Robert, sees these
itenms as mrrors which the actors are using to hel p adj ust
their masks ("Footwear" 143). Their large size and the fact
that they have no handl es argue to ny m nd agai nst their
being mrrors.
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long, close-fitting sleeves. The peploi are all belted
slightly above the waist, falling in wide graceful folds from
this belt. The mddle actor seens to have a second, knee-

| engt h pepl os above his |onger one. There is no indication

of pattern on these garnments, other than sone winkling of
the sleeves, but it is quite likely that color and pattern

woul d have been painted on the surface. 86

Two of the actors are holding masks; it is generally
agreed that the actor on the |eft was wearing his mask, but
as his entire head is now mssing, it is inpossible to tel
what the mask woul d have | ooked |ike--or even if it ever was
there. The mddle actor's mask is the best preserved; it is
that of a bearded man with straight hair pulled back into a
knot at the nape of the neck. H's eyes are shown as hol | ow,
and of a natural size and shape. H's nose is |ong and hangs
over his mouth which is very wide open. H's forehead is
sonewhat hi gh, but does not seemto cone to a point. The
mask hel d by the actor standing nearest the couch is |ess

wel | preserved, so that there is some debate whether it is

meant to be a man's or a woman's. 8 It can definitely be

86\\ebster, GIP 41; M TSP2 32. According to Smth (143),
the relief was under water in the harbor at Peiraius from
sone point in antiquity until its discovery in nodern timnes.
Thus, it is not surprising that no trace of paint remains.

87Bi eber thinks that it may be either a wonan's nask or--
due to its masculine and fem nine qualities--that of a young
D onysos (DTA 105, HGRT 32). Pickard-Canbridge first
considered it a wonman's nmask (DFAL 179), but either later
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said, though, that its nouth is fairly w de open, and that a
wide fillet is bound about its brow

Al'l three actors are wearing |ightweight shoes or
(probably) boots. No detail survives on their surfaces--no
i ndication of soles or lacing or decoration--and the toes do
not turn up. A close examnation of the relief in person,
t hough, nmakes it definite that sonme sort of foot covering is
intended here, since no toes are indicated on the actors
feet, and their surface being of a coarser and nore nottl ed
texture than that of the bare feet of the wonan seated on the
couch, indicating that the covering was not nmeant to be skin.
This woman wears a nebris over her chiton, and is often

identified as a nenber of the nmaenad-chorus of the play that
the actors represent (Sinmon, AT 11; Wbster, M TSP? 32).

However, her position seated on the end of D onysos' couch
leads nme to identify her as a Paidia figure or

personification of the play, as we have seen on the vases

fromthis period.88

changed his mnd, or Gould and Lewis changed it for him so
to speak, since by DFA2 it was descri bed as probably

bel onging to an "ol di sh nman" (188). Wbster sees the nmask as
bearded, and thinks it mght represent a young king (M TSP2
32; also GIP 41). The mask is in slightly | ess good shape
now than it was when Bi eber, Pickard-Canbridge, and even
Wbster sawit, so that a definite dsterm nation of its type
wi || probably never be nade.

88This view is bol stered somewhat by two | abels that were
etched into the surface of the relief at an unknown point
sonetine after it was nade but before it went into the
harbor. The reclining figure is clearly |abelled AIONYXOX
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The evidence for tragic costune in the fifth century,
al t hough sonewhat scanty, permts the drawing of a few
concl usi ons. Masks throughout the century seemto be
relatively natural in appearance, perhaps simlar in style to
the scul pture of the period (cf. fig. Il,3a and note 69). As
the century advances, the nouths are shown as progressively
wi der, either as a reflection of a trend in the masks
t hensel ves, or due to artists gradually beginning to depict
what they actually see rather than the idea synbolized by the
mask. The various masks al so seemto have been painted in
colors that indicated gender--white for wonen (figs. 1,2,
1,3, 11,6), yellow for nmen (as on the Prononos vase, fig.
|,2). There is no indication of an onkos, although near the
end of the century sone foreheads are depicted as rather
unusual ly high (e.g. fig. 1,1), and the pointed Phrygi an cap
appears on sone masks that seemto denote Eastern royalty
(figs. 11,8, 11,9).

The depiction of clothing bears out at |east one piece
of information gathered fromthe plays: garnents of both
solid colors (figs. Il,4 and 11,5, perhaps fig. I1,10) and
multi-colored patterns (figs. 11,1, 11,2, 1I,6, 11,7, 11,8,
and 11,9) were enployed. By the end of the century, the robe

with long, tight-fitting sleeves was in common use, although

(Dionysos), while the fenmale figure's |abel is |ess |egible.
Robert, however, read it as ITAIAHA (Pai déa, a reasonabl e
variant of Paidia). See Smth, 143 and n. 1; Bieber, DTA
104.
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there is no secure evidence for its use before then. The
evidence fromthe early and mddle parts of the century
indicate that tragic garnents were simlar in style to
ordinary streetwear (figs. 11,4 and I1,5), although sonetines
nore el aborately decorated (figs. Il,1 and I1,2). The

garnments could be of varying | engths: above the knee (figs.

1,2 and I1,2), at the knee (fig. 11,8), md-calf (fig.
I1,5), to or slightly belowthe ankle (figs. 11,3, 11,4,
lH,6, 11,7, 11,8, and 11,9), and to the floor (fig. I1,10).

The depiction of tragic footwear of the period is
remarkably consistent fromthe earliest known exanple (fig.
I1,3)--dated to about 470 BG--to the end of the century. In
all the illustrations we see a boot, always appearing
i ghtweight and flexible and generally turning up at the toe.
It usually extends to the knee (although that in fig. 11,3
reaches only to md-calf), and generally it has sone sort of
decoration, ranging fromthe sinple band in fig. 11,3 to

Her akl es' el aborately patterned and decorated creations on

t he Prononos vase (figs. |,2 and 11,8). Bare feet seemto be
an option for tragic choruses (figs. 11,1, 11,2, and I1,6),
as well as satyr choruses (figs. 1,2 and 11,8).

Therefore, the evidence |I have found suggests that there
does not appear to have been any single "tragic costune” in
the age of the great tragic playwights. The testinony from
the plays of the period and fromextant works of art |eads ne

to think that actors and choruses were dressed in a nmanner so
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as to suggest the characters they were portraying, such as a
chorus of soldiers or of Furies, royal personages fromthe
East, or a Geek wonman in nmourning. This characterization
woul d have been tenpered by practical considerations. For
exanpl e, the nenbers of the soldier-chorus depicted in fig.
1,1, unlike any real-life soldiers, were barefoot, probably
to facilitate their dancing. And, since only three actors
could play all of the speaking roles, the costum ng of each
actor had to be such that it could--with Iittle or no change,
ot her than of nask--be feasible for every character that
actor played. It has been suggested that the use of |ong
sleeves in the theatre owes its adoption at least in part to
the need to disguise the male actor's arns for the tines when
he is playing a female role.8 This may wel| be sonething
that was adopted after practical experience showed its
necessity, since in many of the earlier works of art the
actors' arns appear to be bare, even when a fenal e character
is otherwise indicated (e.g. figs. Il1,4 and 11,5). Thus,

per haps the best description of tragic costumng in the fifth
century woul d be that which indicated the character being
enacted as well as possible given the practical restraints

i nposed by the nature of the perfornmance.

89Si mon, AT 13; Iris Brooke, Costune in Geek d assic
Drana 66.




Chapter 111
Tragic Costune in the Fourth Century
Literary works of the Roman period indicate that
beginning in the fifth century there was a great interest in
Athenian tragedy in the Greek cities of South Italy and

Sicily. The Life of Aischylos, for exanple, tells us that

the poet went to Sicily at the invitation of H eron of Cela
(8-11). He remmined there for two years, greatly honored by
H eron and the people of Geta, before he was killed by
accident. The citizens of Gela erected a magnificent tonb
for him which was fromthat point on visited by aspiring
tragedi ans, who recited their plays there, after having
offered sacrifices. Another tradition has it that the

At heni ans who were captured in the invasion of Syracuse (413
BCO) were treated nore leniently or even released if they

could recite passages fromthe nost recent plays of

Euri pi des.® The Sicilians and South Italians also furnished

9P| utarch, Nic. 29; see also Lefkowitz, The Lives of
the G eek Poets, 100.

101
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evidence of their interest in tragedy through their
production of works of art depicting tragic thenes.% This

body of artifacts is of nmajor inportance to this study, since
the greatest part of the extant evidence for tragi c costum ng
inthe fourth century is in works of art fromSouth Italy and
Sicily, rather than from At hens.

Tragi c nmasks are depicted on a nunber of South Italian

vases during the first half of the fourth century. On the

Fig. Ill,1. D onysos and attendants. Apulian red-figure
bel |l -krater, c. 400 BC, in the Museo Nazional e at Bar
(1364). Photo: Bieber, "Herkunft" fig. 59.

91As Xant haki s- Kar amanos poi nts out (29), such works of
art began in the fifth century, as is evidenced by an early
Lucani an kal yx krater, c. 415-410 BC, which depicts a scene
from Euri pi des' Cyclops (cf. Trendall and Wbster 36, 11,11).
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one that seens to be the earliest, an Apulian bell krater
dated to about 400 BC, we see a seated D onysos holding a
branch in his left hand and a mask in his right (fig. I11,1).
In front of himare a satyr and two naenads, depicted as the
nyt hol ogi cal beings, not as costumed actors. It has been
suggested that the scene is a reproduction of a victor's
votive tablet (Pickard-Canbridge, DFAL, 183), and thus

anal ogous to the contenporary pieces in Athens such as the
Prononos vase and the Piraieus relief (figs. 1,2/11,8, and
l,1/11,10). The only contribution that the Bari krater can
make to this study, however, comes fromthe nmask. It is the
mask of a worman or a beardl ess youth with long, curly, light-
colored hair. The face is oval in shape and quite natural in
appearance. The nmouth is very slightly open. The eyes are
sonewhat |large and are painted in. The pupil, which is

pai nted bl ack, seens rather |arge, though, and the arti st

m ght have neant to indicate that these were holes for the
actor to see through. Both Pickard-Canbridge (DFAL 183) and
Bi eber (HGRT 23) suggest that this is the mask of a nenber of
a maenad chorus. This is quite possible, but it could

equal ly well be that of a tragic heroine or young hero, who

for some reason--such as Elektra in Qedi pus at Col onus in her

ragged garnents--woul d have had | ong, unbound hair. A fairly

simlar mask is also shown held by a seated D onysos on a
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sonewhat |ater Apulian kalyx krater in Minich.% This mask is

al so beardless, with long, fair, curly hair; its nouth,
however, is shown as open in an al nost perfect circle.

An Apulian bell-krater of about 400 BC shows a nude
yout h, possibly D onysos, who is holding a mask which al so
could be that of a woman or a young man.23 It is, of course,
beardless, with fairly long, dark, wavy hair. The face is
shown in profile, with the eye painted in, but the nouth
sonewhat open. A simlar nask appears on an Apulian bell -
krater of about the 370s BCin Brindisi.? Depicted is a

seated actor who seens to be trying to deci de between two
masks, one held in front of himby an attendant, and one

whi ch he holds in his lap. This second is showm in profile
and is quite simlar to the mask on the New York bell-krater,
although its hair is sonmewhat shorter and its nouth turns

down at the corner. The mask held by the attendant al so has

92 An Apulian red figure kalyx krater by the Painter of
Muni ch 3269 (name vase), c. 370-350 BC, Munich 3269 (Jahn
848). Geen, "Theatrical Mtifs" 98-99, Pl. 7b; Pickard-
Canbri dge, DFAL, fig. 42; Wbster, MTSP2 78, TV 35.

93New York, Metropolitan Miseum L63.21.5 (1988.81. 4).
Trendal | generally considers the mask that of a woman (" Masks
on Apulian Red-figured Vases" 138; "Farce and Tragedy in
South Italian Vase-painting" 156), but in RFVSIS (75) he is
non-committal, as are Webster (M TSP2, 78) and Taplin (Canbr.

Conp., 74).

94Taplin, CA 92, fig. 22.117; Trendall, "Farce and
Tragedy" 156, fig. 63.
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dark, curly hair to about the jawline; its open nouth does
not turn down at the corners.

Two of the earliest exanples of tragic costumng from
South Italian vases have been identified as depicting scenes

fromone of Euripides' surviving plays, Herakleidai (The

Children of Herakles). Both vases date from about 400 BC

one from perhaps just before this date, the other fromjust

after. The earlier depicts only one figure in full stage
costumng.?® He seenms to be lolaos, and he wears a | ong-

sl eeved robe patterned with palnmettes, and with a crenellated
bl ack border around the neck and down the outside of the
arns. He is seated, so it is not possible to determ ne the
length of the robe. A himation is draped over his |ap,
undecor at ed except for a black crenellated border. He is
wear i ng undecorated shoes or boots--lines at the ankles m ght
be meant to show folds in the boots or the tops of shoes--
with slightly turned-up toes and thin, flexible soles. In
other words, he is dressed simlarly to the tragic actors of
this time in Athens. The artist gives no indication of a
mask. lolaos' face is painted naturally, with a closed nouth

and eyes with painted-in irises and pupils; his hair and

95This piece is an early Lucanian colum krater, Berlin
1969. 6, Trendall and Wbster 111, 3, 21, p. 87.
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beard are short, curly, and white.% The figure of lolaos on

the later of the two vases is dressed very simlarly (fig.
[11,2). This lolaos, like the one on the earlier vase, is
shown wi thout an obvious mask. H's hair and beard, although

short and curly like those of his earlier counterpart, are

Fig. Il1l1,2. Scene fromthe Children of Herakles. Lucanian

red-figure pelike, c. 400 BC, in the Miseo Nazionale delle
Siritide in Policoro. Photo courtesy of the Miseo Nazional e

delle Siritide.

96Trendal | and Webster suggest that the scene is nmeant to
be the opening of the play, and that lolaos is depicted as an
old man, "in preparation for his mracul ous rejuvenation
later in the play (847ff.)" (87).
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pi ctured as black rather than white, giving hima much nore
yout hful appearance. On this |later vase, lolaos stands on
the altar where he has sought refuge, wearing a | ong-sleeved
robe covered with various patterns of dots, including a
singl e row runni ng down each sleeve. Two parallel lines

fl anked by two parallel rows of dots run across the top of
his right shoulder fromthe neckline to a band that rings the
top of the sleeve. Three parallel vertical lines run from

t he neckline of his robe dowmn to his waist, flanked on each
side by a row of scallops. The robe nmust reach no | ower than
md-calf, since its hemis hidden under a himation that is
draped around his waist and up over his left shoulder, and is
conpl etely wapped around his left arm The hinmati on seens
to be of a solid color, although certain lines that appear to
be indications of folds and winkles m ght be hints of sone
sort of pattern. On his feet are again articles that m ght
be shoes or boots. The toes of this footwear turn up
sightly, and thin, flexible soles are indicated. Up to the
ankl e level they are decorated with solid bands and unfilled
circles; at the ankle is a line that mght be decorative, or
m ght be intended as the top of a shoe. The latter is nore
i kely, because simlar footwear appears on four other
figures in the scene, the boy wapped in a hinmation seated on
the left edge of the altar and the three nude or nearly nude
boys- - Her akl es' sons--who surround lolaos. On the latter

figures it is obvious that the itens in question are shoes,
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since no indication of boot-tops appear on the nude | egs.
Above the line that appears to be a shoe-top on lolaos' foot,
no decoration at all appears, and his right leg particularly
is rendered very simlarly to the left Ieg of the nude boy on
the viewer's far right.

To the viewer's left of lolaos stands the second figure

on this vase who seens to be wearing tragi c costumne. 2’

Because he carries a herald' s staff and is wearing a petasos,
the traditional traveller's hat, he has been identified as
Kopreus, the herald sent by Eurystheus to bring the chidren
of Herakles back fromtheir flight to Athens. He wears a
knee-| ength, sl eevel ess robe, the right shoul der of which is
decorated in a simlar manner to that of lolaos. The body of
t he robe has horizontal bands of decoration appearing to be
spaced about eight inches apart, ending in a solid band at
the hem Slightly above his waist, he wears a |ight-col ored
belt with two small, probably decorative circles drawn on it.
A chlanys with a dark, crenellated band at its hemis draped
over his left shoulder and is pinned together above his right
col | ar bone.

H s boots are very interesting. They seemto consi st
of two sections attached to a thin sole: a covering for the

toes, that probably continues in a tongue part or all of the

97A third clothed figure, to the viewer's right on the
vase, is Athena in her traditional clothing--peplos, helnet,
spear, and shield--with nothing specifically theatrica
apparent. She is shown as barefoot.
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way up to the boot top, and a section that covers the hee
and extends around to about the mddle of the instep, which
continues up the back of the calf and is | aced together in
the front to the top of the boots. The whole structure cones
up to the knees, and is shown as uneven at the tops. From
t hese tops hang long, roughly triangular flaps which, |ike
t he boot tops, are decorated with an irregular pattern of
smal|l blotches. Slightly below the top edge of each boot is
depicted a pair of parallel horizontal lines; the profiles of
the boot tops are shown as slightly indented in the area of
these lines. The boots seemthen to have top edges which
consi st of two or nore long, triangular flaps which would
extend about hal fway up the thigh if pulled all the way up.
I nstead, these flaps seemto have been fol ded down over the
outside of the boot, in such a way that the Iining--patterned
with small bl otches--would show. In order to hold themin
pl ace, the tops of the boots would then have been tied
slightly below the knee with a ribbon or thong, depicted by
two horizontal lines. Qher than the pattern of bl otches on
the lining, this pair of boots is not decorated.

Tragic costune is also depicted on an early fourth-

century Apulian bell-krater in the Getty Museumthat, oddly

enough, shows a phlyax scene.? Four figures are standing on

98The vase is an Apulian red-figure bell-krater, c. 400-
380 BC, from Taranto, currently in the J. Paul Getty Miseum
formerly in the collection of Barbara and Law ence
Fl ei schman. See Green, TAGS fig. 2.21; Taplin, CAfig. 9.1,
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a raised stage. The three on the right wear com c nasks,
short chitones over a |oose-fitting "skin" of a sleeved
garnment and tights, and exaggerated phalloi. The figure to
the viewer's left, however, is quite different. Above his
head is the |abel "Aigisthos.” He wears what is easily
recogni sable as tragic costune: a highly decorated robe
reaching to md-calf and with |ong sl eeves, a chlanys
fastened at the throat, and a pair of high boots. It seens
likely, as Taplin argues, that this vase is nmeant to
represent a play in which two choruses conpete, one pronoting
conmedy, the other tragedy (CA 55-66). Thus, the "Ai gisthos"
is a character who has been brought onto the comc stage as a
representation of tragedy, and his costune is that of a
tragic actor, wth perhaps a few comc touches. H s robe is
quite ornate, being patterned fromneck to hemwth

hori zontal bands of |eaves, asterisks, neanders, circles,
chains, dots, and palnettes. The hemitself is fringed, and
the sl eeves are covered with horizontal bands of scall ops

pl aced close together. There is a belt, decorated with
evenly spaced circles, set slightly above waist |evel. Above
the belt and attached to it is a pair of straps, crossed on
the chest and decorated with dark circles; a large, circular
pin or fibula holds the two bands where they cross. The

chlanys is fastened at the neck with another circular pin and

and Canbr. Conp. fig. 9; Trendall, "Farce and Tragedy" no.
56.
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hangs down his back; it is decorated only with a broad stripe
near its hem H s boots, at least in the visible sections,
are simlar to those worn by the Kopreus figure on the
Policoro pelike (fig. I11,2). They appear to be made in two
sections--the front over the toes and the back around the
heel --and they |l ace up the front. The toes turn up slightly.
On his head, Aigisthos wears a pilos, a coni cal - shaped
traveller's hat. H's dark hair is jawlength and curly. At
first look, his face has nothing masklike about it H's nouth
is closed, but the lips are strongly outlined and appear
unusual Iy thick, which nmay be an indication of the size of an
open nmouth of a mask. A less speculative indication that the
face is nmeant by the artist to be a nmask is the fact that the
eyes, which are unusually large and round, are rendered in
exactly the sane way as the eyes of the other three
characters who are unarguably wearing comc nmasks. He raises
his right armto his pilos, a gesture which Trendall reads as
showi ng puzzl enment, 22 and whi ch Taplin suggests, "with

m sgivings,"” mght indicate that he is adjusting the mask he
has just put on (CA59). 1In his |eft hand he holds two
spears, and the hilt of a sword protrudes from between his
left armand chest, an indication, perhaps, that this

Al gisthos is ready to play the bloody role set for himin

this "tragedy." This seens to be an indication, although a

99RVAp suppl. ii, 8, as quoted by Taplin, CA 56.
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sonmewhat exaggerated one (two spears and a sword?), of the
ki nds of costume props a tragic actor mght carry.

Fi gures dressed in unm stakably theatrical costune
appear on an Apulian krater in the Louvre fromthe second
quarter of the fourth century (fig. 111,3). The three people
in the center of this krater are a wonman st andi ng behi nd an
elderly man who kneels before a seated nan. Each wears at
| east sone elenment of tragic costune, while all of the other
figures depicted in the scene are either nude or dressed as
one woul d expect (a maid on the right of the scene in a

['i ghtwei ght pepl os, Athena above the central scene, in peplos

Fig. 111,3. Apulian red-figure krater, c. 375-350 BC, in the
Louvre (CA227). Drawi ng: Reinach, Rep. Vases 244, 2.
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and aegis, holding her helnet and a spear). O those with

el ements of tragic costune, the kneeling man is the nost
conpletely clothed. He wears a robe, the |ong sl eeves of

whi ch are patterned with horizontal bands and a single
vertical band fromshoulder to wist. The robe itself has
bands of spirals around the neck and the tops of the sleeves,
and an overall pattern of unfilled circles. He wears a bl ack
belt with painted white dots slightly above his waist. A

hi mati on with narrow dark bands at the top and bottom hens is
draped fromthe left shoul der, wapped around his front and
back, and over the |l eft shoulder again. He is wearing shoes
or perhaps boots with thin, flexible soles and turned-up
toes. There is no real indication of a mask, although his
nmouth and the nouth of the seated man before whom he kneel s
are both very slightly open. H's hair and beard are white,

gi ving himthe appearance of age, and his hair appears |ong
but arranged in a knot at the nape of his neck.

The woman standi ng behind himis painted not as an actor
in wonen's clothing, but obviously as a woman, with breasts
showi ng through her very thin chiton. Over the chitonis a
hi mati on wrapped around her [ower torso and drawn up over her
left arm The chiton appears undecorated (in his draw ng
Rei nach has added decorative circles around the neckline that
are not apparent in photographs of the krater), but the
hi mati on has crenell ated bands at its top and bottom hens,

and bands of circles and of dots throughout its body. Thus,



114

her clothing has both theatrical elenments (the hinmation), and
non-theatrical ones (the all-but-transparent chiton). She
is, however, wearing shoes or boots with thin, flexible soles
and turned-up toes. Mireover, her nouth is open a tiny
fraction nore than those of her two nal e conpani ons,

possibly indicating a mask. Her hair is bound on top of her
head with a wwde cloth band, in a style simlar to that of
the fifth century pelike in Boston (fig. I11,5). This is only
the faintest possible indication of this being neant as a
mask, though, since such a hairstyle was a conmon one for

wonen in both centuries. 100

The third figure in this scene, the seated nman, has--as
al ready nmentioned--a slightly open nouth set in a face that
could be that of a mask or sinply of the character being
painted. H s hair and beard are dark and curly, the hair
worn fairly short. Wapped around his wai st and draped up
over his left shoulder is a himation whose upper and | ower
hens are decorated by dark, crenellated bands; this himation

is very simlar to the one worn by the lolaos figure

100Exanpl es i nclude a maenad on a kal yx krater by the
D nos Painter, c. 430-420 BC, in Vienna (Beazley, AR\
1152, 8), a nuse on a pelike of about the same date in Minich
(ARV2 1162, 14), a seated wonan on an oi nochoe by the Shuval ov
Painter, also fromaround 430 BC (ARVZ 1207, 26), a flute
pl ayer on a volute krater of the early fourth century BC (A
D. Trendall, The red-figured Vases of Lucania, Canpania and
Sicily--henceforth LCS -no. 280), Athena on an early fourth
century volute krater in Ruvo (A D Trendall and Al exander
Canbi t ogl ou, The red-figured Vases of Apulia, vol. I, no.
2/ 23), and a worman on a bell krater of about 375-350 BC by
t he Choephoroi Painter (LCS no. 598).




115

di scussed above (see note 94). This figure also wears boots
simlar to those worn by the tragic actor on the Getty krater
(fig. 111,3), with turned-up toes, a two-piece construction,
and |l acing up the front.

This vase, then, like the Andronmeda krater (figs.
1,3/11,9), seens to be a mxture of what actually appeared on
stage and what the audi ence was neant to imagine fromthe
story they saw enacted before them As on the Androneda
krater, at |east one character appears in full tragic
costunme, while others wear what seemto be elenents of tragic
garb and still others are dressed in ordinary clothes or are
heroi cally nude. These two vases indicate that such a
m xture of the stage, the nythol ogical, and the everyday was
conpl etely conprehensible to a viewer contenporary with the
artist. It seens |likely that, because of the presence of the
tragi c costumng, what this viewer mght have been neant to
understand was that he was | ooking at a picture of a scene
froma tragedy, with the story being acted out as the
audi ence nenber woul d have seen it in his imagination. The
presence of sone tragic costum ng m ght have been intended to
informthe viewer of the vase that what was neant was the
version of the nyth as it was told in a tragedy rather than
in any other form Since they nake use of tragic costune as
a signifier of the formof the nyth that the viewer is neant
to understand i s being pictured, these conposite views can

still provide valuable information on tragic costune. They
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Fig. Ill,4a. Lucanian red-figure calyx-krater, c. 370 BC, in

Reggi o Calabria. Photo: P. Osi, Notizie degli Scavi di

Antichita (1917), fig. 11.

Fig. I'll,4b. Lucanian red-figure calyx-krater, c. 370 BC, in
Reggi o Cal abria. Continuation of the scene in fig. Ill, 5a.
Photo: P. Osi, Notizie degli Scavi di Antichita

(1917), fig. 11 bis.
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beconme quite common as the fourth century progresses, and are
a maj or source for the appearance of tragic costum ng of the
peri od.

Anot her conposite picture is depicted on a Lucani an
kal yx krater of the second quarter of the fourth century
(fig. 111,4). To the right of the scene (fig. Il11,4b) we see
a man w el ding an axe while chasing a woman who is shown wth
one breast bared (obviously not an actor!). On the left side
of the scene (fig. Ill,4a) is a third figure, a nude young
man, probably D onysos since he holds a thyrsos with his |eft
hand. In his right hand is a bell, at |east according to
Trendal | and Webster (49), and he seens to be ringing it. It
is the central figure, though, the man w el ding the axe and
t hus who has been identified as Lykourgos, who is of interest

to this study.1%1 He wears a | ong-sl eeved robe that reaches

to just below his knees and is undecorated except for a band
of large scallops at about md-thigh level and a thin solid
band near the hem He wears a belt at slightly above wai st
| evel above which are crossed straps |ike the ones worn by

Al gisthos on the Getty krater (fig. I11,3). Here, belt and

101As a puni shnent for driving away D onysos and his
followers fromhis |and, Lykourgos was driven nmad by the god.
According to differing versions of the nyth, this punishnent
caused himto hack away at various |iving beings (his son,
his wife, hinself), in the delusion that these beings were
vines, which he blanmed for the grapes fromwhich wine is
made. Trendall and Webster (49) see this vase as being an
illustration of Aischylos' play Edonoi (no |longer extant), in
whi ch they posit Lykourgos attacked his w fe.
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straps are all decorated with a pattern of small black dots
surrounded by larger circles, giving the effect of round
plates with central bosses. A chlanys decorated simlarly to
the robe, with a black band near the hem and a band of
spirals somewhat farther up, is fastened at his neck and
hangs down hi s back.

H s face resenbles that of the seated man in figure
11,3, with simlar dark, curly hair and beard, here shown
sonewhat di sarranged to enphasi ze the speed of his running.
Hs nouth, Iike that of the seated man, is shown as very
slightly open, so that this could be either a representation
of a mask or the artist's view of the character's face. On
his head he wears a helnet with a row of triangular spikes
over its top, like the protruding scales on a |izard' s back
A small cloth flows back fromthe nape of his neck, caught up
in the breeze fromhis running. It mght represent the
di sl odged end of a cloth hair-band, or a decoration or
fastener fromthe helnet; it is difficult to tell fromthe
phot ogr aphs.

H s boots are particularly interesting. They reach up
to md-calf, and have the sane sort of fol ded-over flaps and
lacing up the front that we first saw on the Kopreus figure
on the Policoro pelike (fig. I11,2). These boots, however,
al though their soles are thin and flexible and the toes are

poi nted, do not turn up at the toes, neither in profile (the



119

Fig. Ill,5a. Scene fromthe Eunenides. Apulian red-figure
vol ute-krater, 370-360 BC, in the Miseo Nazional e
Archeol ogi co, Naples. Photo: Huddilston fig. 6.

Fig. Il1l,5b. Line drawing of the Apulian red-figure vol ute-

krater, fig. Il1l1,6a. Drawing: Saglio, D ctionnaire des

Antiquités G ecques et Romaines vol. 4,1, fig. 5427.
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left foot) nor fromthe front (the right foot). The soles do
nmold slightly to the curve of the arch, however

A simlar costune appears on an Apulian volute krater,
al so fromthe second quarter of the century, which Huddil ston
identifies as depicting a scene from Ai schyl os' Euneni des
(fig. 111,5). The scene is set in the tenple of Apollo,
where Orestes, shown enbracing the omphalos, has fl ed.
Behind him Apollo with raised armwards off one of the
Furies while the Pythia--the oracle/priestess--flees in fear.
None of these characters is dressed in a particularly
theatrical manner. Oestes is nude, Apollo is draped in only
a himation, the Pythia is in "street clothes" consisting of
chiton and himation, and the Fury wears a short pepl os over
her bl ackened skin. Only the figure on the viewer's far
right, identified as Artems by the spears she carries and
the hunting-dog at her feet, is dressed in what could be a
theatrical costune. As | nentioned, it is quite simlar to
that worn by Lykourgos in figure I11,5 wth a few
significant differences. It seens to consist of a knee-
| ength pepl os, the overfold of which reaches to about m d-
thigh. There is no decoration on the "skirt" of the peplos,
but the overfold is covered with a random pattern of dots,
and its hemis adorned by a wi de black band with a narrower
one above it. It is hard to determne whether the arti st
intended to depict sleeves or not. A white band wound

serpent -fashion around the wist of her raised right arm and
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a single visible white band at her left wist, may indicate
the hem of an undecorated sl eeve, or nmay be neant to depict
bracel ets. Above the overfold of the peplos are worn a belt
and two crossed straps, all black with a pattern of white
dots. A chlanys is fastened at her throat and draped over
her | eft shoulder and arm it appears to have no decorative
pattern. A necklace of white beads circles her throat. Her
boots are very simlar to those worn by Lykourgos, reaching
to md-calf with front lacing and triangul ar overfl aps, and
flat sol es.

Simlar boots appear frequently in depictions of tragedy
t hroughout the second half of the century, and they are

particularly visible on a character who appears on the
fringes of many of the tragic scenes fromthis period.192 He

is often identified as the Paidagogos (Tutor), or the
Messenger. Taplin calls himthe "little old man," and
suggests that the reason he figures so promnently on so nany

vases of this period is as a signal that a scene froma

particul ar tragedy is meant (Canbr.Conp. 80-82).103 Sjince

102Jacques Chamay and Al exandre Canbitoglou identified 31
illustrations of this figure (Antike Kunst 23, 40-42). | can
add at |east six nore, which I discuss in the foll ow ng
section, to their list.

103Chamay and Canbi togl ou argue that this old man i s not
necessarily a theatrical character, citing a simlarly
dressed figure who is depicted as a warrior on a volute
krater in Basel (43, note 78). This vase, however, does not
appear on their list of 31 exanples of the
pai dagogue/ nessenger; all of their 31 exanpl es appear in
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such a character is often the "eye-wtness" to violent
occurences off-stage which he then relates on stage, he
serves as the |link between the audience or the viewer of the
pai nted scene and the dramatic action either on or off the
stage. On the vases, he is sonetines depicted watching the
of f-stage action (in which case, the figures he is watching
are not necessarily dressed in tragic costune), and sonetines
with others in stage costune in scenes in which he is
presumably reporting what he has seen

A good cl oseup view of this character appears on an
Apul i an anphora of the third quarter of the century in Naples
(fig. 111,6). Heis an old man with white hair and beard,
and i s sonewhat stoop-shouldered. Here, he is dressed in a
knee-length robe with long sleeves (the white paint of which
has nearly worn away). Only the right side of the robe is
vi si bl e under the large chlanys which he wears over his |eft
shoul der and falling down the front of his body. The only
decoration on the costune is a wi de dark band near the hem of
the inside of the chlanys (perhaps he is wearing it inside
out?). A petasos is hanging down his back, held by a cord
around his neck. H's boots are, as | nentioned, simlar to
those worn by Artem s and Lykourgos in the preceding figures.
They reach nearly to his knees, are |aced up the front, and

have triangul ar overflaps, this tine painted white, perhaps

depictions of dramatic thenes, and in fact are |listed
according to these thenes.
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to indicate sone sort of lining (cf. the dotted Iining on
Kopreus' boots, figure 111,2). The soles seemto nold to the
shape of the foot, following the line of the arch and turning
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Fig. III,6.
Apulian red-figure anphora, c. 350-325 BC, in the Miseo
Jahr buch

pl. 11.

Nazi onal e Archeol ogico in Naples. Draw ng: Robert,

des deut schen archéol ogi schen Instituts 29 (1914),
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up very slightly at the toe, which is rounded, rather than
poi nt ed.

Fig. I11l1,7. Qdipous, |okaste, and their daughters.

Sicilian kal yx-krater, c. 330 BC, in the Museo Nazional e
Regi onal e "Paolo O'si," Siracusa. Photo courtesy of the

Miuseo Nazi onal e Regionale "Paolo Orsi."

A simlar figure appears on a fragnentary kal yx krater
from Syracuse (fig. 111,7), which is of particular interest

to this study because it is one of the first tinmes that the

colors of the costunes are indicated.1% The old nman again

104G udi ce, Sikanie fig. 299 is a color picture. W
descriptions of the colors are based on ny observations of
the vase in the Museo Regionale 'Paolo Orsi' nade in March of
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has white hair and beard and a stoop. He wears a knee-

| engt h, gol den-col ored robe that has a pair of vertical black
stripes on its left side. It is bloused over at his waist,
so no belt is visible. Over his left shoulder and armis a

bei ge chlanys with two wide black stripes near its | ower hem
H s boots are black with (apparently) hanging flaps.1% In

this instance, the old man is alnost entirely frontal, and we
can see the slightly parted lips of his nmask and its furrowed
brow. That a nask is intended here, rather than the
character's face, is indicated by the relative |argeness of
the head (this sane distortion of proportion also appears in
the other adult figures on the krater).

It may be as well to take a short break fromthe
di scussion of the "old man" to describe the other figures on
this vase. Depicted is a production of Sophokles' QG dipous
the King, or of a play with the sane theme witten by another
pl aywight. The scene illustrated appears to be the nonent
when the nessenger has told G di pous about the death of the
man QO di pous had believed was his father. |okaste realizes
the inplications of this news, and turns away, preparing to

| eave and commt suicide. G dipous has not yet understood

1999.

105The surface of the vase is badly damaged, and because
of this, detail is difficult to read. Mbost of the right boot
is mssing; the chipped surface around the |eft boot makes it
hard to determ ne whether the artist intended overflaps to
exist. The krater is still in good enough condition that the
colors of the costumes are preserved.
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the full story, and so | ooks puzzled. The two young
daughters, Antigone and |Isnene, are al so present, sonething
not called for by Sophokles, thus |eading to the specul ation
that this is a different playwight's version of the tale.

One of the daughters stands to the viewer's right of the
old man, wapped in a cloak that is very dark saffron, al nost
orange, in color. The other daughter is to the viewer's
right of G dipous, and is draped in pale yellow. Their
father stands between them his right hand raised to his chin
in a gesture of thought or puzzlenment. This gesture shows
the sl eeve of his robe, which is painted gold, with bands of
pattern painted on it in browmn. He wears a himation w apped
intricately about his body and his left arm he grips one
edge of it with his left hand, drawing it around his front
fromthe back. This himation is beige with a narrow bl ack
band near the hemall the way around. Below the himation, we
see the robe from about knee-level down to its hem which
reaches to the floor. It too is beige, wth bands of bl ack
decoration. At the hemis a series of short, evenly spaced
vertical lines, that may be a part of the decoration, or nay
indicate a fringe.

To the viewer's right of the second daughter is |okaste,
whose beige robe and himation are very simlar to the sane
items worn by Q di pous. She has drawn the hinmation over both
of her arnms and her head, so her sleeves are not visible. A

final character, to the viewer's right of |okaste, appears to
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be a serving maid, who is wwthdrawing with her mstress. She
wears a pale yellow cl oak drawn over a peach-col ored robe
with a brown sl eeve.

The characters' faces seemquite natural. Masks appear
to be suggested by the relative | argeness of the heads, the
| ength and strai ghtness of the noses of the three characters
drawn in profile, the "old man's" open nouth, and the |arge
size of G dipous' eye. The two little girls have no
suggestion of masks, which mght be an indication that
children on stage were not masked in this period (Geen, TAGS
61). It is also possible that they are maskl ess because vase
pai nter added themto a scene which on stage did not include

t hem

Fig. I'11,8. Apulian red-figure volute-krater, 330-320 BC, in
the Mchael C. Carlos Museum Atlanta. Photo by Frances Van

Keuren, with the perm ssion of the Mchael C. Carlos Miseum



128

To return to the discussion of the "old man," let us
| ook at an Apulian krater in Atlanta that seens to depict a

scene from Euri pides' |ost play Ml anippe the Wse (fig.

I11,8). Here, the character is given a nane; he is |abelled
BOTHP (Boter), nmeaning "Herdsman." He carries in a sling the
twi ns to whom Mel ani ppe has given birth, and is showi ng them
to Hellen, Melanippe's father-in-law. Hellen is about to
order the twins to be exposed, since their father is

Posei don, rather than Mel ani ppe's husband Ai ol os. These
characters and others fromthe story are present, but it is
Boter who takes center stage at this nonent, and it is he who
appears in full costune. As do the others of his type, he
wears a short robe and a chlanys, boots with flaps, and a
mask with white hair and beard, and he too stoops. He is
painted in great detail, with his white hair and beard
curling vigorously. H's robe, which reaches to slightly
bel ow his knees, is undecorated except for a dark, wavy band
that runs vertically fromshoulder to hemboth in front of
and behind the side seam A simlar line over his |left knee
i ndicates that the sane decoration was repeated on the |eft
side of the robe. The right sleeve is painted red, with
three bands of white decoration at the cuff. Hs left arm
as usual, is covered by the chlanys, which this tinme is
fastened above his right shoulder. It is painted white, with
a wde band of red at its lower hem H's boots are

beautifully rendered. The front lacing is placed betwen two



129

rows of white dots that seemto be decorative rather than
practical; simlar white dots forma part of the pattern
drawn on the insteps. The overflaps are also painted white,
and the tie that holds the boot up is clearly visible on the
|l eft boot. The soles are flat, and appear to be about the

t hi ckness of one of the character's fingers, which is a good
deal thicker than any sole we have seen so far. The sling
that holds the twin babies appears to be hung fromhis staff,
whi ch he is supporting with both hands.

