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I. IDEAS IN STONE
AN IDEA
IS BORN
The People’s Choice
in Athens, 334 BC
Democracy and theatre
were born in the same
place, Athens during
the fifth and fourth
centuries BC. The whole
city flocked to the
Theatre of Dionysus
for a week of drama
competition, and the
winning sponsor of the
troupe of actors was
effectively chosen by
the audience. Lysicrates
was the winner in
334 BC, and he built
a beautiful monument
to celebrate

An Introduction, in
which the Monument
makes Martin as
much as Martin the
Monument
Democracy, the rule of
law, the contest of ideas,
the love of beauty and
harmony, especially in
architecture and sculpture,
a fascination with
philosophy, science and
poetry, an exploration
of the complexities of
human behaviour, the
belief that everyone could
understand, and have
a legitimate opinion on,
politics and art – all of
these were ancient
Athenian concepts that
began to influence
education and politics 2000
years later. The tangible
expression of all of these
ideas was the marble
Lysicrates Monument.

IV. IDEAS
IN STONE

II. IDEAS
IN STONE
The Grand Tour
and the Rediscovery
of Lysicrates
As the ancient Greek ideas
were rediscovered in the
West, classical studies
became the hallmark
of the gentle classes.
It became fashionable
for young bloods to
undertake a Grand Tour
of the ancient landmarks
and monuments of Italy
and Greece. Two such
young men were J. Stuart
and N. Revett, who made
a detailed set of drawings
of the marble Lysicrates
Monument.

4

III. IDEAS
IN STONE
Classics in Colonial
Sydney – W. T. Cape
and Martin
The ideas took root and
flowered wherever the
English settled all over
the world. In King Street
and College Street in
Sydney, those Greek
ideas found valiant
expression in two new
schools: W. T. Cape’s
Sydney Academy and
Sydney College offered
a strong classical
education to all the
talented boys of the
colony, regardless
of social standing
or religion.

The Ascent
of James Martin
One of those youngsters
was James Martin, a poor
Irish lad from Parramatta,
who entered W. T. Cape’s
Academy in 1832. This
brilliant, articulate boy
rose from the servants’
quarters and horse boxes
of Parramatta Government
House, to become Premier
of this state and Chief
Justice. He would never
have been what he was
without the civilising ideas
out of ancient Athens.
Martin never forgot that
debt. Indeed, that culture
was in many ways the
making of the society itself.
One way Martin expressed
his love of the classics was
by building a sandstone
replica of the original
marble Lysicrates
Monument of Athens.
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V. IDEAS
IN STONE
A Triumph, in
Wartime, of the Greek
Ideas of Democracy
and Civilisation
In 1940, the federal
government decided to
resume the land on which
Martin’s monument
stood. The monument
was about to be
destroyed. But in the
middle of war, after a
newspaper campaign,
political leaders from
both sides combined
to save it and place it
in its present spectacular
position in Sydney’s Royal
Botanic Garden.

VI. IDEAS
IN STONE
Closing the Circle –
Full Restoration of
Martin’s Monument
By 2014, the monument
had deteriorated. The
Lysicrates Foundation
was established for two
purposes: to mobilise
the funds, from public
and private sources, to
restore the monument,
and to revive the ancient
drama competition.
Stonemasons from the
NSW Department of
Public Works carried
out a meticulous
restoration and the
monument can now be
seen in its full splendour.

II. AN IDEA
IS REBORN
I. AN IDEA
IS REBORN
The People’s Choice
in Sydney, 2015–17
In the revived drama
competition, Australian
playwrights were invited
to submit the first act
of a new play, and the
audience was asked
to vote for the one they
most wanted to see
developed into a full
production. Every year,
both the number of
entries and the size of
the audience have grown
substantially. The aim
is theatre for all, and
the events have indeed
attracted people from
all backgrounds.
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The Kids’ Choice
in Parramatta, 2017
The Lysicrates
Foundation wished to
bring the same concept
of “theatre for all” to
children, and sought
an appropriate venue.
The Riverside Theatres in
Parramatta was chosen,
partly so as to introduce
children to Martin, the
Parramatta boy made
good, and partly to
bring children from
Parramatta’s diverse
communities to the
magic of live theatre.
The children listened
intently and cast their
votes seriously. The day
was a wonderful success.

IDEAS IN
BRONZE
The Boy James
Martin Walks from
Parramatta to Sydney
The best way to honour
James Martin and revive
his memory was, the
Lysicrates Foundation
felt, to commission
a statue. Not of the
bewhiskered Victorian
worthy, but of the
12-year-old boy walking
with determination and
ambition to high school
in Sydney, because his
parents could not afford
the carriage fare. Two
statues were created
by Alan Somerville, the
sculptor of the soldiers
on the Anzac Bridge.
One was unveiled in
Parramatta, and the
other awaits its proper
place in Sydney.
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The Vision

Plate X: Youthful Dionysus reclining with a cup of wine and stroking a panther,
as depicted on the Lysicrates Monument frieze in Stuart and Revett’s
The Antiquities of Athens, vol. 1 (1762), chap. 4. Centre for Classical and
Near Eastern Studies of Australia, University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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Lysicrates and Martin:
Two Arts Patrons of History Return to Give Again
– Theatre for All

JOHN AND PATRICIA AZARIAS

One fine Sunday morning in May 2014,
the two of us were strolling in Sydney’s
Botanic Gardens, on a long-promised
date. Just off the pathway, we came
across the charming golden sandstone
structure that stands in a spectacular
position by the water, surrounded by
flowers. This is a replica of an ancient
Greek monument, erected in 334 BC in
Athens to celebrate a win by a sponsor,
a certain Lysicrates, for his team in the
Great Dionysia theatre competition of that
year. John knew the Athenian original
well, and was aware that, in that ancient
Greek festival, it was the audience that
effectively chose the winner. As we strolled
nearer, we saw that the rain and winds off
the harbour seemed to have eroded parts
of the monument.

challenge our playwrights, showcase our
acting and directing talent, be attended
by all ages and kinds of people across
Sydney’s postcodes, and be judged not
by a panel of experts but by the people
in the audience themselves. The talent,
we both knew, was certainly there. We
wanted to create the Archibald Prize
of playwriting in Australia.

At that moment, the Lysicrates Prize, and
its associated Foundation, were born.
John instantly made up his mind to raise
the funds to restore the monument. At
the same moment, Patricia, well aware of
the abundance of world-class theatrical
talent in modern Sydney, thought that
there was no reason why we could not
have, in our stunning city of today, a
theatre competition on the ancient
Athenian model – one which would

Like the Greeks, we believed that theatre
was for all, not just a tiny elite.
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What we envisaged was a double
restoration – of the monument, and
of the drama competition. In effect, we
wanted to give life to the maxim of the
poet André Chénier: “in ancient verse
forms, let us express the ideas of today”
– in other words, let us pour our own
Australian metal into an ancient Athenian
mould (see p. 148 on Chénier).

And again, like the Greeks, we had the
highest respect for artists and thinkers
in general – scribblers, daubers, and
assorted eggheads – because it is they
who define our identity, and whose work
lasts. Today we remember Aeschylus,
Sophocles, and Euripides, who all won
prizes at the Great Dionysia. Some day in

theatre for all
the future, we hope that, in the same way,
some of the winners of the Lysicrates Prize
in Sydney will also be remembered for
their passion and insight, and their skill
in framing their creations.
So these were the first two parts of our
vision – theatre is for everyone, not just
an elite; and a society’s real treasures are
its artists. If we could do something to
further those two ideas, we thought, we
would be happy. And if we could do it the
way an ancient organiser was praised for
(see p. 129) – “because he established
and administered the Festival of
Dionysus, and the competition, with the
utmost elegance and fairness” – then we
would have achieved our goal.
To make it all happen, and continue
happening, we envisaged the

establishment of a Foundation, the
Lysicrates Foundation. That has now
been achieved.
But as the whole enterprise progressed,
something unexpected happened, and
sparked a third element. We discovered
a forgotten man.
Standing in front of Sydney’s sandstone
monument (now restored by a
remarkable team of experts), we had
wondered idly who had caused it to
be built. A little research told us it was
James Martin, Premier of NSW and
Chief Justice, after whom Martin Place,
the hub of Sydney, had been named.
Digging some more, we discovered
Martin’s inspiring back story – the young
Irish-born lad, brought up in servants’
quarters in Parramatta, so determined

to go to school in Sydney that he
walked miles every day to get there,
so talented that he overcame poverty
and discrimination to scale the heights
of the new colony’s society. Martin’s
motto was: Either I’ll find the way, or I’ll
make it. What a wonderful example to
the young people of today, we thought,
and the third part of our vision was
born – that this is a society where any
child, of whatever background, can, with
enough determination, make his or her
own future. If we could do something
to further that idea today, we thought,
we would be very happy.
For those children, we envisaged a
statue of the boy Martin striding off to
school, and a Parramatta offshoot of
our play competition – a competition
for plays for children, written by adults,
where the winner would be chosen by
the democratic votes of the children
themselves. And as you will see, both
of these have come to pass.
Our supply of dreams seems to be
constantly replenished. Now we
envision a move to the Opera House,
and – because four hundred people
in a theatre can never be “theatre for
all” – a live streaming of the Lysicrates
Play Competition and a viewers’ prize
awarded after the plays have been on the
Foundation’s website for one month.
It has been a thrilling ride, in great
company. Our heartfelt thanks go to all
our fellow pathfinders.
October 2017
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The Risk Begins to Pay Off

LEE LEWIS
Artistic Director
Griffin Theatre Company

It is sometimes troubling to realise the
prescience of theatre. Melissa Bubnic
won The 2017 Lysicrates Prize with
Ghosting the Party, a play that deals
with our treatment of the elderly, the
quality of life that people deserve and
the reality of what they can expect.
Something about that work spoke to the
audience on the day; to their personal
experience, or perhaps to the humour
and pathos that will always be a part
of intergenerational relationships
in a family. At the same time, and
quite independently, a play called
Good Cook. Friendly. Clean by Brooke
Robinson was selected as one of the
five finalists in the annual Griffin Award
for Australian playwriting. Good Cook is
about homelessness and, like Melissa’s
play, it explores how we’re failing older
generations and vulnerable populations.
Yes, playwrights read newspapers and
it’s been hard to avoid some of the
more shocking and public instances of
institutional neglect, the defunding of
support agencies and mounting housing
stress. But it’s when these plays rise to
the top – when panels of readers, judges
and, in the case of the Lysicrates Prize,
audience members select them from
hundreds of others – that we know that
it’s time to start paying attention.
14

There are five plays in Griffin’s mainstage
season in 2018 and four of them are by
playwrights writing for the professional
stage for the very first time. We often
speak of the company as being a
platform for emerging artists, but to
imply any reticence or inchoate voice
to these young writers would be a
mistake. Every play speaks to critical
and endemic issues within our society;
be it homelessness, identify in the face
of mental illness, or a lack of agency in
dealing with our own lives, and they do
so with a clarity and urgency that will
leave audiences breathless. Which is not
to say that they do so without heart, or
without humour. It’s just that they’re
important and they’re things we really
need to talk about.
What we saw at the Conservatorium this
year at the third annual Lysicrates Prize,
was the very start of these conversations.
From the first draft of the first Act to a
production-ready script is a long and often
challenging process – which is why we’re
overjoyed that the very first winner of the
Lysicrates Prize in 2015, Jesus Wants Me
for a Sunbeam, by Steve Rodgers, another
play with a strong social message, will
premiere this year at National Theatre
of Parramatta. As much as we’d like to
program every Prize winner at Griffin, it’s

theatre for all
much more important that the plays that
come out of the Lysicrates Prize become
a national resource, with the possibility
of being produced anywhere in Australia.
We’ve had wonderful success in this area,
with a total of six plays from the first three
years of competition reaching the stage
– chief amongst them Justin Fleming’s
uproarious play, The Literati, runner-up in
the inaugural Lysicrates Prize and produced
by Griffin and Bell Shakespeare last year.
We are especially proud of The Feather
in the Web, by Nick Coyle. A runnerup in this year’s Prize, the play was so
well received that a group of donors
contributed enough money to fund a
further development of the work with
Playwriting Australia. The finished play
fully realised the potential of the first
Act – it was every bit as funny, poignant,
bathetic and brilliant as the audience on
the day had hoped it would be, and we’re
thrilled to be producing the play as part of
our 2018 Season. It’s heartening to realise
that there’s more than one way to the
stage and that a play that has found its
audience is an idea whose time has come.
Three years ago, I took a considerable risk
in collaborating with John and Patricia
Azarias to create a prize that would give
the audience an unprecedented role in
deciding the outcome of the competition.
This had very rarely been done before.
We trust our audience as consumers, we
value their opinion on the work that we
produce, and their continued support
of the decisions we make becomes the
measure of our success. But to engage
them at this early stage in the process,
to ask them to choose, not just the winner

of the competition, but which playwright
should receive a commission to finish their
play, was an incredibly bold step. How
would they respond? More importantly,
how would our playwrights respond?
Griffin exists to support new writing and
the interests of our artists are the very
core of what we do.
Fortunately, in an enterprise characterised
by bold steps, this one was a resounding
success. Audiences rose to the challenge;
the responsibility entrusted them led
to even greater engagement, and their
vote became something of considerable
value, to be measured, weighed – even
defended vigorously. Similarly, our
contributing writers thrilled to the sight
of audiences cheering on their plays. The
third Lysicrates Prize attracted almost as
many submissions as the first two years
combined. While this is by no means the
principal measure of success, I believe
that it signifies that the Prize is maturing
and is now widely recognised by writers as
a valuable opportunity to test new ideas.
As I write this, we are just about to go
into rehearsals for the Martin-Lysicrates
Prize, celebrating the best new writing
for children. It’s unfamiliar territory,
even for a company that champions new
work, but I’m very confident that a young
audience will respond with even greater
enthusiasm and engagement.
John and Patricia are to be commended
for their vision and perseverance in
driving this collaboration. Not only did
they see an opportunity to attract new
audiences to theatre, but they made
sure that these audiences were invested
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in the outcome of the Prize by making
them a part of the competition itself.
It’s something that’s characterised the
Lysicrates Prize for the past three years.
Everybody involved in the project, from
the restoration of the monument, to the
publishing of the magnificent annual
books, to the delivery of the event on the
day, feels themselves to be an integral
part of a greater whole. The ‘People’s
Prize’ is just that.
It takes a village to produce a play and
I’d like to thank everyone involved in
bringing this Prize and every one of our
productions to the stage; from Griffin’s
core supporters, the SBW Foundation, the
Australia Council and Create NSW, to our
wonderful donors, to the creative teams
behind the scenes and our gracious
hosts, the Royal Botanic Garden, Sydney.
John and Patricia may set their sights
on nothing short of immortality, but I
hope they realise the difference that
they’re already making to the cultural
life of this city and the potential that the
plays we’re producing have to create
meaningful social change. As I watched
two of our most accomplished actors,
Amanda Muggleton and Lynette Curran
performing with rising star Shari Sebbens
in Ghosting the Party, I realised that I was
watching a play that was about family
and ageing and at the same time about
the contribution that theatre has made
to similar conversations over time – and
I was at once very proud of the work
that’s been done in the past and very
excited for everything that’s yet to come.
September 2017

An Idea is Born
The People’s Choice
in Athens, 334 BC

Plate XI: Pair of satyrs attending Dionysus and serving wine from a large krater,
as illustrated on the frieze in Stuart and Revett’s The Antiquities of Athens, vol. 1
(1762), chap. 4. Centre for Classical and Near Eastern Studies of Australia,
University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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An Idea is Born:
Full House in the Theatre of Dionysus

PETER WILSON
William Ritchie Professor of Classics
Department of Classics & Ancient History
School of Philosophical & Historical Inquiry
Faculty of Arts & Social Sciences
The University of Sydney

Dionysus in a ship, sailing among dolphins,
mast entwined with a great vine. Attic black-figure
kylix (cup), ca. 530 BC. Found in Vulci, in central
Italy. Inv. 8729 Staatliche Antikensammlungen und
Glyptothek München. Photograph: Renate Kühling.

When the tragic flower first blossomed
in Attic soil late in the sixth century BC,
it represented a major innovation on
the horizon of Greek poetry and society.
For the first time the familiar figures of
myth – the men, women and gods sung of
by the Homeric bard – had miraculously
come to life. They moved and interacted
as real physical presences before the
eyes. They spoke and sang directly
to the ear of the audience. The new
technology of the theatrical mask and
costume had introduced the possibility
of total impersonation. A unique set of
circumstances had produced a new kind
of performance, and with it the first fully
theatrical audience.
The origins of Greek drama remain
obscure. But it is much more helpful
to speak of a coalescence of different
forces – historical, poetical, political,
religious and social – whose combination
was astonishingly productive. Among
these we should include the ancient
tradition of ‘poetry of occasion’. In the
oral society of early Greece, poetry was
produced for specific and significant
social and religious occasions – a song
for the gods, or to praise a man’s athletic
achievements, to celebrate the founding
of a new city, a wedding, a funeral, to
inspire soldiers to battle. For this kind
18

of poetry, the words were only one part
of a complex performance involving
singers, musicians and, crucially, a group
gathered for a social and religious event.
It was only much later that the very idea
of a ‘reading public’ was born. Even then,
reading drama was still very much a
minority activity. Drama was essentially
a performance – a ‘doing’ as the Greek
word drama itself signifies – and a
performance for the masses, for a huge
public audience.
Another important ingredient in the
early mix that led to the birth of drama
is the specific promotion of public poetic
performances by the tyrants who ruled
sixth-century Athens, Peisistratos and
his sons Hippias and Hipparchos. Before
their time, Athens was something of a
cultural back-water, but by the early
fifth century, when a democratic system
of government was first introduced, it
was well on its way to becoming the
poetic and cultural magnetic pole of all
Greece, and beyond. The tyrants had
invited some of the greatest poets of
the age to Athens to practise their crafts
and to foster local talent. In their efforts
to promote Athens as a cultural centre
to vie with other great states of Greece,
Peisistratos and his sons expended
much energy on enhancing the city’s
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programme of major festivals, especially the festival
for the city’s patron goddess Athena, the Panathenaea
and – most crucially for the future of drama – the
Dionysia, the major city festival of the god of wine,
Dionysus. Both of these festivals were equipped with
grand cultural contests as a distinctive and attractive
new feature: competitions in music and the recitation
of the Homeric epics at the Panathenaea; and
competitions in the brand-new art-form of tragedy, in
addition to the special form of choral song for Dionysus
called the dithyramb and, a little later, comedy.
If the tyrants played a role in making Athens a poetic
centre and in fostering the city’s dramatic festivals,
it is during the period of Athenian democracy that
began around 508 BC that drama, at the City Dionysia
and elsewhere in Attica, took off exponentially as
the premier cultural product of the city, and as a
kind of para-political forum in which the biggest
issues of the day and of communal life itself were
reflected upon deeply and scrutinised in one of the
most refined yet accessible art-forms ever devised.
Part of the reason for this is simply the extent to
which the democratic city-state of Athens invested so
sumptuously in the costly business of drama, above
all in the magnificent festival of Dionysus held each
year in early spring, the ‘Great’ or ‘City’ Dionysia. It has
been estimated that, in purely economic terms, the
city devoted around 30 talents (or 180,000 drachmas)
to a single festival. This amounts to as much as 5%
of annual public expenditure on military activity
at the height of the Athenian empire. However it is
not merely the money, but the commitment of time
and the administrative sophistication which the
Athenians devoted to their festival of Dionysus that

(Left) The monument of Lysicrates as it currently stands
in the Athenian Plaka, to the east of the Acropolis.
Photograph: Prof. Hans Rupprecht Goette.

speak volumes for the importance they attached to
drama. For the best part of a week the city effectively
suspended all other official business. The democratic
assembly, council and courts did not meet during
the festival. The city passed extensive regulations
covering every aspect of the festival’s organisation,
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the conduct of its participants, the award of
prizes, even to some extent the behaviour
of its audience. The occasion was one of
truly mass participation, the largest annual
gathering in Athens and more than twice the
size of a full assembly-meeting. At somewhere
around 10,000 to 15,000 strong, the comic
hyperbole that describes the theatre audience
as ‘countless myriads’ (Aristophanes Wasps
1010), ‘the great crowd of people, thousands
of discerning spectators’ (Aristophanes Frogs
676), becomes perfectly intelligible. It was never
difficult to fill the theatre of Dionysus on the
south slope of the Acropolis to capacity, and
this close-packed environment helped generate
a shared, collective character of response to the
emotional horrors of tragedy and the humour
of comedy. Under such conditions strong
emotions are infectious and readily and rapidly
transmitted through a large crowd – and so
too is laughter. The excitement and tensions
created in such a gathering were high, and only
increased by liberal consumption of Dionysus’
special gift, wine.
Although there are large gaps in our knowledge
of the programme of events, we know enough
to form a good idea of the sheer scale and
grandeur of the festival. Formal proceedings
began, on the first of some six days, with
a huge procession – pompe in Greek, the
origin of our ‘pomp (and ceremony)’ – made
up of representatives of various segments
of Athenian society, including of course the
adult male citizens for whom the event was

An imaginary depiction of the Street of Tripods as it may have looked soon
after the construction of the monument of Lysicrates. J. Mauch The Greek and
Roman Orders (Washington 1910), Plate 100: ‘A View in the Tripod Street at
Athens’ (‘Ein Blick in die Dreifuss Strasse zu Athen’). The engraving was made
in 1844, but first published in the German edition of 1896.

primarily designed; resident aliens (or metics);
deputations from the many states of the empire
(during the period of the Athenian maritime
empire); young Athenian men on the point of
manhood and citizenship known as ephebes;
the city’s officials; the choregoi or citizen
21
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funders of drama (more on these below);
and, probably, the teams of actors and
choruses who were to compete over the
course of the coming days. One of the
tasks of this procession was to escort
an ancient wooden effigy of Dionysus
to a seat of honour in the theatre from
which he viewed proceedings. It also
conveyed to the god’s altar the animals
– somewhere over 200 oxen – that
were to be slaughtered and consumed.
The prospect of a huge state-funded
barbeque washed down with wine was
another of the festival’s many attractions,
for this was a society where for the great
majority a meat meal was a rarity.
The competitions that formed the climax
of the Dionysia occupied a full four or
five days, and brought the city to the
theatre from dawn till dusk. Simply
being a diligent and attentive member
of this audience will have been physically
exacting, to say nothing of its emotional
and psychological demands. And that
the Athenian audience was a sensitive
and exacting critic is shown, for example,
by the harsh treatment a tragic actor
named Hegelochos received in 408 BC
when he slipped up very slightly in
enunciating a line of Euripides’ Orestes so
that what should have been ‘once more
I see the calm after the tempest’ came
out as ‘once more I see the weasel from
the tempest’. Drama was an essentially,
and intensely, competitive event. It was
judged by a carefully selected panel of
citizens. A complex array of controls set in
place by the city demonstrates just how
important this form of decision-making
was felt to be, and how akin the panels

of theatrical judges were to other major
decision-making and judicial bodies, with
their comparable regulations. Panels of
judges who were themselves judged not
to have ‘made their decision justly’ were
subsequently punished in the People’s
Courts. A separate panel of 10 men,
representatives of their tribes, was chosen
for each category of performance. The
tribes had, some time before the festival,
put before the Council a list of names
of men approved as judges, and those
accepted were placed in urns, sealed by
the choregoi and stored and guarded on
the Acropolis until the day of the contest.
In the theatre itself, before the gathered
audience a set of judges was selected by
lot from the urns and summoned by the
Archon, probably to take front-row seats,
and they swore an oath ‘to give the victory
to the one who sings well’. It is a sobering
thought that the competitive structure
of the Dionysia consigned hundreds of
works to oblivion after an unsuccessful
appearance. Euripides’ Medea was very
lucky to survive its placement third in the
contest of 431 BC.
Dithyramb was the first event on the
programme. This purely choral form of
song-dance had contained elaborate
narratives of mythic stories more or less
related to its recipient god, Dionysus. The
fact that many had no overt connection
to the god of the festival finds a direct
parallel in tragedy itself, which to some
ancient observers already seemed to
have ‘nothing to do with Dionysus’. There
were two contests in dithyramb – one
for men and one for boys. Each category
had 10 entrants, one for each of the 10
22