The character of Hellen, standing next to Boter, also
wears boots, the decorated insteps of which are visible
beneath his himation. Their soles are sonewhat thinner than
Boter's, about equal to the thickest soles depicted on other
fourth-century vases we have seen. Hellen seens to be
wearing a robe that is decorated simlarly to Boter's,
although its visible sleeve is painted white. He is al nost
entirely envel oped, though, in a himation which | acks any
decoration except for a narrow dark band near its hem No
one else in the scene is dressed in recogni sable theatri cal
clothing. The two wonen on the viewer's right (Ml ani ppe and
her Nurse) are so swathed in himations, however, that it is
difficult to tell what the rest of their clothing | ooked
like. The bottompart of Mel ani ppe's gown shows signs of
ornate decoration, and the nurse's footwear has sol es about

as thick as Boter's. Both of these details, however, may
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reflect the "street wear" of the tine, rather than anything
specifically theatri cal

O her good exanples of the "old man" i ncl ude:

1. An Apulian red-figure kal yx-krater of about 360-350
BC, by a follower of the Lycurgus Painter, Mlan, G vico
Museo Archeol ogico St. 6873, which Trendal |l and Wbster

identify as show ng a scene from Astydanmas' Part henopai 0s

(106, 111,4,1; Chamay and Canbitogl ou no. 23). This vase
shows the old man seem ngly arguing wth a young man (the
nane Parthenopai os is inscribed near him seated on a couch.
The old man wears a robe which cones to above his knee, and
which is decorated with a band over the shoulder |ike the one
on Boter's robe. Hs sleeve is dark, with large white dots
all over it. The chlanys is undecorated except for a w de
bl ack band near its lower hem H's knee-length boots |ace up
and have white spots |ike Boter's, but there are no
overflaps. They are fastened at the top with white bands. He
wears a pilos with a rather blunt peak on his head.

2. An Apulian red-figure bell-krater, Berlin 1968. 12,
of about 350-325 BC, by the Darius Painter.1 The scene has

been identified by Trendall and Wbster as the scene from
Euri pi des' Chrysi ppos, kidnaps the youth Chrysippos (83).
The old man raises his right hand to his head, perhaps to

tear at his hair in nourning. As in no. 1, the old nan has a

106L1 MC Chrysi ppos |, 2=Aphrodite 1495; Trendall and
Webster 83-84, I111,3,16; Chamay and Canbitoglou no. 1
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dark sleeve with white spots. H's boots do have overfl aps,
however, which are painted white. The robe is of a fairly
light color, and has no apparent decoration; it is held by a
white belt worn slightly above the waist. H s chlanys, |ike
that in no. 1, is decorated only by a black band near its
| oner hem He has a petasos slung on his back, as did the
old man on the Naples anphora (fig. II1,7). This is one of
the few exanples in which the old nman standsup straight,
rat her than bei ng hunched over.

3. An Apulian red-figure kal yx-krater by the Lycurgus
Pai nter, c. 360-350 BC, British Museum F271 (Trendal |l and
VWebster 49-52, 111,1,15; Chamay and Canbitogl ou no. 11).
Trendal | and Wbster identify the scene as being from
Ai schyl os' Edonoi (49-52), with the mad Lykourgos attacking
his wwfe with an axe (cf. fig. 111,4). The old man, who is a
spectator of this grisly scene, again wears a robe that
reaches only to above the knee (cf. no. 1). It is decorated
by two narrow bl ack vertical stripes that reach from shoul der
to hem down the back; they may do so in front as well, as the
singl e band does in no. 1, but the viewer cannot tell for
certain, since the old man's pose hides the rel evant sections
of his robe. The |ower hens of both his chlanys and his robe
are decorated by a narrow, black, crenellated band. H's
sleeve is painted red and adorned with white dots set in such
regular rows that a pattern al nost of checks is achieved.

H s boots reach to the knee, have |l ong white overflaps, and
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the soles follow the curve of the arch. 1In his right hand he
holds a long, thin, wavy staff with a crook at its top.

4. A Canpani an red-figure neck-anphora by the Ixion
Painter in the British Museum 1867.5-8.1337 (F338), fromthe
third quarter of the fourth century BC (Chamay and
Canbi toglou no. 27). H's costune is undecorated except for
two parallel vertical black lines along the left side of his
robe, and a bl ack band surnounted by a row of dots at the hem
of his chlanys. H's boots are decorated with bl ack dots and
the overflaps are painted white. The soles are painted
bl ack, and the toes are pointed and turn up slightly. He
leans with his right hand on a thin branch that he uses as a

staff. H's mask gives hima huge, high-bridged nose. 107

5. An Apulian red-figure volute-krater by the
Underwor | d Painter, Minich 3296 (J810), discussed in full
below (fig. 111,13).108 |n this exanple, the old man,
standing at the viewer's left of the scene, is erect (cf. no.
2), and wears a robe alnost identical to the one pictured on
no. 1, differing only that it seens a few inches longer. H's
chlanys is painted white, and has a very wide red band at its

lower hem H s boots reach to the knee, and have white-

107The wonan next to him (Antigone?) also wears tragic
costunme, with a sleeve decorated with a vertical band of
waves flanked by |ines of black dots; a robe patterned with
groups of three dots; and a chlanys bordered |like the old
man' s.

108Chamay and Canbitoglou list this krater as no. 8.
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painted triangular flaps, front lacing, and flat sol es about
as thick as a finger.

6. A Tarantine red-igure kal yx-krater, Melbourne, Coll.
Geddes A5:4, of the third quarter of the fourth century BC
(Geen, TAGS 58, fig. 3.4; not listed by Chamay and
Canbi t ogl ou), showi ng a scene of the punishnent of Dirce,

possi bly from Euri pi des' Antiope (TAGS 57). The old man is

shown running toward Dirce, who has fallen fromthe bull she
was riding. H s robe is simlar in length and design to that
in no. 5 except that its sleeves have dark dots on a |ight
background. H's chlanys is identical to that in no. 5. H's
boots, however, like those in no. 1, have no overflaps. He
has a blunt-topped pilos (cf. no. 1) slung onto his back, and
carries a hooked staff under his left arm

7. An Apulian red-figure volute-krater by the Darius
Pai nter, British Museum F 279, picturing the death of
H ppol ytos from Euri pides' play of that nane.10 The old man
is shown running toward the scene of disaster (cf. nunber 6).
Hs robe is the same as that in no. 1, except that his
sl eeves are solid white. The chlanys is identical to those
of nos. 5 and 6. H's boots are a little |l ess than knee
| ength, and have white overflaps. He carries a thin, wavy

staff in his right hand.

109Tr endal | and Webster 88-89, I11,3,24; Taplin
Canbr. Conp. 82, fig. 14; Chamay and Canbitogl ou no. 16.
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8. A Tarantine red-figure kalyx-krater fromthe mddle
of the fourth century BC, pictured by Geen (TAGS 59, fig.
3.5) and not listed by Chamay and Canbitoglou (due to the
fact that it first came to light in 1993); at the tinme Geen
published it, it was on the Freiburg market. The krater
depicts the old man standi ng al one, wearing a knee-|ength
robe with red sleeves and a single dark vertical stripe down
each side. H s chlanys, which is covered wth tiny dots
except for a wide red band at its lower hem is fastened at
hi s neck, but bundled over his left arm so that the entire
| ower half of his robe is visible. H's boots cone to just
bel ow his knees, and have white overfl aps; the soles are
thin, and follow the curve of the instep, also turning up
very slightly at the toes. He wears a pointed pilos on his
head, and |leans on a thin staff.

9. An Apulian red-figure |outrophoros attributed to the
Darius Painter, c. 330 BC, at Princeton University (Trendall,
"Farce," 178, fig. 73; not listed by Chamay and Canbi t ogl ou),

showi ng a scene fromthe story of Niobe.19 Here, the old man

again wears a robe with a stripe running over each shoul der
and down to the hem (cf. Boter in fig. II1,7); this stripe is
strai ght, however, rather than wavy like Boter's. The

sl eeves are light in color, covered with tiny black dots.

110According to Trendal|l ("Farce" 178, this scene m ght
be from Ai schyl os’ N obe, but is nore likely fromsone | ater
(unknown) play on the sane thene.
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H s chlanys is undecorated except for two narrow dark bands
near its lower hem H's boots cone to a little below the
knee; they have white overflaps, front |acing, and sone
i ndication of decoration up the back of the calves. The
soles are thin and conpletely flat.

10. An Apulian red-figure | outrophoros by a forerunner
of the Ganynede Painter, c. 350-325 BC, Basel S. 21, show ng a
scene that is probably from Euripides' A kestis (Trendall and

Webster 75).111 The old man is | ooking on as Al kestis says

her farewells to her children. Here the old nan wears a
knee-l ength robe with the double stripe down each side (cf
nos. 1, 4, 5 6, 7, 9). |Its sleeves are painted red, with
two fine white lines around the wist. H s chlanys, like
those in nunbers 1 and 2, has only a wi de black band near the
hem he wears it bundled over his left arm as in nunber 8.

H s boots reach barely to md-calf (perhaps a peculiarity of
the artist, as the left boot appears to reach farther up than
the right one does); they have white overflaps, and thin
soles that curve slightly with the arch and turn up a tiny
bit at the toe. He leans with both hands on a long, thin

staff with a crook at its top.

111Trendal | and Wbster 75, I11,3,5; Ashby 18, fig. 4;
Chamay and Canbitogl ou no. 13.
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11. An Apulian red-figure volute-krater of c. 340 BC
Napl es inv. 81.394 (3255), 112 where the old nman is shown
nmourning at the bier of the child Opheltes (later
Archenoros), who was killed by a snake in Euripides
Hypsi pyle. Near the old nman is the | abel "Pai dagogos"
(TTATAATQIOY). Here, his robe is undecorated, with plain
white sleeves. H s chlanys again has only a w de dark band
near its hem H s boots reach nearly to his knees, have
white overflaps and soles that to a slight extent follow the
curve of the arch. In his right hand is his crook-topped
staff, while his left hand holds a |yre that he is bringing
to the bier of his dead pupil

12. An Apulian red-figure volute-krater, c. 330 BC
Berlin 1984.41 (Taplin, CA 25, fig. 5.110; not |isted by
Chamay and Canbitoglou), that depicts the scene in which
Phrixos is saved fromsacifice by the appearance of the
gol den-fl eeced ram Here, the old nan is |abelled Tropheus
(TPO®EYYX), and he appears to be describing to two wonmen what
has just happened. He wears a robe with a double stripe (cf
no. 10) and white sleeves. H's chlanys is wapped tightly
around his left arm with one | oose corner fluttering out
behi nd his back, and is decorated only with a narrow dark
stripe near its lower hem H's boots are knee-length, wth

I ong white overflaps and conpletely flat sol es about the

112Trendal | and Webster 91, 111, 3, 26; Séchan 360-362,
fig. 103; Chamay and Canbitogl ou no. 19.
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thickness of a finger. H's thin staff is tucked under his
[eft arm

13. A red-figure krater fragment of about 340-330 BCin
CGeneva (Canbitoglou et al., Darius 177-178; Chamay and
Canbitoglou no. 5). This fragnment shows the top part of an
old man in a robe with white sleeves and a w de bl ack
hori zontal band at the top of the sleeve. H's chlanys al so
has a w de bl ack band, near its |ower hem The remants of
his staff appear in his right hand; nuch of its white paint
has flaked off. H's mask shows himas bald up to a line from
the top of one ear to the top of the other; behind this |ine
is amss of curly white hair.

14. An Apulian red-figure hydria by the Ganynede
Painter, c. 330 BC, fornmerly on the Zurich market (Trendall,
RFVSI S 96, fig. 242; not listed by Chanmay and Canbit ogl ou),
depicting the old man with N obe, nourning at the tonb of her
children. Here, the old man's robe is al nbst conpletely
hi dden by his undecorated chlanys. Only his right sleeve is
visible, painted white. H's boots reach to md-calf, have
white overflaps and flat soles. He extends a fairly thick
staff ahead of hinself with his |left hand.

15. An Apulian red-figure kal yx-krater by the Laodam a
Pai nter, c. 340-330 BC, in London, British Miseum F272
(Trendal |, RFVSIS 87, fig. 195; Chamay and Canbit ogl ou no.
15), showi ng perhaps Phaidra froma version of H ppolytos, by
ei ther Euripides or another playwight (RFVSIS 96) The old



138

man appears to be discussing the situation with a wonan,
perhaps one of Phaidra's nmaids. The old man wears a

sl eevel ess chiton that is undecorated except for a vertical
bl ack band up the side to the shoulder. It is belted
slightly above the waist, and either the belt is extrenely
narrow, nore like a cord, or the chiton is bloused over to
hide the belt. H s chlanys is fastened at the right shoul der
and draped over the left shoulder and arm it has no
decoration but a black band near the bottomhem H's boots
reach nearly to the knees and have white overflaps. The
surface of the boots is covered with decorative notifs. The
soles are thin and nold sonewhat to the arches, but the toes
do not turn up.

An actor dressed in a costune quite simlar to that of
the "old man" appears on a fanous Apulian krater fragnent
fromthe mddle of the century, now in Wirzburg (fig. 111,9).
He wears a knee-length robe, has a chlanys flung over his
left arm and wears the | aced-up, knee-length boots wth
white overflaps. He has renoved his mask, and holds it in
his right hand. It has curly, yellow sh-white hair and
bear d.

In the first publication of this piece (Fest. Loeb 5-
43), Heinrich Bulle notes the resenbl ance of this actor's
costunme to that of the Pai dagogue (15), but ultimtely
rejects this identification in favor of that of a "king in

di stress"” ("Konig im Elend,”™ 15). He bases this
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identification largely on the mask which, due to its high

forehead and bl ondish hair, he equates with that of "a
nobl eman froma ruling famly, a &avbog [ xanthos, i.e. the
bl ond mask listed by Pol lux]" (14). Al so influencing his

identification are the sword the actor carries in his left

Fig. 111,9. Actor holding a tragic mask. Apulian bell-
krater fragnment, Grathia technique, in the Martin von Wagner
Museum der Universitat Wirzburg. Photo courtesy of the

Martin von Wagner Museum der Universitat Wirzburg.
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hand, and the boots which, although they are of the type worn
by the Pai dagogue, are extrenely finely detailed, and thus
suggesti ve of a wandering king (15). Subsequent schol ars

have all agreed with this assessnent. To bolster his

¢ il

| ST NS

Fig. 111,10. Apulian red figure volute krater, c. 350-340 BC

in the Vatican Museuns. Drawi ng: Reinach, Peintures de vases

antiques recueillies par MIlin et MIlingen pl. XX II

argunent, Bulle conpares this actor to an elderly figure on

an Apulian krater in the Vatican (fig. 111,10).13 |n this

113Bul | e 16-18. There is considerable controversy as to
what scene this vase depicts. Bulle, follow ng Wl cker (Ate
Denkmiél er 371-372) argues that it is a scene of Thyestes and
Pel opei a before Atreus; according to Pipili (LIMCMI, 1,
21), Zielinski identified it as Alkmaion in Corinth before
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scene, an old man is seated on an altar, with a woman
standi ng beside him both | ook toward a male figure, who is
standing a little distance to the viewer's right. The old
man wears a knee-length robe with a narrow bl ack band near
its hem The sleeves are decorated with alternating bands of
hori zontal and vertical teardrops. H s |aced boots cone to
md-calf, and at their tops have a white overturn with no
hanging flaps. The soles nold to the shape of the arch. H's
hair and beard are white, his browis furrowed, his nouth is
open to what is alnost a full circle. He sits with a slight
hunch. In fact, the only way in which he differs fromthe
"old men" we have seen is that he holds a sword in his left
hand. For this reason, he is identified as a king. | can
see no reason, however, why an "old man" could not carry a
sword. It would go very well with the role of a nessenger
froman arny, such as the one who announces the approach of
the king in A schylos' Aganemmon (lines 504 ff). Wy is he
seated on an altar? Perhaps he has brought news that has

di spl eased the king on the right, or is saying sonething that
the king may not want to hear. An exanple of this sort of
character and situation is the nessenger from Thebes in

Euri pi des' Suppliant Wnen, who arrives to tell Theseus and

Adrastos that the request to bury the bodies of the dead

Kreon, Séchan said it was QO di pous and Antigone in Athens
(see Séchan, 209-210), while in the LIMC entry Danae 71 (I11,
1, 334), it is D ktys and Danae before Pol ydektes.
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Seven agai nst Thebes was to be rejected. He then begins to
contrast the political systens of Thebes and At hens,
deni grati ng At heni an denocracy, sonething that woul d
certainly displease the | eader of Athens. It is not hard to
i magi ne that a foreign "old man" nessenger m ght take refuge
on an altar in order to feel safe in saying such things to
the ruler of the territory. The staging of such a scene,
then, could | ook very much like this picture.

The Vatican krater is not the only exanple of an elderly
man seated on an altar. The Lucani an col utmm krater which
Trendal | and Webster identify as an illustration of

Euri pi des' Herakleidai gives us an elderly "lolaos" in this

position. 14 This figure | ooks nothing at all |ike one of the

"old nmen," however, not even the one in figure 111,10 who is
seated on an altar. First, he is dressed quite differently,
in a decorated robe and sinpl e, unadorned shoes. He does,
however, resenble the kneeling man on the krater in Paris,
whi ch dates froma quarter of a century or nore later (fig.
I11,3). Both are slender, erect elderly nen in highly
decorated robes, and both wear soft, supple, unadorned shoes,
rather than | aced-up boots This kneeling elderly man, in

turn vety much resnbl es an aged king on a Paestan hydria in

London fromthe third quarter of the century (fig. I11,11).

114Trendal | and Webster 87, 111,3,21. See the di scussion
above page 103, and note 96.
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Here, the elderly man is not seated upon the altar, but is

being led toit. On the altar, a young man in tragi c costune

Fig. 1l1l1,11. Scene, possibly from Euri pides' Q neus.
Paestan red-figure hydria by Python, c. 340-330 BC, in the

British Museum Drawing: Inghiram, Pitture di vasi fittil

fig. 6.

sits, his hands bound behind him11> He has the name Agrios

ATPIOY) inscribed near him thus identifying this as a scene

115H s costune consists of a knee-length robe bound by a
bl ack belt with white spots, patterned with asterisks, and
with a black band of a wave pattern at its lower hem H's
sl eeves have a vertical band of white flanked by bl ack bands
with spikes to nake a scallop pattern in the lighter part of
the sl eeve; a horizontal band of white marks the top of the
sleeve. H s boots are of a pattern not usually seen in
theatrical contexts, thin and flexible, but consisting of a
nunber of straps interlaced over the foot and then wound
about the ankle to about halfway up the calf. The sanme boots
are worn by the figure standing before the altar (identified
as Diomedes), who is not dressed in tragic costune. Note
al so the black figure with wi ngs, and snakes w apped around
its arnms, which nay be a costune for one of the Eunmeni des
(see Chapter |, note 59).
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in which king Q neus gets his revenge over his eneny. The
aged king wears a robe decorated with pal nettes, as does the

elderly lolaos figure on the Herakleidai krater. Both wear

white belts slightly above their waists. Simlarly to the
kneeling figure, Qneus wears a himation draped around the

| oner part of his body and fastened (rather than draped) over
his | eft shoulder. G neus' hinmation, however, is decorated,
in contrast to the plain himation of the kneeling man. It is
covered with black sem-circles (sickle noons?) and dot
rosettes, and at its lower hemis a black band w th pointed
projections that nmake the lighter part of the hinmation | ook
scal l oped. Hi s boots (not shoes) are ornanented, and have
thin, flexible soles with slightly turned-up toes. He
carries a long, straight staff along his right arm perhaps
an undecorated sceptre. H's head and face are quite simlar
to those of "lolaos,” and the kneeling man of figure I11,4,
and in spite of the presence of white beard and hair, they
are extrenely dissimlar to those of an "old nman" character
The head and face are narrower than those of an "old man."

H s nose and that of the kneeling man are particularly |ong
and straight, and both of their nouths are narrow and turned
down at the corners. The hair and beard of both G neus and
| ol aos, although curly and white, are worn shorter, trinmmed
closer to the outline of the skull and jaw than those of the
"old man"; the kneeling figure's hair is bound very closely

to his head, allowi ng for nuch the sane sil houette as the
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shorter hair does. The posture of all three is very
different fromthat of an old man, as well. Q neus' |egs
look a little unsteady, but this is the only indication in
any of their poses of their advanced age. Al of them hold
t heir backs very straight. Al three of these elderly nen
are very long and slimin silhouette, while the "old man"
appears thicker and squatter. |In all respects, they present
a very different figure to that of the "old man." A nice
contrast between the two types can be seen on the Ml ani ppe
krater (fig. 111,8). Athough Hellen is leaning forward
(perhaps due nore to the artist's conpositional need to group
himw th Boter and the infants than to any indication of
infirmty on his part), his silhouette is a good deal slimrer
than that of Boter. Hellen's hair and beard are shorter and
closer to his head as well, an effect that is enhanced by the
portion of his himation drawn cl osely over his head. O her
than in their age and the stripes on their robes, the two
figures have nothing in common.

Let us return, then, to the Wirzburg actor (fig.
[11,10). H's knee-length robe is of a solid red-brown col or;
the hemis fringed in the sane red-brown. The robe's only
figured decoration is an extrenely fine white band at the top
of the sleeve and a band of small white dots surnounted by
two very fine white bands at the wist. A very thin,
undecorated belt, alnost a cord, is worn just above the wai st

(conpare "old man" nunber 15 in the |ist above). The chl anys
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on his left armis also of a solid color, a slightly darker
red-brown than that of the robe. Those who consider the
character this actor has played to be a king see these red-
browns as an attenpt to indicate the royal purple. This is
cetainly a possibility; the "purple" dye fromthe nurex
shells ran in shades fromcrinson to royal blue, and this
red- brown may have been the closest that a vase-painter could
get to any of the colors in that range. It is also possible
that he neant to convey a dull reddish brown that woul d be
affordabl e for | ess exalted persons.

As for the boots, while it is true that the artist did a
spectacular job in rendering them they are no nore ornate in
their actual decoration than nost of the boots worn by "old
men." |In fact, the boots of several of the "old nen" (fig.
11,6, and nunbers 9 and 15 fromthe |ist above) display
i ndi cations of being nmuch nore el aborately decorated, with
patterns all over the leather while the Wirzburg actor's
boots are solid black. So, the boots in thenselves are no
real indication of royal status.

The mask, which is rendered as beautifully as the boots,
does have sone of the characteristics of the masks of the
el derly kings di scussed above, especially the downturned
corners of the open nmouth. The |ong, dissheveled hair and
beard and sonewhat crooked nose are nore characteristic of an
"old man," though. Whether it is the mask of a king or of a

messenger, it is not a young man. The brow is furrowed, and



147

the lines nolding the nose and nouth indicate sunken eyes and
cheeks.

The techni que used in painting the hair and beard of the
mask is quite interesting. According to Bulle, a base of
yel l owgol d was | aid down, over which details were painted in

white (Fest. Loeb 21). He takes this, then, as indicating
bl onde hair, and nost schol ars have concurred. 116 The overal

i npressi on, however, even in a color photograph, is of white
hair, not blonde. Bulle hinself also supplies a clue that
this mxture of yellowgold and white is nmeant to be taken as
white hair. He tells us that the bits of white stubble
interm xed with the black stubble on the actor's face are
painted with yellowgold, not with white pignment (Fest. Loeb
21). It makes no sense to paint stubble on the same face

bl ack and bl ond. The effect achieved here, however, of "salt

and pepper,"” of a dark beard going gray, is a nasterly
rendition of a mddle-aged nman. If the artist used yell ow
gold to indicate gray-white in the actor's stubble, he surely
coul d have used it for the sane purpose in the hair and beard
of the mask

Thus, it is difficult to tell just what part the

Wir zburg actor had pl ayed before he renoved his nmask. The

elements of his costune, the |l ack of decoration on his

116Bul | e, Fest. Loeb 14; Bi eber, HGRT 83; Pickard-
Canbri dge, DFA2 189; Sinon, AT 11; Wbster, M TSP2 80;
Xant haki s- Kar ananos 14.
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garnments, his mask's long white hair and beard, and his
relatively short and wi de silhouette indicate an "old nman's"
role, a Messenger or Pai dagogue. The somewhat nobl e cast of
the face of the mask, and the possibly purple garnents
indicate a king. Either character type could carry a sword.
The el derly character on the krater in the Vatican that Bulle
cites as support for his identification of the actor's role
as that of king can alnost certainly be classified as an "old
man," and not a king at all. Thus, the preponderance of
evidence is for the Wirzburg actor's character having been an
"old man." Enough evidence to the contrary exists, however,
to make this identification tentative only, not definite.

Al t hough his figure seens to dom nate our di scussion,
evi dence does exist fromthe fourth century for other tragic
costunmes than that of the "old man." The fanous nane-vase of
the Darius Painter in Naples is a "conposite" vase, show ng
theatrical costunes along with figures dressed as they would
be inreality and others, such as the goddess Athena, from
mythology (fig. I111,12). It shows Darius, King of Persia, in
the center of the mddle register; on this sane register and
the one below are his councillors and courtiers, while on the
top register are the gods of Mount AQynpos. It is generally
considered to be inspired by a lost play dealing with the

Persian Wars and titled Persai (Persians--the title is

witten on the small round platformin the center), perhaps
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the one witten by Phrynichus.!” Since the characters are

Persians, it is difficult totell what is nmeant to be Eastern

costune and what is neant to be theatrical. Afewitens we

Fig. 111,12, Darius and his councillors. Apulian red figure
volute krater by the Darius Painter, c. 340-330 BC, in the
Museo Archeol ogi co Nazi onal e, Naples. Draw ng: Reinach

Rep. Vases |, 194.

have seen el sewhere, though, can probably be considered the

latter, and are thus worthy of brief comment.

117Xant haki s- Kar amanos suggests that it is a
representation of some unknown contenporary historical play,
based on the exploits of Al exander the Great in Persia (17).
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Two figures wear the [aced boots with white overflaps we
have seen on so many "old nmen." The first such figure is a
femal e second fromthe viewer's right on the top register;
she is | abel |l ed Apate (AITIATH, "Deception"), and in each hand
she carries a burning torch. She also wears a knee-length
robe with an overfold Iike that of a peplos and long white
sl eeves patterned with thin horizontal bands and rows of tiny
bl ack dots. Over this she wears the skin of a | eopard or
panther as if it were a chlanys; it is tied by its paws at
her throat and is covered with spots. The other character
with boots stands on the round platformwth the title
"Persai" (TIEPXAI). He is dressed in the costune we have seen
on nunerous "old nen," a knee-length robe with white sl eeves,
decorated with a single dark band over the shoul der and down
to the hem and an undecorated himation draped around his
wai st and up over his |left shoulder and arm On his head is
a pointed pilos. However, he is not an "old nman." H's hair
and beard are dark and curly (visible in a photograph of the
vase, although not in the |ine-drawi ng reproduced here), and
he stands erect, even though he has a short, crook-topped
staff in his left hand. He s appears to be a young
messenger, reporting to Darius, who is seated on a throne
before him

Two other figures on the krater have sone "old man"
characteristics. On the far right of the central register--a

typical "old man" position--is a stooped, white-haired nman
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|l eaning on a staff. He too has a white sleeve and a dark
stripe over his shoulder; the rest of his robe is hidden
under the undecorated himation that is wapped around all of
hi s body except his right arm He has all of the
characteristics of the stage "old man" except he is clean-
shaven (Rei nach has added a beard to his drawing that is not
present on the vase). The second figure fromthe left on
this sanme register is a man with the "old man's" typica
unruly white curly beard and hair. He is seated in a chair,
but still leans on the staff he holds with his right hand.
He wears, however, only an undecorated himation that is
draped across his lap and up his back to cover his left
shoulder. On his head is a tiara or Persian cap.

Darius hinself, seated on a throne in the center of the
m ddl e regi ster, also wears a tiara, a very tall and ornate
one. Against his right armhe holds his sceptre, a long thin
staff topped with a decorative tip, and in his left hand he
grips a sheathed sword. Qher than this, he is dressed very
much like the actors on fifth-century vases such as the
Prononos Vase (figs. 1,2 and I1,8), the Androneda krater
(figs. I,3 and 11,9), or the Ferrara krater (fig. Il,7). H's
sl eeves are patterned with dots, his robe has bands of
spirals and triangles down to the waist and a band of dots at
the hem and a white belt is worn just above his wai st.
Decorated, |aced boots with thin soles appear beneath the hem

of his robe. He seens to be dressed purely in theatrica
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costunme; however, many of his "Persians" al so wear garnents
that have a theatrical appearance.

A figure seated behind Darius, at the far left of the
mddl e regi ster, wears a robe simlar to that of the king,
with dotted sl eeves, patterned torso, and high white belt.
Hs lower body is wapped in a himation that is undecorated
except for a narrow bl ack band near its hem He wears boots
simlar to the king's, and a snmall, undecorated tiara.

The figures second and third fromthe far right on the
| ower register are two kneeling characters who wear robes
very simlar to that of Darius, with patterned sl eeves and
torsos, and high belts (the one on the left is white, that on
the right has a neander pattern). The "skirts" of the robes
are covered with sparsely scattered dots (left) and clusters
of circles (right). Each has a chlanys fluttering behind him
and wears a tiara.

Four other figures, who are placed in various spots
around the vase, wear knee-length robes with patterned
sleeves. Al of themal so wear ankle-length, tight-fitting
pants, typical wear for Persians in ancient vase painting.

In every instance, the pattern of the pants is identical to
that of the sleeves. One of these figures stands directly
behi nd Darius' throne and anot her kneels at the far right of
the bottomregister; both, in photographs of the vase, have
dark sl eeves and pants patterned with white spots. The third

figure, standing in the bottomregister directly under
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Darius' throne, has light sleeves and pants with bl ack dots
(the dots are not depicted on the line drawing). Finally,
the figure at the far left of the bottomregister has |ight
sl eeves and pants with dark cross-hatching. Al of the four
figures wear white belts slightly above the wai st, and each
has a chl anys hangi ng down his back. Al four wear ankle-
hi gh shoes with thin, flexible soles and pointed toes that
turn up slightly, and all four wear tiaras. Thus, their

cl ot hing appears to be a m xture of costum ng we have seen
before in tragedies and clothing that woul d indicate that
they are Persians. It is inpossible to tell fromthe

evi dence at hand how nuch of this would have appeared on
stage, and how much was the vase painter's depiction of
Per si ans.

Anot her conbi nation of Eastern and stage costum ng
appears on an Apulian krater of about 330-320 BC (fig.
I11,13a-d). Here we see an illustration of the story of
Medei a. Since several characters appear who were not in the
famous fifth-century tragedy by Euripides, this scene was
probably taken froma tragedy witten by another author. 1In
the small building that indicates his palace, Kreon the king
finds his daughter just being overcone by the poi soned
clothing sent to her by Medeia. One of the new characters,
her brother H ppotes, rushes in fromthe right, trying to
tear the poisoned crown fromher head. To the left, her

not her Merope, another new character, runs up, tearing her
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Fig. Il1l1,13a. Non-Euripidean Medeia. Apulian red-figure

vol ute-krater, 330-320 BC, in Munich. Draw ng: Bieber, DTA
fig. 106.

hair in distress. Behind Merope is the "old man" di scussed
above (no. 5 in the list), while behind H ppotes the old
Nurse runs off, glancing back over her shoulder in horror.
Directly bel ow the pal ace, the dragon-chariot waits to take

Medei a away, driven by another new character, |abelled
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G stros (OIXTPOX, "Frenzy"), the personification of Medeia's
rage and madness. To the left, Medeia holds one of her sons
by the hair, preparing to run a sword through him Behind
her, a nude spear-carrier assists the second son to escape,
indicating that in this version of the story one son survives
to becone ruler of Corinth. On the other side of the
chariot, a sem -nude Jason rushes in, holding a spear and a
sword, and acconpani ed by a spear-carrier. He is too late to
prevent Medeia from conpl eting her gruesone task and fl eei ng
in the chariot. Behind and a little above Jason and the
spear-carrier is a figure | abelled "CGhost of Aeetes" (EIAQAON

AHTOY, Ei dolon Aétou), another non-Euripi dean character,
whose function in the story is not clear.8 Various gods

wat ch the procedings fromthe upper register.

QG her than the "old man," three characters are shown in
full tragic costune: Kreon, Medeia, and the CGhost. Kreon
(fig. 111, 13b) wears a robe with patterns to the wai st,
fastened by a white belt worn a little above the waist and
bl ack cross-straps that are studded with white dots. H's
sl eeves are painted red with tiny white dots, and two thin
white bands at the wist. Belowthe waist, his robe is

patterned with sparse black dots. |Its length is hidden under

118Trendal | and Webster conjecture that he is there to
watch the fulfilment of his curse (110). Bi eber suggests
that he "appears [. . .] out of the depths to reproach his
daughter and to prophesy an evil destiny for her evil deeds"
(HGRT 34). Taplin, however, thinks that he "m ght well have
del i vered the prol ogue" (Canbr. Conp. 80).
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the himation that is | oosely draped about his thighs and

seens in danger of slipping off onto the floor. It is

undecor ated except for a black wave pattern around all four

Fig. I11,13b. Detail of I, Fig. I11,13c. Detail of
13a. Photo: Bieber, DTA pl. I11,13a. Photo: Bieber
54, 1. DTA, pl. 54, 2.

edges. He wears highly decorated boots with thin, flat

soles. H's hair and beard are white and curly, and his face

is painted naturally, with closed nouth and pai nted-in eyes.
Medeia (fig. 111,13d) also wears a robe with red

sl eeves sprinkled with white dots. Her robe, though, is

quite different fromKreon's, largely due to two w de bl ack

bands that reach fromneck to hemdown the front. Each band
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is decorated with a single row of white | eaves down its

I ength, and the two bands are separated by a narrow, wavy
white line. The rest of the robe is decorated with sparsely
scattered snmall black blobs, and it is bound by a wide white
belt just above her waist. Although the robe reaches to the
ground, it seens to have been hiked up or kilted at about

knee-| evel where an overhang of sone sort is drawn.

Fig. 111,13d. Detail of Il1l,13a. Photo: Bieber, DTA pl.
54, 3.

Alternatively, this is nmeant to show an identically patterned
knee-1ength overrobe and floor-length underrobe; | find this
sonmewhat | ess than convincing, however, in that the upper

section is drawn to indicate that it folds underneath toward
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the body, as if the upper section is bloused over the under
section. Medeia also wears a snmall chlanys, decorated with a
thin black stripe near its hem over her left arm On her
head is a |large, el aborate Persian tiara, which enphasizes
her royal foreign birth. She wears two rows of white beads
around her throat. Her feet seemto be encased in
undecor ated boots of very thin |eather that nold to the shape
of the arch. She would appear to be barefoot, except that
there is no indication of separate toes as appear on her son
and Jason.

The ghost of her father (fig. 111,13c) wears a robe with
t he sanme neck-to-hem bl ack bands, pattern of black bl obs, and
wi de white belt. H's sleeves, however, are light in color
with black cross-hatching, |ike those worn by the Persian on
the far right of the bottomregister of figure Il1,12. He
wears an unpatterned hi mati on wapped around his torso and
over his left arm against which rests his sceptre, which is
simlar to the sceptre held by Darius in figure I11,12. The
ghost, too, wears an el aborate tiara, light in color with
white decoration and long white flaps that curl on his
shoul ders. He wears highly decorated boots with thin,
flexible soles, simlar to those worn by Kreon.

None of the faces on this vase are particularly mask-
like; there are no open nouths or hollow eyes. It is
interesting to note, however, that Medeia is showmn wth a

fairly high forehead surnmounted by a puff of curly hair, on
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top of which rests the pointed tiara which has a turned-up
brimthat stands up above the forehead. This m ght be an
acci dent caused by placing a tiara on a mask with a
particularly bouffant hairstyle--note that no such extrene
effect occurs with the ghost's tiara--or it mght be due to
the painter's attenpt to portray both hair and Persian
headdress. It mght, however, be an early indication of an
onkos.

Medei a appears in tragic costune on a nunber of fourth-
century vases, which I will briefly describe. One of the
earliest exanples is a Lucanian bell krater of about 400 BC
on whi ch Medei a appears in the dragon chariot inside of a

sunburst. 19 sShe is flying away, |eaving her two nurdered

sons sprawl ed on an altar, where they are nourned by their
old nurse. Both Medeia and the nurse are in costune. Medeia
wears a robe with sleeves in a nulticolored pattern of

| ozenges, nuch |ike that which would be worn many centuries
|ater by Harlequin. The robe itself is patterned all over
with asterisk-like stars, and is held by a wide white belt
slightly above her waist and a pair of black cross-straps
with white dots. From her shoul ders hangs a chl anys
patterned with asterisk-stars and with a crenel |l ated bl ack
band around its edges. The nurse's robe has no patterned

decoration, but has an overfold as on a peplos, which has a

119C evel and, the O evel and Museumof Art 91.1. Taplin
CA 22-23, 1.101.
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bl ack band near its hem Her sleeves are patterned with
hori zontal bands of neanders and wave-patterns. Her boots,
whi ch appear under the | ower hem of her robe, have no
pattern. Since she is kneeling, however, we get a good view
of the bottomof her right sole. It is thin and flexible,
and we can see that it is in one piece, while the rest of the
boot is nmade in two pieces, one that waps around the heel,
comng around to neet the other that covers the toes.

Al so dating fromabout 400 BC is a hydria show ng
Medei a, again flying away after the death of her sons. 120
Much of her figure has been danaged, but it can be seen that
she is wearing a robe that seens to have decorative patterns
all over it. The sleeve is covered in horizontal rows of
bl ack teardrops. On her head is a tiara, the flaps of which
are flying out in the wind of her departure, as are the ends
of the himation she has wapped around her left arm

From nuch |later conme a pair of Canpani an anphorae, both
dating to about 330 BC. (One shows Medei a grabbi ng one son by

the hair as she withdraws a sword fromthe body of his
murdered brother.12! She is dressed in a robe simlar to that

in figure 111,14, with a black double band down its front,

120An early Lucani an hydria by the Policoro Painter.
Pol i coro, Museo Nazionale della Siritide 35296. Trendall,
RFVSI S 22, fig. 28; Trendall and Wbster 96, 111, 3, 34;
Taplin, CA 22, 2.103.