so-called ‘tribes’ into which the citizen
population of Athens was divided for
various political and military activities.
Each chorus had 50 members in it, which
means that 1,000 Athenian men and boys
were directly involved as performers each
year in these two events alone. Training
for, and participation in, such dancing
and singing for Dionysus was regarded
almost as a duty of citizenship, and those
involved were exempt from military
service during the course of it.
The next day was (probably) entirely
comedy’s: five individual comedies by
different poets. The following, climactic,
three full days were for tragedy – or rather,
for tragedy and satyr-play. For most of
the Classical period, each of the three
tragedians presented their audience with
three full tragedies, followed by a single
satyr-play. It is important not to forget the
arrival of the satyrs at the end of every
grand tragic production.
Satyr-play – ‘playful tragedy’ as one
ancient critic dubbed it – shared with
tragedy its heroic cast, as well as much
of its language and conventions. The
actors may well have used the same
costumes they wore in the immediately
preceding tragic dramas. But to these
were added a chorus of satyrs, those
mythical ithyphallic creatures of the
wild, half man and half beast (equine or
caprine) who attended upon Dionysus.
Hedonists and masters of misrule,
obsessed with wine and the pursuit of all
physical pleasures, the satyrs also show a
surprising intellectual curiosity – they are
experimenters and explorers. A common
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motif of their drama was the ‘discovery’
of important items of culture: musical
instruments, products of metalwork, fire,
perhaps even the first woman herself,
Pandora. They were also instrumental in
conveying Dionysus’ gift of wine and the
means of its production to mortals.
The City Dionysia alone thus needed
five new comedies, nine new tragedies
plus three new satyr-plays every year,
not to mention the 20, rather shorter,
dithyrambs. This demand for so many

entirely new large-scale performances
was something unusual in the context
of ancient Greek poetic production, and
played a major part in the decline of
other poetic genres, such as epic and
lyric poetry. The 28 poets needed for
each Dionysia had been chosen many
months before by the leading city official,
the Archon Eponymos (so called because
he ‘gave his name’ to the year in which
he served). In fact the highly complex job
of overseeing the entire festival in all its
administrative and financial complexity

fell to the Archon. It was also his task
to hire the many actors and musicians
required for the event; to ensure that
the prizes had been manufactured on
time; to oversee the good order of the
occasion, including the potentially very
rowdy, even violent, procession through
the streets of Athens, and the influx of
thousands of spectators into the theatre
space itself. ‘Festival logistics’ is certainly
big business today. In Classical Athens all
or much of it fell to the Archon, aided by a
few minor officials.

A detail of the monument of Lysicrates in its present state in Athens, showing the front
and centre of the frieze, with the dedicatory inscription (IG II 2 3042) in three lines below.
Photograph: Prof. Hans Rupprecht Goette.
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The orchestra or dancing-space of the theatre of Dionysus, with part
of the later, raised stage foundation. The front row of seating was a
series of elaborate marble thrones reserved for dignitaries.

Sculptural decorations depicting the life of Dionysus that adorned the
foundation of the stage of the Theatre of Dionysus in the fourth century AD.
Photographer: Haris Vythoulkas.
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The selection of poets for the City
Dionysia, so crucial not only to the festival
but to the future of world literature, was
thus put in the hands of the city’s chief
administrative officer, who listened to the
various ‘pitches’ put to him by aspirant
competitors. There was thus already
a substantial competitive hurdle to
overcome before the contests themselves.
Poets who wished to compete were said
to ‘ask the Archon for a chorus’, a phrase
that both reminds us of the centrality
of the chorus to Greek drama and alerts
us to the importance of the choregoi
or ‘chorus-leaders’. For to be given a
chorus meant to be assigned one of the
28 choregoi whom the Archon had also
chosen – or, in the case of dithyramb,
whose names had been forwarded to him
by the relevant authorities at the tribal
level. These choregoi were from the very
upper economic echelons of Athenian
society, an elite of wealth that represented
no more than 5% of the population at any
given time. For the city of Athens required
this group to fund the organisational
and performative ‘heart’ of drama, its
chorus, as a form of – intensely honorific
– obligation. These choregoi lavished vast
sums of their wealth on drama. We hear of
costumes with gold thread, gold crowns
for chorus members, specialised dietary
regimes for the many months during
which the chorus trained, upkeep and
possibly pay for chorus-members during
this period, the hiring of various experts
and of training-grounds. One choregos
gave instructions to his deputy ‘to buy
and spend money on whatever the poet
or any of the trainers told him’. Individual
choregoi spent genuine fortunes on an

The competitions that
formed the climax of
the Dionysia occupied
a full four or five days,
and brought the city
to the theatre from
dawn till dusk.
evanescent event lasting only for part
of a single day. The amount spent by
one choregos in tragedy in 410 – 3,000
drachmas – could have bought him two
thoroughbred racehorses or a good-sized
house. A successful choregos in drama
received nothing more than a crown of
ivy, but the real reward was the glory of
achieving such a prestigious victory in
front of a vast and international audience.
The successful choregoi in dithyramb
received, on behalf of their tribe, a great
solid bronze tripod from the city as a prize.
In the case of the men’s event, this stood
an extraordinary five metres high; the one
for the boys’ event, at a more modest but
still impressive three metres.
This brings us to Lysicrates son of
Lysitheides, of the deme of Kikynna.
Lysicrates had served as the choregos for
the boys’ event for his tribe – Akamantis –
at the Dionysia of 334 BC. We know all this
from the inscription that he had placed
high on the architrave of the monument
he erected to celebrate the victory, the
remains of which still stand in a small
square named after him in the Athenian
Plaka just to the east of the Acropolis.
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When Lysicrates’ monument was first
erected, the contests of the Dionysia had
been taking place for around 175 years,
and the immediate environs of the theatre
and the adjacent sanctuary of Dionysus
will already have been full of hundreds of
monuments, small and large, celebrating
dramatic victories. Choregoi seem to
have striven to outdo each other in the
grandeur and innovative design of their
monuments, and by Lysicrates’ day they
had spilled forth further along a road that
led from the gates at the eastern side of
the sanctuary of Dionysus, which led to
the east and north around the side of
the Acropolis. This street was known in
antiquity as Tripodes or Tripod-street, for
the obvious reason that it was lined with
victory-monuments of choregoi. Lined with
its lavish dedications, the street of Tripods
was a concentration of visual riches, a
place to see and in which to be seen. The
philosopher and statesman Demetrius of
Phaleron was particularly fond of taking a
stroll here after breakfast, and the bestlooking boys of Athens, we are told, took
advantage of his habit to catch the eye of
the rich and powerful man.
Lysicrates’ monument was particularly
well-sited for maximum visibility, for it
stood at an intersection on Tripod street,
and the street that headed off to the
west at its side was another important
processional route that led to the western
side of the Acropolis and continued on
to pass through the upper region of the
theatre itself (the co-called Peripatos).
Lifting the tripod some 10 metres above
the level of the road on its higher,
western side, Lysicrates’ monument
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I have seen what I have seen. When they brought the boy I said
“He has a god in him, though I do not know which god.”
was an extraordinarily innovative
construction in its day: its base was a tall
podium just under three metres high,
made up of four stepped tiers of Piraeus
limestone beneath a square base with
vertical sides and a cornice of blue-grey
marble on top. (This entire lower base
element was not reproduced in Martin’s
monument in Sydney.) The distinctive
tholos or cylindrical core begins with
two circular steps of the same bluish
marble, while a further step and all the
rest of the structure above was made of
white Pentelic marble – a combination
of multiple colours familiar from later
Hellenistic architecture but which may
appear here for the first time. The central
body of the monument was a circular
colonnade of six Corinthian columns. The
spaces between the columns are closed
up by panels, the top part of which is
carved in relief images of tripods, two
per intercolumnation. These elegant
tripods visually echo the huge tripod that
originally sat on top of the monument.
One close study of the monument has
concluded that the space between the
two columns which faced the road was
originally left open, and that a statue
of Dionysus originally stood inside the
centre of the monument, visible through
this opening at the front.

all the way around the building. At the
very front and centre this depicts a
youthful, reclining Dionysus, stroking a
panther and attended by a number of
satyrs, two of whom are serving wine
from an enormous vessel. Beyond this
calm central scene there is depicted
a fight between satyrs and a group
of men who are generally taken to be
pirates, since the scene is set on a rocky
shore and moreover because a number
of these pirates are in the process of
being miraculously transformed into
dolphins. The scene evidently refers to
a story known from a Homeric Hymn (of
perhaps seventh-century date) in which
Tyrrhenian pirates attempt to abduct a
noble youth they see on a lonely shore,
hoping to sell him as a slave or to exact
a great ransom for him. When the fetters
with which they bind this youth – who
continues to smile calmly throughout his
abduction – mysteriously fall away, the
ship’s helmsman recognises his divinity
(see section “In Search of Dionysus” on
p. 133 for a translation of the Homeric
Hymn to Dionysus). As Ezra Pound puts
it in his wonderful version:

Above the columns is the architrave.
The first part of this is the zone where
the inscription is placed. Above that
there is a continuous frieze that circles

But the rest of the crew, blinded by greed
and ignorance, refuse to listen to the
helmsman, even when the ship is filled
with wine and its mast overshadowed by

I have seen what I have seen. When
they brought the boy I said “He has
a god in him, though I do not know
which god.”
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ivy, flowers and a great vine laden with
grapes. At this point the terrified pirates
leap overboard and are transformed into
dolphins; their captain devoured by a lion.
It may be that the dithyramb performed
by the Akamantid chorus of boys in
334 BC and composed by the Athenian
Lysiades (whose name also appears on
the inscription) treated this myth, which
would after all be entirely suitable for the
event. But in its own right the imagery
of the frieze serves to align the mortal
victors at the god’s festival with their
divine archetypes, who triumph over
the enemies of Dionysus and enjoy the
benefits he confers to the full.
One interpretation places the great
bronze prize tripod on the very top of
a column on the roof of the monument,
and supposes that there were further
bronze sculptures – possibly of satyrs
– on the roof to help support the giddy
structure. But it is perhaps more likely
that the column served as a central
support of the tripod itself, which had a
large bronze bowl at its centre that might
have rested directly on this support.
The novelty and modernity of design of
the Lysicrates monument in its day can
be seen in part as the result of many
decades of competitive experimentation
in the way choregoi displayed their victory
prizes. Such innovation was enabled,
even encouraged, by the function of the
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The Theatre of Dionysus, on
the southern slope of the
Acropolis of Athens, the city’s
ancient religious centre.

The Lysicrates
Monument
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choregic monument – or rather by its
lack of a strongly functional character.
Its primary aim was to commemorate a
victory, and the ambitions of the Athenian
elite of wealth meant that that this would
not long remain a matter of building a
simple inscribed plinth on which to sit the
tripod awarded by the city. The choregic
monument was a monument of pure
display, of the excellence and success of
the team of citizen-singers and their poet
who had trained hard and performed
beautifully for the god, and of the man
whose wealth and know-how had made
their success possible.
The performance of drama was
supported by Athens and its wealthy
citizen choregoi in this way for the two
hundred-odd years during which it was
a full and independent democratic citystate, ca. 508–ca. 321 BC. But the end of
the democracy did not spell the death of
drama – far from it. The dramatic festivals
of Athens continued to flourish, but
more importantly, the new Macedonian
masters of Greece and conquerors of its
neighbouring peoples were themselves
great devotees of theatre. Alexander the
Great staged theatrical performances
on his distant campaigns of conquest
in the east, bringing drama, and
hundreds of the finest Greek actors and
musicians to perform it, to places as
far flung as Babylon, Salmous (in Iraq)
and perhaps even beyond, to the banks

of the Hydaspes river in the Punjab
of northern Pakistan. In the third and
second centuries (300–100 BC) hundreds
of theatres were built in Greece, the
wider Mediterranean world and beyond,
and even when Greece itself had fallen
under the power of Rome (146 BC). It was
in these theatres, as much as in the great
scholarly libraries of the ancient world,
that the Classics of Greek drama were

vociferating, “O Love, tyrant of gods and
men!” – and the rest of it. This continued
for some time, till the coming of winter put
an end to their madness with a sharp frost.
I find the explanation of the form it took
in this fact: Archelaos was a celebrated
tragic actor of the day, and in the middle
of the summer, during some very hot
weather, he had played the Andromeda
there; most of them took the fever in the

kept alive to the very end of Antiquity.

theatre, and convalescence was followed
by a relapse – into tragedy, the Andromeda
haunting their memories, and Perseus
hovering, Gorgon’s head in hand, before
the mind’s eye.

The profound love of theatre that
animated Greeks of all places and periods
in antiquity is beautifully captured
in a story told by Lucian of Samosata
(see p. 150). According to Lucian, around
300 BC a very strange pandemic struck
the citizens of Abdera:
It began with the whole population’s
exhibiting feverish symptoms, strongly
marked and unintermittent from the
very first attack. About the seventh day,
the fever was relieved, in some cases by
a violent flow of blood from the nose, in
others by perspiration not less violent.
The mental effects, however, were most
ridiculous; everyone was stirred to perform
tragedy, mouthing iambic verse and
ranting at the top of their voices. Their
favourite recitation was the Andromeda
of Euripides; one after another would
go through the great speech of Perseus;
the whole place was full of pale ghosts,
who were our seventh-day tragedians

Maenads, female followers of Dionysus, dancing in ecstasy in honour of their god, from the Derveni krater
(mixing bowl), fourth century BC. Found in 1962 in the grave of a Thessalian aristocrat at Derveni, not far from
Thessaloniki, Greece. Inv. No. B1. The Archaeological Museum of Thessaloniki; Copyright Hellenic Ministry of
Culture, Education and Religious Affairs / Archaeological Receipts Fund. Photographer: Orestis Kourakis.
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When the centre of power in the
Mediterranean moved east to Byzantium
(third c. AD), Athens became little more
than a provincial town, and remained
thus for centuries. The living tradition
of theatre was radically transformed,
but never severed. The canonical forms
of Classical Greek theatre disappeared,
and new developments such as the
mime and pantomime took their place
and remained vigorous well into the
Byzantine period, despite the objections
of the Church fathers. In the immensely
popular pantomime, a performer called
a tragoidos sang excerpts from tragedy
to his own accompanying dance, while
a chorus sang popular ballads. At the
same time, the works of the Classical
tragedians became canonical texts
in schools and at the great centres of
learning, remaining fundamental to
cultural heritage in the broadest sense.
But many of the theatres of Greece fell
into disuse, and the purpose of the
monument of Lysicrates was forgotten.
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Nearly a thousand years later, around
the end of the 12 century, we learn that
the monument had become known
locally as The Lantern of Demosthenes.
This reflected a popular tradition that it
was inside this confined, lantern-shaped
space that the great Classical Athenian
orator, the man who had fruitlessly
warned his fellow citizens of the threat to
their freedom posed by Macedon, wrote
and practised his orations. This false
tradition was one of the few ‘memories’

of the Classical past that the new
Archbishop of Athens, Michael Choniates
– a man steeped in the Classical learning
of Thessalonica – could discover when
he arrived in the city around 1175,
keen to find evidence of the city’s great
past. Some three centuries later, a
Venetian traveller wrote a brief account
of what he found in Athens that gives
a careful description of the monument
of Lysicrates, adding frankly ‘why such
a building was erected I could not
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understand.’ It is an elegant coincidence
that Lysicrates’ monument became part
of a Capuchin monastery in the middle of
the seventeenth century, and that it was
the Capuchins who provided hospitality
for a new wave of visitors to the city on
the Grand Tour in search of Classical
culture. The modest but elegant structure
itself became a library and a place for the
rediscovery not only of its own purpose,
but of the Classical past itself.
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An illustration of the monument of Lysicrates by the French archaeologist and architect Julien-David Le Roy.
In the 1750s, when this image was made, the monument was still known as ‘the lantern of Demosthenes’.
J-D. Le Roy, Les ruines des plus beaux monuments de la Grece, considérées du côté de l’histoire et du côté
de l’architecture, 2nd ed. Paris, 1770. Pl. 10.
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Fragments ed. and trans. H. Lloyd-Jones 1996;
Euripides: Fragments ed. and trans. C. Collard and
M. Cropp in 2 volumes, Loeb Classical Library,
Harvard 2008. Aristophanes: Fragments ed. and
trans. J. Henderson, Loeb Classical Library,
Harvard 2008; Fragments of Old Comedy, ed. and
trans. I Storey, 2 volumes, Loeb Classical Library,
Harvard 2011.
For text, translation and commentary on the
one full satyr-drama that survives, the Cyclops of
Euripides, and a selection of the major fragments,
we now have P. O’Sullivan and C. Collard, Euripides
Cyclops and Major Fragments of Greek Satyric
Drama, Oxford 2013. Further on the satyr-play a
good set of studies appears in G. Harrison ed. Satyr
Drama: Tragedy at Play, Swansea 2005.
Finally, the Duckworth Companions to Greek &
Roman Tragedy is an excellent series of advanced
introductions to individual dramas, and currently
includes some 16 volumes.
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An Idea is Reborn
The People’s Choice
in Sydney 2015–17

Plate XXV: Satyr holding a torch about to join battle while another satyr
leaning on a tree stump and holding a thyrsus watches on, as depicted on
the Lysicrates Monument frieze in Stuart and Revett’s The Antiquities of Athens,
vol. 1 (1762), chap. 4. Centre for Classical and Near Eastern Studies of Australia,
University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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An Experience Unmatched in 2500 years

In its first three years, the Lysicrates Play
Competition has made a strong start to
achieving its goals of being the Archibald
Prize of playwriting in this country, and
of providing an experience unmatched
in Australia.
The audience in Sydney’s Conservatorium
has grown every year, from 320 in 2015, to
460 in 2016, to 550 in 2017. The number
of entrants has also increased, from 14,
to 20, to 27. Nine first acts, 35 actors, nine
directors, two didgeridoo players, and
the unique Lysicrates model of audience
voting, have given the audience an
experience unrivalled in Australia, and
probably the world.
Of the nine first-act finalists, three
completed plays have now already been, or
are about to be, staged in various theatres
in Sydney. One play has even been staged
in two different theatres, had sold out
seasons in both, and is slated to go on a
local tour. Today regional New South Wales,
tomorrow Broadway. And why not?
Audiences have been pin-drop quiet.
They know that they, and not a panel or
an artistic director, will be choosing the
winner, the play they would most like to
hear to its future ending. Perhaps this

first act that they are watching is the seed
of a great Australian classic…
Everyone has loved voting by throwing
their clay tokens into the urn of their
choice as they go out. There have been
heated debates about the results,
sometimes continuing for hours, even
days. Just as intended.
And also as intended, the audience has
gone way beyond the usual cohort of
theatre-goers. This was one reason the
event is always free. The goal has always
been to bring the magic of live theatre to
people for whom it is new, and to value
their opinion and their vote. It is supposed
to be theatre for all.
The level of talent in evidence every year
has been amazing. How the actors, with
less than a week’s rehearsal, reading
from a script, with virtually no costumes
or props or backdrops, could instantly
and fiercely seize the audience and never
let it go, was consistently astonishing.
Australian actors are certainly some of the
best in the world. And directing without
all the usual reinforcements of scenery,
equipment or costumes, was a challenge
the brilliant Lysicrates directors met
triumphantly.
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As for the writing, the cross-section of
Lysicrates first acts has been a unique
showcase for a whole gamut of Australian
playwrights. What has emerged from
these nine dramas is a particular
Australian voice: clever negotiation of
the narrow ridge between tragedy and
comedy – the tear in one eye, the laugh
in the other – debunking of pomposity,
and sympathy for society’s underdogs.
What skill the Lysicrates playwrights have
offered us! What a privilege to witness the
first stages of creation of new Australian
plays by some of the nation’s most
talented writers!
The basic principle of the Lysicrates
Foundation is that a society’s scribblers,
daubers and assorted eggheads are
its real treasures. And the scribbling
playwrights in the Lysicrates Play
Competition have amply illustrated and
justified our motto.
But there has always been more to the
whole Lysicrates experience than the plays
themselves. The event happens once a
year, on a late summer evening. Everyone
is relaxed and good-humoured after the
holidays. It is hot.

theatre for all

The weather matters because the
Lysicrates experience does not end with
the plays in the Conservatorium. As
they come out arguing, and throw their
tokens in the urn, the audience is directed
down to the Lysicrates Monument in the
Botanic Gardens. The seven-minute stroll
is magical at six on a summer evening
– the sky is pink, the birds are carolling,
the canopy of trees is comforting, the
breeze is soft, and the music wafting up
from the Monument becomes more and
more distinct as they approach. A joyous
bouzouki, guitar and flute trio is playing
Greek songs, and already some people are
sketching a few dance moves.

The ancient Great Dionysia included a
procession to the god Dionysus, who
might have had a little jolt of recognition.
The votes are counted, and the dancing
stops for the announcement of the winner.
The first year the honours were done by
Mike Baird, Premier of NSW; the second,
by Mitch Fifield, the Federal Minister for
the Arts; and the third, by David Hurley,
the Governor of New South Wales. One
year, the winner endeared herself to
everyone by bursting into tears.

The music continues, and people start to
drift up to the reception at the Botanic
Gardens Restaurant nearby. Fabulous food
and wine, lots of people, no-one wants to
leave. The heat has abated, but the air is
still soft and warm. There are still people
there until 10 p.m., laughing, chatting, still
arguing about the plays.
Thank you, Dionysus, Lysicrates, and
Martin. Thank you, scribblers. You’ve
given us magic, an experience unmatched
in 2500 years.
John and Patricia Azarias
October 2017
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THE PLAYWRIGHTS 2015 / LALLY KATZ / FORTUNE

Left to right: Sean Hawkins and Briallen Clarke.

Lally Katz is the most produced
Australian playwright of her
generation. Her recent work for
the stage includes Neighbourhood
Watch at Belvoir and MTC starring
Robyn Nevin and at STCSA starring
Miriam Margolyes (a production
which broke their box office record).
Her one-woman show Stories I
Want To Tell You In Person, played at
Belvoir and Malthouse in 2013, and
toured to New York and Mexico City,
Adelaide and Albury. Lally stars in
the television adaptation of Stories
in 2015 on ABC-TV and it will be
published as a memoir
by Allen & Unwin in 2015.

I wrote Fortune for a combination of reasons.
During and just after the Global Financial
Crisis my younger brother Mike was working
as an economic forecaster. It’s all about
trying to predict the behaviour of the market
through the behaviour of humans. I found
this fascinating. He thought that I should
write a play about a young person in finance
who has just finished studying only to find
out that there is no longer really a strong
career for him after the stock market crash
and an older guy who was jaded and worn
out with nowhere left to go. We talked
about what might happen if they started a
hedge fund together. My brother brought
me to different meetings saying that I was a
potential investor. Surprisingly they seemed
to believe it even though I was wearing
sneakers and carrying a green Safeway
shopping bag as a purse. We went out to
the bars where the finance guys hung out
and got drunk with them and asked them
questions about their future. Most of them
were now uncertain about their future. Many
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of them wanted to become truffle farmers.
Though I was fascinated by the Finance
guys, it wasn’t quite enough for me. I still
hadn’t found my heart in their hearts yet.
They hadn’t quite come to life to me yet.
While in New York, I came across a
shopfront psychic named Cookie. She told
me that I had a curse, which was stopping
me from living my dreams and keeping me
from love, but that she could cure it for a
price. I became obsessed with Cookie. I
realised that more than anything, I wanted
to write about her. And then it occurred
to me, she would be perfect in the play
about finance. I had also recently broken
up with a cowboy I had been seeing who
lived in a motel and would never meet with
me outside the motel. I found him to be a
fascinating character too. They seemed like
characters that could all be in the world
together. And that’s where the rest of the
play came from – these characters, in the
world together, all looking for something
slightly out of reach
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THE PLAYWRIGHTS 2015 / STEVE RODGERS / JESUS WANTS ME FOR A SUNBEAM

Left to right: Natalie O’Donnell, Anthony Harkin, Steve Rodgers and Govinda Röser-Finch.