121Pari s, Cabinet des Medailles 876, from Nola. LI \Y/[¢
1, 391; VI, 2, 198, Medeia 30; Sechan 403, fig. 119.
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this time with a pattern of white waves rather than | eaves.
She appears to be sl eeveless, with bracelets on her forearns.
A himation is bunched up and tied around her waist |ike a
sash. On her head is a snmall, undecorated tiara.

The second Canpani an anphora depicts Medeia in the act
of killing one of her sons; the other son is not shown. 1?2

Here, Medeia al so wears a himation around her waist |ike a
sash; both it and the body of her robe are undecorated. She
does have sl eeves, however, which are patterned all over wth
hori zontal rows of small, thin, black ovals. She wears

an earring and neckl ace of white beads, and her tiara is
pushed onto the back of her head, making a shapel ess cap
around whi ch her hair straggl es.

V& see Medeia once nore in her dragon chariot on an
Apul i an anphora in Naples fromabout 340 BC (fig. I[11,14). In
this instance, Medeia is dressed nuch the sane as she is in
the first Canpani an anphora, that is, in a sleevel ess robe
(or here, perhaps, a chiton), held by a belt, and with a band
of decoration down its front. She wears bracel ets al nost
identical to those on the anphora. Her chlanys (or is it a
small himation?) is wapped tightly around her right wi st

and | ooped around her left forearm billow ng behind her in a

122 ouvre K300, from Cunae, by the Ixion Painter. LIMC
VI, 1, 391, Medeia 31; Séchan 404, fig. 120; Trendall and
Webster 97, I111,3,36. See also Introduction, page 9.
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semcircle that both franes her head and indi cates the speed

of her flight.

[

Fig. 111,14, Medeia' s escape. Apulian red-figure anphora,
c. 340 BC, in the Museo Nazi onal e Archeol ogi co i n Napl es.
Drawi ng: Huddilston, fig. 26.

In front of her chariot stands a second figure, dressed
alnost identically to the figure | abelled Apate on the
Persians krater (fig. 111,12). She is usually identified as
Lyssa, a personification of frenzy, rage, and madness.1? She

wears a knee-length robe with no decoration other than the
bl ack spots on its sleeves. It is held by a white belt worn
above the waist, and two bl ack cross-straps decorated with

white dots. In place of a chlanys, she wears the skin of a

123Huddi I ston 171; LIMC VI, 1, 392. Lyssa is often
dressed in this sane nanner, as on an Apulian colum krater
in Ruvo, Mus. Jatta 32 (LI MC Lykurgos I, 1l1l4=Lyssa 10), and an
Apulian bell krater in Crenona, Mus. Cv. 23 (LIMC Lyssa
6=Ar kas 2).
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lion or panther, tied by its paws at her throat; unlike the
one worn by Apate, this skin has no spots, but is painted
white. Her boots |lace up alnost to the knee, and have
relatively short white overflaps. The soles are about the

t hi ckness of a finger, but nold to the arch, and have pointed
toes that turn up slightly. Like Apate, she carries a torch
in her left hand, but her right hand holds a sword rather

t han anot her torch.

Finally, let us briefly discuss the only two surviving
fourth-century illustrations of tragic costune that are
denonstrably Attic. Both are fromthe mddle of the century
and both chiefly illustrate masks. The seemngly earlier of
the two is a fragnent of a relief that is dated to 360-350 BC
(fig. 111,15). It depicts a young man in tragic costune,
hol ding his mask by a strap with his left hand, and thus is
perhaps part of a relief that coomenorated a victory in a

dramatic conpetition.1?* The young nan's costune consists of

a floor-length robe with Iong sl eeves, and a himati on w apped
around his waist and up over his left shoulder and arm No
decoration is indicated, but it nay have been painted on.

Hs left toe appears fromunder the hemof his robe, and the

sol e of the shoe appears to be a little nore than the

124 her pi eces we have di scussed in connection with such

dedi cations are the relief fromthe Peiraieus (figs. |I,1 and
I1,10), the Prononos vase (figs. |I,2 and I1,8), and the
Wir zburg fragments (fig. 11,6). For a discussion of the

practice of creating such dedi catory nonunents, see J.R
G een, “Dedications of Msks.”
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t hi ckness of one of his fingers. The nmask is usually called
that of a woman, although it could possibly be that of a

young man. The hair is long and straight, cut off bluntly at

Fig. 111,15 Fragnent of a marble relief, c. 350 BC, in the
Ny Carlsberg d yptotek, Copenhagen. Photo: Ny Carlsberg
A yptotek, Billedtavlier til Kataloget over Antike Kunstvaeker

pl. 17, no. 233.
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what woul d be about the |evel of the breastbone, if the nmask
were being worn. The forehead is a little high and sl opes
back sonmewhat; the nose is |ong and points down. The nouth
is quite wde open, and the eye is |arge and depicted as
filled in. It differs little in any way fromthe nmasks shown
on the Peiraieus relief of about fifty years earlier (figs.
I,1 and |1, 10).

The only other surviving fourth-century Attic piece that
shows any aspect of theatrical costumng is the well-known

col ossal bronze mask fromthe Peiraieus, which may al so have
been dedicated to commenorate a dramatic victory.1?® |t has

di ssheveled curly hair to the level of the jawine, and a
rounded curly beard. The nmouth is open wide and oval in
shape; the eyes are perfectly round and not filled in. The
area of the browis perhaps the nost interesting feature of
this mask. The forehead is unusually | ow, and the eyebrows
are extrenely promnent, jutting out over the eyes, and
taking up nost of the forehead space. Each eyebrowis

| onered at the outside corner and raised above the nose,

forcing the forehead into a triangular shape that is franed

125Bj eber, HGRT 82, fig. 301 and frontispi ece; Pickard-
Canbri dge, DFA2 190, fig. 58; Wbster, MTSP2 31, ABl. The
Archeol ogi cal Museum of the Peiraieus dates it to the mddle
of the fourth century BC, with a possible attribution to the
scul ptor Silanion. Wbster dates it to the |last quarter of
the fourth century.
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by the hair.12 Both Wbster and Pickard-Canbridge see this
as an onkos, the latter calling it "the earliest surviving
[onkos] on an At heni an mask" (DFA2 190). | feel that | nust

di sagree here. Although the forehead does nake a | ow
triangle which is then outlined in a nore rounded fashi on by
the hair, it does not in any way build the brow area to an
exaggerated height. Furthernore, the hair is the exact sane
t hi ckness at the sides of the face as it is over the brow, no
attenpt has been nmade to use the hair to increase the
proportional height of the nmask. The brows, however, are

qui te exaggerated, and conbined with the perfectly round
eyes, they give the mask an unnatural appearance that is in
great contrast to the nuch nore natural -appeari ng masks we
have seen so far. Thus, while | don't think that this mask
has an onkos, it probably can be classed as a step on the way
toward t he devel opnent of the onkos.

The evidence that is available allows us to draw a few
concl usi ons about the appearance of tragic costune of the
fourth century through the tine of Al exander the Geat. The
nost easily discussed itemis the boot, which took definite

shape by the beginning of the century (fig. 111,2), and

126(ne m ght conpare the treatnment of the eyebrows of the
"old man" on the Syracuse krater (fig. 111,8). They, too,
are |low at the outside corners, and high over the nose. The
wri nkling above themon the brow suggests that they m ght
have protruded. The "old man's" forehead is a great deal
hi gher, though, allowing the artist to show his hair in a
wi dow s peak, and thus avoiding any triangular shape to the
f or ehead.
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changed little throughout its course. The nost notable
variations have to do wth how far it extends up the calf,
whether or not it has overflaps (only two exanpl es survive of
t he boot wi thout flaps, one fromabout 360 BGC--no. 1 in the
list of "old nen"-- and the other fromten to twenty years
later--fig. 111,2), whether or not it is decorated, and the
thi ckness and flexibility of the sole. As we saw in Chapter
1, the evidence is that the boot worn in Athens in the fifth
century always had a thin, flexible sole, usually with a

poi nted, turned-up toe. Such a configuration continues in
the fourth century in South Italy and Sicily, appearing at

| east as late as 330 BC on a Canpani an red-figure neck-

anphora in the British Miseum 12’ Oten the sole is so soft

and flexible that it nolds to the curve of the arch.
However, t hroughout the century, boot soles are sonetines
depicted as flat, neither turning up at the toe nor follow ng
the curve of the arch. And by about 330 BC, we start to see
sol es becoming a bit thicker, about the same width as a
character's finger (fig. 111,8), or in nodern neasurenents,
about one centineter or one-half inch. Wile this is a far
cry fromthe exaggerated platforns of the Roman period, it

does seemto be a step in their direction

127Bri ti sh Museum 1867. 5-8. 1337 (F338), a Canpani an red-
figure neck-anmphora attributed to the Ixion Painter, c. 330-
310 BC. LIMCI, 1, 823-824, Antigone 17; Geen and Handl ey
fig. 23. See "old nmen" list, nunber 4, above.
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The clothing of tragic characters seens to becone
sonmewhat standardized in the fourth century, consisting
al nost exclusively of a robe with long sleeves, held wth a
belt worn a little above the waist and sonetines by a set of
cross-straps, and usually--although by no neans al ways- -
decorated with el aborate patterns. GCenerally sonme sort of
cloak, either a chlanys or a himation, is worn over this
robe. The robe itself can be either short--around knee-
| ength--or long, sonetinmes reaching as far as the floor. It
is difficult to tell fromthe pictorial evidence whether the
sl eeves were attached to the robe, or if the robe was a
separate garnment worn over an "undershirt" with sleeves. It
is quite possible that either formcoul d be used, and
condi tions such as the play being produced, |ocal fashion,
and the preferences of the producers or actors could be
factors in the choice.

In the fourth century, at least two tragic character
types energe that are recogni zable by the way they are
costunmed. Both of these character types are elderly nen, but
they differ widely in both status and appearance. One is the
"old man" who is generally a nmessenger or pai dagogue (e.g.
fig. 111,5). He usually wears a knee-length robe with a
| arge chl anys, both of which tend to be of solid colors,
decorated with a few narrow bands of a contrasting color. He
wears boots that reach at least to the tops of his calves,

and these boots are often ornately decorated. H s nask
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usually has a full head of hair and a fairly | ong beard, both
of which are whire and often sonmewhat unkenpt. He is
general | y depicted as sonewhat stocky, and his shoul ders are
shown as bei ng hunched forward. The other elderly man is an
old king. He alnost always wears a | ong robe and a hi mati on,
although at tinmes it is difficult to tell how long his robe
is, since in sone pictures the himation covers his legs (fig.
[11,2). The himation often has figurative decoration on it.
Hs white hair and beard are often cut shorter than those of
the ol d nessenger. The elderly king is generally nore
slender in outline than the ol d nessenger, and his back is
general | y depicted as straight.

It nust be remenbered that only three actors played al
of the characters in a play. Thus, the man playing the very
distinctively costunmed "old man" in one scene m ght be called
upon to play a young wonman, a soldier, or a king in another
scene. There is no evidence that an actor woul d nake a
conpl ete costune change between roles. |In fact, there often
may wel |l not have been enough tinme for himto do so, even if
it woul d have been expected of him There nust certainly
have been a change of masks for each change of character, but
how t o change fromthe short robe of an "old man" to the | ong
robe appropriate to an elderly king or a woman? For the
former, a swwtch froma chlanys to a himation draped around

the | ower body woul d be sufficient, which seens to be
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supported by the elderly kings so attired (figs. |11, 3,
11,8, 111,11, and I11,13).
The change to a woman presents a greater difficulty. It

is possible that actors who had short robes played only
characters for which such wear woul d be appropriate
(messengers, tutors, soldiers, young nen, and--with the
addition of the himation--elderly nen), while actors who had
to play a woman's role at sone point in the proceedi ngs wore
a long robe, and played only characters for which it would be
appropriate (other wonen, kings and nobles, elderly nmen ot her
than "old man" types). The pictorial evidence, however
suggests anot her possible solution to this problem Sone
pictures of the "old man" indicate that a fairly |ong robe--
one reaching to the md-calf or even the ankle--could have
been hi ked up at the waist and belted in place, formng a
tenporary knee-length robe. The "old nman" on the Syracuse

QG di pous krater (fig. Il11,7) wears his robe bl oused over his
belt, as possibly does "old man" nunber 15 in the list. The
sane figure type on an anphora in the British Miseum has a
visible white belt. Drawn belowit, however, are a nunber of
lines formng irregular scallops, which mght be neant to

i ndicate the edges of the blousing. Thus, the robe seens to
have been hi ked up and then held in place by a belt fastened
above the folds, as well as possibly by a belt under the
folds as in figure I11,7. W cannot tell how nuch of the

| ength of these robes is held up this way, but it could
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easily be six or eight inches, nmaybe nore. The nore robe
that is held up, the nore cloth is bunched around the wai st,
sonething that would add to the relatively thick silhouette
presented by the "old man." Although, at least in the case
of the costunme on the British Misaeum anphora, this procedure
woul d necessitate the renoval and replacenent of the belt, it
still would be a great deal |ess tine-consum ng and
conplicated than doing a conplete costune change. Thus this
procedure m ght have been enpl oyed at |east occasionally, if
not on a regul ar basis.

Finally, we need to take a | ook at the masks of the
fourth century. The evidence is sonmewhat scanty; vase-
pai nters seemto have painted sonething fairly close to faces
inall of their theatrical scenes. Qher than the theatrical
context, only subtleties tell us that a mask is being
depicted. Sonetinmes heads seema little too large to be in
proportion (figs. 11,4, 111,6, and especially I11,7).
Mout hs appear to be open (figs. 11,3, and I11,11). And, of
course, there are recurring types--the "old man," the elderly
ki ng, and the young hero or king (who appears on figs. II1,2,
11,3, 11,4, and 111,11). At tinmes, nmasks are depicted as
separate objects, but even then they | ook quite natural
t hr oughout nost of the century. Thus, the masks shown wth
D onysos at the beginning of the century (fig. 111,1) |ook
i ke the heads of real people who happen to have their nouths

slightly open. By about 340 BC various nmask types seemto be
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firmy established, but the nmask held by the Wirzburg actor
(fig. 111,9) sinply | ooks |ike an opennouthed old gent with
unruly white hair. H's forehead is a bit high, but not to
any unusually great extent. The approximately contenporary
mask on the Athenian relief in Copenhagen (fig. I11,15) also
has a sonewhat high forehead. This mask appears a little
|l ess realistic than the painted masks do, |argely because of
its very wide open nouth. Qherwi se, its proportions and
shape are well within the bounds of a natural face.

The two intimations we get of things to cone appear with
t he Munich Medeia krater (fig. I11,13) and the bronze mask
fromthe Peiraieus. The latter, even though it has been
dated as early as the mddle of the century, does not appear
at all realistic, with its w de-open nouth and perfectly
circular eyes. |Its eyebrows also forma triangle which is
franed by a great quantity of curly hair; this may be a step
on the way toward an onkos. The Minich krater may show us
another step in this process. Onit, the figure of Medeia
has a high forehead with curls piled above it and a Persian
tiara perched on top of the curls. Wile this effect m ght
be due largely to the artist of the vase, it is also possible
t hat one source of the onkos was such a conbi nation of
hai rstyl e and headgear.

These illustrations give us only suggestions of what may
have been happening in the fourth century. It is interesting

to note as well that there is no surviving evidence of tragic
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costune in the fourth century after about the tinme of the
death of Al exander the Geat (323 BC). For whatever reason
we have nothing nore on this subject until the Hellenistic

erais quite well established.



Chapter 1V
Tragic Costune in the Hellenistic Era
The period known as the Hellenistic Age is often
consi dered to have begun with the death of Al exander the
Geat in 323 BC, and is generally conceived as conti nui ng
until the fall of the last Hellenistic kingdom Egypt, to the
forces of Qctavian (soon to be called Augustus) in 30 BC 128
As with any historical period, the Hellenistic era did not
begin, nor did it end, suddenly. It grew out of the G eek
culture that developed in the fifth and fourth centuries BC
was influenced by the cultures of the areas conquered by
Al exander, especially by those which becane the Hellenistic
ki ngdons. In turn, the culture developed in the Hellenistic
age greatly influenced the culture of the Romans when they
conquered G eece and the Hellenistic kingdons. The theatre
was a part of this cultural cross-pollination, influencing

and being influenced by the trends of the time. The changes

128The Hel l enistic era has its roots in A exander's
conquest of the Persian Enpire, and thus it is possible to
say that it began with the fall of Persepolis and the death
of Darius in 330 BC. Cctavian effectively becanme the ruler
of Ronme, and thus of nost of the territory of the fornmer
Hel | eni stic ki ngdons which had al ready becone Roman
possessions, as a result of the battle of Actiumin 31 BG
the last Hellenistic ruler, deopatra VII of Egypt, commtted
suicide in 30 BC, allowing Cctavian to take over there as
wel |, bringing the age of the Hellenistic kingdons to an end.

174
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in the theatre, like those in society as a whole, began
before Al exander's death, and their effects were to reach
beyond their own tine.

Sone of the changes had to do with the configuration and
appearance of the theatre space. Under the |eadership of
Lykourgos (338-326 BC), the Athenians rebuilt and refurbi shed
the Theatre of Dionysos. This renodelling seens to have
consi sted, anong other things, of the construction of the
entire conplex, including the seating and the skene, in

stone, 129 turning the whole structure into a stately, unified

nmonurment. As a part of the rebuilding, statues of the three
great fifth-century tragedi ans--Ai schyl os, Sophokles, and
Euri pi des--were erected in the theatre precinct. 130

At sone point between about the mddle of the fourth
century and the first part of the third century BC, theatres
in at | east Greece proper and G eek-speaking Asia began to be
equi pped with wi de, shallow stages that were raised a
significant distance above the ground. Sone schol ars have
connected this raised stage with the devel opnment of New

Conedy, arguing that the donestic situations of this form

129Schol ars di sagree on the preci se nature of the changes
under Lykourgos. For a few views, including a discussion of
what was constructed in stone at this tinme, see WIIiam Bel
D nsnmoor, The Architecture of Ancient Geece, 3rd ed. (1950;
New York: WW Norton, 1975) 246-249; \Wbster, GIP 20;
Wal ton, GST 34- 35.

130P| ut arch, Lives of the Ten Orators (Lykourgos |1) 841;
Pausanias |, 21, 3.
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with their few characters, would be best staged on a narrow

platformthat woul d nake the actors appear as though they
were on a frieze.13 Bieber suggested that the high stage

first developed in the East around 300 BC as a conbi nati on of
a skene (scene building) of several stories and a proskenion
(platform support) equal in height to the first story of the
skene (HGRT 115). She saw this arrangenment as a conprom se
bet ween the rich background desirable for ol d-style tragedies
and a raised stage for New Conedy. Watever the reason for
its devel opnent, by the second quarter of the third century

BC the raised stage was being built as a pernanent stone
structure in some theatres. 132

A nunber of schol ars have connected changes in
theatrical costumng to the reconstruction of the Theatre of
D onysos and the devel opnent of the raised stage. Heinrich
Bulle Iinks the introduction of the high onkos with the use
of the raised stage (Fest. Loeb 19). He argues that the |ack

of depth in the stage would force actors into frieze-like

131For a discussion of this theory, first proposed by
Fi echter and el aborated by Bulle, see Bieber, HGRT 108 and
115.

132Si fakis (44) notes that an inscription dated between
297 and 279 BC (I.G xi, 15334 nentions work done on the
skene and proskenion of the theatre at Del os; the skene was
t hen reconstructed conpletely in stone beginning in 274 (44,
Bi eber, HGRT 110-111); according to Bieber, theatres with a
skene and a proskenion were constructed in Priene, Assos,
Ephesos, "and el sewhere in Asia Mnor" during the first half
of the third century (HGRT 117).
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groupi ngs, and that therefore they would not need to be as
t hree-di nensi onal as before. A nmask with a high onkos is
best viewed fromthe front or, at nost, in a three-quarter
view, seen fromthe side, this high front of hair attached to
the small back of the head "like a baroque facade on an
inferior church"13 appears quite unnatural. Since Bulle
dates the change to the raised stage to the mddle of the
fourth century BC, Pickard-Canbridge rejects his argunent,
dating the first high onkoi to the last third of the fourth
century and the introduction of the raised stage to about the
mddl e of the third century (DFAL 194; DFA2 196). Pickard-
Canbridge's argunent would be irrefutable if his sequence of
dates were accurate. However, as nentioned above (note 132),
there is evidence for a raised stage on Del os sonetine
bet ween 297 and 279 BC, a generation before Pi ckard-Canbri dge
woul d have themin use. That such an innovation appears at
this date in Delos, which did not even have any theatrical
activity until late in the fourth century (Sifakis 15), at
| east suggests that the raised stage first appeared at sone
ot her place, and thus at an even earlier date.

The second part of Pickard-Canbridge' s argunent, that
masks with high onkoi first appeared in the final third of
the fourth century, is based on the studies of this subject

made by T.B.L. Wbster, whose theory is that the introduction

133Bul | ' s German phrase is "w e ei ne Barockfassade vor
ni edri gem Ki rchenschi ff" (19).
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Fig. IV,1. Statue of a tragic poet holding a mask. Vatican

Miseuns 46, Braccio Nuovo 53. Photo: Bieber, DTA pl. 42.

of the onkos is due not to the raised stage, but to the
Lykourgan reconstruction of the Theatre of D onysos.

Hs belief is that "when the theatre was rebuilt in stone and
adorned with the statues of Aeschyl us, Sophocles, and
Euri pi des, the new nmasks were also introduced to match the
stately new setting”" (GIP 43). However, his sole piece of
evidence in support of this argunent is a statue in the
Vatican of a bearded man in a himation, holding a scroll in

his right hand and mask in his left (fig. 1V,1). This statue,
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according to Wbster, has been "plausibly identified" as a
copy of the statue of Aischylos fromthe Lykourgan theatre
reconstruction (GIP 43). This particular statue, though, can
be of practically no use for his purpose. First, granted
that it 1s a copy of the Lykourgan-era statue, there is
nothing to say how accurate a copy it is. It is likely that
t he mask, on which Wbster is basing his argunent, has been
carved in the style of the Roman period, not that of the
fourth century. The curls of the hair and beard certainly
exhibit the drill-holes characteristic of Roman scul pture,
whereas the use of the drill was unknown to the scul ptors of
the fourth century BC. Second, the mask has seen nodern
restoration to its eyebrows, nose, and beard (Pickard-

Canbridge, DFAL 185 note 3), which al so casts doubt on the

accuracy of the replication of the appearance of a fourth-
century mask. Finally, with all of its drawbacks, this is
the only exanple that the extrenely know edgeabl e Wbst er
could find to back up his theory.

Pi ckar d- Canbri dge adds a second pi ece of evidence that
can be taken to support Webster's argunent (DFA2 190). It is

a fragment of a terracotta nmask which cones fromthe Athenian

Agora, in an archaeol ogi cal context that has been dated to

the fourth quarter of the fourth century BC. 134

134Dor ot hy Burr Thonpson, "Three Centuries of Hellenistic
Terracottas," Hesperia 28 (1959), 141-142, pl. 29, T88;
Pi ckar d- Canbri dge, DFA2, fig. 57.
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Unfortunately, this piece is broken in such a way that al
one can tell for certain about the area above the eyes is
that the forehead was very deeply winkled. According to

Pi ckard- Canbri dge, "the nature of the break has suggested
that it once had a considerable head of hair" (190). A lot
of hair, however, does not an onkos nmake. At best, it could

be considered a suggestion of how the onkos devel oped, as is
the Medeia figure on the Munich krater (fig. 111,14).1%

The other element of tragic costum ng that undergoes a
change in the Hellenistic era is footwear. During this
period the soles of tragic footwear becane thicker, reaching
a hei ght of about four inches (ten cm). This devel opnent,

t oo, has been connected by sone scholars to the introduction
of the raised stage. Wbster, for one, saw the high-sol ed
boots comng in "at about the sanme tinme as the introduction
of the thyromata" (GIP 163). These thyromata (wooden panel s
pl aced in the openi ngs between the colums in stage
bui l dings) were, in his view, used as the background on the
rai sed stage, and thus cane into use together with the raised
stage, in such cases as in the second-century rebuil ding of

the theatre at Priene. According to Wbster, raised soles

135That the Medeia krater slightly predates the Lykourgan
renovations elimnates its proto-onkos fromany consideration
inrelation to Prof. Wbster's theory. The bronze mask from
the Peiraieus (Chap. 111, pages 162-164, note 125) al so
likely predates the Lykourgan reconstruction, and in any
case, only has a suggestion of what m ght have been a very
early version of an onkos.
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had two purposes in a theatre with a raised stage: "the
her oes and heroi nes | ooked nore stately and it was possible
for those occupying the lower rows of the theatre to see
their feet" (GIP 163). However, the evidence from Del os has
the raised stage comng into use in the first half of the
third century, while the (admttedly inconplete) evidence
offered by the art of the period suggests that the high sole
did devel op during the second century, seemngly a century or
nore after the raised stage was first used. Thus, there
seens little, if any, connection between the two.

J.R Geen notes that the costune of conmedy began to
change near the end of the fourth century, with the
devel opnent of New Conedy (TAGS 104). The i mense phalloi
di sappeared, as did padded costunes except for padded bellies
on sone slaves and old nen. In short, com c costum ng began
toimtate the clothing of real Iife. This change toward
naturalismal so appeared in comc masks and, seemngly, in
the style of acting. Geen then goes on to say, "It is
probably no coincidence that at the sanme tine that comc
masks and perfornmance becane nore naturalistic, tragic masks
and tragi c performance becone nore exaggerated and
stereotyped.” Klaus Neiiendam states that the change in
tragi c costune was due to the tragedy's need "to di stance
itself fromthe realismcultivated by the New Conedy" (The

Art of Acting in Antiquity 91). This concept of changes in

tragi c costum ng comng about as a reaction to the
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contenporary changes visible in conedy seens to ne to be
sonmewhat nore believable than the theories connecting the
change to the stateliness of the Theatre of D onysos or to
t he height of the stage, for several reasons. It still is
not the conplete answer, however.

Let us first look at the reasons in favor of the
"reaction to conedy" theory:

1. As discussed above, there is no real evidence of the
appearance of the onkos at any tinme near the renovation of
the Theatre of D onysos by Lykourgos. New Conedy, however,
was just getting started at the tinme of Lykourgos, and
devel oped over the follow ng decades, reaching its full form
whi | e Menander was writing (about 320-290 BC). As New Conedy
devel oped over tinme, any reaction to it could devel op over
time as well, rather than com ng about relatively suddenly
because of sone single event.

2. 1t could be argued that New Conedy's realistic style
stens fromthe sanme need to present a nore fitting spectacle
in the new Theatre of Dionysos as it has been argued woul d
| ead to the high onkos and stylized acting in tragedy. But,
t he change of style in New Conedy seens no nore abrupt than
that of tragedy, and | can find no physical evidence of New

Conedy costum ng that dates before the end of the fourth

century. 136

136A terracotta mask of a comc old man from Al exandri a,
Pi ckar d- Canbri dge, DFA2 224, fig. 108.
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3. If tragic nmasks adopted the onkos to becone nore
visible and properly proportioned on a raised stage, why did
com ¢ masks--which were used on these sane rai sed stages--not
exhibit this sane sort of change? Wy did they becone nore
realistic, rather than | ess?

Anot her piece of the solution to this puzzle is the fact
that by the end of the fourth century BC the plays of the
great Athenian tragedi ans were nore than a hundred years ol d;
sone of them even over 150 years old. They were occasionally
performed in "revival" beginning in 386 BC, and were
performed regularly fromthe 340s onward (Xant haki s- Kar amanos
22). It seens quite possible that productions beginning in
the late fourth century m ght have wanted to enphasi ze the
antiquity and renoteness of these plays in both acting styles
and masks, perhaps by using extant works of art fromthe

sixth and fifth centuries as inspiration.13 This practice

then, over a period of several decades, could have becone the
norm for productions of tragedy, whether originals or

revival s.

137Bi eber nmakes an interesting, although not entirely
convincing, attenpt to derive the onkos froma hairstyle that
appears on a few scul ptures fromc. 500 BC (HGRT 24). It
seens nore likely that the people of the late fourth century
m ght have attenpted to capture the sonewhat stiff and
slightly el ongat ed appearance of archaic scul pture in
general, rather than any specific details, to give nmasks an
antique sense. (One can get a "feel" for the | ook of archaic
scul pture fromBoardman's G eek Scul pture: The Archaic Period
(New York: Oxford UP, 1978).
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One ot her change took place in theatrical production
beginning in the latter part of the fourth century, and it
too mght be a part of the answer to the question of why
tragi c costune began to change at about this tinme. 1In the
second half of the fourth century, fanous actors began to
tour the G eek-speaking world, while their |esser-known
brethren went fromdene to dene in Attica (Pickard-Canbridge,

DFA2 279). In other words, acting started to becorme a

prof ession, rather than sonething performed by amateurs as a
civic duty. It was not |ong before these professional actors
were organi zed into guilds, generally referred to as the
Artists of D onysos. They seemto have travelled about,
often in troupes, throughout the Hellenistic world,
performng in various local theatrical festivals (Walton, GIP
224-226). Such an arrangenent woul d appear to call for each
troupe to have a nunber of plays in repertory, since the
difficulty of travel at the time would cause the troupe to
wish to stay in any town for at |east several days, making it
inpractical to go "on the road" with just one play. Since
they were travelling around the known worl d under conditions
far fromideal for transporting | arge anounts of baggage, a
set of costunes and masks that woul d be appropriate for nost
or all of their repertory would be desirable. The days of a
choregos buyi ng new costunes for a single perfornmance were

| ong gone. The enphasis was now on the actors, and they--

especially the "stars" who were well-known in all of the
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cities with theatres--were in a position to demand costum ng
that nmade them | ook inpressive in any role they played.
This, then, could well be part of the reason for the changes

intragic costune during the Hellenistic era.

Fig. IV,2. Terracotta mniature of a tragic actor, Athenian
Agora, c. 250 BC. Agora Museum T862. Photo: the American

School of dassical Studies at Athens: Agora Excavati ons.

Al'l discussion of the first appearance of the onkos and
of the high-sol ed boot nust remain specul ative, though, since
as of the date of this witing the representations of tragic

costunme during Hellenistic tines are quite sparse, and in
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fact none survive from between 310 BC (the | atest possible
date of the anphora in the British Museum by the Ixion
Painter) and the mddle of the third century. And it is
during the first half of the third century that the onkos
seens to have devel oped.

The earliest extant exanple of tragic costune fromthe
third century is a terracotta mniature of an actor from
about 250 BC that was found in the Athenian Agora (fig.

IV,2). This statuette is badly danaged, but it does show t he
torso and left armand nost of the head of a man wearing a
mask with curly hair and beard and an open nouth. The
eyebrows are prom nently noul ded, and are raised at the outer
furrowed, but since the top of the head has been broken
off,it is inpossible to tell just how high the forehead and
the hair above it woul d have reached. H's costunme consists
of a robe and a himation that is rolled up and wapped around
his torso and up over his right shoulder. It cannot be

di scerned fromthe nodelling of the terracotta whether the
left armis depicted in a sleeve or wapped in the hination.

In the first publication of the fragnentary mask from
the fourth quarter of the fourth century (see note 134
above), Dorothy Burr Thonpson conpared it and the broken
statuette (fig. 1V,2) to a terracotta head in Berlin (fig.
IV,3). It depicts the mask of a man with a curly beard and
an open nouth. The eyebrows are | ess prom nent than those of

the statuette, and they are | owered at the outside corners
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Fig. I'V,3. Head of a Persian king. Hellenistic terracotta
from Thebes, Berlin 8328. Photo: Bieber, DTA pl. 65, 1.

and rai sed over the nose (cf. the bronze mask fromthe

Peirai eus, Chapter I1l, pages 162-163, note 124). The
forehead i s nodel ed to be nore prom nent above the inner
corners of the eyebrows, with a holl ow between the two

prom nences. The nost striking aspect of the mask, though,
isits hairstyle. The hair is depicted as straight, and it
stands up and out at an equal distance fromthe upper two-
thirds of the face. It not only stands up fromthe face, but
bends forward, framng the entire face |i ke a nineteenth-

century poke-bonnet. Above it is worn a Persian tiara, which
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perhaps indicates that this is the mask of an Eastern Kking,
soneone |ike Darius. According to Bieber, at one point at
| east sone indication of color remained on this piece (DTA
124; HGRT 85); the hair and beard were red-brown, the tiara
"blui sh", and the pupils of the eyes were al so painted bl ue.
A mask with a simlar hairstyle and nodeling of the
forehead appears on a Hellenistic statuette also in Berlin
(fig. 1V,4). Again, straight hair stands up, out, and
forward fromthe face; this figure, however, wears no tiara,
and therefore was probably neant to be taken as Geek. H's
beard juts straight out fromhis chin in a sharp wedge. He
is dressed in a knee-length robe with a sleeve visible on his
extended right arm A wide belt is worn across his chest at
a level slightly higher than what we saw was customary in the
fourth century. A chlanys is clasped on his right shoul der;
the back part of it is pulled up and over his left arm H's
costunme seens quite simlar to that of the Agora statuette
(fig. 1V,2), and casts sonme light on the problem of how that
left armis draped. The fully preserved Berlin actor seens
to be wearing boots, but they are very roughly fornmed. The
soles seemto be flat and not particularly built up. Sone
schol ars have suggested that this statuette represents an

actor of conedy rather than of tragedy (see Pickard-Canbridge
DFAL 184, note 8). The nodelling of the forehead, the onkos-

like hairstyle, and the sleeved robe all indicate tragic

costunme, however. It is possible that this is a
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Fig. IV,4. Hellenistic terracotta statuette of a tragic

actor. Berlin 7635. Photo: Bieber, DIA pl. 61, 3.

representation of a tragic actor in a comc play, like

"Ai gi sthos" on the phlyax vase in the Getty Museum (see
Chapter 111, 107-109, note 98). It is nore likely, though,
that this piece is a sonewhat poorly-nade statuette of an
actor froma tragedy. Bieber suggests that he is nmeant to be

a Messenger (HGRT 313, no. 294). H s costune, with its knee-
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| ength robe, chlamys, and boots, contains all of the el enents
of the "old man" costune of the fourth century. That his
mask is very different fromthat of the "old man" could very
wel | be due to the changes in masks that occurred when the
onkos was introduced, and therefore he could be a Messenger
or Pai dagogue. However, the resenbl ance of his mask to that
of the head with the tiara (fig. 1V,3) makes it possible that
he is meant to be a king.

A wedge-li ke beard and nodel ed forehead simlar to those
of figure I'V,4 also appear on a statuette published by CGuido
Libertini .13 |t is a miniature terracotta depicting a tragic
actor flanked by a much smaller figure conpletely wapped in
a himation. The actor's mask, as well as having a jutting
beard, has an open nouth and small, narrow eyes. These eyes

seemto suggest that the character is blind, and is therefore
perhaps O dipous or Teiresias.13® H s hair is arranged in

vertical rows of curls along the side of his face and pil ed

138" G uppo fittile inedito di soggetto tragico."
Dioniso: Bollettino dell'Instituto Nazional e del Dramma
Antico 5 (1935/1936), 196-198. Wen the piece was published,
it was on the antiquities market. | have not been able to
find any sign of its current location. A terracotta head in
t he Archaeol ogi cal Museumin Agrigento has a simlar nodel ed
forehead and wedge-li ke beard. Its hairstyle consists of a
frame around the face with no depth; behind this frame, the
hair seens to be worn cl ose agai nst the head, perhaps covered
with a tight-fitting hat or a net. The effect, then, is that
of Bulle's "baroque facade" (see p.174 above).

139 f the character is indeed blind, the smaller figure,
who seens to be female, but could conceivably be a small boy,
can be consi dered his guide.
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on top of his head to forma very high, rounded onkos t hat

appears to be quite two-dinensional. He is dressed in an
ankl e-1ength robe with | ong sl eeves!¥ which is fastened by a

narrow belt worn a little above the waist. A himation is
draped over his left shoul der, across his back, and is pulled
around his front at slightly bel ow wai st | evel. Over the
nodel ed folds of the himation is superinposed a w de, net-
like pattern, as though the character wore a fisherman's net
wr apped around himwith his himation. This net puzzled
Li bertini and, frankly, it puzzles me, too. | can only
suggest that it was somet hi ng consi dered necessary to the
character, that he had some connection with the sea
(Posei don?), or perhaps had just enmerged fromthe sea, |ike
Menel aus in Euripides' Helen. O course, none of this
relates at all to the possibility that he is blind. Finally,
this actor's boots have quite high soles, about the w dth of
hi s hand, the equival ent of about four inches or ten
centinmeters. They seemto be nmade in two pieces, split
vertically fromfront to back

The sane sort of split appears on the footwear worn by
the figure identified as the "Personification of Tragedy" on
t he fanous "Apot heosis of Honer" relief in the British Miseum

(fig. 1V,5). Peeking out fromunder the hemof the robe are

140For sone reason, Libertini thought that this is
typi cal comic costum ng, rather than "one of the usua
chitons” (uno dei soliti chitoni) that he expected for tragic
costume (197).
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the figure's feet, dressed in boots or shoes with split soles
that are about the width of a hand high. Since this relief
is dated to the second half of the second century BC it is

one of the earliest exanples we have of the thick-soled

tLTOPIA FOIMIE  TPATNATA

Fig. IV,5. Personification of Tragedy, on the | owest
regi ster of the "Apotheosis of Homer" relief by Archel aos of
Priene, in the British Miseum (2191). Draw ng: Reinach, Rep.
Reliefs 484, no. 2191 (detail).
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tragi c boot.141 The vertical front-to-back split seen here

and in the Libertini statuette are quite interesting, and not
di scussed at all, to ny know edge, by other scholars. It
seens possible that this split may be an attenpt to reduce
the weight of solid soles. Later exanples which have no
visible split could possibly have sol ved the probl em of

wei ght by being hollow. The "Personification of Tragedy"

al so wears a nask, seen in profile, with a thin onkos-
structure that is triangular in section. Behind this
structure, the back of the mask is quite | oose-fitting,

per haps nade of cloth; two long, wide flaps or ties hang
fromit, over the shoul ders and down to waist |level. The
face has a forehead that slopes back, and a cl ose-cropped
beard. The figure is dressed in a |ong-sleeved, floor-I|ength
robe with a wide belt worn well above the waist. Over the
robe is a himation, draped sonehow around the back, then
under the right armto be caught and held by the | eft hand at

wai st | evel .