Steve was born in Newcastle and
trained as an actor at Theatre Nepean in
Sydney’s Western Suburbs. His first play
Ray’s Tempest was shortlisted for the
Patrick White Playwrights’ Award and
nominated in the Best New Australian
Work at the Sydney Theatre Awards
following productions at Belvoir St
and Melbourne Theatre Company.
Steve’s second work Savage River
played at the Griffin Theatre Company,
Melbourne Theatre Company and the
Tasmanian Theatre Company and was
also nominated for Best New Australian
Work at the Sydney Theatre Awards.
Steve’s third play, Food, has recently
toured Australia following a successful
season at Belvoir St Theatre where it
was nominated for the NSW Premier’s
Literary awards. Steve has worked as an
actor in film, theatre and television
for the last 20 years.

Jesus Wants Me for a Sunbeam was
brought to me several years ago by
theatre director Darren Yap. As an actor, I
had performed and work-shopped some
great pieces of theatre over the years
that had been adapted from novels,
the most successful and prominent
being Tim Winton’s Cloudstreet, which
I toured nationally and internationally
with Belvoir St Theatre. As a playwright,
I had always wanted adapt a novel for
the stage. So I set about it, without a
commission and without any support
from a company. Darren and I met
intermittently over wines in Newtown
and when my desire was flagging, he kept
urging me to write. But we needed some
sort of support.
Jesus Wants Me for a Sunbeam is an
evocative, haunting story about loss
and familial relationships. It explores
the nature of an ideal family and their
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quest to define their lives through each
other, even to the extent of isolating
themselves from the outside world.
The play is rumination on a kind of
suffocating love. I like to think the heart
inside the story is both extraordinary
and yet still familiar and the reason
why the audience chose and voted for
the play as the inaugural winner of the
Lysicrates Prize. Perhaps they sensed, like
Darren and I, the potential in the story
to uncover something about our own
families and issues facing families in the
Australian landscape right now: issues
such as the breakdown of the family unit,
the horrifying prevalence of domestic
violence but also the great capacity of
the family as our main institution of
belonging. Family, for better or worse,
binds all of us in one way or another, and
why Jesus Wants Me for a Sunbeam is a
universal tale.

theatre for all
THE PLAYWRIGHTS 2015 / JUSTIN FLEMING / THE SAVVY WOMEN

Fiona Press and Christopher Stollery.

JUSTIN FLEMING’s plays include
Hammer (Ensemble Theatre/Festival
of Sydney); The Cobra, Harold In
Italy, The Ninth Wonder (STC); A
Land Beyond the River and Junction
(NIDA/Bondi Pavilion). He translated
Tartuffe (The Hypocrite) for MTC and
Bell Shakespeare, and The School for
Wives for national tour. Burnt Piano
won the New York New Dramatists’
Award and Coup D’Etat won the Banff
PlayRites Residency. The Department
Store and His Mother’s Voice both won
the Mitch Mathews Award. Justin was
librettist on Crystal Balls (English
Tour & Sadler’s Wells), Tess of the
D’Urbervilles (Savoy Theatre) and
Satango (Griffin Theatre Co/Riverside
Theatres). Justin is commissioned
by Riverside Theatres to write
Shellshock.

In 2006, I had been asked if I would consider
translating Molière’s Tartuffe (The Hypocrite)
for the Bell Shakespeare Company. When I
was awarded a writer’s residency at Casa Zia
Lina, on the island of Elba, I decided to make
this the subject of my work. My adventure
with translation and adaptation had began
with Emile Zola’s Au Bonheur des Dames
(The Department Store) which, produced by
Drayton Morley and directed by Christopher
Hurrell, enjoyed both critical and audience
acclaim. Emboldened by this experience, I
was humbly eager to have a go at the great
master of the French Theatre, Molière. The
following year, I was staying at Arthur Boyd’s
Bundanon, near Nowra, when the phone
rang. It was Simon Phillips, then Artistic
Director of Melbourne Theatre Company.
Simon asked if Tartuffe were available for
MTC. Its subsequent success of led to a
further commission for The Miser and shortly
thereafter, L’Ecole des Femmes (The School
for Wives) for the Bell Company’s national
tour in 2012, directed by Lee Lewis.
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In 2013, I pitched one of Molière’s lessknown-and-performed plays, Les Femmes
Savantes to Lee at Griffin, Peter at Bell,
and to Brett Sheehy at MTC. The play is a
satire on pretentious literary conceit, and I
always kept in my mind some of the gushing
hyperbole that goes on in Australian book
clubs both on television and off. In this vein,
the play had a modern resonance, which
I was eager to explore. Unfortunately at
the time, Griffin lacked the resources to
produce a play of this scale – and both Bell
and the MTC wanted me to focus on other
projects. In May 2013, the great Australian
actor, Don Reid, died suddenly, which was a
terrible blow for us all, but especially for his
wife, the distinguished actress, Fiona Press.
Both were dear friends. As a gift to her in
grief, I said I would proceed with translating
and adapting the play to a cast of seven to
make it more palatable and economic for
smaller theatres, and I would write the role
of Philaminte for her. So in between other
projects, I devoted time to the play you see
here today, which I called The Savvy Women.
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THE PLAYWRIGHTS 2016 / CAMPION DECENT / SAINT THEO

Left to right: Rowan Witt, Tamlyn Henderson, Paula Arundell, Simon Burke.

Campion is a playwright, dramaturge
and scholar. His work as a playwright
includes Unholy Ghosts (awarded the
Rodney Seaborn Playwrights Award and
shortlisted for the WA Premier’s Book
Awards), Embers (awarded an AWGIE;
Queensland Premier’s Literary Award
and shortlisted for the NSW Premier’s
Literary Award), Baby X, and Three
Winters Green. In 2016 he completed
a Doctor of Philosophy at La Trobe
University, and chapters from his thesis
have been published by Australasian
Drama Studies, Catholic University of
Portugal/The Lisbon Consortium, and
Cambridge University Press. He has also
worked in the arts in a variety of roles,
including Artistic Director of HotHouse
Theatre, Literary Manager at Sydney
Theatre Company, Artistic Director of
Next Wave Festival, and Festival Director
for Sydney Gay & Lesbian Mardi Gras.

When I was invited to submit for the 2016
Lysicrates Prize I immediately thought of
Saint Theo, a play I had put aside quite
some time ago in pursuit of other projects.
It was originally commissioned by Sydney
Gay & Lesbian Mardi Gras following the
success of my play Baby X at Belvoir Street
Theatre during the 2000 Festival. The
iconic Australian director Jim Sharman
agreed to work with me on it. He proved
instrumental in the early development
of the text and directed its Mardi Gras
reading in 2001.
One of Jim’s views about local drama
is that Australian playwrights do not
necessarily create memorable characters:
that is, a character that lingers with an
audience. With Theo we attempted to
create such a character: larger than life,
contradictory, on a journey where the
stakes are high – literally life or death –
and where the behaviour is deliciously
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grotesque. We also wanted to create a
piece that belonged fully in the theatre.
Consequently, the play is a stylised
musical and comic romp with fantasy
sequences set in Purgatory, a mortuary,
and Heaven. Yet beneath the madcap
veneer is a more serious meditation on life
and death. Ultimately, though, Saint Theo
offers a life-affirming plea to its audience,
with a nod to Gilbert and Sullivan, to
‘make the most of fleeting leisure’,
to continue to ‘gaily tread the measure’.
We playwrights are rarely given the
opportunity in Australia to revisit works.
I am grateful for the opportunity. Some
plays proceed from the page to the stage
with a minimum of fuss, others take their
time. Theo is definitely taking his time.
I am hoping he will one day get there.
An initiative like the Lysicrates Prize
certainly offers a helping hand.
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THE PLAYWRIGHTS 2016 / MARY RACHEL BROWN / APPROXIMATE BALANCE

Left to right: Richard Sydenham, John Gaden.

Mary was a member of the 2014
Griffin Studio. Her play The Dapto
Chaser was presented in Griffin’s 2015
Independent season and is opening
Hothouse Theatre’s 2016 season.
Mary recently had her new play
Silent Night developed at PWA’s 2015
National Script Workshop. She is the
recipient of the 2006 Griffin Award,
2007 Max Afford Award, and 2008
Rodney Seaborn Playwrights Award.
Her play Last Letters is currently on at
The Australian War Memorial. Mary’s
work has been given showcased
public readings by the National
Playwriting Festival (Australia) and
the English Speaking Theatre (Berlin).
In 2009 Mary’s play Permission To Spin
was selected from an international
field for the hotINK play festival in
New York.

When I started writing Approximate
balance, all I knew was I wanted to write
about addiction and the effect it has on
family relationships. It wasn’t long before
I understood my subject matter had a
universal theme – hope. Everyone’s story
is unique, and every struggle is specific,
but when it comes to recovery from an
addiction, the constant lynchpin is the
power of hope.
Approximate Balance demands rigor
because it is a story about radical
change. The central character’s obstacles
are big – habitual patterns of behaviour,
chaos, denial, pain and a deep disease with his selfhood. The process
of writing this play is both exciting
and intimidating. At its heart this is a
survival story, the stakes are high for the
characters and high for me as a writer.
I feel a great deal of responsibility towards
my subject matter because it is about a
battle individuals are winning and losing
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on a daily basis. An individual’s struggle
and commitment to remain sober has a
ripple effect on all of society … and boy
did I test the limits of that ripple effect
by starting the play with a dialogue
between a dry alcoholic in Australia
and a grieving call centre worker in the
Philippines. I like the idea of writing plays
that have big worlds and speak to the
challenges of finding common ground.
I also take seriously the challenge and
opportunity to represent diversity on our
Australian stages.
Playwriting competitions are not a
perfect science, so many elements
feed into the process, the shortlisting,
the alchemy of directors and actors
and the zeitgeist, just to name a few.
Nevertheless, I feel blessed to be have
been awarded the Lysicrates Prize. In my
book philanthropists who give money
to the arts are trailblazers, and in this
current climate, they are vital to the
ongoing welfare of our sector.

theatre for all
THE PLAYWRIGHTS 2016 / ELISE HEARST / THE GOOD WOLF

Left to right: Natalie Gamsu, Michelle Lim Davidson, Deborah Kennedy, Hamish Michael.

Elise Hearst is a Melbourne-based
playwright, who began her playwriting
education at Melbourne University
and continued with it at the Royal
Court Theatre in London, where
she spent two years. Her first play,
Apple, was awarded 2nd place at the
Monash University Australia Wide Open
Playwright’s Competition. Elise held a
2010 residency with the Griffin Theatre.
Her recent work for the stage includes
Bright World, a collaboration with
Sydney-based writer Andrea James,
which premiered at Theatre Works
in 2016. Other recent credits include
The Mesh (Red Stitch and Arthur), The
Sea Project which was shortlisted for
the Griffin Award (Griffin Theatre and
Arthur, Mudlark Theatre and Arthur,
MTC Cybec Readings) and Dirtyland
(National Play Festival, New Theatre
and Arthur).

A few years ago a friend challenged me to
write a romantic comedy which was loosely
based on my own experiences of being
Jewish and looking for love. I indulged her
with an initial scene which represented
a typical conversation between my
grandmother and me – a loving yet
somewhat frustrating dialogue littered with
miscommunications about contemporary
life and her unwillingness to talk about the
past. And, in particular, the controversy of
my dating a non-Jewish man. I then saved
the scene in a folder on my computer, and
didn’t rethink of it until applying for the
Lysicrates Prize a few years later in 2016.
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By this stage I had married the non-Jewish
man, and had had much time to reflect
on why this had been a difficult process
for me and my family to go through. When
I returned to the scene I had written,
I felt that my grandmother’s story and
experience of emerging from the Holocaust
was deeply connected to my family’s strong
desire for me to find love with another Jew.
And so the story of The Good Wolf began
to evolve, other family members became
characters and a wise old Rabbi appeared.
The play still stays true to its romantic and
comedic origins, but also tries to grapple
with the pain and trauma of the past, so
deeply linked with modern Jewish identity.
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THE PLAYWRIGHTS 2017 / JENNIFER COMPTON / THE GOOSE IN THE BOTTLE

Celia Ireland (front) and Belinda Giblin (back).