141pPj ckar d- Canbri dge et al. (DFA2 204, note 6) cite
Fraser- Ronne, Boeotian and Wst G eek Tonbstones 182, note 45
in placing the date at 150 BC. | amusing the date given by
Lygouri-Tolia in LIMC i.e. 130-120 BC. Wbster (GIP 187,
A78) places the date as between 150 and 50 BC. Liberti ni
gave no indication of date for the statuette he published
(Doniso 5, 196-198). Fromthe simlarity of its mask to
other late Hellenistic exanples, and fromthe al nost exact
correspondence between the soles of its boots and those of
the Priene relief, I would place it also in the second half
of the second century BC
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Dating fromthe end of the second century BCis a
mar bl e base in the British Muiseumthat depicts a fenale
figure (probably a Miuse) holding a tragic mask (fig. 1V,6).
This piece is often discussed in connection wth the Priene

relief (fig. 1V,5), since the seated woman wears sone sort of

footwear with a thick sole.%2 However, her footwear is

Fig. IV,6. Seated figure (Mise?) holding a tragi c nmask.
Marble relief fromHalicarnassos, in the British Muiseum

(1106). Draw ng: Reinach, Rep. Reliefs 486, no. 10 (detail).

142Those who di scuss these pi eces together include
Pi ckar d- Canbri dge (DFAL 229, where he considers the
Hal i car nassos base to be earlier than the Priene relief, and
DFA2 204-205), and Webster (GIP 44).
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actually quite different fromthat depicted on the Priene
relief. The sole is nmuch less thick, the equivalent of only
two or three inches (about 5to 8 cn), and it is nade in a
singl e piece, rather than being split vertically. This sole,
however, is depicted as separate fromthe foot, as if it were
the sole of a sandal, or even a tiny platformor footrest.
Since the figure is holding a tragic nmask, it is nost likely
that this is neant to be a sole, but the figure's chiton is
draped over her instep, so it is inpossible to see the
construction of the entire foot-covering. Thus, we cannot
tell whether this is nmeant to be a sandal, or sone sort of
shoe or boot with a sharp definition between the uppers and

t he sol e.

As for the mask that the Mise is holding over her raised
right hand, it is that of a man with a short, curly beard.
Hs hair is styled into an onkos of vertical curls, simlar
to that of the Libertini statuette. Behind its front facade
is depicted hair cropped off evenly at the nape of the neck.
The face is sonewhat danaged, but the forehead is quite | ow,
and the lips are full and thick, seemng to be open barely
nore than a crack. Especially in profile the mask resenbl es

a broken late Hellenistic terracotta nask of Herakles in
Berlin.1*3 As in the nmask on the relief, Herakles' onkos is a

little lower than that of other Hellenistic onkoi, even

143Ber|in, Staatliche Museum from Perganon. LI

v, 1,
744 Herakles 270 (wi th drawi ng); Wbster, MTSPZz 61, ZT5.
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though it is topped with the hero's lion-skin. The forehead
is also quite low, and is nodeled |ike that of figure |V, 4.
The | ower part of the mask has been broken away, but what is

left of the upper |lip suggests that it was quite w de open.

Fig. IV,7. Late Hellenistic relief of an actor, in Dresden.

Phot o: Bi eber, DTA pl. 55, 1.

Shoes simlar to those worn by the Miuse in figure 1V, 6
are seen much nore clearly on a relief in Dresden that
pi ctures a man who seens to be an actor dressed as Di onysos

or one of his followers (fig. I1V,7). On this relief, the
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right foot is clearly visible, while the sole of the left
shoe peeks out fromunder the actor's costune. Under the
right foot we see a sole built up of four horizontal |ayers
(nmore clearly visible on the otherw se hidden |eft foot),
creating a platformthe equival ent of about two to three
inches (5 to 8 cn) in height. The foot rests above this
platformlike sole, with the curve of the arch clearly
vi si bl e above the flat platform The foot is not bare,
however. Incised decoration can be seen along the side of
the arch and up over the top of the instep, including
concentric circles on the side of the heel, and a spiral
running fromthe heel to the instep. Thus, this style nust
be a boot simlar to the thin-soled ones we saw in the fourth
century, but with the thick, built-up sole, nade separately
and attached to that boot. A simlar technique is used in
sone nodern platform boots, such as those pictured in figure
'V, 8.

The actor pictured in figure IV,7 is dressed in a robe
of ankle or floor length with a high belt, and with [ ong
sl eeves that are somewhat |ooser-fitting than any we have
seen before. Around his waist and down to his knees is
wrapped a himation. According to Bieber (HGRT 84), he is
crowmed with a weath of ivy, and is wearing a nebris, the
fawn's skin characteristic of the followers of D onysos. |vy
| eaves are visible in his hair only in a good cl ose-up

phot ograph (e.g. Bulle, fig. 27a) or, | suspect, in person.
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Fig. IV,8 Platformboot by O assified, 2000 AD. Phot ograph

by author, with the permssion of the staff of Junkman's

Daughter's Brother, Athens, GA

More imredi ately visible are the flowers and ot her objects
(too danmged to identify froma photograph) which appear in
his crown. The nebris can be seen fastened by its paws over
his left shoul der and slanting down to di sappear under his
belt and himation. A long, thin weath of |eaves is draped
di agonal |y across his chest fromhis right shoul der to bel ow
his waist on the left where it disappears presumably to cross

up again to the shoul der behind his back. Pickard-Canbridge
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saw all of this as the costune "of the Roman not of the G eek
theatre" (DFAL 227). However, other than in the | ooseness of

the sl eeves (which is hardly excessive, although a bit
unusual ), his costune is quite simlar to what we have seen

inthe Geek world. It is possible that, although he rejects
Bul | e s argument (DFAL 226-227, note 5), Pickard-Canbridge

was i nfluenced by the German scholar's attenpt to identify
the subject of this relief as the fanmous Ronman actor of the
first century BC, Quintus Roscius (Fest. Loeb 37-43).

One | ast representation of tragic costune in the Geek
world of the Hellenistic era conmes fromthe House of the
Conedians in Delos (fig. 1V,9). It is a section of a fresco
frieze decorated with comc and tragic scenes, and it depicts
an old man and a wonman in tragic garb. The wonman seens to be
| eading the old man by the hand, so the scene has been
tentatively identified as being O di pous and Antigone from

QG di pous at Kol onos. The painting has undergone a certain

amount of damage, but some details are still quite clear.

The old man is dressed in a | ong-sl eeved robe that reaches
nearly to the ground; it is of a solid rose-pink color. Over
his |l eft armand across his back he wears a creamcol ored

hi mation; traces of a w de, darker-colored band remnain the
equi val ent of a few inches above its hem The belt worn

above his wai st retains traces of gold-colored paint. H's
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mask has a long, curly white beard, and hair of the sane

color is piled into a fairly high onkos at the top of his

Fig. 1V,9. Antigone with the blind G dipous. Fresco from
Del os, the House of the Conedi ans, Cecus nmaior (N, netope 7),
c. 125-100 BC. Del os, Archaeol ogi cal Museum Phot ogr aph:

Ecol e Francai se d' Athénes, courtesy of Pia Stavrinidi.

head; curls of hair fall past his ears and onto his
shoul ders. H's |ips seem sonewhat thick, but the mouth is
shown as open. The area at the hemof his robe where his

feet should appear is so badly damaged as to nake it
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i npossi bl e to understand what his footwear mght be. In his
right hand is a long staff, on which he is |eaning.

The nost imedi ately striking aspect of the wonman's
costunme is her mask, which is painted brilliant white. |Its
eyes and nouth are both w de open and bl ack, contrasting
strongly with the white. Her forehead is high, rising to a
central point to formher onkos. A portion of her dark
brick-red himation is pulled over the back of her head. This
hi mation is draped over her left arm and hangs di agonal ly
down her left side, then to be pulled across her back. Her
robe is of this sanme brick-red color and is held by a belt
that has traces of gold paint, like that of the old man. It
is difficult to tell how far down the robe reaches. It seens
to end the equival ent of about three to four inches (8 to 10
cm) above the ground. Belowthis there is a section of the
sane brick red as the robe and himation, indented sonmewhat
fromthe sides of the robe. There is a great deal of damage
to the surface of the paint in this area, but fromits
appearance this indented section could be either the hemof a

floor-1length undergarnment or the thick soles of tragic

boots. 144 Some vertical lines are indicated in this indented

144\bster (M TSP2 119) has the cryptic notation
"kothornoi with thin soles.” It is inpossible to determ ne
fromthe context just who he believes is wearing these
kot hornoi --the man, the worman, or both. M cl ose exam nation
of the painting in the nuseum found no traces of "thin
soles;" the man's feet are too damaged to yield any
concl usions, and if the wonman i s wearing kothornoi, they have
quite thick sol es.
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section, which could be the artist's depiction of folds in an
underrobe or of two separate sets of thick soles split
vertically down the mddle Iike those in figure IV,5 and the
Li bertini statuette.

Concl usi ons

The extant pictorial evidence for tragic costumng in
the Hellenistic era is quite sparse. Nevertheless, a few
concl usions can be drawn. First, although the precise date
of the appearance of the onkos cannot be determned, a few
variations of it were firmy established by the end of the
third century BC, and they continued throughout the
Hel I eni stic period. These include the "poke bonnet" style
(figs. 1V,3 and I1V,4), and the rounded onkos fornmed by
vertical rows of curls above the forehead (fig. IV,6 and the
Li bertini statuette). The latter style of onkos was often an
al nost two-di nensi onal "baroque fagade" in front of hair or
cloth nmoul ded very closely to the shape of the back of the
head (figs. I1V,5 and 1V,6). The forehead itself, w thout the
aid of hair, could make a small triangul ar onkos as wel |
(fig. 1V,9).

Also during this period an exaggeratedly thick sole
becones added to the tragic boot. Again, the exact date of
this addition cannot be determ ned, but the thick sole was
certainly firmy established by the second half of the second
century BC, when it was considered characteristic enough of

the genre to be used as one of the attributes of a
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personification of Tragedy (fig. 1V,5). Unfortunately, no
depiction of tragic footwear survives that can be securely
dated to between 300 and 150 BC, so we cannot trace the
devel opnent of the thick sole. W do have a hint, however,
that it may have devel oped gradually during this period, in
that the boots of the second half of the fourth century BC
were sonetines depicted with soles of about half an inch
thick (e.g. fig. I11,9). As there were with onkoi, a few
variations in the type of thick sole exist in the Hellenistic
period. Sonme seemto have a vertical split fromfront to
back (fig. 1V,5 and the Libertini statuette), perhaps an
attenpt to reduce the weight of the sole. Thick soles also
coul d be made by the stacking of several horizontal |ayers
(fig. 1V,8). Unless actual remains of such soles are ever
found, it cannot be known of what material they were nade.
However, | would |ike to suggest that they were nade of cork,
a material which can easily be cut to the needed shape and
t hi ckness for these layers, is |lightweight (thus solving the
probl em for which the other soles were split) and sonewhat
fl exible, but strong enough to hold together while in use.
Sone nodern platform shoes are nade in this fashion

Finally, there is the question of the devel opnment of the
clothing worn by tragic actors in the Hellenistic period.
The evi dence shows that the elenents remain basically the
sane as what we saw in the fourth century BC. The actor

still wears a |ong-sleeved robe that is either ankle-to-floor
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length (figs. 1V,5 1V,6, 1V,8 1V,9, the Libertini
statuette) or around knee-length (fig. 1V,4). There is still
often a himation wapped around it (figs.1V,5 1V,6, IV,8,
IV,9, the Libertini statuette), although the chlanys does not

appear in any of the extant figures.14® The belt seens to be

worn a little higher above the waist than it had been in the
fourth century BC. The only representation we have of the
ornanentation of the fabric during this period, the Del os
fresco (fig. 1V,9) yields sone interesting data. The
costunes are of solid colors with no decorative notifs woven
into themor enbroidered onto them The only added
decoration is the stripe on the elderly nman's himation.
Finally, both characters' belts were painted gold, sonething

that we will see fairly often in the follow ng centuries.

145Thi s, of course, does not mean that the chlanys was no
| onger worn on the tragic stage, but just that it does not
appear in any of the few representati ons we have of tragic
costumng fromthis period.



Chapter V

Tragic Costune in the Roman Republic and Early Enpire

In the third century BC, Livius Andronicus (fl. 240-204
BO) translated and adapted the tragedi es of Sophokl es and
Euripides into Latin. Al though better known for conedi es,
Ghaeus Naevius (fl. 235-c. 200 BC) wote Latin adaptations of
the tragedi es of Euripides, and al so created the Fabulae
Praetextae, tragedi es based on Ronan subjects and set in
Ronre. New tragedi es were witten in Rome during the second
and first centuries BC by Quintus Ennius (239-169), Marcus
Pacuvius (c. 220-c. 130), and Lucius Accius (170-c. 86);
their work seens to have been based |argely on G eek nodels.
The tragedies of all of these authors seemto have been
performed at least until the late first century BC, both at

appropriate religious festivals and at inportant occasi ons

such as triunmphs or the funerals of powerful citizens. 146

146Hor ace (Epist. 11, 1, 50-61) lists Ennius, Naevius,
Pacuvi us, and Accius anong those whose works "powerful Rone
wat ches, packed together in the theatre" (stipata teatro/
spectat Roma potens). G cero, earlier in the sane century,
conpl ai ned about the extravagant use of props for the sole
pur pose of overaw ng the audi ence in productions of
dytemmestra and The Trojan Horse (Letters to his Friends
VIl, 1, 2; WIllians 4-7). For a discussion of theatrical
performances for the funeral of Gaius Curio, who was killed
fighting on Caesar's side in the Roman Cvil War (49-46 BC),
see Pliny, Natural H story XXXV, 24, 115-117.

205
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During the first century AD tragedies witten by Lucius
Varius Rufus (fl. c. AD 20-30) and Publius Ponponi us Secundus
(fl. c. AD50) were definitely perforned in public, and
Luci us Annaeus Seneca (c. 5 BC AD 65) wote tragedi es which
may or may not have been produced publicly. " A version of
Medea witten by the poet Ovid early in the first century AD
seens not to have been intended for public performance.
Unfortunately, none of the tragedies witten by Ronans,

except some witten by Seneca, survive to nodern tines. Al
that is left of the other Roman tragedies are sone titles and
a nunber of brief, unconnected passages.

Roman original tragedies and Latin translations of Geek
originals, then, were probably being conposed and publicly
performed at |least up to the third quarter of the first
century AD. Moreover, there is a certain anount of evidence
for the witing and production of original tragedies in G eek

in this sane period, as well as for revival productions of
G eek drama of the Oassical period.1* There is also anple

pictorial evidence of tragic costumng fromthis tinme, nost

147The argunments for and agai nst Seneca's tragedies
havi ng been performed are well sunmarized by Margarete
Bi eber, "Wirden die Tragédi en des Seneca i n Rom auf gef thrt ?"
Rom Mtt. 60/61 (1953/54), 100-106. She concludes that his
tragedi es were indeed perfornmed publicly.

148For a conpl ete di scussion of the evidence for the
production of Geek tragedy in Roman tinmes see C P. Jones
"Geek Drana in the Roman Enpire,” Theater and Society in
the dassical Wrld, ed. Ruth Scodel (Ann Arbor: U of
M chi gan Press, 1993) 39-52.
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of it dated to the first century AD, and nuch of it com ng
fromthe region buried by the eruption of Vesuvius in AD 79.
It therefore nakes sense to discuss the evidence for tragic
costumng in the Roman world up to the late first century AD
as a unit.

The earliest depiction of any el enment of tragic costune
in territory under Roman influence is in a nosaic fromthe
House of the Faun in Ponpeii that is dated to the second

century BC (fig. V,1). It depicts two al nost identica

Fig. V,1. Tragic nmask on a nosaic from Ponpeii, House of the
Faun, second century BC. Naples, Miseo Archeol ogi co

Nazi onal e 9997. Photo: Bieber, DIA fig. 117.

masks, which differ only in skin color, the woman's nask
bei ng white, and the man's mask (pictured here) a ruddy
fl esh-tone. Both have reddi sh-brown hair arranged in a high,

rounded onkos nmade of vertical rows of curls, simlar to what



208

is found in the Geek world at this sane tine (figs. 1V,5 and
IV,6, and the Libertini statuette). The vertical rows of
curls extend over the ears and past the jaw ine, spreading
out onto the ground on which the nmasks are placed. The eyes
are perfectly round and are set under prom nent eyebrows that
are lowered at the outside corners and rai sed over the nose.
The open nouth is fairly wde, with turned-down corners. The
chin juts forward, and the area underneath it is a solid dark
color. This may be the nosaicist's attenpt to depict a
shadow on a solid surface, but it is probably neant to
indicate that the mask ends at the base of the chin, and the

dark area is the hollow interior.

Fig. V,2. Tragic scene fromthe tonb of Numtorius Hlarus.
Roman terracotta relief, first century BC. Rone, Miseo

Nazi onal e Archeol ogi co. Photo: Bieber, DTA pl. 56.
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By the first century BC depictions of the staging of
tragedy began to be seen in Roman contexts. Wat nmay be the
earliest of these depictions is a polychrone terracotta
relief fromthe tonb of Numtorius Hlarus nowin the Miseo
Nazi onal e Romano in Ronme (fig. V,2). It is a scene set in
front of a scaenae frons, with an actor dressed as a wonman in
the center, holding a small boy wearing a Phrygian cap with
her right hand. To the viewer's right is an actor dressed as
a man, who is extending his right hand toward the wonman and
child; on his head is what has been taken to be a coni cal
pilos. The man's headgear and the boy's Phrygi an cap have
caused scholars to identify this as a scene in which Qdysseus
(who was often depicted in a pilos) is comng to take the
Troj an boy Astyanax from his nother Andromache, in order to
be killed. Since Accius wote an Astyanax, it nmay be a scene
fromhis play.

The two actors, "Andromache" and "(Qdysseus,"” are dressed
in full tragic costunme that, while very simlar to what we
have seen in the G eek-speaking world, has sonme uni que
features. Both robes are ankle-length and have | ong sl eeves.
The worman's, however, seens to consist of a peplos over a
sl eeved garnent; the peplos has a very long overfold that
reaches down al nost to the knees. It seens to be bunched up
at about the waist, perhaps due to being bl oused over a belt
that the blousing then hides. WIl| above the waist is a

visible, wide belt worn over the blousing. A himation is
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draped over her left armand shoulder and trails on the
ground on her left side. The robe worn by "Qdysseus"” has no
overfold or blousing. It is fastened by a very w de belt
worn a little above waist level. A chlanys is fastened over
his right shoul der and hangs over his |eft shoul der and arm
He grasps a sheathed sword in his left hand.

The masks of both characters are quite large in
proportion to their bodies. That worn by "Andromache" has a
rounded crown and | ow forehead with no real indication of any
kind of onkos. CQurly hair cascades onto her shoul ders. The
eyes are of a fairly natural shape, and of a size in
proportion to that of the face. Her nouth is w de open and
quite oddly shaped, basically rectangular with exaggeratedly

poi nted corners. Simlar nouths appear on masks carved on

Fig. V,3. lvory or bone theatre ticket, fornmerly in the

collection of Margarete Bieber. Photo: Bieber, DTA fig. 90.
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Roman theatre tickets, one in Berlin, 1 and the other once in
Dr. Bieber's personal collection (fig. V,3). The man's nask
does have a lambda- shaped structure above the forehead, and
this is generally noted as the conical pilos often worn by
(dysseus and other travellers. 10 However, it is in no way
constructed like a pilos, which was a sinple, conical-shaped
hat, like the one worn by "Perseus" in fig. 1,3.1%1 This
headdress, however, covers the hair on the sides and back of
the mask as well as the top; only the hair imrediately
framng the sides of the face is visible. A w de horizontal
band crosses the nmask's forehead; above this band the
terracotta has been noulded in a rough texture that m ght
have been neant to indicate sone sort of patterning on the

hat, or perhaps it is curly hair piled in an onkos and

149See Bi eber, HGRT 247, fig. 811b.

150Qdett e Touchefeu (LIMC 11, 1, 931) called his
headdress a pilos, as did Bieber (HGRT 163); earlier, Bieber
had called by the nore generic nane of sailor's cap (DTA
112), as did Pickard-Canbridge (DFAL 186). For such a cap
bei ng characteristic of Odysseus, see R Kreis-von Schaewen,
"Tlidog, " Paul ys Real - Encycl opadi e der d assi schen
Al tertunsw ssenschaft, ed. Georg Wssowa, et al., vol. 20
(1950), 1331.

151A very simlar pilos appears worn by nmany of the
Daci ans on Trajan's colum (panels 55, 56, and 92, to mention
a few; the only difference between it and the one worn by
"Perseus" is that the later pilosis a little | ess pointed.
Therefore, the sane basic pattern was used at |east until the
second century AD. See Kreis-von Schaewen ("Ililog " 1332-
1333) for a listing of the possible variations within the
basic pattern of the pilos.
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vi si bl e between the band and a hood-|i ke head-covering. It
is inpossible to tell for certain only from phot ographs, but
it looks nore |ike a band and a hood with curly hair visible
than it does a single headdress.

Bot h characters wear boots with thick soles (the
equi val ent of about three inches or eight centineters) that
appear separated fromthe body of the boot, as did the
Hel | enistic soles pictured in figures IV,6 and IV, 7.

The young child, "Astyanax," is dressed in what coul d be
either theatrical costumng or a version of Eastern dress.
He wears a | ong-sl eeved robe that reaches to a little above
his knees, and that blouses over a belt fastened a little
bel ow his waist. Under this robe is a pair of close-fitting
| eggings and thin, flexible-soled boots or shoes. On his
head is a Phrygian cap with short flaps over his ears and a
soft point that droops above his tenple. Like the little
girls on the Syracuse Q di pous vase (fig. 111,8, see Chapter
11, page 131), he is not wearing a mask, suggesting either
that he did not appear in the actual tragic scene, or that
children who appeared on stage were not nasked. The two
figures huddl ed together on the viewer's left of the scene
are not dressed in any formof what we have cone to know as
tragic costune. Their dress seens to be ordinary streetwear,
tunics with a himation or stola draped around the body, with
no sign of long sleeves or high belts. They seemto have

sinple, thin-soled shoes on their feet. Mst significantly,
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they do not wear masks. They are also nmuch snaller in scale
than the two costunmed actors. Bieber suggested that they are
meant to represent Andronache's servants, characters who
"have taken the place of the old chorus, synpathetically
acconpanying the fate and action of the main characters with
their gestures" (HGRT 163). This identification is quite
likely the proper explanation for these figures, and it is
interesting to note that if it is the correct explanation,
this piece is evidence that such figures had nuch the sane
appear ance as the audience, thus fulfilling at |east visually
the chorus' function of being a bridge between the action and
t he audi ence.

A scene froma tragedy appears in a Ronman wal |l painting
found in the colunbariumof the Villa Doria-Panphili in Rone
(fig. V,4). This painting is dated by Bi eber as "probably
the late first century BC' (HGRT 298, note 14), and it seens

to depict two quarreling groups brought before a king or
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Fig. V4. Tragic scene. Ronman wall-painting fromthe
col unmbariumof the Villa Doria-Panphili, Rone, late first
century BC. Drawi ng:Jahn, D e Wandgen#l de des Col unbari uns

in der Villa Panfili pl. 4, no. 10.
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judge who is seated on the viewer's left. Both Bieber (HGRT
163) and Santer (119) include color in their descriptions of
t he costunes worn by the various figures in this painting.
Unfortunately, although both scholars were working fromvi ews
of the fresco itself rather than from col or phot ographs, they
rarely agree in their descriptions of the colors. The seated
figure on the left wears a mask with an extrenely hi gh onkos,

the hair of which, according to Santer, is red-brown. 12 Hs

robe has | ong sleeves; Santer says that it is blue, while
according to Bieber it is green. Both agree that the

hi mati on worn wrapped around his torso and up over his |eft
shoulder is violet. In his left hand he holds a sceptre.

The next figure to the viewer's right, the young man who
is holding a lantern, is dressed in a snmall himation that is
wr apped around his body, |eaving his right shoul der and | ower
linbs bare. According to Santer, the himation is bl ue-
violet. The next figure to the right is somewhat puzzling.
Rei nach's drawing has it wearing a woman's mask, and Sant er
calls the figure a | ady (donna). Bieber, however, sees it as
a bearded nman, and t he photograph she reproduces certainly
| ooks as though there is a |arge, long, blunt-cut beard

covering the figure's neck. However, no features are visible

152Rei nach' s drawi ng has a petasos worn on the back of
the man's head, with its brimsticking up in the front and
conti nuing down his back. The only photograph | have been
able to find, however (Bieber, HGRT fig. 589), shows a
definite high, two-dinensional onkos with the hair behind
fitting closely to the shape of the head.
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on the figure's face in the photograph, and the entire area
of the face and neck | ooks as though it m ght have been
damaged, with the plaster flaked away in the rough shape of a
face and beard. In addition, the figure is |leaning on a | ong
staff, which tends to be a masculine pose. Both Bi eber and
Santer agree that the figure is wearing a yell ow, seem ngly
| ong-sl eeved robe. Reinach's omssion of the robe is al nost
certainly a mstake if the figure is indeed that of a woman;
if it is of a beardless young nman, it is possible that the
yel | ow robe fastened only over the |left shoulder, |ike an
exomis, but | have never seen a | ong garnent fastened in such
a way. The photograph is of no real help on this point. The
figure wears a himation draped over its left shoul der and
under its right arm Bieber says it is green, and Santer says
light blue. According to Bieber, the triangular object worn
on the figure's head is a yell ow cap.

The next figure to the right is a slender wonan in a

robe with sleeves that seemin the photograph to be short,

the way Reinach has drawn them 153 Bieber clains this robe is

153There is sone controversy as to the identification of
the group of three mniature figures between this worman and
the preceding figure. Bieber suggests that they are three
smal|l children in a basket. Samter has no suggestion as to
who they m ght be, but he refutes Jahn's identification of
themas a version of the three G aces on the grounds that
they are not partially nude, but conpletely dressed in red-
violet garnments, and that they seemto be | eaning on one
another with their backs together. | can suggest no
identification, but whoever they are, they do not appear to
have anything to contribute to the discussion of tragic
cost une.



216

yellow, while Santer says it is reddish. Around her body
fromthe wai st down is draped a himation that is either bl ue-
violet (Santer) or green (Bieber). This figure does not
appear to be wearing a mask. The next figure to the right is
al so a worman, and Santer and Bi eber both agree that she is
wearing a blue robe topped by a violet himation. She is
wearing a mask, since she has a small, triangul ar onkos

t opped by what Bieber calls a "gray kerchief.” 1In the
phot ogr aph, her nouth appears to be sonmewhat open.

V& cone into controversy once nore with the next figure
to the right, which Bieber again sees as a nman, while Santer
reads it as a woman, and Rei nach's draw ng shows anot her
bear dl ess, fem nine-appearing face. The photograph, however,
shows a | ess badly damaged surface over this face than that
of the other disputed figure, and there do seemto be traces
of a beard visible. At the top of the head there appears to
be a true onkos, one consisting of a high forehead topped by
a triangular hairstyle and perhaps a cap or tiara, rather
than the rather odd, parted hairstyle of the drawi ng. Bieber
sees this figure as being dressed in a gray robe with a
grayi sh-bl ue himation draped around himand fastened over the
| eft shoulder; Santer has the figure dressed entirely in
bl ue-violet. The pole wwth a crossbar that the figure
carries over its left shoulder is a puzzle. Bieber suggests
that it is sone sort of tool, perhaps a plow or a yoke. To

me it |ooks rather |like the support for a mlitary banner
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(vexillum), although I cannot suggest why a tragic character
shoul d be carrying such a thing, especially without its
banner.

The figure on the far right who is running toward the
rest of the scene wears a wonan's mask with a two-di nensi ona
onkos (that is sonmewhat |ower than that of the seated figure
on the far left), rather than the rather oddly shaped bri nmed
hat that Reinach drew. She wears a robe that has an overfold
that reaches to her knees; long sleeves are visible in the
phot ograph. Her smallish himation is draped under her right
armand over her left shoulder, fromwhich it flutters behind
her wwth the speed of her novenent. According to Santer she
is dressed entirely in blue-violet, while Bieber says her
costunme is all grayish-green.

None of the figures in the painting wear thick-soled
boots or shoes. Mbst wear nmasks wi th onkoi, the exceptions

bei ng the young man with the lantern and the sl ender wonan. 1%

Bi eber states that all of the figures except the |antern-
bearer have long sleeves. Wile nost of the figures probably
do have long sl eeves, it cannot be determ ned for certain
fromthe evidence available in the photograph. Even Santer,

who probably saw the painting first-hand, stated that the

154According to Bieber, all but the young man, whom she
calls "a subordi nate person and probably a servant," have
onkoi. To nme, however, the slender young wonman's face does
not seemto have an onkos; if it does, it is very |ow and
flat.
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I ength of the sleeves of the two figures on the right cannot
be known. And, as noted above, the photograph seens to
i ndi cate that Reinach was correct when he drew short sl eeves
on the slender woman, although it is difficult to tell for
certain, since any difference in color between cloth and
fl esh cannot be discerned in the black and white photograph
of this scene.

A wall painting fromGstia, also probably fromthe first
century BC, shows us a scene in which figures in tragic

costunme are in violent notion (fig. V,5). W see two

Fig. V,5. Tragic scene. Ronan wall-painting fromGsti a,
first century BC. Vatican Miuseuns, Lateran 1063. Phot o:
Vaglieri, Gstia fig. 22.

figures, a man and a wonan, seated upon a slightly raised

pl at f orm and anot her man and worman runni ng toward them The
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attention of these four figures is centered on a nude child
who seens to be flinging hinself (for protection?) at the man
on the platform who is beginning to rise to neet or even
enbrace him The scene appears to be sone sort of
recogni tion scene, as Bieber says, "simlar to that in the
lon of Euripides, only the child here is younger and naked"
(HGRT 163). Al of the figures except the nude child are
dressed in ankle-length, |ong-sleeved robes, and all but the
child and the seated wonman wear masks with sonme anmount of an
onkos.

The woman who is running fromthe |eft has a high,
rounded onkos of hair that is probably arranged in a two-
di mensi onal "baroque facade." Her robe is bound by a w de
belt worn slightly above her waist, and a himation of a
lighter color than that of the robe is flung over her |eft
shoul der. In her hands she carries what Bieber calls "a
yel | ow obj ect which |ooks |ike a garnment or piece of cloth”
(HGRT 164). Little can be discerned of the figure who cones
running in fromthe back of the scene. The figure's mask is
clearly visible; it is of a bearded man with a w de-open,
rounded nouth. The forehead is extrenely high and broad,
with snooth, flat hair above it. Bieber suggests that he
m ght be an ol d pai dagogue.

The figures seated on the platformare sonmewhat clearer
The woman on the right sits perfectly still, her hands fol ded

on her |ap, watching the extrene actions of the others. Her
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face is natural in expression and proportion, with no
suggestion of a mask; her nouth is closed. Her hair is
conpletely covered by a veil that falls to below the | evel of
her waist. Her forehead is not unusually high, nor is there
any indication of an onkos hi dden under the veil. The only
part of her appearance that suggests tragic costune is her

| ong- sl eeved robe.

The man beside her, who is rising froma seated position
to take the child s right hand with his left and to place his
right hand on the child s head, wears a bearded mask with an
onkos of hair piled above his brow Over his robe he wears a
chl anys of a darker color that is either Iined with a col or
simlar to that of his robe, or has a w de band of this color
around the very edge of its top and sides. None of the
figures wear high-sol ed boots.

Anot her tragic scene is painted on a marble panel from
Hercul aneumthat is dated to about the end of the first
century BC or the beginning of the first century AD (fig.
V,6). Although it is now so faded that only faint traces of
colors and shapes are visible, old photographs showit in
detail. On it are three figures in tragic costune, all of
them dressed as wonen. The one on the left is |arge, heavy,
and rather grotesque. Her figure is probably padded, and she
may owe her exaggerated height to thick soles that are
i nvisible beneath her floor-length robe. Her |arge head,

doubt| ess a mask, rests directly on her shoulders, with no
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neck visible. Her arns appear short in proportion to her
body, which is a further indication that she is costumed to
becone a much larger figure than the actor hinself woul d be.
The other two figures in the scene al so appear to be wearing
masks and perhaps thick soles, but their costumes are |ess

exaggerated and grotesque than that of the worman on the left.

Fig. V,6. "Phaedra and Nurse."” Painting on white narble
from Hercul aneum Napl es, Miuseo Archeol ogi co Nazi onal e 9563.

Phot o: Bi eber, DTA fig. 110.
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The traces of paint that remain on the narbl e enabl e us

to reconstruct the colors of the costunes. The padded figure

on the left, according to Bieber, wears a robe with white

sl eeves, and the hinmati on wapped around her is white with a
yel |l ow border (HGRT 164). Al that remains of any of this
are the grayi sh-purple shadows in the white garnents. Bieber
al so says that she has a yellow veil on her head. Her robe
is held by a wde belt worn well above her wai st, on which
there are traces of gold-colored paint. Her mask has an
exaggeratedly high forehead with prom nent eyebrows that are
| owered at the outside corners and rai sed above the nose (cf.
figures 1V,4, and 1V,5). Her face is egg-shaped and jowy,
the nose |long and pointed with flared nostrils, and her nouth
is wide-open and rectangular, a slightly nore rounded version
of the nouth seen in figures V,2 and V,3. Her hair falls
down over her shoulders in curls and is painted a very
definite red which still survives quite well.

The figure in the mddle has white hair topped with a
kerchief or cloth cap, and a mask with a hooked nose and an
open nmouth w th angul ar, turned-down corners. She appears to
be an old wonan, probably a nurse. There are traces of a
grayi sh color visible in her robe, and the himation worn over
her shoul ders and w apped around her torso shows traces of
I'ight gol dish-brown paint. The photograph indicates sone

sort of narrow protruding band a little above the bottom hem
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of her robe, probably sone kind of appliqued decorative cord,
or perhaps a tiny horizontal tuck or fold stitched in place
for a decorative purpose.

The third figure has curly hair tunbling onto her
shoul ders in the same way as that of the first figure, but
her forehead is nmuch |less high. The fearures of the mask are
hard to distinguish, except that her nmouth is w de open.
There are traces of rust-colored paint on her sleeves and on
t he hi mati on wapped around her torso. The wi de belt worn
hi gh above her wai st shows traces of the sanme gol d-col ored
pai nt as seen on the belt of the first figure.

Dating fromsonetine around the mddle of the first
century ADis a wall painting that depicts two characters in
tragic costune, a wonman carrying a snmall baby, and an ol der
woman (fig. V,7). Both wear masks with extrenely high two-
di mensi onal onkoi that seemto be nade of sonme quite rigid
framework, the rins of which are snooth and gl eam ng
(nmetal ?), and agai nst which the hair is spread in the front.
Their hair, which is browm in color, falls beside their
faces, ending at the jaw |l evel of the wonman on the left, but
cascadi ng over the other woman's shoul ders. Both nmasks have

open nmouths. The face of the woman with the baby is painted

white, that of her conpanion a yellow sh shade. ® Both wonen

155Bj eber calls it "quince-colored yellow' in The H story
of the G eek and Roman Theater (231), although in Denkndl er
zum Theaterwesen imA tertum (117) it was sinply yellow
(gelbes) .
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wear thick-soled boots that are painted gol den brown and seem
to be very shiny, perhaps even netallic. The sol es appear

very thick, the equivalent of about four to five inches (10-

12 cmor nore).

Fig. V,7. Tragic heroine and serving woman. \Wall-painting
from Ponpeii, Casa dei D oscuri, in Naples, Miseo

Archeol ogi co Nazi onal e 9039. Photo: Bieber, DTA pl. 58.

Both figures wear robes with long sl eeves; that of the

ol der woman cones down to just below mid-calf, while the
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ot her woman' s reaches the tops of her feet and has a | ongi sh
train behind her. Bieber described the colors of both of
their costunes (DTA 117); the col or photograph published in

vol unme four of Ponpei: Pitture e Msaici (945, fig. 166)

seens to indicate quite different colors. According to

Bi eber, the wonan on the left (a servant?) wears a green robe
with light violet sleeves. The band near the hem of her robe
is bright yellow and violet. Her chlanys, which is fastened
over her right shoul der and draped over her |eft shoul der and
arm is browmn with blue-green trimon it sonewhere. The
phot ogr aph, however, shows her robe as a bright |ight blue
with sleeves that are either white or a very pal e | avender.
The band at its hemis also the pale | avender or white, with
the white in the highlights and the | avender in the shadows,
giving the band a netallic silver appearance. The chlanys
appears to be a creany pale gold with a wide band at its hem
of the same white or pale | avender as the sl eeves.

The wonman hol di ng t he baby, according to Bieber, wears a
violet robe with a band of bright green decoration near its
hem The wi de belt worn high above her waist is painted a
gol den color. The himation that is draped fromher |eft

shoul der | oosely around her torso and back up over the left

156]t is possible that the colors as they are reproduced
in the photograph are distorted, a common enough occurrence
in color photography. The editorial standards of the series
Ponpei : Pitture e Mbsaici are quite high, however, and it is
therefore likely that the colors reproduced in the photograph
are close to those of the painting itself.
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shoul der is white. The baby is wapped in red swaddling
clothes. In the color photograph, her robe and hination
appear to be the same color, white with pale | avender
shadows. The band at the hem of the robe is the sanme blue as
seen on the other wonman's robe. The second wonan's belt is

gold in color, and is painted in such a way as to appear

Fig. V,8. Tragic hero and nessenger. Wall-painting perhaps
from Ponpeii or Hercul aneum first century AD. Pal erno,
Museo Archeol ogi co Regionale A Salinas. Photo: Bieber, DTA
pl . 57.
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nmetallic. The baby's swaddling clothes are very dark, al nost
bl ack.

Simlar in style to the painting of the two wonen is a
Canpani an wal |l painting al so of about the mddle of the first
century AD, currently in Palernmo (fig. V,8). It depicts two
men in tragic costune, perhaps a hero and a nessenger.

Agai n, both figures have two-di nensional onkoi, although that
of the "messenger"” is quite low. The other man's onkos has
the sanme snooth, shiny rimwe saw on the two wonen. Bi eber
agai n described the colors of the costunes (DTA 117), and
according to her both nmen have |ight brown hair and beards.
The hair of the man on the left tunbles down over his

shoul ders, while that of his conpanion seens fastened in an
untidy roll at the nape of his neck. The mask of the man on
the left has a forehead that is strongly nodeled, with
furrows and a deep depression above the nose. The eyes are

| arge and round, the conpl exi on ruddy, and the nouth open.
There is enough surface danage to obscure the details of the
ot her man's mask, although he seens to have a hooked nose and
an open nout h.

Bot h men wear | ong-sleeved robes, that of the "hero"
reaching the tops of his feet, while that of the "nmessenger"”
cones to just below md-calf. According to Bieber, both
robes are red, while the wide bands visible at their hens are
grayi sh-purple. The "hero's" himation is grayi sh-green,

while that of the "nessenger"” is a sort of rust color. The



228

"“hero" wears boots with very thick soles (the equival ent of
about 5 inches, or 12-13 cn), which according to Bieber are
pai nted yell owgold. The "nessenger's" soles are only about
hal f as thick, and they and the boots above them are painted
br own.