Jennifer Compton lives in Melbourne
and is a poet and playwright. In 1974
her stage play, Crossfire (formerly No
Man’s Land), jointly won the Newcastle
Playwrights Award, and in 2013 her
poem, Now you Shall Know, won the
Newcastle Poetry Prize, and was the
title poem of the book Five Islands
Press published in 2016. Griffin Theatre
premiered her play, The Big Picture, in
the late 90s, which went on to have
productions in New Zealand and Perth,
and was published by Currency Press.
Mr Clean & The Junkie, a verse novel,
was published by Makaro Press in New
Zealand and was longlisted for the
Ockham Book Awards. She has three
stage plays, The Third Age, Julia’s
Daughter and The Death of Books
awaiting development and production.

Years ago I ended up at an after-show
party in Woollahra. I spent most of the
evening soaking in the atmosphere of
the elegant terrace house. I gathered the
house was owned by a director called
Ken Horler and his wife Lillian. Soon after
I sat down to write a play (called No Man’s
Land) and I used my idea of this house as
a setting. The play was premiered at the
Nimrod Theatre, directed by Ken Horler.
Sometimes theatre is magic.
There was some argy bargy about the
name of my play when it came to be
published. A play called No Man’s Land by
Harold Pinter had premiered in London
six weeks after my premiere. I had to give
in. I retitled my play as Crossfire. Ken
Horler bought me a copy of Pinter’s play
back from London. It has been on my
shelf all these years. Annoying me.
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Years go by. I noticed the Lysicrates Prize.
Wow – I thought. Great gig. I thought
– I have another play in me. I reached
into my bookshelf for Pinter’s No Man’s
Land. I noted – four male actors. Okay.
I will have four female actors. I noted
the balance of power. I asked myself –
in what circumstances would two older
women hook up, drunkenly, and go back
for a nightcap? I remembered a senior
female actor turning up to rehearsal
of one of my plays, after a night out
on the tiles. She had lost her handbag.
I remembered a newspaper story about a
glamorous celebrity who hadn’t realised
she had been the victim of theft until she
saw her necklace on another woman.
Then, as I was writing, the rich bitch calls
the old slag a goose. And I remembered
a story Anna Volska had told me about
the goose in the bottle
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THE PLAYWRIGHTS 2017 / NICK COYLE / FEATHER IN THE WEB

Left to right: Gareth Davies. Tina Bursill, Linda Cropper and Nikki Shiels.

Nick Coyle is a writer, artist and theatre
maker. His solo works include: Queen
of Wolves, Blue Wizard, Double Tribute,
Me Pregnant! and Guided Meditation,
which have been performed in Sydney,
Melbourne, Brisbane, Ithaca, London,
Oslo, New York and Edinburgh. His full
length plays include The October
Sapphire (New York Fringe), Kittenbone
Bridge (STC Wharf2Loud), Rommy (Old
Fitz), Hammerhead (is dead) (Griffin).
Me Pregnant! was awarded the
Powerhouse Outstanding Comedy Award
at the Melbourne Fringe Festival, and the
SMAC (Sydney Music, Arts and Culture)
Award for Best on Stage. Blue Wizard
won the SMAC award for Best on Stage.
Queen of Wolves, Rommy, and Me
Pregnant! were shortlisted for the
Philip Parsons Fellowship.

The Feather in the Web started with the

There are lots of stories about the

idea of a girl who does whatever she

redemptive quality of love, fewer about

wants, whenever she wants. Because

the damage love can do, especially

the idea of a girl doing what she wants is

first love.

political. A girl who doesn’t laugh unless

When she falls in love with Miles, it is

there’s something funny. Who doesn’t

against her will, and Kimberly is suddenly

care about what she looks like, who

beholden to something epic, magic, brutal

doesn’t accept the insidious training of

and destructive. Something that doesn’t

the time she was born into. What would

care if she lives or dies. In her quest to

she do? Where would she go? There’s so

have her love requited, she consciously

much freedom in a lead so unshackled,

and unconsciously changes herself:

and with this character, Kimberly, at the

warping her identity, doing away with her

helm, the play pretty much wrote itself.

dignity, all at a great cost. Part of her will

Well, the first 20 pages did.

not survive.

I heard about the Lysicrates prize deadline

I love the theatre and writing for the

late, so I entered those 20 pages and the

theatre, but like Kimberly, sometimes

play was shortlisted. Since then, writing

pursuing what you love can be a

the next 60 or so pages was the hard

perilous undertaking.

part. The problem was coming up with

I’m grateful to John and Patricia for this

something that could derail a character

great initiative; anyone who supports

who was underailable. But suddenly the

people stupid enough to be playwrights

obvious choice was obvious: Love.

is a hero to me.
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THE PLAYWRIGHTS 2017 / MELISSA BUBNIC / GHOSTING THE PARTY

Left to right: Amanda Muggleton, Lynette Curran and Shari Sebbens.

Melissa Bubnic is a writer for stage and
screen. Her plays include: When Vampires
Shop (Power Plays, Sydney Theatre
Company), Boys will be boys (Headlong
and Bush Theatre, Silo Theatre, Sydney
Theatre Company), Beached (Marlowe
Theatre and Soho Theatre, Melbourne
Theatre Company, and Griffin Theatre
Company), Mariage Blanc (Sydney Theatre
Company), and Stop. Rewind. (Red Stitch
Actors’ Theatre, 2010, 2012). She won the
Patrick White Award for Beached in 2010.
She is currently writer in residence at the
Orange Tree, and is writing an original
feature film for Who’s On First.

All of my grandparents lived to reasonably
old age. And they all lived too long. They
all had dementia, and needed care in a
nursing home. Towards the end, they were
frequently distressed. I visited a lady who
was 99. Her mind was sound. She managed
to stay in her home but her body had given
up and she needed care to do the most
basic things – get out of bed, wash, toilet,
eat. Care assistants would come four times
a day. Sometimes, one of them would miss
the shift so she would have to wait for
hours, in bed, in her own waste, until the
next 25-minute visit.

pattern. Community outrage and disgust
is registered on talk back radio, on current
affairs programs, by politicians. There
is general consensus that this is no way
to treat the people who survived the
deprivations of the Great Depression, and
fought for our freedom during the war.
There is a reminder of our responsibility
to care for those who used to care for us.
And while these individual scandals are
dealt with in turn, the system that created
the conditions for these transgressions
blunders on, seemingly immune from any
serious challenge.

Every now and then there’s a scandal that
briefly forces the spotlight on how we
treat our older people. Whether it’s the
infamous kerosene baths controversy at
Melbourne’s Riverside nursing home, or
the 2010 federal government report which
revealed that nursing home assaults had
increased by 50 per cent in 12 months
and sexual assaults had jumped 36 per
cent – our response follows a predictable

We are living longer than ever before but
we do not necessarily live well. The title of
the play is about wanting to leave the party
without saying goodbye – leave when it
suits you, when you’ve had enough.
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The play puts an uncomfortable question to
our audience: are we better off dead than
old and ill? It is taboo to say that you want to
die. But the alternative is truly frightening.
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Justin Fleming:
First playwright to be shortlisted then performed in full
The Greeks, as we know, invented our
drama. Sophocles’ Oedipus Rex was first
performed in Athens in 429 BC and 2399
years later, in 1970, I studied the play in
E.F. Watling’s beautiful translation for the
H.S.C. I also played the role of Tiresias
in the school production, one of the joys
of my youth. The following year, as a
student of Drama at the University of New
South Wales, I saw Sir Tyrone Guthrie’s
famous production of the play. It was not
only a tale of a man who slew his father,
accidentally fell in love with his mother
and spawned children. It was also a drama
of destiny – every step taken to avert your
destiny can be a step towards fulfilling it.
Each of the great Greek tragedies and
comedies that I read was a drama of
big ideas. And it is big-ideas plays that
remain my favourite to this day. In ancient
Athens, as in Sydney now, these dramas
did not come about without someone
who specialised in making things happen
– the chorêgos. In 335 BC the chorêgos,
Lysicrates, was generously applying his
wealth to the creation of works in the
performing arts. All this time later, how
extraordinary it was for me to be the
beneficiary of his legacy in a most unusual
event in Sydney. My play, The Literati,

would not have seen the light of day were
it not for Lysicrates.
I originally called the play The Savvy
Women, but before I set to work on it,
I pitched the idea to a number of theatre
managements. I would translate and
adapt Les Femmes Savantes, a comedy by
Molière about literary pretension in Paris
in the seventeenth century, the politics of
which was invading and dividing a family.
I accepted that it did not immediately
scream out as a subject for Sydney in
the twenty-first century, but I fervently
believed that the gushing hyperbole
that passes for book clubs both on and
off television was a rich field for modern
comedy. No one commissioned the play.
In 2013, my dear friend the great actor
Don Reid died. I had worked with his wife,
the distinguished actress, Fiona Press,
also a dear friend, on my first foray into
adapting French literature to the stage.
I had been looking for a suitable piece,
and my wife Fae suggested Emile Zola’s
Au Bonheur des Dames. Under the title
The Department Store, it was beautifully
directed by Christopher Hurrell for
Parnassus’ Den Theatre Company at The
Old Fitzroy in Sydney. Now, with The Savvy
Women, I wanted to write a role for Fiona
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as a small token of support in her grief. This
propelled me into doing The Savvy Women
without having any happy home for it to
be produced.
Then in 2014, a miracle occurred. Reaching
back into ancient Athens, John and Patricia
Azarias reincarnated the spirit of Lysicrates,
inviting playwrights to submit one act or
twenty minutes of a new Australian play
for the Lysicrates Prize, to be administered
by the Griffin Theatre. Three works would
be chosen for presentation in Sydney’s
Royal Botanic Gardens. I was not sure if
The Savvy Women fitted the description of
an Australian play but I was assured it did.
I was thrilled to learn it would be one of the
three plays for the inaugural season of the
Prize. Brilliantly directed by Gale Edwards,
with Fiona Press in the role of Philaminte,
the play had its first outing. It did not win
First Prize, but was awarded $1000 as a
runner up. Lee Lewis, with whom I had
toured nationally in Bell Shakespeare’s
The School for Wives, sat with Peter Evans
watching the performance, at the end of
which Peter leaned over to her and said
“Do you wanna do this with us?” An historic
co-production between Griffin Theatre
Company and Bell Shakespeare Company
was born.
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Picture: Jane Dempster

In 2015, I was about to fly to Gallipoli when
Lee Lewis rang. She had a problem with
the title The Savvy Women. First, “savvy”
suggested “streetwise”, which only applied
to one of the characters in the play, and
second, the title did not embrace the
male poet, Trissotin, Molière’s “three fools
in one” who was as much embalmed in
elevated literary pretension as any of
the women. Sitting in a radiant sunset in
Istanbul, I drew up a list of titles, and both
Peter and Lee independently responded
enthusiastically to The Literati. A year
later, under Lee’s exquisite direction, five

extraordinary actors turned mere words
on a page into theatrical gold. Any concerns
I had about the play appealing to a modern
Sydney audience evaporated at the first
preview, which was greeted with a riotous
standing ovation. The season quickly
sold out.
Thank you, Molière. Thank you, John and
Patricia Azarias. Thank you, James Martin.
Thank you, Lysicrates.
Justin Fleming
October 2017
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LYNETTE CURRAN
ACTOR / GHOSTING THE PARTY / 2017
The mention of Lynette Curran’s name
is guaranteed to bring a smile of
recognition to the faces of Australians of
a certain age. One of Lynette’s early roles
was Rhoda Lang of Bellbird, the beloved
early TV soap opera, first screened on the
ABC in 1967.
Lynette grew up in Strathfield in what she
describes as a dysfunctional family. As
the youngest child, she discovered very
early how she could produce domestic
happiness. When she sang or performed
“they all came together and laughed
together” she says. “Otherwise it was
a war zone.”
Talk of her traumatic childhood leads
to the revelation of her spiritualism.
“I’ve always been a spiritual person,” she
says. “I think that’s what really saved me
through my childhood. I played for hours
on my own and I know I astral travelled.”
So acting is not the only string to
Lynette’s bow. She has a rich life in
spiritualism, working regularly as a
medium. She discovered this talent
25 years ago when she foresaw a friend’s
death in a car accident.
“I work as a reader, a channeler and a
healer,” she says, “and I will go on with
that till I pass. I’ll always have that
along with my creativity. And I bring my
channeling into my acting.”

At 17 Lynette persuaded her father to
allow her to attend drama classes. She
began acting in 1964 in ABC radio plays,
and in theatre productions around
Sydney and Melbourne.
Over half a century, she has performed
for major and minor theatre companies
all across Australia.
Playing with Deborah Kerr in The Day
After the Fair at Melbourne’s Comedy
Theatre in 1979 was an early highlight of
her theatrical career. “I loved doing that,”
she says. “I got to work with her very
closely and got to know her.” Although
the British actress died ten years ago,
Lynette’s relationship with her continues.
“I love her. She’s passed now, but she has
been to me in spirit. She comes to me.
She’s just a very special woman.”
Another highlight was revisiting Lorca’s
Blood Wedding for the Sydney Theatre
Company in 2011, having first played
in a production at Sydney’s Cell Block
Theatre early in her career. “I adore the
poetry of Lorca,” she says.

on the Seine. The walk to the theatre
was magic. I fell in love with Paris.
Well who doesn’t?”
As well as her theatre work, Lynette has
more than 80 film and television credits
– so far.
Beginning with Bellbird, the list of her
TV appearances constitutes a history
of Australian television – Number 96,
The Restless Years, A Country Practice,
All Saints, Always Greener, Blue Heelers,
Love My Way, Underbelly: The Golden Mile,
Rake, Bed of Roses, Wentworth Prison,
Cleverman and Newton’s Law.
As for films, she’s received AFI nominations
for her performances in Bliss and The
Boys, and she won the AFI award in 2004
for best supporting actress in Somersault.
Her other notable films include Alvin
Purple, Caddie, Heatwave, The Delinquents
and Japanese Story.

In 2012 she performed in the STC
production of Gross und Klein with Cate
Blanchett. The show toured the UK and
Europe. “The tour was wonderful,” she
says. “I’d never been to Paris. Gosh it was
lovely! We stayed in a hotel in the Marais

Talk of her participation in the 2017
Lysicrates Prize leads to the topic of
Greek drama, and Lynette’s eyes light up.
She launches into a story about her trip
to the 1997 Thessaloniki International
Film Festival, where she was representing
The Road to Nhill, a film in which she
played the part of Margot. She was
flabbergasted to be called to the stage
to receive the Golden Alexander when

and I walked to the theatre, which was

the film won Best Feature-Length Film.
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Amanda Muggleton and Lynette Curran (right) in Ghosting the Party.

But her most vivid memory of this event
was the thrill of finding herself sitting
behind the legendary Greek actress Irene
Papas, one of her life-long role models.
“As a student I saw all her work, Elecktra
and all of those. My drama coach would
take us to Sydney University to look at all
the lovely films with Irene Papas as a young
actor. I just adored her. And there she was
sitting in front of me with her husband.”
Lynette was delighted to be part of the
Lysicrates Prize, reading the role of Grace
in Melissa Bubnic’s winning play Ghosting
the Party. The first act of the play

involves three generations of women:
Grace is the oldest, and she wants to
die. Lynette believes strongly that issues
like euthanasia should be brought to
the stage, and she is enthusiastic about
the idea of the play receiving a full
production some time very soon.

After more than 50 years on stage and
screen, Lynette has no plans to hang up
her acting boots. She’s just returned from
Queensland where she’s been filming
a guest appearance in a new television
series. “I play a croc hunter who drives
a barge and carries a rifle!”

“I loved that play,” she says. “So many
people are in so much pain, and they
don’t want to die in that way. By
dramatising these things, the message is
going out there that we have to think of
helping people that are in such distress,
where life is unbearable.”

“I’m playing eccentric old ladies,” she
says, “because that’s what they’re casting
me in lately. Libidinous ones. I don’t
know why …”
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Kathleen Gilbert
October 2017
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BELINDA GIBLIN
ACTOR / THE GOOSE IN THE BOTTLE / 2017
Belinda Giblin is enjoying a ‘renaissance’.
That’s how she sees it. After almost
45 years as an actor, she couldn’t be
more excited about her recent work.
“Now, in my late sixties, it’s lovely that
I’m suddenly playing transformational
roles, not sexy, pretty or business
executive types,” she says.
Her conversation is full of positive words
– optimism, joy, love, thrilling, lovely,
lucky, dream – and the words come thick
and fast as she talks about her work, her
family, the theatre, her childhood, and
her cryptic crosswords.
Speaking over coffee in Leichhardt,
where she’s lived for 31 years with her
family, Belinda radiates enthusiasm.
Her acting work is richly varied, and she’s
about to start a stint on Home and Away.
But it’s the stage that fires her passion.
“Theatre’s my great love,” she says.
This brings us back to her ‘renaissance’
and two recent ‘transformational’ roles.
Blonde Poison is the story of a beautiful
young German Jewish woman who did
a deal with the devil in 1940’s Berlin.
To save her parents and herself from
the Nazi death camps, Stella Goldschlag
agreed to become a ‘catcher’ for the
Gestapo, informing on thousands of

Jews in hiding. Belinda played Stella
as an older woman in her first ever
one-woman show.

“I wanted to do it,” she says. John Clark,
NIDA’s then artistic director, advised her
to move to the ‘school of hard knocks’.

After a sold out season at the Old Fitzroy
Theatre in early 2016, Blonde Poison
moved to the Studio at the Opera House,
and then to the Melbourne Theatre
Company. There’s a possibility that the
production, directed by Jennifer Hagan
– Belinda’s great friend and one of her
‘fave’ directors – will head to New York
sometime in the future.

Following an audition at Hector
Crawford’s Melbourne television studio,

The other role was early this year in the
Pulitzer Prize-winning play Doubt, again
at the Old Fitzroy. She played Sister
Aloysius, a senior nun, ‘an absolute gift
of a role’.
“I’ve done so many years of television,
but very much you’re cast to how you
look,” she says. “And how I look is boring
to me. It’s putting on the mask and being
someone else entirely ... Doubt and
Blonde Poison were just wonderful!”
Belinda was destined to become an actor.
Throughout her childhood in Tamworth,
her parents were both very involved in
amateur theatre. “Growing up was an
absolute dream,” she says. “It was a joy!”
After completing an arts degree at Sydney
University, she went to NIDA, but she was
too restless to stay after the first year.
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she was admitted to the ‘Crawford stable’.
For more than 12 years she appeared in
many Crawford series, including Matlock
Police, Homicide, The Box, The Sullivans
and Sons and Daughters.
Belinda explains how different television
is from theatre. Television “is like going to
the office,” she says. “You know, you get
there at 5.30 in the morning and put your
make-up on and go into the big cold set
which is like an airport hanger. And you
do scenes out of sequence and there’s
no audience.”
Then her face lights up as she describes
the rehearsal period in theatre. She loves
the creative process, the experimenting
and delving into the characters.
“It’s like a kindergarten playground,”
she says. “Let’s play! Why don’t I try it this
way and you try it that way? You just don’t
have time to do that in television.”
“And it’s fun being with other actors,”
she says. “I love actors because they wear
their hearts on their sleeves. We’re all
vulnerable and frightened as hell really,
but it’s still fun in a kind of delicious way.”
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“And then when we put it up there on
the stage, you can feel it. That feeling
from an audience is what I love, and
that’s the difference between theatre
and television.”
But she recalls winning a Sammy award
when she was very young for a telemovie
called Say You Want Me as a highlight of
her career. The Sammys were judged by
her peers, and that made it ‘extra special’
for her.
Another highlight is Love Child, a play
by Joanna Murray-Smith, that she
produced herself at the Griffin in 2003.
Belinda played a mother who had given
up her baby for adoption. The play
is about a very challenging motherdaughter reunion 25 years later. She cast
her own daughter Romy, fresh out of
drama school, as the daughter. “Being a
producer was exciting’,” she says, “and
we got great reviews.”
Now she’s looking forward to more
transformational roles. While there’s
nothing on the horizon, “that’s not
unusual,” she says.
She then describes the angst of an actor
waiting for work.

Belinda Giblin, The Goose in the Bottle.

“One minute you can be the talk of the
town and everyone’s saying You must
see this play! And the next – There’s a
conspiracy. Nobody likes me. What have
I done wrong?”
“There’s not an actor that doesn’t think
like that. What’s wrong with me? They
hate me! They think I’m useless! They think
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I can’t act. Oh I can’t act. Whatever made
me think I could act? So you go through
all that idiocy.”
But her work is clearly her joy – angst,
idiocy and all.
Kathleen Gilbert
October 2017
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KIM HARDWICK
DIRECTOR / GHOSTING THE PARTY / 2017
You could say that Kim Hardwick became
a theatre director by accident – or
perhaps a series of accidents.
Her early career as a dancer was
terminated by a motorbike crash. Her
injuries meant she “wasn’t going to be
dancing any more.” But it didn’t mean
she was ready to leave the stage behind.
“I’d already started thinking about dance
as a broader means of storytelling,”
she says, “rather than storytelling just
through physicality.” So she changed tack
and went to the Victorian College of the
Arts to study acting. “I loved that for a
while, and then I got stage fright.”
Another kind of accident? “It was one
of those weird things,” she says. “It just
came on one night, and I said I’m just
never going to go on stage again.”
After that Kim ‘wafted around for a while’
until a friend said to her, “I’ve always
thought you should be a director.”
Directing had never occurred to her, but
she gave it some thought and applied
for a place in the directing course at
the Western Australian Academy of
Performing Arts.
When her application was accepted,
she realised she had found her true
storytelling niche.

“I’m much more comfortable being the
person who is in the shadows really,” she
says. “Even though you could say that
as the director your opinion and your
personality are all over the stage. But I’m
more somebody who prefers to be sitting
quietly with a glass of wine on opening
night, and not having to be noticed.”
It’s hard not to notice Kim Hardwick. She
is full of serious intensity as she talks
about her work and how she got started
as a director.
“As a way of making ends meet, I started
to teach acting at drama institutions,” she
says. “That really kept honing my skills,
like script analysis and communication
with actors and other creatives.”
In the beginning, she begged, borrowed
and stole everything she needed –
spaces, equipment, actors – to put on
her own work. “Eventually, over a period
of time, people start to develop a trust
in your work and what you do, and then
it snowballs from there.”
With her partner, lighting designer
Martin Kinnane, Kim now runs White Box
Theatre, a small production company
with a particular focus on emerging
Australian writers.
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When asked to nominate some highlights
in her career so far, it becomes clear that
what excites Kim most is the process of
making theatre.
She talks about two productions she
is particularly proud of. The first was
Jonathan Gavin’s play Bang, which she
directed at the Belvoir Street Downstairs
Theatre in 2010.
“There was something about the way
that play came together,” she says. “The
people who were working on the play,
the environment it was in, the time
it was on, that just made everything
seem perfect about it. It’s not very often
when that happens, to be honest, when
everything just goes, It’s meant to be.”
Kim wasn’t the only one to recognise
the magic. The production was widely
acclaimed. Theatre critic Augusta Supple
delivered this verdict: “This is one of the
most moving, beautiful, important, tender,
remarkable, intelligent, perfect plays of
contemporary Australian theatre and must
be seen because it will at once elevate,
interrogate, inspire our understanding
of the world and each other.”
The second production Kim particularly
values is Hurt, a new Australian work by
Catherine McKinnon, performed last year
at the Old 505 Theatre in Newtown.
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Left to right: Amanda Muggleton, Shari Sebbens and Lynette Curran in Ghosting the Party.