The Casa del Centenario in Ponpeii once contained a
frieze in which scenes fromtragedy and conedy alternated.

This frieze has unfortunately been lost, with only draw ngs

Fig. V,9. Tragic scene with Herakles. Wall-painting from

Ponpei i, Casa del Centenario, first century AD. Draw ng:
Bi eber, DTA fig. 111.

done in the nineteenth century surviving to give us an idea
of what it |ooked like (figs. V,9 to V,12). Perhaps the best

known of the tragic scenes is one which features Herakl es--or
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Hercules, if it is froma Roman play (fig. V,9). The hero is
on the far left of the scene, easily identifiable by the club
he has in his right hand and the |ion's-head hel met on his
head. H s forehead is high and triangular and seem ngly
deeply furrowed. Hs nouth is shown as slightly open, and he
has a short beard. The whole effect is that of a mask, but
one that is in no way exaggerated or grotesque.

Her akl es' costune consists of a floor-length robe with
| ong sl eeves that seens to have over it a second robe, one
wi th short sleeves and reaching only to about the top of the
legs. Over all of this is draped chlanys-fashion the lion's
skin which is tied by its paws over his right breastbone and
wraps around to cover his left shoulder and arm Hi s feet
are conpl etely hidden beneath the hemof his robe, so it is
i npossible to tell whether or not he is wearing thick

sol es. 157

Two figures stand in the center of the picture, one
dressed as a nman, the other as a woman. The man's nmask has a
hi gh, forehead with a receding hairline, and a |ight-col ored
beard. H's eyes are quite large, and his nmouth is slightly
open. He stands with hunched shoul ders, and in his right
hand he holds a fairly short, thin staff with a crook at its

end. Wth these characteristics, he seens quite simlar to

157Bi eber suggests that the fact that Herakles and the
standi ng woman are quite tall in relation to the standing man
i ndicates that they are wearing thick soles (DTA 115).
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the fourth century BC "old nmen" discussed in Chapter I11.

The man in this picture is wearing a | ong-sl eeved robe that
reaches to just above his ankles, which is a good deal | onger
than the robes worn by the "old nmen," but is still
significantly shorter than the robes worn by the other
figures in this scene. He also wears a himation that is
spread over his shoulders |like a shawl, covering his left arm
to the wist, but leaving his right armfree fromthe el bow
down. On his feet are light, flexible boots with thin, flat
sol es and what seemto be pointed toes that lie flat on the
ground. The woman standing next to himhas a mask with a

rat her egg-shaped face, wider at the jaw with the forehead
and hairstyle narrowing to a rounded point to formthe onkos.
Her eyebrows are rai sed above her nose and | owered at the
outside corners, and her eyes are snall and round. She has a
rather thick, well-defined Iower |ip, and although her nouth
is quite small, it is wide open. She wears a floor-Ilength
robe with long sl eeves, and over it a garnent with short
sleeves simlar to that worn by the Herakles figure, but
whose | ength cannot be determ ned. This garnment's | ower hem

i s probably hidden under her himation, which she wears draped
over her l|eft shoul der and upper arm then wapped around her
waist. Al the garnents except the hinmation are bound by a
narrow belt that is worn well above her waist. Any shoes are

hi dden under the hem of her robe.
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A final figure reclines on sonme surface at the right of
the scene. The mask is that of a youngish man with a ful
beard and an onkos fornmed by a great mass of straight hair
arranged in a studiedly casual manner, with strands of hair
flowing froma center part.18 Hs nouth is slightly open and
has sharply downturned corners. He wears a |ong-sl eeved robe
whi ch seens to be as |Iong as those of Herakles and the woman,
since there is no sign of its | ower hemeven though it is
hi ked up sonewhat due to his reclining position, and his
figure is visible down to about the tops of his ankles before
bei ng hi dden behind the woman's robe. There seens to be sone
sort of frill or decoration at the hemof his right sleeve.

A himation is fastened over his right shoul der and covers his
| eft shoulder and arm Hs right armis raised to hold onto
a long, thin staff with an ornate curl at its top. Al nost

this identical scene is duplicated in a wall painting in the
house of Publius Casca Longus in Ponpeii.1® The Herakles

figure has been cut out of the scene, but the other three
remain in the sane positions and poses, and in very simlar

cost unes.

158This hairstyle is quite interesting, and unlike
anything | have ever seen in the course of history until the
1980s, when much this sanme effect was produced w th careful
bar beri ng, a can of nousse, and a bl owdryer.

159See Bi eber, HGRT 229, fig. 767 and "Wirden" 103, pl.
37,1; Koortbojian 119-120, fig. 61; Neiiendam 85-89, fig. 33;
Ponpeii: Pitture e Mosaici vol. | 376, fig. 26 (color photo).
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Several suggestions have been nade as to what play this
scene m ght have been taken from According to Bieber (DTA
115), Dieterich identified the reclining man as Lykos, the
woman as Megara, and the standing nman as Anphitruo in an
unnamed play by Euripides or alternatively in Accius'
Anphitruo, while Robert saw the figures as, respectively,

Al eos, Auge, and the | eader of the chorus from Euri pi des'
Auge. Bieber herself has | ooked upon it as either Accius

Anphitruo (HGRT 229) or as a possible representation of

Seneca's Hercul es Furens ("Wirden" 103). Neiiendam (85-89)

sees both versions as copies of a Hellenistic original of
about the beginning of the third century BC that depicted a

scene from Euri pi des' Herakl es Mai nonenos (The Madness of

Herakles). Al of these hypot heses except Robert's
necessitate | ooking on the central standi ng man as Anphitruo,
whi ch seens quite awkward. Pickard-Canbridge rejects all of
the proffered identifications of the play, on the grounds
that "the undignified little old man is nore likely to be a
servant than the nobl e Arphitryon" (DFAL 189). | suspect it

is for this reason that Robert made himthe | eader of the
chorus. At one point Bieber thought he | ooked nore like a

pai dagogue "or some such thing" ("oder dergleichen'- - Skeni ka
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18), but she soon decided to call himAnphitruo in order to
make sone identification of the play. 160

The issue of identification of the play is very
i nportant, because it can help in identifying the date of the
original that these two copies nmust have been taken from

|f, for exanple, the play is Seneca's Hercul es Furens (or,

for that matter, any other of Seneca's plays), then the
original could not have predated the copies by nore than a
generation, since the play could not have been witten before
Seneca began witing tragedies in AD 41, and Ponpeii was
buried by Vesuvius in AD 79. If, however, the original was a
painting of a play by Euripides, it could have been nade any
time fromthe fifth century BC onward. The costum ng
portrayed in the paintings, then, would be that of the tine
of the original painting, whenever that m ght have been, and
not that of the mddle of the first century AD, when the
copi es were made.

The alternative can also be true. The identification of
the date of the original can help to determ ne what play it

illustrates. The style of costumng can aid in this process.

160Dr . Frances Van Keuren has recently pointed out to nme the
resenbl ance in pose and countenance of the reclining figure to the
depi ctions of various river gods conmon throughout ancient art.
She suggests that this may be a representati on of sone unknown
pl ay depicting the story of Herakles and the river god Achel ous,
who battled for the hand of Deianeira. Such an explanation seens
to solve the problens concerning the identification of the
figures--they would be the two future conbatants, Deianeira, and
her pai dagogue, present as a chaperon--and it certainly deserves
further study.
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The figure who is simlar to the fourth-century "old nman"
type is the only one whose feet are visible, and he wears
thin-sol ed boots of a simlar pattern to those that were
common in the fifth and fourth centuries (see chapter |11,
173-174), and were in use into the Hellenistic era (fig.
IV,4). The mask of the reclining man, especially in the
version of the scene fromthe house of Casca, is very simlar
to that of the "G dipous"” figure in the Delos fresco (fig.
IV,9). The onkos of the woman's nmask seens to be a "baroque
facade" nmade up of vertical rows of curls, simlar in style
to that of the Libertini statuette (see chapter |V, 187-189).
Since the Delos fresco and the Libertini statuette are both
Hel lenistic in date and the "ol d nan's" boots were al so seen
in Hellenistic tinmes, the original of the two Herakl es scenes
is probably no earlier than that period, and by conparison to
the fresco mght be dated to sonetine in the second century
BC. |If this dating is true, the play that the Herakl es scene
illustrates would have to be classical, Hellenistic, or one
of the Roman tragedies of the third or second centuries BC
and not a play by Seneca. This identification, however, nust
remai n specul ati ve.

Several other drawi ngs of tragic scenes fromthe Casa
del Centenario also exist, and all have costunes that appear
to be of this Hellenistic style. A scene that m ght depi ct
Priam kneeling before Achilles (fig. V,10) shows both figures

wearing flexible, thin-soled boots that appear to be
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patterned with tiny specks. The mask of the kneeling Priam
figure has a high, facade-like onkos and a curly, jutting
beard, and appears very nmuch like the profile of the
mniature terracotta in Agrigento or of the Libertini
statuette (see chapter V). The mask of the standing
Achilles figure also has an onkos of the facade type, but the

face i s beardl ess.

Fig. V,10. Tragic scene: Priamand Achilles? Wll-painting
from Ponpeii, Casa del Centenario, first century AD

Drawi ng: Bi eber, DTA fig. 113.

The | ong-sl eeved robe of the Achilles figure reaches to

hi s ankl es, and appears to be of a sonmewhat transl ucent
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fabric, as his left legis quite visible through it.161 Three

rows of decoration in a pattern of small, horizontal dashes
appear near the bottom of the robe, one row just above the
hem another at about md-calf, and the third just bel ow the
knees. The robe appears to be belted well above his waist.
He wears a himation fastened in the center of his chest and
draped over his shoulders and upper arns to fall behind his
back. In his left hand he carries a sceptre, and a sword is
inits sheath under his left arm

The kneeling Priamfigure al so wears a | ong-sl eeved robe
that appears to be of ankle length or longer. It has a wide
belt worn very high above his waist, alnost directly under
his arnms. He wears sone sort of a mantle--it is not possible
to tell fromthe drawing whether it is a himation or a
chl anys; one end of it is thrown over his right shoul der and
hangs down his back. He is leaning slightly on a short,
thin, straight staff that he holds with his |eft hand.

Al so fromthe Casa del Centenario is a scene that my
depi ct Priamand Hecuba (fig. V,11). Here the Priamfigure,
wearing a simlar mask to the one in figure V,10, is seated
on a low stool or plinth. Before himstands a figure wearing

a mask with an extrenely high facade-styl e onkos and a nouth

1610One shoul d probably not read too much into this
appear ance of translucency, as it may only be the sketch
artist's attenpt to show that the fabric of the robe is
clinging closely to the shape of the | eg while renaining
opaque.
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that is open in a small o. Both characters are wearing
flexible, thin-soled boots that are decorated with tiny
specks. The seated Priamwears a | ong-sleved robe that is at
| east ankl e-length, maybe longer. There is a fairly w de
belt shown under his right arm but it appears to be quite

| oose, not holding the robe in to the body to any appreciable
extent. A chlanys hangs over his shoul ders and down his
back, reaching to the stool or plinth on which he is seated.

The standi ng Hecuba figure wears a | ong-sl eeved robe that

Fig. V,11. Tragic scene: Priam and Hecuba? Wall-painting
from Ponpeii, Casa del Centenario, first century AD

Drawi ng: Bi eber, DTA fig. 112.

reaches to the tops of her feet in front and extends in a

train behind her. OCver it is a himation worn draped over the
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| eft shoul der, pulled diagonally across the chest, and
wr apped around the wai st.

One last drawing fromthe Casa del Centenario shows a
scene of Medeia and her children (fig. V,12). She draws a
sword on the two children, the smaller of whom at | east
appears not to be wearing a mask.%2 Hovering over the two
children is the Pai dagogos or Tutor, wearing a mask with
short, white hair and a jutting white beard. |Its nmouth is

shown open with turned-down corners. Medeia s nmask has an

Fig. V,12. Medeia and her children. Wall-painting from
Ponpei i, Casa del Centenario, first century AD. Draw ng:
Bi eber, DTA fig. 114.

162]t is not possible to tell fromthe draw ng whet her
the larger child is wearing a mask or not. The face is very
roughly drawn. The nouth appears to be open, but the head,
like that of his younger sibling, appears small in proportion
to the body.
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extrenely high facade-type onkos, and its nmouth is drawn as
cl osed (sonet hing which nmay be due to the nineteenth-century
artist).

Medei a' s | ong-sl eeved robe cones to just above her toes
inthe front, and flows in a long train behind her. It is
held by a wide belt worn just above her waist. Sone sort of
swath of cloth, narrower than a himation or chlanys, seens to
be caught by one end under the belt, then thrown up over her
| eft shoulder. She carries the sheath of the sword al ong her
left arm while with her right hand she begins to point the
sword itself toward the children.

Both children wear robes that appear to be | ong-sleeved,
and that reach to just below md-calf on each of them The
Tutor's robe is al so | ong-sl eeved, and reaches to the tops of
his ankles. None of these three appear to be wearing belts.
The tutor wears a himation that is fastened above his right
shoul der, draped across his back, and w apped at | east once
around his left arm Al four figures in this scene wear
flexible, thin-soled boots that appear to be patterned with
tiny specks, like the boots in the two Priam scenes (figs.
V,10 and V,11). Since, then, all of the figures in the Casa
del Centenario scenes wear thin-soled boots and high, usually
facade-1i ke onkoi, they probably all are copies of pictures
of Hellenistic date. It is, in fact, quite probable that the

pictures fromthe Casa del Centenario are all fromthe sane
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source, an otherw se unknown Hel |l enistic series of theatrical
scenes.

As well as depictions of scenes on stage, several
"backst age" scenes survive fromthe cities destroyed by
Vesuvi us. One such appears on a nosaic of the late first
century BC fromthe House of the Tragic Poet in Ponpeii (fig.

V,13). It shows the preparations for a satyr play, with two

Fig. V,13. "Backstage" scene. Msaic fromthe House of the
Tragi ¢ Poet, Ponpeii. Naples, Miseo Archeol ogi co Nazional e
9986. Photo: Bieber, DTA pl. 49.

actors dressed in very furry perizomata at the viewer's left;
one of themhas his mask perched on top of his head. Al so

pictured are the flute-player, and a seated el derly nman who
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is either the playwight or the teacher of the chorus
(chorodidaskalos) - - or perhaps both. Behind this seated
figure, an attendant hel ps a young man to put on a robe with
| ong sl eeves. Another young man stands behind the flute-
pl ayer; Bieber calls himan attendant, and states that he is
reading froma scroll (HGRT 12).163

The flute-player is dressed in a floor-length robe with
| ong sl eeves and a | ow, scooped neckline. The robe and
sl eeves are white, with a dark purple bodice that is
patterned with white crosses (Bieber, DTA 96, calls the
crosses bright red). A band of this same purple with white
crosses extends vertically down his right side. He wears a
| arge weath around his head. The |ong-sleeved robe that the
young nman on the far right is putting on appears to be white,
but is covered with gold and bl ack curved lines that may be
t he shadows fromthe extensive winkling of the fabric, or
may be neant to indicate fur. Bieber suggests the latter
stating that he is to play the role of Silenos in a robe nade
of goatskin (DTA 97, HGRT 12).

Three masks are set around the room One, in the center
of the picture on a box or stand in front of the feet of the

seated figure, is that of a bald old man with a | ong gray

163No scroll is visible in the nosaic. The young nan,
however, does have his left hand raised to a point behind the
flute-player's back, and his eyes seemto be focused on that
point. It is not inpossible to inmagine that he holds a
scroll in his raised hand, but this is hardly the only
expl anati on for the young man's pose.
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beard, probably the nmask of Papposilenos. The other two
masks are of a tragic hero and heroine.1% The latter nask is

pl aced just behind the Papposil enos nmask, on the same box or

Fig. V,14. ddoseup of V,13. Photo: Bieber, DTA pl. 50.

stand. Its skinis painted white, and its nouth is shown as
very wi de open. The forehead is high and rises to a central
point. Above it, an onkos of dark brown hair sweeps up and
back, continuing the line of the forehead, rather than

standi ng straight up or bending forward. A tear appears to

164For the discussion of the simlarity in costune
bet ween tragedy and satyr play, see Chapter |1, pages 43-44.
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be falling fromthe nmask's visible eye (fig. V,14). This is
the only exanple that | know of which indicates that
enotional reactions were sonetines added to the masks (see
the discussion in Chapter 11, page 46).

The tragic hero's mask is on a table to the viewer's
right of the seated man. It is of a man with dark brown hair
and beard, and an open nouth. H's forehead is also quite
high, but it is rounded. Above it, the hair nmakes a | ow
onkos that rises to a central point.

It has been suggested that this nosaic is a copy of an
earlier painting. The date of the original is a matter of
sone debate, however. Sone scholars believe that it is a
depiction of a fifth or fourth century BC scene (e.g. Ashby,
20). Bieber believes the elderly man to be A schyl os (HGRT
12 and 20), which would probably nake the original fifth
century, but she says that the nosaic itself is of
Hel | eni stic date (DTA 97-98, HGRT 11-12). Pickard-Canbri dge,
goi ng on the assunption that the onkos was adopted into the
masks of heroes and heroines of satyr plays at a relatively

| ate date, places the nosaic in the first century BC (DFA:

188). According to Curtius (36), the House of the Tragic
Poet, where this nosaic was found, was built in the |late

first century BC, which nmeans that the nosaic itself was
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probably made no earlier than that. The fact that the two

masks have wel | - devel oped onkoi indicates that the origina
picture is no earlier than the third century BC. The flute-
pl ayer's robe has patterned sections, though, sonething that
di sappears fromtragi c costune at about the sane tine that
t he onkos appears. Such patterning, however, m ght have
| asted longer in flute-players' robes than it did in tragic
costum ng. Taken all together, though, the evidence suggests
a Hellenistic date for the original of this scene, perhaps
sonetine around 200 BC

Anot her "backst age" scene appears in a wall painting
from Hercul aneum (fig. V,15). Here we see a seated young nman
in tragic costume, a young woman kneeling before a cabi net-
like structure in which a tragic nmask is placed, and a second
young man in the act of donning or renmoving a sinple tunic.

This scene is often considered to be "the copy of a votive
tabl et dedicated by a victorious tragic actor."16 The wonan

kneeling in front of the mask seens to be in the process of

165AI t hough it is likely that the nosaic was nade at the
sane tine as the house, it is not inpossible that the nosaic
was first made el sewhere, and then dismantled and brought to
the House of the Tragic Poet at a |later date. It is also
possi bl e that the nosaic was made for the house at sone tine
after the construction of the house, but prior to the
eruption of Vesuvius. Therefore, the date of the
construction of the house is an indication of when the nosaic
m ght have been nade, but does not determne for certain when
it was actually nade.

166Pj ckar d- Canbri dge, DFAL 184 and DFA2 189. See al so
Bi eber, HGRT 82, and Sinon, AT 11-12.
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witing sonmething on the mask's container, which nmay indicate
that it is something to be dedicated to a deity. The young
man changi ng his cl othes, however, renoves the scene fromthe
lofty real mof religious dedication and places it firmy in

t he mundane worl d of the "backstage" (cf. the young man

changing into his costune in fig. V, 13). It seens |ikely,

Fig. V,15. Backstage scene. First-century AD wall-painting
from Hercul aneum Napl es, Museo Nazi onal e Archeol ogi co 9019.

Phot o: Bi eber, DTA pl. 55, 2.
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then, that this is not a copy of a victorious actor's
dedicatory tablet (as figures I,1, 11,6, 111,16, and IV,7 may
wel |l be), but a depiction of a scene prior to such a

dedi cation, directly after the actor's victorious
performance. The kneeling worman, then, is preparing the nmask
for its dedication, while the victorious actor |ooks on, and
a second actor or chorus nenber is changing back into his
"street clothes" (as such a sinple, short-sleeved tunic would
be, at least in the Roman world).

The victorious actor is still dressed in his stage
costunme of a long-sleeved robe that is at |east ankle |ength,
possibly longer. The entire robe is white, and it is held by
a wde belt that is painted wth gold-colored paint to
resenble the gleamof netal, and is worn well above the
wai st. A rose-pink himation is draped across his wai st and
onto the end of the wide chair or narrow bench he is sitting
on. He holds a sheathed sword along his left arm and an
aqua-col ored ribbon is | ooped around it and over his wist.
He holds a tall sceptre erect with his right hand.

The mask that is set in the box or cabinet on the right
side of the scene seens to be that of a young, beardl ess nan,
or possibly of a worman, although the skin is not white or
even particularly pale, but about the sane flesh nouth, and
| arge eyes that the artist has painted in. There is a
noder ately hi gh, rounded, facade-Ilike onkos covered by the

mask's brown hair which al so hangs down besi de the face and
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even onto the forehead, form ng "bangs." The wonman kneeling
before the mask is not dressed in stage costune, but in a

i ghtweight yellow chiton that is slipping | oosely off her
right shoulder. An off-white himation is wapped about her
legs. Since she is not dressed in tragic garb, | find it

difficult to accept her as "the personification of the

skene."167 |t is possible that she is a Mise (Pickard-

Canbridge, DFAl 184, note 10), but such a supernatural touch
does not go particularly well with the extreme ordi nari ness
of the man changing his clothes. Mreover, Ml ponene, the
Muse of Tragedy, is often (although not always) dressed in
tragic costune. This wonman seens to be witing sone sort of
identification on the mask's contai ner. Perhaps, therefore,
she is a priestess, or even possibly soneone close to the
actor, his wife or sister for instance, any of whom m ght be
seen as helping to prepare the mask for its dedi cation

A man who is probably an actor contenplates a simlar
mask in a wall painting fromHercul aneumin the Miseo
Nazionale in Naples (fig. V,16). This man, however, is
dressed in a short-sleeved, dark red tunic, and has a white
hi mation or toga w apped around his |left arm across his
back, and over his lap. This bears no resenblance to the
tragi c costune we have becone accustoned to seeing in the

artwork of the previous several hundred years. It is

167Si mon, AT 12; the sane identification is nade by
Pi ckar d- Canbri dge, DFAL 184
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possible, then, that this is the only known (and hitherto
unsuspect ed) exanpl e of costum ng for Naevius' Tabulae

praetextae. |If this is the case, then this picture is

Fig. V,16. Actor and mask. Wall-painting from Ponpeii or
Her cul aneum  Napl es, Museo Archeol ogi co Nazi onal e 9036.
Aut hor's photo, used with the permssion of the Mnistero per

i Beni e le Attivita Culturali

evi dence as well that masks with high onkol were used in

tragedi es on Roman thenes, as well as those on G eek topics.
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The mask certainly resenbles many we have seen in this study.
It has brown hair arranged in vertical curls to nmake a very
hi gh, rounded, facade-type onkos; this onkos appears to have
arigid, possibly netallic, frame, |ike those seen in figure
V,8. Hanks of |long brown hair straggle down to where they
woul d spread over an actor's shoulders, in the sane style as
that worn by the "heroine" in figure V,8. The facial
features are very simlar to those of the mask in figure
V,15, with the wi de-open nouth and | arge eyes that the arti st
has painted in. The skin of the face, however, has been
painted a very pale flesh color. This coloration and the
hairstyle make it likely that this is the mask of a fenale
character.

Finally, we find that during the Roman period tragic
masks becane a very popul ar decorative device in wall
pai nting and in nosaics (such as, for exanple, figure V,1).
They becane especially popul ar begi nni ng about the m ddl e of
the first century BC, and remai ned so at |east through the
first century AD. Such depictions can be quite useful in
the study of nasks as long as one renenbers that they are
decorative notifs rather than representations of any specific
masks that had actually appeared on stage. Since they were
meant to be understood as tragi c nmasks by the contenporary
viewer, however, if they differed from what. appeared on

stage, it was not a great degree of difference.
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A particularly interesting exanple of the use of
masks in a decorative schene is a Roman fresco panel from
Augustan times (i.e. the end of the first century BC or the
begi nning of the first century AD) that is currently in
Naples (fig. V,17). 1t is sonewhat surreal, in that it

pl aces the masks

Fig. V,17. Perseus and Androneda. Wall-painting from

Ponmpeii, late Augustan era. Photo: Bieber, DTA pl. 64, 2.

in the inmagined setting of the play.168 Thus, the masks of
Perseus (on the left) and Androneda (at the upper right) face
each other across the sea, out of which the head of the sea

nonster emerges. Al so present is the nask of Androneda's

168\i t zmann suggests that the conposition of this fresco
m ght be based on an illustration in a manuscript of a play
about Perseus and Androneda (ABI 86).
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father (placed bel ow her mask--earlier scholars nention the
nmot her's mask as being here also, but it seens now to have
been obliterated). W also see a "hand prop," the curved

kni fe (harpé) that Perseus had used to cut off Medusa's head
(l eaning agai nst the shelf on which his mask is placed). The
t hene of Perseus and Androneda was a popul ar one in Roman
tragedy. W know of plays titled Androneda by Livius
Andr oni cus, Ennius, and Accius, not to nention the play of
that title by Euripides. The masks pictured here could well
be fromany of these versions of this thene.

The masks thensel ves all have onkoi and slightly open
nmout hs. That of Perseus, at the left of the picture, is
rat her egg-shaped, with a high onkos of hair plastered cl ose
to the skull, parted in the mddle, and bound by a fillet.
Above the onkos, in the shape of a griffin with spread w ngs,
is the cap of Hades, which could nake the wearer invisible.
H's nose is extrenely long, his nouth is wide open, and he is
bear dl ess.

The mask of Androneda, in the upper right of the
picture, is that of a snooth-cheeked young woman wi th rather
di sarranged hair piled on her head to make a | ow onkos. Her
nose is also quite long, although not nearly so |long as that
of Perseus, and her tiny nouth is barely open. Bel ow her
mask is that of her father. It is very simlar to tragic
masks we have seen before, with a high, triangular forehead

topped with hair in "bangs" |ike those seen in figure V, 15.
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Rising to a peak above the forehead is a headdress (perhaps a
smal | tiara, or perhaps the netallic frane for an onkos as
depicted in figures V,7 and V,16) that creates a facade-type
onkos. This mask is bearded, has a fairly long nose, and its
mouth is quite w de open.

Masks are found in a painted frieze that has been called
"the first independent still-life conposition to have
survived" (Ling, 154). It cones froman Augustan-era villa
found in the grounds of the Villa Farnesina, across the Tiber
fromcentral Rone. It is a long, white-ground frieze with
seem ngly D onysiac objects scattered about, nore or |ess at
random Mbst of the masks have onkoi, and it is interesting
to note that anong these are a | arge nunber which are
pictured with satyrs' pointed ears, suggesting that by the
end of the first century BC satyrs' masks had onkoi. On
quite a few of the masks, however, the ears appear nornal,

and thus they can be taken for the masks of tragic characters
or of the human characters in satyr plays.169 Masks of

worren, young nen, and old nmen appear; all of themseemto
have the facade-type onkos, none of which are extrenely high.
The nen's beards can be short or long. The nouths of nobst of
the nmasks are quite w de open

A pair of tragic masks is depicted in a wall painting

fromPonpeii (fig. V,18). Both have hi gh, rounded onkoi of

169For the discussion of the simlarity in costune
bet ween tragedy and satyr play, see Chapter |1, pages 43-44.
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the facade type that are covered wth vertical rows of curls.

Their beards are short and frame their w de-open nouths.

Fig. V,18. Pair of tragic masks. Roman wall painting from

Pompeii. Draw ng: Boehn 49.

Bot h masks have perfectly round eyes that appear to be
pi erced through the nmasks, rather than filled in by the
artist.

A woman' s mask appears above the door of a fourth-style
architectural fantasy from Hercul aneum (fig. V,19). It has

an extrenely hi gh onkos nade of vertical rows of |ight brown

Fig. V,19. Detail of a fourth-style wall-painting from
Her cul aneum Napl es, Miuseo Archeol ogi co Nazi onal e 9735.
Aut hor's photo, used with the perm ssion of the Mnistero per

i Beni e le Attivita Culturali.
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curls. Near the top of the onkos is a band or fillet that
appears to be dark purple with white edges. Her hair hangs

| oose next to her face. Over the hair and onkos is a thin

Fig. V,20. Detail of a wall-painting of the third quarter of
the first century AD, fromthe Tenple of Isis. Ponpeili
Napl es, Museo Archeol ogi co Nazionale. Author's photo, used
with the perm ssion of the Mnistero per i Beni e |le Attivita

Culturali.

white veil. The nmask's nmouth is wide open, with the corners
turned down into sharp points. The skinis a pale flesh
col or.

Anot her worman's mask i s placed above a panel with a
Nilotic landscape in a wall painting fromthe Tenple of Isis
in Ponpeii (fig. V,20). Her onkos is a good deal higher than
even the one on the previous nmask, towering to a greater
hei ght than the length of her face. It is again constructed
of vertical rows of curls, this tine dark brow, and is bound

with a white fillet, the ends of which hang to the viewer's



255

left of the hairstyle. 1t holds in place a short, thin,
yellow veil that is visible on the right of the hairstyle.
Fine, wspy curls of the dark brown hair spill onto the

f orehead, and nmuch | onger w spy curls hang past the sides of

Fig. V,21. Melponene holding a mask. Fourth-style wall-

painting, third quarter of the first century AD, from

Ponpeii, now in the Louvre. Draw ng: Reinach, Rep. Peint.

153, 2.
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the face and spill over the frane of the N lotic |andscape.
The skin of the mask is a pale flesh color, and the nmouth is
wi de open, with the corners drooping slightly. The eyebrows
are thick and raised over the center corners of the eyes,
with the outer ends | owered. The eyes are |arge, but
natural ly shaped. The pupils are perfectly round and pai nted
to appear |ike open hol es.

A series of wall paintings fromPonpeii and currently in
the Louvre depicts the nine Mises, including Ml ponene, the
Muse of Tragedy (fig. V,21). Although she is dressed in a
sinple lonic chiton with a himation draped around it,

Mel ponene is inportant to this study for the mask she
carries. This is the earliest instance |I know of in which

Mel ponene carries a tragic nmask as an attribute to
di stingui sh herself fromher otherw se identical sisters.1/0

It is the mask of a bearded man with an onkos al nbost as hi gh
as that in figure V,20. |In photographs, it appears to have a
nmetal frame. The nmouth is quite w de open, sonething el se
that is much nore apparent in photographs than it is in the
dr awi ng.

Beginning in the first century AD a nunber of terracotta
| anps were nade in the Roman world that depicted tragic
actors or nmasks. One such lanp in the Vatican depicts a

scene with two figures, one reclining on a couch and the

170This is an extrenely conmon device in the | ater Ronman
Enpi re, however, as is shown in Chapter V.



257

Fig. V,22. Tragic scene. Roman |anp, first century AD, from
VWulci. Vatican Museuns, Etruscan Col |l ection 14287. Phot o:

Bi eber, DTA pl. 59, 2.

other seated on its end (fig. V,22).11 Both figures carry
swords, and thus are probably male. Both wear robes with
| ong sl eeves that have w de horizontal bands incised into

them The seated figure also has an incised belt high above

171t her lanps with representati ons of tragic costune
i ncl ude Museo Nazi onal e Romano 62164 (Bi eber, HGRT 234, fig.
779), Dresden Museum 373 (Bieber, HGRT 242, fig. 798),
British Museum 1836. 2-24. 466 (G een and Handl ey 94-95, fig.
70), and British Museum 1856. 7-1. 337 (G een and Handl ey 98-
99, fig. 74).
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his waist. On his feet he wears boots with soles that are

t he equival ent of about three inches (7-8 cm) thick. Both
figures wear beardl ess masks with very curly hair that stands
up high above their foreheads to nake curved onkoi. The
curly hair continues to their jawlines, then turns into |ess
tightly curled strands of hair that fall onto their

shoul ders.

The tragi c costune that devel oped in the areas under
Roman influence up to about the end of the first century AD
differed in sone ways fromthe previous costunes that
devel oped under Geek influence. Thus, the Romans took the
mask that had developed in the Hellenistic era and nade it
even nore stylized and unnatural. The onkos becane mnuch
hi gher, and was usually of the two-di nmensional "facade" type
(figs. V,1, Vv,7, V,16, V,19, V,21, and--nost extrenme of all--
V,20). The nouth of the mask not only becane very w de open,
but it often was distorted into an inpossible grinmace (figs.
V,2, V,3, V,17, and V,19). The greatest degree of
stylization tends to appear in the decorative masks (e.g.
figs. V,1, V,19, and V,20), but is sonetines evident in the
depi ctions of masks that are shown either as worn or in
theatrical contexts (the very high onkoi in figs. V,11, V, 12,
and V, 16, and the wide, grimacing nouths in figs. V,2 and
V, 14) .

The | ong-sl eeved tragic robe is now al ways at | east

ankl e-length, and it often reaches the ground, even (as in
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figure V,6) when high soles are presumably bei ng worn
underneath it. Evidence appears of the padding of actors
(fig. V,6), to keep the proportion of the body from becom ng
too elongated when it is situated between the high soles and
t he extrene onkos. Patterned decoration on the robes has

di sappeared. |Instead, the robe and the cl oak (either

hi mati on or chlanys) worn with it are of solid colors (figs.
V,4, V,5, Vv,6, V,7, V,8, V,15). This may be in part due to
the size of the theatres. Wen viewed froma great distance,
such as fromthe back rows of the |large Hellenistic and Roman
theatres, the details of intricate figural decoration are

| ost, blending into an indistinguishable blur. Bl ocks of
solid color, on the other hand, are clearly visible and

di stingui shabl e, even froma great distance. Sone of the
changes in theatrical practice that were to occur in the

| ater Roman Enpire, however, such as the fondness of the
enperor Hadrian for private theatrical entertai nnment, would

|l ead to sone nodification of this use of solid colors only.



Chapter VI
Tragic Costune in the Later Roman Enpire

The enperor Hadrian (AD 117-138), by all accounts, was
greatly interested in drama. According to his biographer,
"he gave plays of all sorts in the theatre in the ancient
manner. "2 H's interest was not confined to presenting plays
to the public, however. The sane source infornms us that "at
a banquet he al ways exhi bited tragedi es, conedies, Atellan
farces, harpists, readers and poets in accordance with the
ci rcunst ances. " 173

Moreover, there is evidence of a great deal of
theatrical activity throughout the Enpire during Hadrian's
reign, sonme of it directly instigated by the enperor, sone of

it due to other civic | eaders and weal thy patrons. Various

1728cri ptores Hi storiae Augustae, "Hadrian," XX, 6
(Magie 58). "fabulas omis generis nore antiquo in theatro
dedit,” ny translation. It is unclear what is neant by "in
t he ancient manner" (nore antiquo). It mght refer to the
style of production, or that the actors engaged in
conpetition (as they did in Hellenistic tines), or sinply
that, according to Roman custom plays as well as other
entertainments were given at the expense either of an
i ndividual or of the public treasury for the anusenent of the
popul ace.

173Scri ptores Hi storiae Augustae, "Hadrian"™ XXV, 4
(Magie 78). "in convivio tragoedi as conoedi as At el | anas
sanbucas | ectores poetas pro re senper exhibuit,” ny
transl ation.

260
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dramatic conpetitions were instituted or revived, including
t he reappearance of the Museia at Thespiai in Boeotia and the

establ i shment of a contest call ed the Denpst henei a at
Cenoanda in Lycia. 1™ Theatre buildings received a great deal

of attention at this tine as well, with new ones being
constructed (such as at Pal nmyra), or ol der ones being
refurbi shed (e.g. the theatre of Merida, Spain and the
theatre at Corinth) or at |east receiving sonme decorative
itens (the Theatre of Dionysos in Athens received sone new

seats of honor and a statue of Hadrian, and the theatre at
Ostia got a new altar).1” The enperor even had two theatres

built at his villa at Tivoli, one in the Roman style and one
G eek.

This heightened interest in the theatre conti nued under
Hadri an's successors for at |east the next two hundred years.
There is even sone evidence that new plays were being
witten; the oldest of the many nenbers of the literary
Philostratos famly is said to have witten forty-three
tragedies in the latter part of the second century, and his

son, the biographer Philostratos, witing around 200 AD

174For a di scussion of these and other dramatic festivals
of the second century AD and beyond, see C P. Jones, "G eek
Dranma in the Roman Enpire," 45-48.

175For a conpl et e di scussion of theatre construction and
refurbi shing during the Enpire see Bi eber, HGRT 190-226.
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mentions one "lsagoras, the tragic poet."1® Attention was

al so paid to theatre buildings; anmong the projects were the
construction of the theatre at Dugga in northern Africa in
the mddl e of the second century, the theatre at Sabratha
bui It under Septim us Severus around AD 200, and the

enl argenent of the theatre at Ostia by Septimus Severus and
Caracal la in AD 195.

It is not surprising, then, that a great nunber of
artifacts illustrating the theatre date fromthe later part
of the Enpire. Anong of the nore intriguing of these
artifacts is a pair of statues from Hadrianic tines that
appear to be copies of a second century BC statue of
Mel ponene; one of these copies is in the Vatican (fig. VI, l1la)
and the other is in Copenhagen (fig. VI,1b). Both are of the
Mise dressed in a |long-sleeved, floor-length tragic robe with
an overfold like that of a peplos. The robe and overfold are
bound with a wide, high belt. A himation is flung over her
| eft shoul der, crosses her back, and is wapped around her
right arm Her left foot is resting on a rock. In both
versions she holds with her right hand a mask of Herakl es,
whi ch she grasps by its lion's-skin helnet. According to

Webster, in the Vatican copy her right hand and the upper

edge of the mask have been restored (M TSP2 35).

176Phi | ostrat os, Lives of the Sophi sts (BiotZopiotov) 591
(Wight 234). "locoyopog o thg tpaymdioc towntng, " "1 sagoras, the
poet of tragedies"” (ny translation). See also Jones, 47-48.
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Actually, the mask in the Vatican (fig. VI, 1la) differs a

great deal fromits counterpart in Copenhagen, and it woul d

Fig. VI,1. Two copies of a statue of Ml ponene, second

century AD.
VI, la: Vatican Miuseuns 499, VI, 1b: Copenhagen, Ny
Sal a dell e Muse 63. Photo: Carl sberg d yptotek 1565,
Bi eber, DTA pl. 62, 1. no. 392. Photo:

Billedtavler til

Kat al oget over Anti ke

Kunst veg ker pl. 27, no.

392.
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not surprise ne to find that the entire mask had been
restored. At the very least, it seens to be a nask as
visualized by a second-century AD copyist, not by the
original artist of three hundred years earlier. The
forehead, curly hair, and lion's-skin helnmet all conbine to
make a high, triangular onkos simlar to that of the Herakles
mask hel d by Mel ponene in the painting from Ponpeii (fig.
V,21). The nouth is huge and open to such an extrene w dth
that the mask had to be | engthened in order to acconodate a
chin and beard. Even so, the upper lip all but disappears,
comng so close to the nose that there is barely roomto fit
in a noustache that resenbles nothing so nuch as a thin piece
of rope.

The mask on the Copenhagen copy is not so distorted
(fig. VI,1b). The onkos still is made up of forehead, hair,
and helnet, but it is |lower and nore rounded, simlar to the
Herakl es mask in the Casa del Centenario drawing (fig. V,9),
suggesting that this copyist stayed closer to the outline of
his original. This mask is definitely a product of the
second century AD, though. The deep drill-holes in the
tight, regular curls of the hair and beard
are very characteristic of this period, and they appear in
the hair of both the mask and the Muse. The nmask's eyes are
inposing, with the very large, round pupils conpletely
hol | owed out, nmuch as they woul d be on a usable mask. The

nmout h, al though still quite wide open, is | ess exaggerated in
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its size than that of the Vatican copy, allow ng for chin and
beard in a normally proportioned face, and | eaving an upper
[ip to which a reasonabl e noustache can be attached.

A mask of Herakles, the left of two nasks on a Hadrianic
season sarcophagus (fig. M ,2), has elenents in common with
both versions of the mask in figure VI,1. It is very close
to the Copenhagen copy (fig. VI,1b). The treatnent of the
hair over the forehead, with a single row of tiny, tight
curls, is identical, as is the low, rounded onkos. Both

nouths are open to a simlar degree and shape, | eaving upper

Fig. VI,2. WMasks of Herakles and Deianeira, fragnent of a
season sarcophagus, probably fromthe first half of the
second century AD, in Berlin. Drawing: Konigliche Miseen zu

Berlin, Beschreibung der Anti ken Skul pturen mt Ausschl uss

der Per ganeni schen Fundstucke 342, no. 857.
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i ps of about the sane size. The eyes are also treated in
the same way, with round pupils hollowed out for the wearer
to see through. The treatnent of the forehead of the

sar cophagus mask, however, is closer to that in figure VI, 1b.
Both are very deeply furrowed, with a pair of vertical |ines
rising fromthe corners of the brows above the nose. The
nodel ing of the forehead in figure VI,1la is much | ess
realistic, however, consisting sinply of two shaped pl ates,
one above each eyebrow, rather than the nore natural --

al though still exaggerated--knots and winkles used in figure
Vi, 2.

The Herakles mask in figure VI,2 differs fromthe two
versions in figure VI,1 in that |ong "sausage curls" hang
besi de his face fromunder his lion's-skin helnmet. H's beard
is made up of little, tight curls, |ike the ones above his
forehead. The woman's nmask on the sane sarcophagus which,
due to the association with Herakles has been called his wife
Dei aneira (Bi eber, HGRT244), also has curly hair. She has a
very tall, rounded onkos which, from past exanples, we would
expect to be made up of vertical rows of "sausage curls" (cf.
figs. V,1, and V,20). Her onkos, however, consists of
vertical strands of hair, each one ending in a little,
| ooping curl at the forehead. Simlar strands are conbed
slightly forward along the sides of her head. Her brows and
eyes are treated the sane way as her conpanion's, and her

nmouth is even w der open.
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Anot her Her akl es nmask, fromnear the end of the second
century, is also somewhat simlar to the masks in figures
VI,1b and MI,2. It is fromthe theatre at Ostia, one of the
series of colossal masks currently set up at the back of the
stage area (fig. M ,3). Herakles' hair is again arranged in

"sausage curls,"” both above his forehead and beside his face.

Fig. VI,3. Colossal nmask of Herakles, displayed in the
Theatre at Gstia, c. 195 AD. Author's photo.

H's forehead is deeply nodeled in a manner simlar to that of
figure VI,2, but here it is higher and sonmewhat done-shaped.

The hair above his forehead is quite thick and follows the



268

done shape, formng a high onkos that is then topped by the
lion" s-skin helnmet. The eyes again have |arge, round pupils
t hat have been hollowed out; they are set at a very strange
angl e, though, with the inner corners of the eyes nmuch nore
deeply inset into the mask than the outer corners, so that
the eyes al nost face one another. The nouth is very w de
open and shaped sonewhat |ike a sideways figure-8.  The beard
and noustache are simlar in style and shape to those of
figure VI, 1b, although they are nmade up of sonewhat | ooser
curls.

One nore Herakles mask of probable Hadrianic date
appears on a relief currently in Istanbul (fig. VI, 4).17 It

shows a seated Euripides (labelled EYPEIIIIAHY), who is

depi cted wearing only a himati on wapped around his | ower

i nbs and draped over his |left shoul der, and a pair of

fl exible, thin-soled boots such as would be worn by an actor
in one of his plays. He is handing a Herakles nask to the
personification of the stage, Skene (labelled XKHNH) as a
statue of Dionysos (AIONYXOX), on its pedestal, |ooks on
The Herakl es mask in Euripides' hand has the curly hair and

beard and the relatively | ow onkos seen on the Copenhagen

177Bi eber (HGRT 30) and Pi ckard- Canbri dge (DFAL 185) date
this relief to the second century BC. Mre recent schol ars,
notably Schefold (Di e Bildnisse der Antiken D chter, Redner
und Denker 162/1) and Palagia (LIMC VI, 1, 744, Herakles 265)
convincingly argue for a Hadrianic date. The nasks, to ne,
seemto have nore in common with the second century AD than
the second century BC. The relief could very well be a copy
of an earlier conposition, though.
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statue and the season sarcophagus (figs. VI,1b and M, 2).
The mask is shown in profile, and the |lion's-skin hel net
appears to be thin and flat, as if nade of a piece of cloth
closely attached to the hair. The beard juts forward and

nmeets the jaw in a straight, horizontal |ine, giving the mask

Fig. VI,4. Euripides with a mask of Herakles. Marble

relief, c. AD 120-130. |Istanbul, Archaeol ogi cal Miseum 1242.
Phot o: Bi eber, DTA pl. 46.

a flat bottomlike that seen in figure V,21. The nouth is
wi de open, although not exaggeratedly so, and it turns down

at its rounded corners.
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Behi nd each of the figures, Euripides and Skene, are
masks placed on | ow stands and carved in |ower relief.
Webst er (M TSP2 35) suggests that these two masks and "the
side figures" are additions rmade by the copyist. This is
certainly possible, perhaps likely, given the very low relief
in which they are carved. Bieber suggests that the two masks
represent, respectively, Lykos and Megara from Euri pi des

Madness of Herakles (DTA 82-83, HGRT 30). The nask behind

Euripides is that of a man with a hi gh onkos nmade of curly
hair piled up on his head. H's beard is also curly, but
quite short. H's forehead sl opes back to his hairline, his
nose is aquiline, and his nmouth is |arge and wi de open. The
mask behind Skene is the mask of a woman with a very high
facade-type onkos nade up of vertical rows of "sausage curls"
t hat al so hang beside her face and on below. She too has
a sloping forehead and a | arge, w de-open nouth, but her nose
is straight.178

A nunber of works of art that depict scenes fromtragedy
survive fromthe last part of the second century AD. One of
these is a nosaic fromAntioch that depicts a scene froma

version of Iphigeneia at Aulis enacted in front of a scaenae

178Anot her mask carved in lowrelief and in profile
appears on a panel of Hadrianic date found on the Quirinal in
Ronme (Bi eber, HGRT 158, fig. 573a). It has an onkos nade of
rows of vertical "sausage curls" that has a high, rounded top
and is shaped to follow the curve of the forehead. The mask
also has a fairly long, straight beard, and an open nouth
wi th turned-down corners.
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frons. 179 The figure on the left of the nosaic, who is

identified as | phigeneia, is wapped fromhead to knee in a
white himation. Below the himati on she wears a white garnent
that reaches to the floor; since her arns are covered, it is
i npossible to tell whether it is a sleeved robe or sonme sort
of peplos or chiton. Her face is quite natural-1ooking, wth
the slightly opened nouth the only indication that she m ght
be wearing a nask

The central figure, identified as Kl ytai nmestra, wears a
pepl os which is belted well above her waist. Doro Levi

describes its color as a dark bl ue-greenish (Antioch Msaic

Pavenents 121). It is possible that she is wearing a sl eeved
garmment under the peplos. There are certainly horizontal
bands visible on her right arm It is inpossible to tell
from a phot ograph, however, whether they are patterns on a
sleeve or jewelry. None of the scholars who have publi shed
this nosaic comment on these marks at all. A himation, which
Levi describes as being a |lighter shade of blue-green (121),
is wapped around her torso just below her waist, and its
corner is throwmn up over her |eft shoulder. On her head she
wears a stephane, a circul ar, upstandi ng di adem from which a
veil flows down her back. The stephane gives the effect of a

| ow, rounded onkos. The only other indication that she m ght

179Ant akya, Museum Hatay 961. LIMCYV, 1, 719, |phigenia
37; Sheila Canpbell, The Mbsaics of Antioch 56, pl. 167; Doro
Levi, Antioch Mdsaic Pavenents 119-126, pl. 22.
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be wearing a nmask is that, |like Iphigeneia s, her lips are
slightly parted.

The figure on the nosaic's right, identified as
Aganemmon, is wearing what is undoubtedly a tragic robe. It
is floor length, has long sleeves, and is fastened with a
wi de belt well above his waist, which Levi says is yell ow

brown with bl ack edges. 8 According to Sheila Canpbell, the

robe is gray-brown and yellow, with "dark" sleeves (The

Mosai cs of Antioch 56). Levi, on the other hand, states that

the fabric of the robe, while it is "essentially blue-green,
shows a variety of dark shades and yel |l ow hi ghlights,
undoubtedly to give the inpression of iridescent silk". The
upper of the two wi de bands above the hem of the robe has
sone figurative decoration in it that is of a |ighter color
than the robe. Levi describes the band nearer the hem as
being of alternating stripes of yellow and violet. The

hi mation that is draped across his upper chest with its ends
hangi ng down his back is, according to Levi, basically red,
but with violet shadows and fl ecks of pink. The actor
carries a long, thin, white staff (perhaps a sceptre) with
his left hand. He wears what certainly |ooks |ike a nask,
even though the facial features appear quite natural. Curly
dark hair is nassed over his forehead to forman onkos. The

beard i s abundant and curly as well, and the nouth is

180Levi describes all of Aganemon's costune on page 120
of Antioch Msaic Pavenents.
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slightly open. The toe of his left foot appears from under
the hemof his robe. The sole of his boot or shoe is quite
thin. This fact, conbined with the natural ness of the nmasks
and the | ess-than-theatrical appearance of the wonen's
clothing, argues for this piece being a copy of an earlier,
per haps Hel | enistic, work. Aganmemmon's robe, however, very
cl osely resenbl es other such garnents of around AD 200 (see
figures VI,5-Vl, 10).

Roughly contenporary with the nosaic fromAntioch is a

pai nted scene from Ephesos that shows two characters, one
standi ng and one reclining. The scene is |abelled

"Oresstes" (OPECCTEC--with two lunate signmas [C] appearing
inthe mddle of the word), and seens to be a depiction of
the scene near Euripides' Oestes in which El ektra speaks
with her reclining brother (lines 211-315). Both figures are
dressed in | ong-sl eeved robes that reach to the tops of their
feet. In his publication of the Ephesos frescoes Strocka
says that both robes are dark green (48). The col or

phot ographs fromthe same publication, however, indicate that
the robe of the reclining Oestes is a pale |avender, while
that of Elektra is a greenish yellow. Above their waists,
both figures wear belts. Elektra' s is of the same col or as

her robe and quite narrow, that of Orestes is about the w dth

181G een and Handl ey 94-97, fig. 71, Strocka, D e
Wandnal erei der Hanghauser in Ephesos 48, no. 65 figs. 65 and
67.
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of his hand (four inches or 10 cn), and shows traces of what
m ght be gol d-col ored paint.182 Both characters are wearing

boots with extrenely thick soles, the equivalent of eight to
ten inches, or 20 to 25 centineters. Those belonging to
Orestes have a thin vertical line running up each center
front, which mght be an indication of a split sole of a
simlar type to those found in the Hellenistic period (cf.
fig. 1V,5 and the Libertini statuette).

Orestes' mask has a high, rounded onkos nmade up of

vertical brown "sausage curls;" the curls al so hang besi de

his face.18 The face of the mask is quite |ong, |eaving

pl enty of roomfor |argish eyes and nose and an open nout h.
The skin is painted a |ight golden brown. H's sister's mask
al so has a high onkos that seens to be aided by sone sort of
a frame or headband that rises to a point in the center, I|ike
a Gothic arch. Under it, her hair seens to be parted in the
m ddl e and drawn | oosely back over the sides of her nask.

The face itself is domnated by a | arge, bul bous nose. Her
eyes are of relatively natural size and seemto have holes in

pl ace of pupils. Her nouth is open, but not exaggeratedly

182t is difficult to tell only froma photograph. Wat
appears to be gold m ght be the sane yell owgreen that is on
El ektra's robe, which in turn could be Strocka's "dark green”
(Dunkelgrun) .

183According to Strocka (48), the face and head of
Orestes was damaged by a vandal in the winter of 1967-1968.
| am basing ny description of the mask on a photo that was
taken in 1967, before the damage, and published by Strocka.
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so. Her chin is squarish and appears to recede. The skin of
her face is painted a light flesh color with white
hi ghl i ght s.

A second tragi c scene from Hanghaus 2 i n Ephesos

survives in a badly danmaged state.18 |t depicts three actors

intragic costume standing on a green field in front of a
whi te background. The actor on the left, the best preserved
of the three, is wearing a | ong-sl eeved robe that reaches to
the tops of his feet. The robe is golden-brown in col or,

wi th narrow horizontal bands of a dark brown at intervals al
down the body of the robe. The sleeves are patterned with
wi de bands of alternating gol den and dark brown. A chlanys
of alighter color is draped over his left shoulder. H's
mask has curly blond hair that falls over his neck, and a
curly blond beard. The skin is al nost the sane gol den brown
as his robe, and his nouth is very slightly open. The soles
of his boots are black or dark brown and extrenely thick,
agai n the equivalent of eight to ten inches or 20 to 25
centineters.

Al that survives of the mddle figure is the body from
the hip down, and a snmall fragnment of what is probably the
figure's |l eft shoul der and upper chest. This figure is also
dressed in a robe that reaches to the tops of his feet that

Strocka (129) describes as violet, but that in the color

184St rocka, D e Wandnal erei der Hanghduser in Ephesos
129, fig. 345.
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phot ograph in his publication (fig. 345) appears to be a

gol den brown just slightly darker than that seen on the
figure at the left.1 The small segment of the shoul der

appears to show the fold of a himation or chlanys draped over
it. This actor also wears boots with black soles the sane
t hi ckness as those of the figure on the left.

The top part of the head and the body from about m d-
t hi gh down survive of the figure on the right. The surviving
skin is painted an off-white, indicating that this is a
femal e character. The light-brown hair is formed into an
onkos, then parted in the mddle to hang on both sides of the
face. The hair is held by a horizontal band fastened partway
up the onkos; it is painted a pale yellow or off-white. The
| ower part of the figure is dressed in a robe that reaches to
its feet and that seens to be a pale gold or off-white col or.
To the right is the lower part of a fairly thick white staff.
This figure al so wears thick-soled boots that are
approxi mately the sanme hei ght as those of the other two
figures.

Actors costuned in a very simlar manner to those in the
Ephesos nosai cs appear in a series of nosaic panels in the
Vatican Museuns (fig. VI,5). They were found before 1779 at

the site of an Antonine villa near the nodern village of

185St rocka' s description of the colors worn by the actor
at the left (also page 129) agrees conpletely with what is
vi sible in the photograph.



277

Porcareccia, on the Via Aurelia just west of Rone. From

there, they were taken to the Vati can Museuns in 1792, where
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Preceding page: Fig. VI,5. The Porcareccia nosaics, a set
of 24 hexagonal nosaic panels fromthe Antonine villa at
Lorium (nodern Porcareccia), c.AD 200. Vatican Miseuns.

Drawi ngs: Nogara, | Msaici Antichi Conservati nei Pal azzi

Pontifici del Vaticano e del Laterano, conposite of sections

of figs. 12, 13, and 14.

they were set into the floor of the Sala delle Mise, as a
part of a decorative nosaic schene (Nogara 28-30, figs. 12-
13) and remrained there through the year 1884. A L. Mllin
made a series of watercol or sketches of themin the early
years of the nineteenth century that were published in 1829

(Description d Une Msai que Antique du Musée Pio-dénentin a

Rone, Représentant des Scenes de Tragédi es), and Friedrich

W esel er published his own drawi ngs of themin 1851

(Theat er gebaude und Denkndél er des Buhnenwesens bei den

Giechen und Ronern). Unfortunately, by 1884 they had becone

qui te extensively danaged by the foot traffic in the Sala
delle Muse, and therefore were renoved fromthe floor. Twelve
of themwere restored in the early years of the twentieth
century, and are currently displayed in the entry-hall of the
Vatican Museuns and in its cl oakroom al cove. The other
twel ve have not been restored, and are kept in the nuseuns'
st or er oons.

Because they have been restored, these nosaics have

gai ned a reputation of being valueless in the study both of
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theatrical costune and of npsaics in general. Thus, Klaus
VWerner wote about them "The repeated restorations and
renodel lings have [. . .] left remaining actually nothing of
the original works."18 Mich of this belief can be traced, it
seens, to a publication by Marion Blake just prior to the
Second World War.18” M. Bl ake, whose field was Roman

nosai cs, not theatrical costumng, had the follow ng to say
about the Porcareccia series: "Mich of this is now, however,
a nodern restoration. Such a conplete renovation nakes it
difficult to judge of the original appearance. The fact that
the figures have been fastened without feet to a small flat

base invites the conjecture that they are puppets dressed
like actors and posed in favorite scenes."18 \Wat Bl ake

takes to be sone sort of fastening, rather than feet, are the
hi gh sol es of the actors' boots which extend beyond the hens

of their robes. That they are neant to be boot-sol es and not

186Kl aus \Wrner, Mosai ken aus Romvol. |, 208. "Die
wiederholten Restaurierungen und Zurichtungen haben [. . .]
vom urspringlichen Bestand faktisch nichts Ubrig gelassen. ™

187Mari on Eli zabeth Bl ake, "Msaics of the Late Enpire in
Rome and Vicinity," Menoirs of the Amrerican Acadeny in Rone
17 (1940), 80-130.

188118, ny italics. Blake seens to have been influenced
in her account by Nogara (note 19, bel ow), whose description
of the figures in the nosaics stated that, "the feet do not
ever appear [. . .] and all of the figures seemto be
standing on stilts" ("Non appariscono mai 1 piedi [. . .] e
tutte le figure sembrano reggersi su trampoli™ [28]). The
scholars of the first part of the twentieth century, however,
still took the nosaics seriously as objects worthy of study.
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t he peg-1egs of puppets is proved by centuries' worth of
illustrations of high soles, nost particularly those roughly
contenporary with the nosaics, such as the boots of the
Epesos nosaics and of figure VI,12. Neverthel ess, Bl ake's

assessnent had its effect, and few schol ars have treated
t hese nosai cs as worthy of study since her publication. 189

Are the Porcareccia nosaics of any value to scholars, or
have the restorations rendered themworthless? If all we had
were the restored nosai cs thensel ves, they probably woul d not
be of much worth, since it would be inpossible to determ ne
how nuch of what we see is nodern restoration, and how rmuch
of it is what the ancient artist intended to show. However,
not long after the nosaics were installed in the Sala delle
Muse, A L. MIlin wote a nonograph about themthat included

wat ercol ors of all of the individual panels, a work that was
publ i shed after his 1819 death.1% A generation |later,

Friedrich Weseler also published color plates with the

scenes fromthe nosaics in his work on the nonunents of

189The exceptions include Bi eber, HGRT 240 (which is a
|ater edition of a work originally published a year earlier
than Bl ake's article), Kurt Witzmann, Anci ent Book
IIlum nation 75 (1959), and Margot Schmidt, LIMCI, 1,

Al kestis 64.

190A. L. MIlin, Description d Une Msai que Anti gue du
Musée Pio-d énentin a Rone, Représentant des Scénes de
Tragédies, Paris: Didot L'A né, 1829.
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ancient theatre.1® Both of these publications give us a good

i dea of what the nosaics | ooked |ike before they becane
heavi |y damaged. After the twel ve nosaics were restored,
Bart ol omreo Nogara published phot ographs of some of the

danaged pieces, as well as of the restorations, with
phot ographs of MIlin's drawi ngs for conparison.192  They

show that the restorers stayed quite close to the origina
appear ance of the nosaics, as we shall see in a few exanpl es
descri bed bel ow. Thus, the restored nosaics, when viewed
with the drawings by MIlin and Weseler, can be a val uabl e
aid in the study of tragic costune of the second and third
centuries AD

A few of the scenes depict recogni sabl e characters. For
i nstance, one shows us a very recogni sabl e Herakl es hol di ng
his equal Iy recogni sable club and talking with a figure
dressed as a woman (fig. M,6 a-c). Little differs in this
scene fromMIlin's sketch (a) to Weseler's (b) to the
restored nosaic (c). 1In all versions of the scene both
figures wear robes with long sl eeves that have w de belts
worn above the waist. Their masks are not particularly

grotesque, but do have sone indications of pointed onkoi, and

191Fri edri ch Wesel er, Theat ergebdaude und Denkndél er des
Biuhnenwesens bei den Giechen und Rénern, Gottingen
Vandenhoeck und Ruprecht, 1851, pls. 7 and 8.

192Bar t ol omeo, Nogara, | Msaici Antichi Conservati nei
Pal azzi Pontifici del Vaticano e del Laterano, M/ an
Hoepli, 1910, 27-32, pls. 56-61.
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Fig. VI,6a. Herakles and a wonman. Panel of the Porcareccia

nosaics. Drawing: Nogara, pl. 62,8 (a copy of MIlin, fig.
8) .

Fig. VI,6b. Weseler's color sketch of the panel depicted in
fig. Vi,6a. Weseler, pl. 7,3.

Fig. VI,6¢c. Restored version of the panel depicted in pl.
VI, 6a. Nogara, pl. 56, 3.
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slightly opened nouths. The soles of their boots, |ike al
of those pictured in the nosaics, are extrenely high, the
equi val ent of eight to ten inches or 20-25 centineters.

The col ors, however, differ somewhat anong the vari ous
publications. Weseler depicts Herakles wearing a sal non-
pi nk robe with horizontal yellow stripes and a wi de bl ue band
at its hem (or, perhaps, a long blue robe is worn under a
shorter pink and yellow one). It is fastened with a blue

belt, and the himation over his left shoulder is yellow 19

Nogara describes the hero's robe as being red, with a yell ow
belt and a green himation, and tells us that according to
MIlin the belt was blue, although the two agreed on all the
other colors (Nogara 29). MIllin, Weseler, and Nogara agree
that the robe of the fenmale figure on the right is yellow
MIlin and Wesel er have its stripes as blue, while according
to Nogara they are red. Al agree that her belt is brown,
and that the chlanys over her shoulders is green or bl ue-
green; Weseler's picture has it with a gol d-col ored band
around its edges, which mght be an indication of a Iining

rat her than an exterior decoration.

193These col ors, when not confirmed from ot her
descriptions, mnust renmain somewhat suspect, since Weseler
al so pai nted Herakl es' mask blue with a yell owwhite beard.
Unfortunately, this nosaic is not one of the ones displayed
at the Vatican, and | have been unable to get perm ssion to
see it.
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Fig. VI,7a. Hernes and Al kestis. Panel of the Porcareccia

nosai cs. Draw ng: Bauneister, pl. 79 (a copy of MIlin 10).

Fig. VI, Weseler's col or sketch of the panel depicted in

fig. VI,7a. Weseler, pl. 7,5.

Fig. VI,7c. Restored version of the panel depicted in pl.
VI, 7a. Nogara, pl. 56, 3.
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A second panel shows a scene that is possibly fromthe
story of Al kestis, perhaps from Euripides' play of that nane
(fig. M, 7). 1t shows Hernes (identifiable by the staff with
t he serpentine top, the caduceus, which he is carrying),
| eadi ng by the hand a woman who wears a transl ucent hinmation
wr apped around her head and face like a veil. He seens,
therefore, to be Hernmes Psychoponpos ("Leader of Souls"),
taking the woman's shade--expl aining her veil--to or fromthe
Underworl d. Hernes wears a | ong-sleeved robe that is belted
above his waist, and a | arge chlanys fastened over his right
shoulder. It seens likely that the woman al so wore | ong
sl eeves and a belt, but they woul d be hidden under her
hi mati on. The hi mation, however, outlines an onkos with a
rounded point; her nouth is showmn as open. Hernmes' nouth is
| ess open, especially in the reconstruction, and his onkos is
| ower and nmuch nore rounded.

Weseler's sketch (fig. VI, 7b) shows Hernes wearing a
yell ow robe with green stripes and a blue belt, and a w de
band at the | ower hem of a brownish gray, with sone of the
yell ow reaching down into it at one point. Hs chlanys is a
pal e pink. The reconstruction, which I have viewed, has this

sane arrangenent of colors, although the band at the hemis

now solid gray.1% The woman's robe is pink with two blue

194t is difficult to explain the small patch of yellow
in the gray band on Weseler's sketch. It may be sinply a
m stake on his part, accidentally brushing a small anount of
the yell ow over the gray section and neglecting to correct
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vertical stripes, and her himation is also blue, both in

Weseler's sketch and in ny observation of the
reconstruction. 19°

A third panel probably indicates a satyr play, show ng a
smal| satyr running froma full-sized figure in tragic
costunme who carries a staff or sceptre in his left hand (fig.
VI,8). MIllinidentified the larger figure as Silenos (30),
whi ch seens quite doubtful. Weseler suggested that he is a
god, perhaps Apollo (51), which certainly agrees with his
appear ance, and the god did appear in the fragnents we have
of Sophokl es' satyr play, Trackers. Dionysos, too, would be
a possible divine character for a satyr play, and this
figure's slightly fem nine appearance would work as well for
the god of wine as for Apollo. Perhaps nost likely is
Bi eber's suggestion that he is a tragic hero; discussing this
scene she wote, "as in the classical satyr drama [. . .] the
satyr capers around the serious figures of G eek nythol ogy"

( HGRT 240).

In Weseler's sketch (fig. VI,8a), the larger figure

wears a silver-gray robe with the soles of his boots painted

the sane color. The wide stripes on his robe are red, and

it. O, it mght be an attenpt on the part of the original
nosai ci st to indicate that there were golden highlights in
the gray band; there seens to be some such thing in MIlin's
version (fig. VI, 7a).

195Nogara, however, calls the robe red and the himation
green, and does not nention the stripes (28).
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Fig. VI,8a. Hero or god with tiny satyr. Panel of the

Por careccia nosaics. Weseler, pl. 8,11.

Fig. VI,8b. Restored version of the panel depicted in pl.
VI, 8a. Nogara, pl. 56,6.
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his belt, worn well above the waist, is rose-pink. The |arge
chl anys that hangs over his left shoulder is a golden color.
According to Nogara, however, his robe is green, and his belt
and the band at the hemof the robe are violet-blue.

QG herwi se, his description agrees with Weseler's sketch.

The figure's mask has long, straight, blond hair that hangs
onto his shoulders. H's forehead is very high, and around
his head is a large weath with green | eaves, the band of

whi ch crosses his brow. The satyr-figure also wears a |arge
weath of green leaves. H's only other garnment is a gol den-
colored chl anys hanging fromhis | eft shoul der and | ooped
around the armon the same side. H s skin, however, is
painted a dull gray that may indicate that he is dressed in a
formfitting "body suit,” such as was worn in earlier tines,
for exanpl e by the Papposilenos on the Prononos Vase (figs.
1,2 and 11,8). In his right hand he carries a wand wth a
crook at its top, a pastoral inplenent called a pedum.

Anot her panel shows a scene that is | ess obviously
theatrical, that of a man and a wonman, each hol di ng sonme sort
of staff (fig. VI,9). Bieber sees the staffs as sceptres,
and thus identifies the pair as a royal couple (DTA 119),
even suggesting that they m ght be Aganemmon and
Kl ytai mestra or Theseus and Phaidra (HGRT 240). The figure
on the | eft appears to have a beard in MIlin's draw ng of
the panel (fig. VI,9a), but is beardless in Weseler's sketch

(fig. MI,90). In the restoration, however, he has a distinct
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Fig. VI,9a. King and queen. Panel fromthe Porcareccia

nosaics. Drawing: Nogara, pl. 63,12 (= MIlin, fig. 12).

Fig. VI,9b. Weseler's color sketch of the panel depicted in
fig. VI,9a. Weseler, pl. 7,7

Fig. VI,9c. Restored version of the panel depicted in fig.
VI,9a. Nogara, pl. 57, 2.
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beard, and thus he nust be the "king" of the pair. The
second figure, the "queen," is snmaller and w thout a beard,
and thus likely to be a woman. Her nmask al so differs between
the early sketches and the restoration. MIlin (fig, 76a)
and Weseler (fig. M ,9b) show her with a fairly | ow rounded
onkos, while in the restoration it is higher and pointed in
the center (fig. VI, 9c).

There is again sone disagreenent as to the colors, with
Weseler's sketch of the original and ny observation of the
restoration nore or less the same, while Nogara's description
of the restoration is highly different. Thus, according to
Weseler's sketch, the "king" wears a bl ue-gray robe that has
rose-pink stripes, and the |arge chlanys over his left
shoul der is also rose-pink, wth the exterior of the garnent
a darker tone of that color than its lining or the stripes.
The triangular flap of cloth that hangs apron-like fromhis
belt is sonething of a nystery. It has no function or point
of origin on this costune. It is possible that it is really
sone end of the chlanys--it, too, is rose-pink--which the
nosai ci st sinply did not understand, suggesting perhaps that
this conposition was copied froman earlier work of art,
perhaps a painting. At any rate, in the restoration, the
"king's" robe is nore of a silver-gray, but the stripes and
chlanys are still rose-pink. In both instances his belt is
of a gold color. The "queen" in Weseler's sketch wears a

yell ow sh gold robe with wi de brick-red and narrow bl ack
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stripes. Her chlanys is a greenish blue, with a nore prinmary
blue as alining. 1In the restoration her robe is a darker

gold, but the stripes are still brick-red and bl ack. The
chlanys is a duller color, nore of a blue-gray. 1%

A scene whose action is quite identifiable, although it
cannot be connected to any specific play, is that of two
people at an altar (fig. M, 11). The figure on the left is
presenting a snmall animal, perhaps a lanb, to the figure on
the right, who rests a hand on the small, thin altar. It is,
therefore, a scene of sacrifice. Both figures are dressed in
tragic costune, with particularly high soles to their boots,
and each wears a mask with a pronounced onkos. |In Weseler's
sketch (fig. VI, 10a), the figure on the |eft has strands of
long, curly hair falling over the shoulders, but in the
reconstruction this has turned to a veil that falls down the
character's back (fig. VI,10b). Weseler painted a beard on
the mask of the figure at the right (fig. VI, 10a), but the
reconstruction makes the figure beardless (fig. VI, 10b).

Both MIlin (28) and Nogara (29) remark on the difficulty of
determ ning the gender of the figures. In the reconstruction
the small animal is white, but in Weseler's sketch it is

bl ack, and MIIlin makes a point of saying that it is black

196Nogara calls the "king' s" robe green, the stripes
yel |l owi sh, the belt and the band at the hemred, and the
chlanys a darker red (29). the "queen's" robe he describes
as reddish yellow (with no nention of stripes), and he says
her chlanys is green (29).
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Fig. VI,10a. Sacrifice scene. Panel of the

Por careccia nosaics. Weseler, pl. 8,11.

Fig. VI,10b. Restored version of the panel depicted in pl.
VI, 10a. Nogara, pl. 57,1.
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and that therefore "it can be presuned that the sacrifice is
offered to Pluto."19

In Weseler's sketch, the figure at the right is wearing
a yellow robe with wide blue horizontal bands at the el bows,
wists, and bottomhem (fig. VI, 10a). A band worn on the
head as a part of the onkos is of the same blue as the
stripes. The chlanys that is draped over the character's
| eft shoulder is of a blue with a greenish tinge. This is
quite close to Nogara's description of a yell ow robe and a
green chlanys. The figure on the right in Weseler's sketch
is wearing a robe of the sane blue as that of the other
figure's stripes. The bands at his el bows and wists, as
well as his belt, are of a golden color. Nogara describes
the robe as sky blue, and the belt as yellow. The chl anys
worn over the figure's left shoulder is of a dark rose-pink,
with some narrow darker red stripes running through it.

A particularly interesting detail of the costunes of the
two figures appears on the soles of their boots. Not only
are they extrenely high (the equival ent of about ten inches
or 25 centinmeters), but they are colored to match their
costunmes. The soles of the figure on the right are red with
a vertical blue Iine running up their centers, perhaps an
indication that the sole was split fromfront to back (cf.

fig. 1V,5, the Libertini statuette, and--closer in date to

197M 1lin, 28. ™pourroit faire présumer que le sacrifice
est offert a Pluton."



294

t hese nosai cs--the Orestes painting from Ephesos). Those of
the figure on the left are a bright golden col or, al nost
metallic (cf. fig. V,7).

A fanmous statuette in Paris is costuned in a manner that
is simlar to that of the Ephesos paintings and the
Porcareccia nosaics (figs. VI,5-VI,10). This statuette shows
an actor in an exaggerated pose, his torso and head shri nki ng
back and his right armraised to his chest (fig. VI,11). He
wears a | ong-sl eeved robe that reaches well bel ow the tops of
his feet, which is bound by a wide belt that is worn very
hi gh above his waist. Traces of blue and yell ow paint stil
remain on the figure (Geen, TAGS 157), and the early
phot ogr aph reproduced here shows it with the colors even nore
visible. Bieber, who saw the statuette while the paint was
wel | visible, described a blue robe with sleeves that were
covered in alternate stripes of blue and yell ow (HGRT 242),
the colors that are reproduced in the photo. The stripes--
hori zontal on the sleeves and vertical down the front of the
robe- - have borders which have been incised into the ivory,
and desi gns have then been incised into the stripes. These
desi gns seemto have been picked out in yell ow down the front
of the robe (see al so Beacham 188).

The mask has a hi gh, rounded onkos nmade of vertical rows
of curls that continue around the sides of the head and hang
beside the face. The curls seemto be held in place by a | ow

fillet or a ribbon with decoration incised into it. The
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Fig. VI,11. Tragic actor. |Ivory statuette fromRi eti, late
second or early third century AD. Paris, Petit Palais DUT

192. Photo: Baunei ster, Denknél er des Kl assischen Altertuns

zur Erl duterung des Lebens der Giechen und Roner in

Religion, Kunst und Sitte, Vol. 3, pl. 58.
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onkos, al though of the two-dinensional "facade" type, is
curved to follow the shape of the forehead, giving it an
illusion of three-dinensionality. Behind the onkos front,
however, the rest of the mask drops off abruptly to foll ow
the shape of the skull. The face has | arge, w de-open eyes
and a nmouth open in an oval; the actor's features are visible

behi nd the eyes and mouth of the nask. 1%

The actor's robe falls below the tops of his feet by the
equi val ent of about three inches (7-8 cm). The soles of the
boots, however, continue for quite some distance bel ow the
hem of the robe. Some schol ars have suggested that the
vi si bl e pieces that appear to be soles are actually pegs that
woul d have attached the statuette to a base (e.g. Beacham
188). If this is the case, this statuette could represent an
actor in a robe that reached to the floor over his three-

i nch-hi gh bootsoles. On the other hand, if what we see bel ow
the hemof the robe is nmeant to be soles rather than

i nvisible pegs, the soles of these boots would be the

equi val ent of about ten inches (25 cm) thick, a height that

is not unprecedented (figs. M ,6-VlI,11, and the Epesos

198A nunber of scul ptural representations of actors whose
features are visible behind their nasks, both tragic and
comc, survive fromthe Roman Inperial era. Tragic masks of
this style include those on the corners of the lid of the
sar cophagus of Pullius Peregrinus in the Museo Torlonia in
Ronme ( Engemann, Untersuchungen zur Sepul kral synbol i k der
Spat eren R6m schen Kaserzeit 32 and 77-78, pl. 13), a nmask in
Bar cel ona (Bi eber, HGRT 243, fig. 803, and "Wirden" 102, pl.
36,1), and a nask from Carthage in the Louvre, Salle
d" Afrique 1836 (Bieber, HGRT 243, fig. 804).
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pai ntings), and thus what we see here are probably soles
rather than pegs. The deep vertical striations on these
soles seemto be a decorative effect that appears on a few

| ate representations of thick soles (see figure VI, 15).

Fig. VI,12. A funeral play. Wall painting (now lost) from
the necropolis at Cyrene, |ate second century AD. Draw ng:

Weseler pl. 13, 2, after J.R Pacho, Relation d un Voyage

dans la Marnarique, pl. 49.

A | ate-second-century AD wall painting fromthe
necropolis at Cyrene, now unfortunately |ost, depicts a play,
seemngly perfornmed as a part of funeral rites, in which
three actors are dressed in tragic costune (fig. M,12). Al
three wear robes that reach to the tops of their feet and

masks with extrenely high facade-type onkoi that are shaped
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to their foreheads like the one in figure VI,11. Each nmask
has a | ong, brown beard and the nouths are at | east sonewhat
open. Each of the three figures is depicted as standing on a
small, low, box-like platformwth a |lighter rectangul ar
patch on the front |ike a |label. Bieber suggests that these
platforns are a mstake by the artist who copied the
painting, and in the original were the high soles of the
actors' boots (HGRT 239). | find this suggestion quite

pl ausible. It explains the absence of high soles, which one
woul d ordinarily expect at this date, especially when the
onkoil are so exaggeratedly high. It also explains the

"l abel s" on the fronts of the platforns; they woul d be the
artist's solution to the probl emof the space between the
sol es, sonething that woul d make no sense if one is thinking
of platforns (why would an actor stand on two foot-sized

pl atfornms?) .19

In the drawi ng, the upper part of the robe of the actor
on the left, down to a few i nches above the knees and
i ncluding the sleeves, is a pale aqua color. The visible

sleeve is decorated with a vertical stripe of bright yellow

199I't is inportant to note here that we are entirely
dependent upon the interpretation of this artist (according
to Weseler, his name was J. R Pacho) of this scene. In nany
cases, such as that of the footwear of the figures, he seens
to have interpreted el enents of their costunes according to
his own contenporary ideas, rather than recordi ng what was
actually visible to him M description of his depiction of
the costum ng of the figures should be read with this in
m nd.
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fromshoul der to wist, fromwhich short horizontal yellow
stripes run at intervals all down the arm The aqua section
of the body of the robe has an indication of patterned
decoration throughout. A very wide belt, also of aqua, is
worn above the waist. Three very w de bands--alternating
gold, blue-violet, and gold--conplete the robe fromthe aqua
section to the actor's feet. At the neckline of the robe is
arolled piece of white cloth with purple shadows. It is
draped across the base of his throat and the ends hang down
his back. Over his left shoulder the actor wears a very
| arge chiton of the same gol den col or as found on the robe.
The actor in the center holds Herakles' club with his
right hand, and thus can be identified as that hero. H's
robe is also predomnantly pale aqua, and it too has a bright
yellow stripe the length of the sleeve. Bright yellow al so
fornms a slightly ruffled band around his neck, a swath of
cloth across his right shoulder, and a decorative pattern of
spots on his chest and below his belt. This belt is white,
somewhat wi de, and worn slightly above his waist. The aqua
section of his robe, as it did on the robe of the actor on
the left, ends above the knee, and the rest of the robe is
made up of three wi de bands. In Herakles' case, the top band
is the same gold worn by the first actor, and the m ddl e band
is of the sanme pale aqua seen in the top part of the robe.
The bottom band is nade up of vertical stripes of red, blue,

and green. H s chlanys is gold in color.
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The third actor's robe is pale aqua fromneck to hem
The sl eeve again has a bright yellow vertical stripe, and is
decorated with bright green spirals. Bright green also forns
a narrow band at his waist and three narrow chevron-Iike
bands below his waist. H's belt, which is wde and worn wel |
above his waist, is painted a pal er shade of gold than that
whi ch appears in his chlanys, which is the sane gold as that
of the other two actors' chlanydes. In his left hand he
carries a staff with a decorative finial, which Bieber
suggests m ght be a caduceus (HGRT 239), but which I would
like to suggest is a sceptre, making this figure a king. He
rai ses his right hand, in which he is holding an
unidentifiable object (perhaps a small dish used for ritual
pur poses) over a table upon which are placed pal m branches
and weaths, the prizes to be given to the winners of a
contest. He thus mght be in charge of the contest, or he
m ght be giving thanks for having won it.

Fromthe second century AD on, theatrical notifs appear
on Roman sarcophagi. Those that give any insight into tragic
costumng fall into two categories, groups of Mises (in which
case Mel ponene is identified by association with a tragic
mask and is often in tragic costune), and masks used as a
decorative notif. A good exanple of the first category is an
early third-century sarcophagus in the Villa Borghese in Rone
(fig. MI,13). The front of the sarcophagus shows Apollo

(second fromthe left), and four of the Miuses. Ml ponene, on



301

Fig. VI,13. Mise sarcophagus, c. 220 AD, in Rone, Villa

Bor ghese (Sal a Canova) 75 and 75a. Photo: John Shapl ey, .
" Anot her Sidamara Sarcophagus.” Art Bulletin 5 (1922), pl.

26.

the far right, holds a sword in her right hand and a bearded
tragic mask in her left hand. The nmask has a | ow onkos nade
of vertical rows of "sausage" curls. Simlar rows of curls
fall beside his face and make up his beard. The forehead
barely appears beneath the curls, but deep hollows are carved
above his nose, at the corners of his eyebrows. The nouth is
a very |arge oval

Mel ponene herself is dressed in a tragic robe that
reaches to the ground. It has |ong sleeves, and is bound by
a Wi de belt worn high above her waist. A decorative pattern

is carved into this belt. She seens to have a chlanys or
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small himation thrown over her |eft shoulder. Her left foot
just peeks out fromunder her robe. It |ooks as though it is
clad in a boot with a sole that is no nore than about one

inch (2.5 cm) thick.

Fig. VI,14. Detail of a strigil sarcophagus from Rone,
fourth century AD. Copenhagen, Ny Carlsberg dyptotek 779.
Photo: Ny Carlsberg GQyptotek, Billedtavler til Katal oget

over Antike Kunstvexker pl. 67, no. 779.

Mel ponene is al so depicted on a fourth-century strigil
sar cophagus i n Copenhagen. On each of the front corners a
Mise is depicted with at | east one nmask; Thalia is on the
right corner with two comc nasks, and Mel ponene is on the

left, holding a tragic mask (fig. VI,14). The latter is
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dressed in a tragic robe that reaches to the tops of her
feet. It has a wde belt worn slightly above her wai st which
has a pattern of vine-leaves carved intoit. Wth her right
hand she | eans on Herakles' club, and the nmask she hol ds up
with her left hand seens to have a trace of a lion's-skin

hel net at the very top of its onkos.

Thi s mask, which she holds through its nmouth, has |arge,
round holes for the eyes, and a nouth that is open enough to
| eave a great deal of space above her fingers. The onkos is
hi gh and shaped in a blunted triangle. It is nmade of
tapering vertical rows of ridges that formhighly stylized
curls. A few corkscrewlike curls hang on each side of its
face. Mel ponene is standing on soles that are the equival ent
of about seven or eight inches (18-20 cm) high, and they are
decorated with the sanme sort of vertical striations found on
the Rieti statuette (fig. VI,11). The soles are so high that
the Muse nust rest the club on which she is | eaning on the
head of a lion which is placed conveniently on the corner of
t he sar cophagus.

Tragi ¢ masks often appear as purely decorative notifs on
sar cophagi, sonetines placed in what woul d ot herwi se be enpty
space, but sonetinmes perform ng a nomnal function. Anong
the latter are two sarcophagi in Copenhagen, which have

tragic masks in profile holding up the shield which displays
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Fig. VI, 15a. Tragic masks supporting a shield with the
portraits of the deceased. Roman sarcophagus in the Ny
Carl sberg dyptotek, 780. Photo: Ny Carlsberg d yptotek

Billedtavlier til Katal ogetover Antike Kunstvagker pl. 67, no.
780.

Fig. VI, 15b. Tragic masks supporting a shield with the

portraits of the deceased. Roman sarcophagus in the Ny

Carl sberg A yptotek, 781. Photo: Ny Carlsberg d yptotek
Billedtavlier til Katal ogetover Antike Kunstvasker pl. 67, no.
781.
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the portrait of the deceased (fig. VI, 15).20 On both

sar cophagi the masks have very hi gh onkoi which can foll ow
the line of the bottomof the round shield a good distance up
its sides. In figure VI, 15a the mask on the right has a
beard. H's face is turned a little away fromprofile, but
not quite enough to be called a three-quarter face. H s
mouth is very wide open, and his visible eye, which is |ong
and narrow, is set at a slant, with its outer corner higher
than its inner one. The pupil is large and round and has
been hollowed out. H's onkos is nmade of vertical rows of
"sausage curls" that also hang beside his face. The vertical
rows are still fairly high above his ear (although not as
hi gh as they are above his nose), indicating that the onkos
either was not the "facade" type or the facade continued to
follow the curve of his head even farther back than the one
in figure VI,11. The other mask in figure VI, 15a appears to
have a poi nted stephane that enphasizes the point to which
the high forehead seens to cone. The nose is extrenely flat,
running straight into the upper lip. The nmouth is w de open,
and the jaw appears to be thrust forward, since the lower lip

projects further than the upper one.

200A fragnment of anot her sarcophagus of this sane type
can be found in the Miseo Regi onal e Archeol ogico in
Agrigento. It has been dated to the second half of the third
century AD. See Vincenzo Tusa, | Sarcofagi Romani in Sicilia
33-34, pl. 16, fig. 25.
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The masks in figure VI, 15b are nore finely carved. The
one on the left has a veil draped over its onkos which is
extrenely high and seens to cone to a point. Alittle bit of
hair is visible between the hemof the veil and the top of
the high forehead. The eye is deepset under a projecting
brow that is higher above the nose and | ow at the outer
corner. The nose is finely nodel ed and the nouth, although
wi de open, is not stretched out to the point of being
grotesque. The mask on the right has features very simlar
to those of its conpanion. This mask's hair appears, though;
it is loosely curled and falls in waves over the ear and onto
the shelf on which the masks rest. On top of his hair rests
a crown-li ke diadem that comes to a point over the forehead
to make the onkos.

Theatrical nmasks often appeared above the garl ands hel d
by putti on Ronman garl and sarcophagi. Such nmasks were
usually comc, but occasionally a tragic mask oul d appear in
this position, as one does on a sarcophagus that for the

first half of the twentieth century was in a private
collection in England (fig. VI, 16).201 The tragic nmask, set

above the left garland, seens to be that of a woman. Her
onkos seens to be nade with a di adem or stephane which is

carved with cross-hatching, giving it the appearance of

201] have not been able to find any nention of this
sar cophagus since Wrld War II. Before then, it was in the
Clieveden collection, and it may still be there.
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havi ng been woven of w cker or straw. Slender ringlets of
her hair fall down fromthe area of her ear to hang bel ow t he
shel f on which the mask is placed. Her eyes are shown as

| arge and hollow, and her nouth is very w de open, turning

down at its rounded corners.

Fig. VI,16. Garland sarcophagus with theatrical masks, c. AD

200. dieveden Collection. Photo: Robert, "A Collection of

Roman Sarcophagi at O ieveden."” Journal of Hellenic Studies

20 (1900), pl. M1, a.

The tragic costumng of the later part of the Roman
Enpire, then, continues the trends begun in the Hellenistic
and earlier Roman periods. On the whole it becones even nore
stylized and unnatural than its predecessors, turning into
the terrifying display described by Lucian (see Chapter I,
page 15).

The mask that "stretches up over the top of his head

with a great big nouth as if he's about to swallow up the
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audi ence" appears in figures VI,2, v,11, VvI,13, VI,14, VI, 15
and VI, 16. The "towering shoes" had soles that could be as
high as 12 inches or 30 centineters (figs. VI,5-V,10, VI, 11,
and Vi, 14).

The tragi c robe underwent sone changes during this
period. Instead of being a single solid color, as in the
Hel | enistic and earlier Roman periods, it nowis often
decorated with bands of one or nore colors added to a basic
solid color (figs. MI,5-VI,10). Figured decoration reappears
at times, usually within the colored bands (figs. VI, 11
VI,12, VI,13 and VI, 14). It is possible that the figured
decoration was used in smaller, nore private perfornmances of
tragedy, such as those we know Hadri an had staged, rather
than to the public at large. The one surviving scene of a
tragedy in which the costunes are so decorated is froma
funeral play, seemingly (fromthe evidence of the scene

itself) not given in a public theatre (fig. VI, 12).



Concl usi on
An Overview of Tragic Costum ng, 500 BC to AD 400

Tragi ¢ costum ng underwent nunerous changes between the
time of the great Athenian tragedi ans and the | ate Ronan
Enpire. Innovations, when they were proved useful or of
aesthetic val ue, were adopted for use, and were discarded
when they proved no | onger practical or beautiful. Some
things remained fairly constant, however. The |ong-sleeved
robe becamne the distinctive costune of the tragic actor by
the end of the fifth century BC, and was still in use in the
fourth century AD (see figure VI,14). It mght vary in
| ength from above the knee ("Herakles" on the Prononos vase,
figs. 1,2 and I1,8) to touching the floor (Ml ponene on the
Muse sarcophagus, fig. M ,13), but it always had |ong, tight-
fitting sleeves, and was often bound by a belt that was
usual | y worn somewhat above the wai st.

Whet her or not the tragic robe and the mantle (either a
hi mati on or a chlanys) that was often worn with it were
patterned or solid differed with tine. In fifth-century
At hens, actors were depicted wearing costunes covered with
el aborate patterns (e.g. the chorus on the Basel krater, fig.
I1,1), or in garnments of solid color (the rehearsing actor on

the krater in Ferrara, fig. I1,4). By the end of the fifth

309
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century, however, patterned garnments had becone the rule,
seem ngly the nore el aborate the better (figs. 11,6, 11,7,
and I1,8). The evidence fromSouth Italy tells us that as
the fourth century progressed, decorated costunes becane | ess
common, and solid colors becane the norm(figs. 11,4, 11,7,
11,9, and all the "old nen"). Elaborately figured costunes
did not die out entirely in the fourth century, however, as
is evidenced by the "Persians" krater (fig. 111,12) and the
Medei a krater (fig. 111,13). The only definite evidence we
have of el aborate decoration or the |ack thereof in the
Hel l enistic erais the fresco on Delos (fig. 1V,9), in which
both actors wear solid colors. None of the evidence from
Ronme up to about the end of the first century AD gives any
indication of figurative patterns on any tragi c garnents.
The only figure who wears a | ong-sl eeved robe with any
decoration on it is the flute-player in the nosaic from
Ponpeii (fig. V,13), and he is not a tragic actor. 1In the
second and third centuries AD, though, the tragic robe tends
to be made up of nunerous bands of solid color (as on the
Por careccia nosaics, figs. VI,5-VI,10) or is decorated with
various figures set within bands or belts (figs. M, 11,
Vi, 12, VI, 14).

The preference for the presence or the absence of
figured decoration on tragic costunes may well have been a
matter of taste or fashion during various periods in the

G eek and Roman world, but the taste or fashion may have been
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driven by practical considerations. dothing with el aborate
figurative decoration can be quite spectacular to | ook at,
which may in part explain why it was popular in the early
years of tragedy. Since Persians and other Easterners were
generally portrayed as wearing garnents with el aborately
woven decoration, such clothing also woul d suggest the exotic
or the dangerous to Atheni an audi ences. Moreover, these
audi ences m ght have wanted to see Asian characters dressed
to appear |ike Asians (hence the |ikely explanation for why
the Persians and Medeia were still being depicted in
patterned clothing near the end of the fourth century, when
nearly every other tragic character seens to have worn solid
colors).

From a di stance, however, el aborate patterns on cl othing
cannot be discerned. Thus, as theatres grew | arger and
stages rose higher, and as nore people were being seated
farther away fromthe actors, |ess was to be gai ned by
putting el aborately (and expensively) decorated fabrics on
stage. As the fourth century progressed, choregoi could no
| onger be called upon to finance an el aborate production as a
civic duty. Actors becane professionals, traveling from
pl ace to place, and it was not practical for themto try to
transport el aborate, expensive garnents with them especially
when such garnents served no real aesthetic purpose.

During the | ater Roman period, both conditions and

tastes changed. Throughout the Roman world, |uxury and
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spectacl e were both honored and actively pursued. In such a
climate, tragic costunmes that could appear |uxurious and | ook
i npressive, even froma distance, would be valued. Thus, the
| ater Roman tragi c costunes were nade up of separate sections
of a single color each, rather than of el aborate patterns.
The bl ocks of col or woul d be understandabl e even at the sort
of distance fromwhich detailed patterns would blur. Any
smal| detailed patterning in these |ate costunes was set
within a separate field, such as a belt, so that even though
the pattern mght be lost at a distance, the belt or other
field of color would still be understandable. Detailed
patterns coul d be appreciated by those who sat closer to the
actors, usually various dignitaries and others of high
standing. Such patterning would al so be visible the nore
intimate venues used for private theatrical productions.
There is evidence fromthe second century BC through at
| east the end of the second century AD that sonme characters
wore belts made of gold netal. The G dipous figure in the
fresco fromDelos (fig. 1V,9) has traces of gol d-col ored
paint on his belt, as do the figures on the left and the
right in the painting on marble in Naples (fig. V,6). A
gol den col or al so appears on the belts of the "king" in the
"royal couple" nosaic from Porcareccia (fig. VI,9), the
figure on the right in the sacrifice scene fromthe sane set
of nosaics (fig. VI,10), and the far right figure in the

Cyrene funeral play (fig. VI,12). That these belts are neant
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to be netallic gold rather than cloth dyed a gold color is
suggested by three other exanples. It is easiest to see on

the painting of the actor from Hercul aneum (figs. V,15 and

Fig. C1. Tragic actor in a netallic belt. Detail of a wall
pai nting, first century AD, from Hercul aneum Naples, Miseo

Nazi onal e Archeol ogi co 9019. Photo: Bieber, DTA pl. 55, 2.

C 1). The belt is painted in three basic tones of gold-

colored paint: a md-tone that is about the color of the
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metal, a nmuch darker tone used in the shadows, and a pale
yell ow, al nost an off-white, that adds the highlights, making
the belt "gleamt as if it were netal. A simlar technique is
used in the belt of the woman wi th the baby in another
painting in Naples (fig. V,7), and the belts of both figures
in the Ephesos Orestes painting (see Chap. VI). The evidence
shows, then, that the belts of sone characters were of a
gol d-colored netal. Who were these characters?

The figures in gold belts who have been identified as
specific characters are QG dipous (fig. 1V,9), Oestes and
El ektra (the Ephesos painting), and Phaidra (fig. V,6). Al
are nmenbers of ruling famlies. Are any of the others al so
royalty? A nunber are hol ding what can be sceptres (figs.
V,15, VI,9, VI, 12). The woman with the baby in figure V,7
appears to be giving a command to the other woman, who seens
to be a nurse, so she is at least in a position of authority.
The figure in the sacrifice scene is unidentified (fig.
VI, 10). The preponderance of characters wearing gold belts,
then, seemto be of royal blood, and thus it nmay be a sign of
royal ty.

Is there any evidence of netal in belts before the
Hel | eni stic period? One hint conmes in Sophokles' Elektra,
when the title character offers as a gift to her dead fat her

a part of her nourning garb, "ny belt, not decorated with
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luxuries."202 As early as the fifth century BC actors appear
on vases in tragic costune with belts that are decorated with
evenl y-spaced white dots (figs. Il,6 and Il,7). 1In the

fourth century BC we see belts with the white or at |east

unpainted circles or dots (figs. 111,3, and I11,11), with
unpainted circles studded with black dots (fig. 111,4), and
of solid white (figs. 111,12 and 111,13). It seens possible

that all of these were attenpts within the conventions of
vase painting to portray nmetal studs and, with the solid
white, a belt of netal.

The tragic actor on the Getty vase wears a belt that is
unpai nted, and decorated with circles nade by drawi ng a bl ack
I i ne around unpai nted space. Attached to it are two cross-
straps that are unpainted and decorated wi th bl ack dots.
These two straps are held where they cross by an unpainted
circle with a black outline of a concentric circle just
withinit. Surely this is meant to be a netallic fibula or
clasp. Drectly above it, at the hero's neckline, a snaller
but otherw se identical circular Ffibula fastens his chl anys
around his neck. The simlarity of the unpainted circles on
his belt to these two fibulae is too great to be coi nci dence.
| f the painter had intended sinply to show that the belt
consi sted of a single fabric with a decorative notif of that

sane fabric, he surely would have chosen sonet hi ng t hat

202Li ne 452. See al so ny di scussion on page 49.
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| ooked less like his netallic clasps. Wat we see here seens
to be netallic plates or studs attached to the belt. It is
likely that the same thing is neant by the white or non-
painted circles on the other belts. Such an inpression is
strengt hened by the belt and cross-straps worn by the
Her akl es character in figure Il11,4. Here, each black circle
has a bl ack dot centered in it, giving the whole thing a
t hr ee- di nensi onal | ook, and creating the inpression that
somet hing (a precious or sem -precious stone, perhaps) has
been set within the nmetal disc or stud. It is significant
that a circle identical to all of the others on the belt and
straps appears at the crossover point of the straps, giving
the inpression that it is holding themtogether, Iike the
disc on the CGetty vase.

The belts that are painted solid white (figs. 111,12 and
[11,13) could be neant to be just that--white belts.
However, such a solid block of white stands out fromthe rest
of the conposition in a way that seens to be significant. It
gl eans out of the black and red vase the way polished netal
woul d shine on the stage.

The figures who wear the belts with the "netallic" studs
and who can be identified are all menbers of royalty.20% The

man in tragic costune on the CGetty vase is |abelled

203Those who are wearing such belts in figures Il1,6 and
1,7 can only be identified as actors, with no indication as
to what roles they played. Perhaps their belts indicate that
t hey played royal characters.
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"Aigisthos." Herakles wears such a belt in figure I11,4.
The figures wearing simlar belts in figures II11,3 and I11,11
are the elderly king discussed in chapter IIl. The

identifiable figures in the solid white belts are al so
royalty. They are Darius (fig. I11,12) and Kreon (fig.
I11,13). That these figures are indisputably kings is
anot her indication (although far fromdefinite proof) that

the white belts are neant to be read as netallic. 204

It appears, then, that fromat |east the fourth century
BC nenbers of royal famlies in tragedi es were distingui shed
by their belts. By Hellenistic times, these belts appear to
have been, at |east at tines, nade of a gold netal; whether
they were of actual gold or a cheaper alloy is unclear. 1In
the fifth and fourth centuries BC, this "royal belt" was
depi cted on vase paintings as having a decoration of |ight-
col ored spots, which nay have been an indication of netallic
di scs or studs used in the decoration of the belts. |If this
is so, then the belts seemto have changed over time from
bei ng decorated with netal to having been nmade entirely of
net al .

The footwear worn by tragic actors changed obvi ously and

spectacul arly between the fifth century BC and the | ate Roman

204] amunable to identify the other two characters who
wear a white belt in figure Il1l,12 (both are in the center
register, one on the far left and the other next to the | ast
on the right), other than that--because they also wear fairly
hi gh tiaras--they seemto be high-ranki ng menbers of Darius'
court.
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period. Numerous works of art survive fromthe fifth and
fourth centuries BC which show actors wearing boots that
reached about to the tops of their calves. These boots had
turned-up, pointed toes, and thin, flexible soles that would
be easy to maneuver with in any of the strenuous activities
required of an actor that K K Smth so ably descri bed (HSCP
16, 123-164; see ny chapter 1). By the second century AD
however, actors were routinely pictured as perched on sol es
ten or nore inches (25 or nore cm) thick. As Smth rightly
remarked in his argunent against the use of thick-soled boots
on the fifth-century stage, "a boot with a sole fromfour to
ten inches high would present great difficulties to intense
action” (134). Since the fifth-century tragedies require
such "intense action" as running, clinbing, and kneeling,
Smth argued that the thick-soled boot could not have been
worn on the fifth-century stage. Smth did not address the
topic of the wearing of high-soled shoes on the Roman stage,
however, where they were certainly in use. Presumably,
actions perfornmed in themwould be equally difficult for
Roman actors as for Geek actors. The fact that Roman tragic
actors and their late Hellenistic counterparts wore shoes
with sol es anywhere fromtwo to twelve inches thick argues
that the style of acting changed between about the end of the
fourth century BC (when thin soles were being worn by al
actors) and about 150 BC. At this later date, thick soles

were considered so characteristic of a tragic actor that they
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becanme an attribute of a personification of Tragedy (fig.
IV,5). So, by the end of the Hellenistic period, actors
could only performthe "intense action" described by Smth at
the risk of |ooking ridiculous, or even of becom ng injured.
Therefore, they probably did not attenpt to perform such
action. Their wearing of shoes with high platformsoles
argues that the acting style of the Roman period was static
and decl amatory, rather than active and naturlistic. There
is also the inplication that the staging of tragedy woul d
have to be very different by Roman tines than it had been in
fifth-century Athens, in order to acconodate this change in
acting style. It seens likely that the frieze-like
arrangenents demanded by the rai sed stages of the Hellenistic
period (see Chapter V) would be appropriate for the static
acting style required by the high-soled boots. Therefore,

al t hough the raised stage did not require the devel opnent of
hi gh-sol ed boots, the style of staging required by the raised
stage all owed t he hi gh-sol ed boot to devel op.

Final ly, masks underwent a great deal of change between
the fifth century BC and the third century AD as well. The
mask on the vase fragnent fromthe Athenian Agora (fig.
I1,3), with its natural -l ooking eyes, straight nose, and
smal |, barel y-opened nouth, bears no resenblance at all to
the mask held by the Vatican statue of Ml ponene (fig.
Vl,1la), wth a nouth that is so huge and w de-open that it

conpletely distorts the proportions of the face. Sone of
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t hese changes can be attributed to practicality. Features
that are |arger than those of a normally-proportioned face
are easier to see froma distance. And a w de nout h-openi ng
IS easier to project the voice through than is a narrow slit.
The onkos, however, probably did not owe its devel opnent to
any practical considerations. It seens to have been
devel oped for a purely aesthetic purpose. Coupled with the
t hi ck-sol ed boots, it nmade the tragic actor tall and
inposing, truly larger than Iife. Such a conbination also
led to difficulties, however. Extrenely high soles coupled
with an extrenely tall onkos nmade an actor appear
di sproportionately thin. Therefore, his body woul d be
padded, to attenpt to restore the correct proportions. This
had the effect, though, of making his arnms | ook short and
stubby (see fig. V,6). Hence the description by Lucian with
which | started:
What a horrid and al so frightening sight is a human
bei ng dressed up to a disproportionate size,
mount ed upon towering shoes, a mask stuck on him
that stretches up over the top of his head with a
great big nouth as if he's about to swallow up the
audience. | won't even nention the breast and
stomach paddi ng which he affects for added and
contrived bulk, so that the irregularity of his
height is not too nmuch accentuated by his

sl ender ness.
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Yes, the costune of this Roman actor was strange, perhaps
even absurd. But each part of it had its own history, nostly
beginning in fifth-century Athens, and changi ng gradual ly
over tinme, for practical or aesthetic reasons. Mch work
still needs to be done to hel p us understand what those
reasons were, and many of them nmay never be di scovered or
understood. The purpose of this study has been to | ook
carefully at the origins and devel opnent of the various

el enents of tragic costumng, in order to organize and
clarify what we do know about this subject and to point the

way toward areas that deserve future research
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Appendi x |

d ossary of Costume Terns

arbylé (oppoAn): "shoe"--the nost commonly used word for any
type of footwear in the tragic texts; used in the Suda
as the termfor the high-soled tragic boot.

cheiris (yewic): a covering for the hand or the lower arm-a
sl eeve or a gl ove.

chiton (yutadv): al so called lonic chiton-- a garnent that
could be either short (knee-length or higher, see fig.
I1,1), or long (ankle- or floor-length, see fig. 11,4);
formed by a rectangular cloth, usually linen, silk, or
i ghtwei ght wool, wapped around the torso, then drawn
up and pi nned above the shoul ders with several fasteners
(fibulae) above each shoul der.

chiton podérés (yitavrnodnpng): a "long chiton,” a term
sonetines used for the sleeved tragic robe.

chlamys (yxAoptc), pl. chlamydes: a short, cape-like cl oak,
usual ly hung fromeither the right shoul der or both
shoul ders (fig. 11,9, "perseus" and "Hernes").

cuirass: protective body arnor made of |eather or netal.

diadem (dwodnuo): a fillet, sometinmes with a crown-like rise

inthe front (fig. V,3); when worn with the Persian
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king's tiara, it was a blue fillet decorated with white
t hr eads.

embatés (eupatng) pl. embatai: in classical Geece, a |eather
boot that covered the shins, which could be used by
cavalrynen in place of greaves; in later literature, the

nost comonly used word for the high-soled tragic boot.

exomis (€€ouig: a man's garnent simlar to a short chiton,
but fastened above only one shoul der, usually the left,
| eaving the right shoulder bare; it was generally worn
by worknmen, and was therefore the characteristic costune
of the god Hephaistos (fig. I11,11).

fibula: a pin or clasp with a nechanismsimlar to that of a
nmodern safety pin. It was often highly decorated and,
while it served the practical purpose of fastening
garnents such as chitones or peploi, could al so be
ornanental, a piece of jewelry.

fillet: a narrow band of cloth or stringlike fibers, fastened
hori zontal ly around the head and brow or worn like a
nodern headband (fig. 1,5).

himation (ipdtov)--pl. himatia: a |arge, rectangul ar cl oak,
usual ly worn w apped over the |left shoul der and under
the right arm(fig. 11,2, "D onysos").

kalyptra (xoAivmtpa): a veil, worn by wonen (fig. 111,10).

kandys (xavdig): a sleeved, short chiton or tunic worn by

Persians (fig. 1,7).
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kothornos («x66opvog, cothurnus/coturnus): the nost generally
used termin nodern tinmes for the high-sol ed boot of
tragedy. In fifth-century Geece, a |oose-fitting shoe
or boot worn by wonen (fig. I1,5).

krokotos (kpoxwtoc): a saffron robe, usually worn by
D onysos.

mitra (uitpo): a headband or fillet; a snood; a Persian cap; a
girdle or belt. See also fillet.

nebris (vePpic): a fawn’s or deer’s skin, a characteristic
garnment of the maenads and often of other attendants of
D onysos (fig. 11,4).

okribas (oxpifag): a word used fromthe first century A D.
onward for the high-soled tragic boot.

parakalyptra (mopoxoAvntpa): a type of veil, worn by wonen
(see kalyptra)..

pedum: a stick with a bent end, simlar to a small
shepherd's crook, carried by rural and pastoral types,
i ncluding satyrs (fig. Vv, 8).

peplos (nénloc): al so called Doric chiton--a garnent
consisting of a generally fairly heavy rectangl e of
wool I en cloth fol ded once around the body, often fol ded
over the top to a double thickness over the chest and
back and fastened a single tine with a fibula over each
shoul der, and held together by a tied belt at or above
the waist ( worn by the woman in front of D onysos in

fig. 111,1,).
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perizoma (mepilouo)--pl. perizomata: the |oincloth worn by
actors costuned as satyrs to which was attached the
phallos and tail (fig. 1,2/11,8).

persona: the Latin word for mask, fromwhich the English word
"person” is derived.

petasos (nétacog): a flat, broad-brimred hat, traditionally
worn by travellers (fig. I11,2).

pilos (mog): a conical hat, usually nmade of felt,
traditionally worn by sailors and travellers and by
her oes such as Qdysseus (fig. I11,11).

prosopon (mpocwnov): the Geek word for a nmask, literally "in-
front-of-the-face thing."

sakkos (odxxog): a cloth bag, especially one worn over the
back of the head (rather like a |large snood) to hold the
hair (fig. I1,4).

stephané (oteodavn): a di adem or headdress, simlar to the
nodern tiara, usually standing up fromthe head in a
rounded or pointed shape.

syrma (ocbVpua): a long robe; often the word used for the | ong,
sl eeved robe of tragic costune.

tiara (twopa): the tall headdress worn by Persian kings (fig.
111,12).

zoné (Lovn): a belt or girdle, generally referring to a belt
worn by a woman.

zoster (Loomp): a belt or girdle, generally referring to a

belt worn by a man.



Appendi x |1

A Chronol ogi cal List of Fifth-Century Plays that Mention

472
c. 460s
458

425
4257
4237
pre-415?
c. 4137
412

409
4097
408

c. 408?
after 406
405

Cost une205

Ai schyl os' Persi ans

Ai schyl os' Suppliants

Ai schyl os' Oresteia (Aganemmon, Choephoroi,

Euneni des)
Ari st ophanes' Acharni ans
Euri pi des' Andronmache
Euri pi des' Suppliants
Euri pi des' El ektra and Her akl es
Sophokl es' El ektra
Euri pi des' Helen
Sophokl es' Phi | okt et es

Euri pi des' Phoeni ci an Wnen

Euri pi des' O estes

Sophokl es’ Qedi pus at Col onus

Euri pi des' Bacchae produced post hunmously

Ari st ophanes' Frogs

Tr agedy,

205Dat es gi ven according to The Canbridge Conpanion to G eek

352- 353.
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BC
c. 500- 490
c. 480-470
c. 470
c. 460
c. 430

405
c. 400

Appendi x |11
Chronol ogy of Tragi ¢ Costum ng

El aborately decorated costunes on chorus (fig.
I, 1)

Chorus in bare feet (fig. I1,1)

Fl ut e- pl ayer portrayed in a decorated, |ong-
sl eeved robe (fig. 1,5)

Soft boots with turned-up, pointed toes (fig.
1, 3)

VWman's mask with white face, slightly opened
mouth (fig. I1,3)

Act ors depi cted wearing chitons with no
figured decoration (fig. I1,4)

Actors shown dressing in chitons with no
figured decoration

Ari st ophanes' Frogs nocks Dionysos' wearing of
a saffron robe and a lion's skin, and the
god's soft boots

Actors are always shown wearing a robe with
long sleeves with a great deal of figured

decorati on
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c. 370-360
c. 350
338- 326

c. 330

c. 330-320
c. 275

c. 200

c. 150

c. 100

349

Actors shown wearing belts decorated with
white dots--indicating netal? (fig. 11, 6)

Boots that are laced up the front and have
overflaps (fig. I111,2)

South Italian actor shown in | ong-sl eeved robe
with no figured decoration (fig. I11,4)

The "ol d nman" type begins to appear in vase
pai nti ng

Theatre of D onysos at Athens rebuilt under

Lykour gos

Col ors of costunes indicated on a Sicilian
kal yx-krater (fig. 111,7)

Sone indications of an onkos begin to appear
(fig. 111,13)

Sone indications of slightly thicker soles
(fig. 111,8)

Rai sed stages being built in various places of
the G eek world (on Delos in 274)

Onkos has becone established (figs. 1V,3 and
|V, 4)

Onkos and thick soles depicted as attributes
in a personification of Tragedy (fig.
|V, 5)

Extrenely high onkoil depicted in decorative

masks (fig. V,1)
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Royal characters shown wearing entirely

metallic-gold belts (fig. 1V,9)

first Roman masks wi th exaggeratedly gapi ng nout hs
century (fig. V,2
AD
by first Actors padded for proportion (fig. V,6)
century
c. 200 Sol es reach extrene thickness, about 10-12

i nches or 25-30 centineters (fig. VI,5,
Vi, 12, VI, 14)

Robes have bands of solid colors (figs. M, 5-
10), or bands with figured decoration

(figs. VI,11, VI,12, VI, 14)
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List of Figures with Ctations
I,1. The Peiraieus Relief. Marble relief fromthe Peiraeus,
c. 400 BC. Athens, National Archaeol ogi cal Museum 1500.
Phot o: Bi eber, DTA pl. 53.
Bi bl i ogr aphy:
Bi eber, Dres. S.relief 23-24, fig. 5; DTA 104-5, pl. 53;

"Herkunft," fig. 44; HGRT 32, fig. 113
Boehn 5
Pi ckar d- Canbri dge, DFAL 179, fig. 26; DFA2 188, fig. 51
Si non, AT 11, pl. 3
Smith, HSCP 16 (1905), 142-144
Webster, GIP 41-42
Wnkl er, "The Ephebes' Song," 46-47, pl. 5

|,2. The Prononbs Vase (aka the Satyr Play Vase). Attic
red-figure volute krater, c. 400 BC, fromRuvo, attributed to
t he Prononos Painter (name vase). Naples, Miseo Nazional e
Archeol ogi co Inv. 3240. Photo: Bieber DTA pl. 48.

Bi bl i ogr aphy:

Beazl ey, ARVZ 1336.1, 1704

LIMC V,2, 300, H nmeros 18
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Bi eber, Dres. S.relief 17-18, fig. 3; DTA 91-95, figs.

97-98, pl. 48; HGRT 10-11, figs. 31-33
Boehn 17
Csapo and Sl ater, 69-70, pl. 8
G een, TAGS 44, 84-85, fig. 2.19
G een and Handl ey, 22-26, fig. 5 (color picture)
Pi ckar d- Canbri dge, DFAL, 164-165, 179, 217-218, fig. 28;
DFA2, 166, 186-187, fig. 49; DIC 153, fig. 11
Richter, ARFV 150-151, fig. 120
Si non, AT 17-19, pl. 9
Smth, 144-146
Taplin, Canbr. Conp. 73-4, fig. 7; GIApl. 6

Trendal | and Webster, 29, 11, 1

Walton, GIP fig. 8

Webster, ALFCA 32, pl. 3b; GIP 31-32, 40, pl. 8
Wnkl er, "The Ephebes' Song, " 43-47, pl. 1

|,3. The Androneda Krater. Attic red-figure kal yx-krater
from Capua, c. 400 BC. Berlin, Staatliche Miseen, No, 3237.
Phot o: Bieber, DTA fig. 105.
Bi bl i ogr aphy:

Beazl ey ARVZ 1336, 1690

LIMC VI, 2, 8, Kepheus 15

Bi eber, DTA 103-104, fig. 105, pl. 52; HGRT 31, figs.

110-111
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Pi ckar d- Canbri dge, DFAL 217, figs. 164-165; DFAZ 199- 200,
fig. 60

Smth, HSCP 16 (1905), 144-146

Taplin, GIAfig. 7

Trendal | and Webster 78, 111, 3, 10

Walton, GIP fig. 9

|,4. Dionysos and followers. Attic black figure anphora in
Bonn. Photo: Bieber, "Herkunft,” pl. 1.
Bi bl i ogr aphy:
Bi eber, "Herkunft," 19-20, fig. 1 and pl. 1; HGRT 24,
fig. 80

|,5. Flute-player flanked by columms and boys. Attic red-
figure kylix, 480-470 BC, attributed to the Briseis Painter
Met ropol itan Museum of Art 27.74. Photo courtesy of the
Met ropol i tan Museum of Art.
Bi bl i ogr aphy:

Beazl ey, ARVZ 407.18

Bi eber, HGRT 20, figs. 60, 61

Trendal | & Webster |, 19 (26-27)

|,6. Flute-player and satyrs. Attic red-figure bell-krater,
c. 425 BC, attributed to Polion. New York, Metropolitan
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Museum of Art 25.78.66. Photo courtesy of the Metropolitan
Museum of Art.
Bi bl i ogr aphy:

Bi eber, HGRT 6, fig. 17

Trendal | & Webster |, 16 (24-25)

|,7. Theseus fighting the Amazons. Attic red-figure
| ekyt hos, c. 420 BC, from Cunae, attributed to A son.
Napl es, Museo Nazi onal e Archeol ogi co RC239. Photo:

Baunei st er, Denknéll er des Kl assi schen Altertuns zur

Er| aut erung des Lebens der Gi echen und Roner in Religion

Kunst und Sitte, Vol. 3, fig. 2151.

Bi bl i ogr aphy:
Beazl ey, ARVZ 1174.6

LIMCI,1, 602; I, 2, 471, Amazones 243
Baunei ster, vol. 3, 2000, fig. 2151

I1,1. Section of a tragic chorus. Attic red-figure krater
500-480 BC. Basel, Antikenmuseum und Sanm ung Ludwi g inv. BS
415. Photo by Dieter Wdner, courtesy of the Antikennmuseum
und Samm ung Ludwi g.
Bi bl i ogr aphy:

LIMCIIIl, 1, 494; 111, 2, 401 D onysos 845

Csapo and Slater, 57, pl. 1A

G een, TAGS 18, fig. 2.1; “Depicting” 34-35

Hamond and Moon 379-380, fig. 10
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Sinon, AT 8-9, pl. 2
Taplin, CanbrConp 70, fig. 4; GIA 12-14, pl. 3
Wnkl er, "The Ephebes' Song," 52-54, pl. 6

I1,2. Hermes introduci ng chorus nenbers to D onysos. Attic
red-figure hydria, 490-470 BC, attributed to the Pan Painter.
St. Petersburg, Herm tage Museum B201 (St. 1538). Draw ng:

CGer hard, Auserl| esene Giechische Vasenbilder I, plates 50-51,

1- 2.
Bi bl i ogr aphy:
Beazl ey, ARVZ 555.95 (Pan Painter)

LIMCIII, 1, 494; 111, 2, 401 D onysos 846

Gerhard, Auserl esene i echi sche Vasenbil der vol . |

178-179, plates 50-51
G een, TAGS 84, fig. 3.22

I1,3. Boy holding mask. Fragments of an Attic red-figure
oi nochoe, 470-460 BC, fromthe Athenian Agora. Athens, Agora
Museum i nv. P11810. Photo courtesy of the Anerican School of
Cl assical Studies at Athens: Agora Excavations.
Bi bl i ogr aphy:

Bi eber, HGRT 23, fig. 74

Hamond and Moon, 374-375, figs. 3, 4

Pi ckar d- Canbri dge, DFAL, 178-179, fig. 25; DFA2, 180-181,

fig. 32
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Sinon, AT 10, pl. 4.1
Tal cott, 267-273, figs. 1, 2

I1,4. Two actors. Attic red-figure bell-krater, c.460 BC
from Tonb 173c, Valle Pega (Spina). Ferrara, Miseo Nazional e
Archeol ogi co T173C. Photo courtesy of the Soprintendenza
Archeol ogica dell"Em|ia Ronmagna.
Bi bl i ogr aphy:

Pi ckar d- Canbri dge, DFA2, 181-182, fig. 33

Sinon, AT, 14, pl. 6.1

Webster, MTSP2, 46, AV 10, pl. 1A

I1,5. Actors dressing. Attic red-figure pelike, c. 430 BC
from Cerveteri, attributed to the Phiale Painter. Boston,
Museum of Fine Arts 98.883. Henry Lillie Pierce fund, 1898.
Photo courtesy of the Museumof Fine Arts, Boston.
Bi bl i ogr aphy:

Beazl ey, ARVZ 1017. 46

Furtwangl er/ Rei chhol d I'1l, 134-135, fig. 62

Bi eber, HGRT 27, fig. 90

Csapo and Slater 69, pl. 7B

Pi ckar d- Canbri dge, DFAL 182, fig. 39; DFA2 182, fig. 34

Taplin, GIA 13-14, fig. 5

Walton, GST pl. 5

W nkl er, "The Ephebes' Song," 46, pl. 3
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I1,6. Scene of chorus and deities. Attic red-figure krater
fragnents c. 400 BC from Taranto. Wirzburg, Martin von
Wagner Museum der Universitéat Wirzburg H4781. Photo courtesy
of the Martin von Wagner Miseum
Bi bl i ogr aphy:

Beazl ey, ARVZ 1338, 1690

LiMclIil, 1, 493; 111, 2, 399, D onysos 836

Bi eber, HGRT 11, figs. 34-35

Bulle, Corolla Curtius 151-160, pls. 54-56

Pi ckar d- Canbri dge, DFAL 183, fig. 40; DFA? 187-188, fig.
50

Sinon, AT 11, pl. 4.2

Taplin, CA7, fig. 7.120A

I1,7. Dionysos with figures of tragedy. Attic red-figure
bell -krater early fourth century BC, from Spina. Ferrara,
Museo Nazi onal e Archeol ogi co T161C (inv. 20483). Photo
courtesy of the Soprintendenza Archeol ogica dell ' Emlia
Romagna.
Bi bl i ogr aphy:

G een, TAGS 86, fig. 3.18

I1,8. The Prononos Vase. Attic red-figure volute krater, c.

400 BC, from Ruvo, attributed to the Prononos Painter (nane
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vase). Naples, Miseo Nazi onal e Archeol ogi co | nv. 3240.
Drawi ng: Bieber, DTAfig. 97. See fig. 11,2 for

bi bl i ogr aphy.

11,9. The Andronmeda Krater. Attic red-figure kal yx-krater
from Capua, c. 400 BC. Berlin, Staatliche Miseen, No, 3237.
Phot o: Bieber, DTA fig. 105. See fig. 1,3 for bibliography.

I1,10. The Peiraieus Relief. Marble relief fromthe
Peiraeus, c. 400 BC. Athens, National Archaeol ogi cal Miseum
1500. Photo: Bieber, DTA pl. 53. See fig. |I,1 for

bi bl i ogr aphy.

[11,1. D onysos holding mask. Apulian red-figure bel
krater, c. 400 BC. Bari, Miuseo Nazional e Provincial e 1364.
Photo: M Bieber, "Herkunft," fig. 59.

Bi bl i ogr aphy:

Bi eber, "Herkunft," 89-91, fig. 59; HGRT 23, fig. 72

Pi ckar d- Canbri dge, DFAL, 183, fig. 41

I11,2. Euripides' Herakleidai (The Children of Herakles).

Early Lucanian red-figure pelike, c. 400 BC from Her akl ei a.
Pol i coro, Museo Nazionale della Siritide 35302. Photo
courtesy of the Soprintendenza Archeol ogi ca della Basilicata.

Bi bl i ogr aphy:
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LIMCIV, 1, 725; |V, 2, 442, Herakleidai 2 (=Athena 628)
(Schmi dt)

Taplin, CA 16-17, fig. 2.104

Trendal |, RFVSIS 22, #26

Trendal | and Webster 86, 111, 3, 20

[11,3. Aganmemmon(?). Apulian red-figure krater by the
Pai nter of Athens 1714, c. 375-350 BC from Potenza. Paris,
Louvre CA227. Draw ng: Reinach, RepVases |, 244, 2.
Bi bl i ogr aphy:
LeMelI, 1, 265; |, 2, 197, Aganemon 44
Rei nach, RepVases |, 244, 2
Séchan 206-210, fig. 64

I11,4. Scene from Ai schyl os' Edonoi (?). Lucanian red

figure kalyx krater of the Locri Goup, c. 370-360 BC.
Photos a and b: P. Osi, Notizie degli Scavi di Antichita

(1917), 108-109, figs. 11 and 11 bis.
Bi bl i ogr aphy:
LiMcliil, 1, 489; 111, 2, 393 D onysos 797
Notizie degli Scavi di Antichita (1917), 108-109, fig.

11 and 11 bis.
Trendal | and Webster 49, I11,1,4

Webster, M TSP2 140, LV (Locri @ oup)
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I11,5. Scene fromthe Eunenides (?). Apulian red figure
volute krater, c. 370-360 BC. Naples, Miseo Nazional e
Archeol ogi co I nv. 82270 (H3249). a: Photo: Huddilston, fig.

6; b: Drawing: Saglio, D ctionnaire des Antiquités G ecques

et Romamines vol. 4,1, fig. 5427.

Bi bl i ogr aphy:
LMoV, i, 72, Oestes 12 (=Erinyes 50=Artem s 1383).
Huddi | ston 60-62, fig. 6
Kossat z- Di essmann, Dranen 105, 107, pl. 22,1

Saglio, D ctionnaire des Antiquités G ecques et Ronaines

vol . 4,1, 234, fig. 5427.
Séchan 96, fig. 31

I11,6. Scene from Euripides' Chrysippos (?). Apulan red
figure anphora from Ruvo by the Darius Painter, c. 350-325
BC. Naples, Museo Naional e Archeol ogico Inv. 81.942 (H1769).

Drawi ng: Robert, Jahrbuch des deutschen arché&ol ogi schen

Instituts 29 (1914), pl. 11.

Bi bl i ogr aphy:
LiMClIlIl, 1, Chrysippos |, 1 (=Aphrodite 17/1494)
Chamay and Canbi togl ou no. 2
Robert, "Chrysippos und Antigone auf apulischen Vasen."

JDI 29 (1914) 168-173, figs. 1 and 2, pl. 11

Séchan fig. 92
Trendal | and Webster 83-84, 111, 3, 17
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[11,7. Scene from G di pous Tyrannos (G di pous the King).

Sicilian kal yx krater from Syracuse by the Capodarso Painter,
c. 350-325 BC. Syracuse, Miuseo Archeol ogi co Regi onal e ' Paol o
O'si' 66557. Photo courtesy of the Miuseo Archeol ogi co
Regionale 'Paolo Osi.'
Bi bl i ogr aphy:

LiMewvl, 1, 9; VIl, 2, 14, QG dipous 83 (=Antigone

1=l okaste 4)

Ashby 76, fig. 37

Chamay and Canbi togl ou no. 17

Csapo and Sl ater 63-64, no. 130, pl. 4A

G udi ce, Sikanie 259, fig. 299 (color)

G een, TAGS 61, fig. 3.6

G een and Handl ey 45, fig. 20

Taplin, CA 28-29, fig. 6.112; Canbr. Conp. 85-87, fig.

17; GTAfig. 9
Trendal |, "Farce" 170, fig. 69; RFVSIS 236, fig. 429
Trendal | and Webster 66-69, 111,2,8

11,8  Scene from Mel ani ppe the Wse. Apulian red figure

volute krater by the Underworld Painter, c. 330-320 BC
Atlanta, Mchael C Carlos Museumat Enory University 1994.1
(formerly in the collection of Pierre Sciclounoff). Photo by
Frances Van Keuren, with the permssion of the Mchael C

Carl os Museum

Bi bl i ogr aphy:
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LiIMCMVIIT, 1, 821, Melanippe I, 1 (=Poseidon 194=Hel | en
1=Kr et heus 1)
Canbitoglou et al., Le Peintre de Darius 24, 190-199

G een, TAGS 54-56, fig. 3.3
Trendal |, "Farce" 180, fig. 75; RFVSI S 263-264, fig. 210

[11,9. Actor holding mask. Apulian bell krater fragnent in
the Ghat hia technique, from T Taranto, c. 350-340 BC
Wir zburg, Martin von Wagner Miseum der Universitat Wirzburg
inv. H4600 (L832). Photo courtesy of the Martin von WAgner
Miuseum
Bi bl i ogr aphy:

Bulle, Fest. Loeb 5-43, figs. 1 and 6, pl. |

Bi eber, HGRT 83, fig. 306

Ghi ron- Bi stagne 106-7 and fronti spi ece

Pi ckar d- Canbri dge, DFA! 181-182, figs. 34 and 35; DFA?

188-189, fig. 54 a and b

Sinon, AT 11, pl. 4,3 (picture is reversed)

Taplin, CA 92-93, fig. 22.118; GIApl. 8

Wal ton, GIP 157, fig. 10

Webster, ALFCA 19, pl. 3a; MTSP2 80, GvV3

W nkl er, "The Ephebes' Song," 46, pl. 2

Xant haki s- Kar amanos 14, fig. 2
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I11,10. Scene at an altar. Apulian red figure volute
krater, c. 350-340 BC. Vatican 18255 (AA2). Draw ng:

Rei nach, Peintures de vases antiques recueillies par MIllin

et MIlingen pl. XXII.

Bi bl i ogr aphy:
LiMclil, 1, 334; 111, 2, 249 Danae 71=Thyestes 4
Bull e, Fest.lLoeb 16-18, fig. 8
Pi ckar d- Canbri dge, DFAL 181-182, fig. 36

Rei nach, Pei ntures de vases antiques recueillies par

MIlin et MIlingen pl. XXI

Séchan 209-210, fig. 65
Webster, M TSPZ 128, TV48

Welcker, F. G Ate Denknéler erklart von F. G

Wl cker, Dritter Theil: Giechi sche Vasengendl de.

Gottingen: Dieterischschen Buchhandl ung, 1851, 371-
377

[11,11. Euripides' QGneus (?). Paestan red figure hydria by
Pyt hon, c. 340-330 BC. London, British Museum 3-20. 37
(F155). Drawing: Inghiram, Pitture di vasi fittili fig. 6.

Bi bl i ogr aphy:
LMel, 1, 307; |, 2, 226, Agrios | 1=Di onedes |
6=Q neus | 55
G een and Handl ey 48, fig. 25
I nghiram fig. 6
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Pi ckar d- Canbri dge, DFAL 222, fig. 189
Séchan 445, fig. 125
Trendal | and Wbster 100, 111, 3,41

11,12, Darius and his councillors. Apulian red figure
volute krater by the Darius Painter (nanme vase), c. 340-330
BC. Naples, Miseo Archeol ogi co Nazional e 3253. Drawi ng:
Rei nach Rep.Vases |, 194.
Bi bl i ogr aphy:

Pi ckar d- Canbri dge DFAL 222-223, fig. 191

Rei nach, Rep.Vases |, 194 and 386

Séchan 526-527, pl. IX

Trendal |, RFVSIS 89, fig. 203

Trendal | and Webster 112, 111,5,6

Xant haki s- Karamanos 17, fig. 3

[11,13. Non-Euripidean Medeia. Apulian red figure volute
krater from Canosa/ Ruvo by the Underworld Painter, c. 330-320
BC. Minich 3296 (J810). Photos: all from Bi eber, DTA a:
fig. 106; b: pl. 54, 1; c: pl. 54, 2; d: pl. 54, 3.
Bi bl i ogr aphy:

LiMewvi, 1, 391; v, 2, 197, Medeia 29

Bi eber, DTA 105-107, no. 42, fig. 106, pl. 54; HGRT 3-

35, figs. 121, 122

Chamay and Canbi togl ou, no. 8
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Huddi | ston 145-167, fig. 23
Séchan 405-422, pl. VI
Taplin, Canbr.Conp. 80-82, fig. 13

Trendal | and Webster 110, II11,5,4
Webster, M TSPZ 74-75, TV9

Xant haki s- Kar amanos 29, fig. 8

11,14, Medeia' s escape. Apulian red figure anphora from
Canosa/ Ruvo by the Darius Painter. Naples, Miseo
Archeol ogi co Nazi onal e 81954 (H3221). Draw ng: Huddil ston,
fig. 26.
Bi bl i ogr aphy:

LIMC WV, 1, 392; VI, 2, 199, Medeia 37=Astra 28=l ason

23.
Huddi | ston 170-171, fig. 26

111,15, WMarble relief of actor. From Athens, c. 360-350 BC
Copenhagen, Ny Carlsberg dyptotek 233 (Inv. 465). Photo: Ny
Carl sberg Ayptotek, Billedtavler til Katal oget over Antike

Kunstvag ker pl. 17, no. 233.

Bi bl i ogr aphy:
Ny Carlsberg Qyptotek, Billedtavler til Katal oget over

Anti ke Kunstvaxker pl. 17, no. 233.

Pi ckar d- Canbri dge, DFAZ2 188, fig. 52

Webster, GIP 43, 151, pl. 9, A20;, MTSP? 34, A4
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[11,16. Wnman and "old man." Canpani an red figure neck
anphora by the Ixion Painter, c¢c. 330-310 BC. London, British
Museum 1867. 5-8. 1337 (F338). Photo courtesy of the British
Miuseum
Bi bl i ogr aphy:

LiMC1, 1, 823-824 Antigone 17

G een and Handl ey 46, fig. 23

Webster M TSP2 162

IV,1. Copy of the statue of Aischylos fromthe Lykourgan
Theatre of D onysos? Vatican Miuseuns, Bracci o Nuovo 53.
Phot o: Bi eber, DTA pl. 42.
Bi bl i ogr aphy:
Bi eber, DTA 81-82, pl. 42; HGRT 22, fig. 64
Pi ckar d- Canbri dge, DFAL 185, fig. 45; DFA? 189-190, fig.
56

Webster, GIP 43; M TSP? 35, AS9

IV,2. Tragic actor. Terracotta mniature fromthe Athenian
Agora, c. 250 BC. Agora Museum T862. Photo courtesy of the
American School of dassical Studies at Athens: Agora
Excavati ons.
Bi bl i ogr aphy:

Thonpson 142, pl. 29
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Webster, M TSP2 40, AT 13, pl. Il, ¢

I'V,3. Masked head in a Persian tiara. Terracotta of the
Hel l enistic era, from Thebes. Berlin, Staat. Mis. inv. 8328.
Phot o: Bi eber, DTA pl. 65, 1.
Bi bl i ogr aphy:
Bi eber, DTA 124, pl. 65, 1; HGRT 85, fig. 310
Pi ckar d- Canbri dge, DFALl 186, fig. 54

Thonmpson 141-142

IV,4. Tragic actor. Terracotta statuette of the Hellenistic
era, possibly from Perganon. Berlin 7635. Photo: Bieber,
DTA pl. 61, 3.
Bi bl i ogr aphy:

Bi eber, DTA 121-122, pl. 61, 3; HGRT 80, fig. 294

Pi ckar d- Canbri dge, DFAL 185, fig. 51

IV,5. "Personification of Tragedy." The "Apotheosis of
Honer" relief by Archelaos of Priene, fromBovillae, c. 130-
120 BC. London, British Museum 2191. Drawi ng: Reinach, Rep.
Reliefs 484, no. 2191 (detail).
Bi bl i ogr aphy:

LiMcwvi, 1, 697, VI, 2, 414, Mythos 1

Bi eber, HGRT 2-3, figs. 1-2
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Pi ckar d- Canbri dge, DFAL 229, fig. 194; DFAZ 204-205, fig.

64
Rei nach, Rep. Reliefs 484, no. 2191

Webster, GIP 44, 163, 187, pl. 12, no. A78; M TSP? 65,

ES1

IV,6. Seated figure (Mise?) holding a tragic mask. Relief
on a marble base, c. 120-100 BC, from Halicarnassos (Bodrum

London, British Miseum 1106. Drawi ng: Reinach, Rep. Reliefs

486, no. 10 (detail).

Bi bl i ogr aphy:
Limcwvii, 1, 1000; w1, 2, 721, Musa, Musai 250
G een and Handley 94, fig. 68
Pi ckar d- Canbri dge, DFAL 229: DFA2 204- 205

Rei nach, Rep. Reliefs 486, no. 10

Wbster, GIP 44, 46, no. A79; MTSPZ 60, pl. Illb, ZS1

IV, 7. Seated actor. Late Hellenistic relief in Dresden.
Phot o: Bi eber, DTA pl. 55, 1.
Bi bl i ogr aphy:

Bi eber, Dres. S.relief; DTA 110, pl. 55,1; HGRT 84, fig.

193
Bulle, Fest. Loeb 13-14, 37-43, fig. 27

Pi ckar d- Canbri dge DFAL 226- 227
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IV,8. Platformboot by Cassified, 2000 AD. Phot ograph by
author, with the permssion of the staff of Junkman's

Daughter's Brot her, Athens, GA

'V, 9. Antigone with the blind QG di pous. Fresco from Del os,
t he House of the Conedi ans, Cecus nmaior (N, netope 7), c.
125-100 BC. Del os, Archaeol ogi cal Museum Phot ograph: Ecol e
Francai se d' At henes, courtesy of Pia Stavrinidi
Bi bl i ogr aphy:

LiMcl1, 1, 820; I, 2, 659, Antigone 2

Bruno, Vincent J. Hellenistic Painting Techni ques: The

Evi dence of the Del os Fragnents 25

Webster, MTSP2 119, pl. Vla, DP1

V,1. Tragic nmask. Msaic of the second century BC, from
Casa del Fauno (House of the Faun), Ponpeii. Naples, Miseo
Archeol ogi co Nazi onal e 9994. Photo: Bieber, DIA fig. 117.
Bi bl i ogr aphy:
Beacham 185, fig. 26
Bi eber, DTA 112 and 124, no. 68, fig. 117; HGRT 158- 159,
fig. 574; "Wirden," 102, pl. 35, 1

V,2. Tragic scene, perhaps from Accius' Astyanax.
Pol ychrone terracotta relief, first century BC, fromthe tonb
of Numtorius Hlarus. Rone, Miseo Nazional e Romano. Photo:

Bi eber, DTA pl. 56.
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Bi bl i ogr aphy:
LiMC1l, 1, 931; Il, 2, 682 Astyanax |, 6=Andronache I,
49
Beacham 123, fig. 18

Bieber, Dres. S.relief 61-63, fig. 14; DTA 111-112, no.

46, fig. 109, pl. 56; HGRT 162-163, fig. 588;
Skeni ka 16-17, fig. 9

Pi ckar d- Canbri dge DFAL 186, fig. 57

V,3. Bone or ivory theatre ticket with engraved tragi c nask
Provenance and current |ocation unknown; fornerly in the
collection of Margarete Bieber. Photo: Bieber, DTA fig. 90.
Bi bl i ogr aphy:

Bi eber, DTA 85-86, fig. 90; HGRT 247, fig. 8lla

V,4. Tragic scene. Ronman wall painting fromthe Villa
Dori a- Panphili, Rome, probably of the late first century BC

Ronme, Museo Nazi onal e Romano. Drawi ng: Jahn, D e Wandgenil de

des Colunbariuns in der Villa Panfili pl. 4, no. 10.

Bi bl i ogr aphy:
Bi eber, HGRT 163, fig. 589

Jahn, D e Wandgen#l de des Col unbariuns in der Villa

Panfili 39-41, pl. 4, no. 10
Rei nach, Rep. Peint. 311,1




371

Santer, E. “Le pitture parietali del col onbario di

Villa Panfili.” MDAl (R WIII (1893), 105, 119,
145, no. 4

V,5. Tragic scene. Roman wall painting fromGstia, probably
of the late first century BC. Vatican Miuseuns, Lateran 1063.
Photo: Vaglieri, Ostia fig. 22.
Bi bl i ogr aphy:

Bi eber, Dres. S.relief 64-67, fig. 15; HGRT 163, fig.

590; Skenika 18-19, fig. 11
Vaglieri, Gstia 115, fig. 22

V,6. Tragi c scene--Phaedra and her Nurse froma Latin
H ppol ytus? Painting on white marble, from Hercul aneum
probably of the late first century BC or early first century
AD. Napl es, Museo Nazi onal e Archeol ogi co 9563. Phot o:
Bi eber, DTA fig. 110.
Bi bl i ogr aphy:

Bi eber, DTA 112-113, fig. 110; HGRT 164, fig. 591

Pi ckar d- Canbri dge, DFAL 189, fig. 70

Rei nach, Rep.Peint. 310,5

Vit zmann, Ancient Book Illumnnation 74-75, fig. 83

V, 7. Tragic scene--heroine holding baby, and fenal e servant.

WAl | painting fromPonpeii, Casa dei D oscuri, probably first
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century AD. Naples. Miseo Nazi onal e Archeol ogi co 9039.
Phot o: Bi eber, DTA pl. 58.
Bi bl i ogr aphy:
Bi eber, DTA 117, no. 51, pl. 58; HGRT 230-231, fig. 773;
Skeni ka 20-21, fig. 14
Pi ckar d- Canbri dge, DFAL 190, fig. 77

Ponpeii: Pitture e Mosaici vol. IV 945, fig. 165

Weseler, pl. 8, 12

V,8. Tragic scene--hero and nessenger. Canpani an wal |
pai nting, perhaps from Ponpeii or Hercul aneum first century
AD. Pal ernb, Miuseo Archeol ogi co Regionale A Salinas.
Phot o: Bi eber, DTA pl. 57.
Bi bl i ogr aphy:
Bi eber, DTA 117, no. 50, pl. 57; HGRT 230-231, fig. 772;
Skeni ka 20-21, fig. 12; "Wirrden" 103, pl. 35,2
Pi ckar d- Canbri dge, DFAL 190, fig. 76

Weseler, pl. IX1

V,9. Scene with Herakles. Drawing of a wall painting of the
third quarter of the first century AD, fromthe Casa de

Centenario (1 X 8, 3-6), Ponpeii. Draw ng: Bieber, DTA fig.
111.

Bi bl i ogr aphy:
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Bi eber, DTA 113-115, no. 48, fig. 111; HGRT 229, fig.
766; Skenika 17-18, fig. 10; "Wirden" 103, pl. 37,2
Pi ckar d- Canbri dge, DFAL 189, fig. 72

Koortbojian 119-120 fig. 60

V,10. Tragic scene--Priamand Achilles? Drawi ng of a wall
painting of the third quarter of the first century AD, from
the Casa del Centenario (11X 8, 3-6), Ponpeii. Draw ng:
Bi eber, DTA fig. 113.
Bi bl i ogr aphy:

Bi eber, DTA 115-116, no. 49a, fig. 113; HGRT 229- 230,

fig. 768
Boehn 11

Pi ckar d- Canbri dge, DFAl 190, fig. 74

V,11. Tragic scene--Priamand Hecuba? Drawi ng of a wall
painting of the third quarter of the first century AD, from
the Casa del Centenario (11X 8, 3-6), Pompeii. Draw ng:
Bi eber, DTA fig. 112.
Bi bl i ogr aphy:

Bi eber, DTA 115-116, no. 49a, fig. 112; HGRT 229-230

Pi ckar d- Canbri dge, DFAL 190, fig. 73

V,12. Medeia pointing a sword at her children. Drawing of a

wal | painting of the third quarter of the first century AD
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fromthe Casa del Centenario (1 X 8, 3-6), Ponpeii. Draw ng
Bi eber, DTA fig. 114.
Bi bl i ogr aphy:
LIMC VI, 1, 389, Medeia 13
Bi eber, DTA 116, no. 49b, fig. 114; HGRT 230, fig. 769
Koortbojian fig. 62

Pi ckar d- Canbri dge, DFAL 190, fig. 75

V,13. "Backstage" scene. Mosaic, late first century BC (?),
fromthe tablinumof the Casa del Poeta Tragi co (House of the
Tragic Poet), Ponpeii (VI 8, 3). Naples, Miseo Nazional e
Archeol ogi co 9986. Photo: Bieber, DTA pl. 49.
Bi bl i ogr aphy:

Ashby, CGI 20, fig. 6

Bi eber, DTA 95-98, no. 35, pls. 49-50; HGRT 11-12, 20,

figs. 36, 62
Boehn 19
Curtius fig. 26

Pi ckar d- Canbri dge, DFAL 188, fig. 69

V,14. Cdoseup of nosaic in figure V,13. Photo: Bieber, DTA
pl . 50.
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V,15. "Backstage" scene. Wall painting, first century AD
from Hercul aneum Napl es, Miseo Nazi onal e Archeol ogi co 9019.
Phot o: Bi eber, DTA pl. 55, 2.
Bi bl i ogr aphy:

Ashby, CGT 152, fig. 61

Beacham 118, fig. 17

Bieber, Dres. S.relief 56-57, fig. 12; DTA 110, no. 44,

pl . 55,2; HCGRT 82, fig. 302

Boehn 15

Bulle, Fest. Loeb 12-13, figs. 2, 3, 4

Curtius 276, fig. 163

Ling 160, fig. 173

Pi ckar d- Canbri dge, DFAL 184-185, fig. 43; DFAZ 189, fig.
55

Si non, AT 11-12, pl. 5

VWebster, GIP 44, 45, 48, no. A57, pl. 13

V,16. Actor contenplating a mask. Fragnent of a wall
pai nting, probably of the first century AD, from Hercul aneum
Napl es, Museo Nazi onal e Archeol ogi co 9036. Author's photo,
used by permi ssion of the Mnistero per i Beni e |le Attivita
Culturali, Soprintendenza Archeol ogi ca delle Provincie di
Napoli e Caserta
Bi bl i ogr aphy:

Ashby, CGT 152, fig. 60

Bi eber, HGRT 82, fig. 300a
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Bulle, Fest. Loeb 13, fig. 5
Curtius 273, fig. 162

Pi ckar d- Canbri dge, DFALl 185, fig. 44

V,17. Perseus and Andromeda. Roman wall painting of the
Augustan era fromthe Via Stabiana in Ponpeii. Naples, Miseo
Nazi onal e Archeol ogi co. Photo: Bieber, DTA pl. 64, 2.
Bi bl i ogr aphy:

LIMCI, 1, 785, Androneda |, 124

Bi eber, DTA 123, no. 63, pl. 64,2; HGRT 157-158, fig.

571
Pi ckar d- Canbri dge, DFAL 188, fig. 71

Wi tzmann, ABI 86, fig. 94

V,18. Pair of tragic masks. Roman wall painting from

Pompeii. Draw ng: Boehn 49.
Bi bl i ogr aphy:
Boehn 49

Pi ckar d- Canbri dge, DFAl 191 (note 2), fig. 79

V,19. Wnan's mask set in an architectural decoration.
Fourth-style wall painting fromthe Pal aestra at Hercul aneum
third quarter of the first century AD. Naples, Miseo

Nazi onal e Archeol ogi co 9735. Author's photo, used by

perm ssion of the Mnistero per i Beni e le Attivita
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Cul turali, Soprintendenza Archeol ogi ca delle Provincie di
Napoli e Caserta
Bi bl i ogr aphy:

Curtius, fig. 111

V,20. Wnan's mask set above a Nilotic | andscape. Roman
wal | painting fromthe Tenple of Isis in Ponpeii, third
quarter of the first century AD. Naples, Miseo Nazional e
Archeol ogi co. Author's photo, used by perm ssion of the
Mnistero per i Beni e le Attivita Qulturali, Soprintendenza
Archeol ogica delle Provincie di Napoli e Caserta.

Bi bl i ogr aphy:

Ponpei: Pitture e Mbsaici vol. VIII, 756, no. 37

V,21. Mel ponene holding a tragic mask (inscribed MsAnouévn
tpoywdiav) . Fourth-style wall painting fromthe Ponpeii (11
4, 3), third quarter of the first century AD. Paris, Louvre

P 4-12. Drawing: Reinach, Rep. Peint. 153, pl. XXvill, 2.

Bi bl i ogr aphy:
LiMewviil, 1, 1020, Vi1, 2, 734, Miusae 71=Apol | on/ Apol | o
297
Rei nach, Rep. Peint. 153, pl. XXV, 2

V,22. Tragic scene. Roman terracotta lanp fromWulci, first
century AD. Vatican Miuseuns, Etruscan Collection 14287.

Phot o: Bi eber, DTA pl. 59, 2.
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Bi bl i ogr aphy:
Bi eber, DTA 118, no. 53, pl. 59,2; HGRT 242, fig. 797,
Skeni ka pl. 1B

VI, la. Statue of Ml ponene hol ding a mask of Herakl es.
Mar bl e statue fromVilla di Cassio (near Tivoli), c. AD 120-
130 (froma possi ble second century BC prototype). Vatican
Miuseuns 499, Sala delle Muse 63. Photo: Bieber, DTA pl.
62, 1.
Bi bl i ogr aphy:
Bi eber, DTA 122, no. 60, pl. 62,1; HGRT 82, fig. 305
Pi ckar d- Canbri dge, DFAL 187, fig. 64
Vebster, MTSP2 35, ASll
VI, 1lb. Statue of Ml ponene hol ding a mask of Herakl es.
Marbl e statue from Mnte Calvo (near Rone), c. AD 120-130
(from a possible second century BC prototype). Copenhagen,

Ny Carlsberg dyptotek 1565, no. 392. Photo: Billedtavler

til Katal oget over Antike Kunstvarker pl. 27, no. 392.

Bi bl i ogr aphy:
LIMCIV, 1, 744, |V, 2, 462, Herakl es 268=Misae 58

Billedtavler til Katal oget over Anti ke Kunstvaxker pl.

27, no. 392

Webster, M TSP2 35, ASl11
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VI, 2. Masks of Herakles and a woman (Dei aneira?). Fr agnent
of a season sarcophagus of Hadrianic tinmes (AD 117-138).

Berlin. Photo: Konigliche Miseen zu Berlin, Beschreibung der

Anti ken Skul pturen mt Ausschl uss der Per ganeni schen

Fundst ucke 342, no. 857.
Bi bl i ogr aphy:
Bi eber, HGRT 244, fig. 806

Koni gl i che Museen zu Berlin, Beschreibung der Antiken

Skul pturen mt Ausschl uss der Per ganeni schen

Fundst ucke 342, no. 857

VI, 3. Herakles nmask. Marble col ossal mask, probably dating
from AD 195, Theatre at Ostia. Author's photo.
Bi bl i ogr aphy:

Bi eber, HGRT 244, fig. 805

VI,4. Seated Euripides with a Herakles mask. Marble relief,

c. AD 120-130. |Istanbul, Archaeol ogi cal Museum 1242. Phot o:
Bi eber, DTA pl. 46.

Bi bl i ogr aphy:
LiMC VI, 1, 744, VI, 2, 462, Herakles 265
Bi eber, DTA 82-83, no. 29, pl. 46; HGRT 30, fig. 109
Pi ckar d- Canbri dge, DFAL 185, fig. 48

Schefold, D e Bildnisse der Anti ken Dichter, Redner und

Denker 162/1
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Webster, M TSP2 35, AS10

VI,5. The Porcareccia Msaics. A set of 24 hexagonal nosaic
panels fromthe Antonine villa at Lorium (nodern
Porcareccia), |ate second or very early third century AD.

Vatican Museuns. Drawings: Nogara, | Mosaici Antichi

Conservati nei Palazzi Pontifici del Vaticano e del Laterano,

conposite of sections of figs. 12, 13, and 14.
Bi bl i ogr aphy:
Bi eber, DTA 118-120, no. 54, pl. 60; HGRT 240, figs.
789-792
Bl ake, "Msaics of the Late Enpire in Ronme and
Vicinity." 118
Hel big, 3, no. 1
MIlin, Description d Une Msaique Antique du Misée Pio-

dénentin a Rone, Représentant des Scénes de

Tr agédi es
Nogara, 27-32, figs. 12-14, pls. 56-62

Pi ckar d- Canbri dge, DFAL 190, fig. 78

Weseler, 47-52, pls. 7 and 8

VI,6. Herakles and a worman. Panel from the Porcareccia
nosai cs (see fig. VI,5). Sources: a: Nogara, pl. 62, 8 (=
MIlin 8); b: Weseler, pl. 7, 3; c: Nogara, pl. 56, 3.

Bi bl i ogr aphy:
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MIllin, 19-20, fig. 8
Nogara 29, pls. 56, 3 and 62, 8
Weseler, 47-52, pl. 7, 3

VI,7. Hermes with the shade of a woman (Al kestis?). Panel
fromthe Porcareccia nosaics (see fig. VI,5). Sources: a:
Baunei ster, pl. 79 (= MIlin 10); b: Weseler, pl. 7, 5; c:
Nogara, pl. 56, 1.
Bi bl i ogr aphy:

LIMCI, 1, 542, |, 2, A Kkestis 64

Bi eber, DTA 118-120, no. 54, pl. 60; HGRT 240, fig. 791

MIllin, 20-21, fig. 10

Nogara, 28, pls. 56, 1 and 62, 10

Vi tzmann, ABlI 75, fig. 84

Weseler, pl. 7, 5

VI,8 Hero or god and tiny satyr. Panel fromthe
Porcareccia nosaics (see fig. VI,5). Sources: a:. Weseler,
pl. 8 11; b: Nogara, pl. 56, 6.
Bi bl i ogr aphy:
Bi eber, DTA 118-120, no. 54, pl. 60; HGRT 240, fig. 792
MIllin, 29-31, fig. 28
Nogara, 29, pl. 56, 6

Weseler, pl. 8, 11
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VI,9. King and queen (?). Panel fromthe Porcareccia
nosai cs (see fig. VI,5). Sources: a: Nogara, pl. 63, 12; b:
Weseler, pl. 7, 7; c: Nogara, pl. 57, 2.
Bi bl i ogr aphy:
Bi eber, DTA 118-120, no. 54, pl. 60; HGRT 240, fig. 789
MIllin, 22-24, fig. 12
Nogara, 29, pl. 57, 2
Weseler, pl. 7, 7

VI, 10. Sacrifice scene. Panel fromthe Porcarecci a nosaics
(see fig. VI,5). Sources: a: Weseler, pl. 8, 9; b: Nogara,
pl. 57, 1.

Bi bl i ogr aphy:

Bieber, Dres. S.relief 39, fig. 7; DTA 118-120, no. 54,
pl. 60; HGRT 240, fig. 790

MIlin, 28, fig. 26

Nogara, 29, pl. 57, 1

Weseler, pl. 8, 9

VI,11. Tragic actor. |Ivory statuette fromReti, late
second or early third century AD. Paris, Petit Palais DUT

192. Photo: Bauneister, Denknél er des Kl assi schen Altertuns

zur Erl auterung des Lebens der Giechen und Roner in

Religion, Kunst und Sitte, Vol. 3, pl. 58.

Bi bl i ogr aphy:
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Baunei st er, Denknél er des Kl assi schen Altertuns zur

Er| aut erung des Lebens der Giechen und Roner in

Religion, Kunst und Sitte, Vol. 3, 1576-1577, pl.

58
Beacham 188, fig. 27
Bieber, Dres. S.relief 37-38, fig. 6; DTA 122, no. 59,

pl . 62,2; HCGRT 243, fig. 799

Csapo and Slater 72-73, no. 142, pl. 10D

G een, TAGS 158, fig. 6.10

Pi ckar d- Canbri dge, DFAL 187, fig. 66; DFAZ2 171, 204, fig.
63

Si non, AT 14, pl. 16

Webster, GIP 44, 53, A73; MTSP2 93, |l 1

VI,12. A funeral play. Wall painting (nowlost) fromthe
necropolis at Cyrene, |late second century AD. Draw ng:

Weseler pl. 13, 2, after J.R Pacho, Relation d un Voyage

dans la Marmarique (Paris, 1827), pl. 49.

Bi bl i ogr aphy:
Bieber, Dres. S.relief 40, fig. 8; HGRT 239, fig. 787

Wesel er 99-102, pl. 13, 2

VI, 13. Mise sarcophagus, c. 220 AD, in Rome, Villa Borghese
(Sala Canova) 75 and 75a. Photo: Shapley, John. "Another
Si damara Sarcophagus.” Art Bulletin 5 (1922), pl. 26.
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Bi bl i ogr aphy:
Shapl ey, John. "Another Sidamara Sarcophagus.” Art
Bulletin 5 (1922): 61-75, and pls. 26, 27, 30
Vegner, Max. Di e Musensarkophage 78-79, no. 206

VI,14. Mise holding a tragic mask. Strigil sarcophagus from
Ronme, fourth century AD. Copenhagen, Ny Carl sberg 4 yptotek
779. Photo: Ny Carlsberg Qyptotek, Billedtavler ti

Kat al oget over Anti ke Kunstvarker pl. 67, no. 779.

Bi bl i ogr aphy:
Billedtavler til Katal oget over Anti ke Kunstvaeker pl. 67,
no. 779

Webster, M TSP2 100, 1S32, pl. VIf

Vegner, D e Miusensar kophage #35

VI, 15. Tragic nmasks supporting a shield with the portraits
of the deceased. Roman sarcophagi in the Ny Carl sberg
d yptotek, 780 and 781. Photos: a. Ny Carlsberg d yptotek

Billedtavlier til Katal oget over Anti ke Kunstvaxker pl. 67,

no. 780. b. Ny Carlsberg Qyptotek Billedtavler ti

Kat al oget over Anti ke Kunstvaxker pl. 67, no. 781.

Bi bl i ogr aphy:

Billedtavler til Katal oget over Anti ke Kunstvaxker pl.

67, nos. 780 and 781
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VI,16. Garland sarcophagus with nasks, one tragi c and one
comc. Probably late second-early third century AD.
Clieveden Collection. Photo: Robert, "A Collection of Roman

Sarcophagi at Cieveden." Journal of Hellenic Studies 20

(1900), pl. VII,a.
Bi bl i ogr aphy:
Robert, "A Collection of Roman Sarcophagi at Cieveden."
Journal of Hellenic Studies 20 (1900) 81-98.

Toynbee, The Hadrianic School 209, pl. XLV, 3.

C, 1. Detail of the actor from Hercul aneum (see fig. V,15).
Phot o: Bi eber, DTA pl. 55, 2.