“That was very well received and it was
just beautiful to watch,” she says. “It
was something again about the casting,
about the way the actors came together,
supported each other, and it was really
very special to watch.”
Another stand-out experience for Kim was
being resident artist in the Griffin Studio
program in 2015. The program offers
one artist a year-long residency with the
Griffin Theatre Company. The opportunity
to work inside a company for a year is
invaluable in terms of craft development.
“That was fantastic!” she says. “To be
able to sit, without any agenda, and to be
able to share how it is that you’ve come

about certain decisions, or to ask a fellowcollaborator how they came to reach that
decision, is really a bit of a gift.”
With her interest in Australian writers
telling Australian stories, Kim is
enthusiastic about the Lysicrates Prize.
“It’s a fantastic thing! And I really love the
fact that it’s for mid-career artists. The
mid-career artist seems to become a little
bit invisible. I think that’s in all forms
of art, not just playwrights, because
everybody wants the new fresh thing.”
In talking about her own experience of
being involved in the prize, she returns
to the topic of the process. “I think just
being able to communicate with the writer
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about their work and what they would
like to see, is fantastic. Having the close
conversation with the actors and nutting
things out in the room is wonderful!”
Although her passion for the theatre
takes up most of her time, Kim is also
interested in art, and in fashion, which
she sees as ‘another form of expression’.
“And I love to travel,” she says. At the end
of the year she’s planning a trip to Berlin,
Russia, London and Prague. “So I’m going
to freeze my butt off, but it’s the only
time I’ve got so I’m just going to grab it!”
Kathleen Gilbert
October 2017
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CLAIRE LOVERING
ACTOR / THE GOOSE IN THE BOTTLE / 2017
Claire Lovering was barely out of her
teens when she found herself performing
with a professional theatre company.
She played a young English backpacker
in Tim Winton’s first play, Rising Water,
for Perth’s Black Swan Theatre Company.
“It was such fun,” she said.
It is immediately clear that anything and
everything about show business is ‘fun’
for Claire. She wants to experience it all
and she relishes a challenge.
Growing up in Perth, she was just 17
when she began her three-year acting
course at the Western Australia Academy
for the Performing Arts.
Although she moved to Sydney after
graduating in 2010, for a few years she
returned to Black Swan every year to do
a show. “It was a nice safe place,” she
says, and a good training ground which
provided security at the beginning of her
career. “I could stay with my family for a
few months and rehearse and do a play.
That was really fun.”
But it’s clear that she didn’t need the
security for too long. Although she’s
incredibly modest about it, Claire has
packed a lot of experience – mainstream
and independent theatre, television, even
a Hollywood blockbuster – into a career
that is so far only seven years old.

After the Black Swan Theatre Company,
her next big show was The Graduate in
Melbourne with Jerry Hall. While this was
an ‘amazing experience’ for the young
actor, she says it was also ‘a bit weird’.
There were flashing lights, red carpet
and celebrities outside the theatre on
opening night, and red ropes outside the
stage door for the autograph hunters.
Turning her hand to writing, Claire wrote,
produced and acted in her own onewoman show, River, performing first at the
Bondi Feast Festival in 2014, and then at
the Old 505 Theatre. River was described as
‘an awkward, hilarious and at times tragic
portrait of a life lived alone … inspired by
personal musings on life and loneliness’.
The show was well received and toured
to the Perth and Adelaide Fringe festivals.
“It was fun but it also sent me broke,” she
says. “And it made me rethink producing
my own shows in independent theatre.”
“There’s so much independent theatre
on, and if it’s about selling tickets then
you’ve got to make sure you’re selling
something that people want to buy.”
But Claire is hungry to learn and it’s all
about the challenge. River “was a really
interesting learning curve for me because
it was a one-woman show literally. I
learned a lot about publicity and PR and
marketing. And it really forced me to
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put myself out there, which was a really
good exercise.”
She wants to be more strategic when
she next turns to writing. “And I think
that means writing something for myself
to do on screen,” she says.
Over the last couple of years Claire has
performed in a number of plays on Sydney
stages, including Detroit for Darlinghurst
Theatre Company and Sport for Jove’s
summer season. And in 2016 she had her
first regular role in a television series.
“I was a main character in a series
called Hyde and Seek, a crime drama for
Channel 9,” she says. “I learnt so much
doing that and I had so much fun. I really
liked the community atmosphere. I loved
all the people on set. That’s something
I want to get better at, and want to do
more of.”
As for the Hollywood blockbuster, she
had one line in San Andreas, a 2015
disaster movie. Once again, “It was fun.”
Claire is clear-eyed about the chances
of full employment as an actor, but her
optimism shines through as she talks.
She has a casual job at the Verona and
Chauvel cinemas in Paddington, where
she lives. “I sell tickets, do the bar.
It’s nice to be part of that world and

theatre for all
community. And I get free movies, so I
save a lot of money.” She’s also recently
started doing some voiceover work.
“I think it’s a really tough industry to be
in, but if you just despair and sit around
waiting for the phone to ring, that’s
the wrong attitude,” she says. “I think
that’s why I ended up writing my own
show, and that’s why this voiceover stuff
helps. It stops you sitting around being
annoyed. That’s not a very good way to
use your energy. You’ve got to put it into
something else.”
There’s clearly been a lot of reflection on
dealing with the precarious nature of an
acting life. Claire believes that ‘attaching
your self-worth’ to full employment
as an actor is the road to unhappiness.
“So I’m just trying to ride it a bit more
buoyantly,” she says.
Claire Lovering (left) and Celia Ireland in The Goose in the Bottle.

Talking about the inevitable quiet periods
between acting jobs, she says “you’ve
just got to learn to make peace with them
and do other things.”
‘Other things’ for Claire includes five
weeks in New York last year studying
method acting on a Mike Walsh
Fellowship. And a month spent with her
family in Italy and England was ‘a really
special close time’.
“People with jobs can’t do that,” she says.
But Claire’s future as an actor is looking
very bright indeed. This year she received
rave reviews for her role as Honey in the

Ensemble production of Who’s Afraid of
Virginia Woolf? And as we go to press
she’s appearing in Dinner for the Sydney
Theatre Company.
As for her experience of being part of the
Lysicrates Prize, “It was really awesome
because we got to meet new actors and
work with Gale Edwards.”
“I thought it was a really wonderful week.
It was such fun!”
Kathleen Gilbert
October 2017

Kathleen Gilbert.
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An Idea is Reborn
The Kids’ Choice
in Parramatta 2017

Plate XXV: Satyr holding a torch about to join battle while another satyr leaning
on a tree stump and holding a thyrsus watches on, as illustrated on the frieze
in Stuart and Revett’s The Antiquities of Athens, vol. 1 (1762), chap. 4. Centre for
Classical and Near Eastern Studies of Australia, University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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Augustus Earle, A View in Parramatta Looking East (1825-1828). State Library of New South Wales, [PXD 265]

Democracy and Civilisation
COUNCILLOR ANDREW WILSON
Lord Mayor
City of Parramatta

One of the most powerful forces that can
bind a community together is a shared
pride in its history. For without that
shared pride, there is less firmness to
the community, there is less willingness
to sacrifice the personal for the
commonality, there is, very importantly,
less of a shared identity.

So it is critical for us to highlight the parts
of our history, the people, the events,
that can capture the imagination of all
of us in this diverse community of ours,
and make us feel a shared pride.
One such person is James Martin,
the Irish-born Parramatta lad who was
brought up in the servants’ quarters of
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Parramatta Government House and who
overcame poverty and discrimination
to become three times Premier of New
South Wales, and Chief Justice.
The boy James was so determined
to get an education that, for two years,
he walked or hitched rides from his
home in Parramatta to high school in

theatre for all
Sydney. His generosity, eloquence and
determination were legendary, and
were the making of his brilliant career.
The hub of Sydney may have been
named after him but, until recently,
Martin has remained an obscure figure,
his contributions to Federation, to the
colony’s constitution, its economy, and
its education completely unknown.
It has taken John and Patricia Azarias,
co-founders of the Lysicrates Foundation,
to rediscover this Western Sydney boy
who took the big smoke by storm, and
to celebrate his life as an inspiration to
the youngsters of Western Sydney, and
indeed youngsters everywhere.
The Foundation has not only
commissioned a statue of the boy
Martin striding off to school, but has also
sponsored an innovative competition

for plays written for children, where
the winner is democratically chosen by
the children themselves. The competition
is, purposely, held in Parramatta, at
Riverside Theatres.

Shadow Minister for Trade, Investment,
Resources and Northern Australia, and
The Hon Walt Secord MLC, NSW Shadow
Minister for Health, the Arts and the
North Coast.

For me, this is a great way to empower
kids, introduce them to democracy, and
make them feel their vote counts; a great
way to get kids to believe that one day,
their stories could be told too; and a
great way to introduce the magic of live
theatre to kids who may have come from
cultures where it is unknown.

Our appreciation and gratitude go to
John and Patricia for re-acquainting us
with this forgotten giant of Parramatta,
and for helping us introduce our kids to
live theatre and, most importantly, to the
practice of democracy. May the kids never
forget these lessons. And may Martin’s
memory serve as an inspiration to future
generations. Because pride in his example
is something all of us can share.

So it was a joy to attend the inaugural
Martin-Lysicrates Competition, and to
unveil the statue of the boy James Martin
with Dr Geoff Lee MLA, Parliamentary
Secretary to the Premier and State
Member for Parramatta, in the presence
of The Hon Jason Clare MP, Federal
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Honouring James Martin
The Parramatta Boy Who Took the Big Smoke by Storm

As the whole Lysicrates project gathered
pace, we both became enthralled by
the story of the 12-year-old Irish-born
James Martin, coming from an oppressed
and excluded national background, and
too poor to afford a carriage fare, but
so determined to get an education that
he walked from Parramatta to school in
Sydney. Pretty soon, we realised what
a wonderful example he would be to
children everywhere, and particularly
to those of Western Sydney. A sizeable
proportion of those children do not
come from local backgrounds or affluent
families either. It would, we thought, be
marvellous if we could introduce to them
the figure of the Parramatta boy who,
nearly 200 years ago, overcame poverty
and discrimination to take the big smoke
by storm. Even if just one of them said to
himself or herself, well, he did it, so maybe
I can too, it would be enough. And learning
about his story, they could feel a shared
pride in the history of their region.
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So we made up our minds to do two things
to introduce children to that Parramatta
boy, and to honour him, his struggles,
and his success.
The first thing we settled on was a
statue of James Martin. But not the
usual statue of a bewhiskered Victorian
worthy. There are hundreds of those all
over Sydney. Instead, our statue is of that
determined 12-year-old boy striding off
to school, a book of Homer in his hand.
(Maybe the kids of Western Sydney would
discover the majesty of Homer, too). The
evocative statue has been sculpted by
Alan Somerville, who created the soldiers
on Sydney’s Anzac Bridge.
The second thing we decided on was an
off-shoot, for children, of our Lysicrates
Play Competition for adults. We would call
it the Martin-Lysicrates Prize. Playwrights
who specialise in writing for children were
invited to submit first acts aimed at 8- to
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12-year-olds. The kids would then vote,
just as the grown-ups do for the Lysicrates
Prize, for the first act they most wanted
to see developed into a full play. That
way, they would not only be introduced
to the magic of live theatre, but also to
the practice of democracy. For some of
them who come from countries where
democracy is unknown, this would be a
hands-on lesson on empowerment.
We were thrilled at the roaring success
of the first Martin-Lysicrates Competition.
The statue of the boy James Martin was
unveiled there, and it was moving to
see kids lining up to get their picture
taken next to him. We were watching
the beginning of a shared pride in
local history.
We like to think that James Martin would
have been pleased.
John and Patricia Azarias
October 2017
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The Inaugural Martin-Lysicrates Play
Competition
Theatre for All Children
ROBERT LOVE
Director, Riverside Theatres

JOANNE KEE
Executive Producer, National Theatre of Parramatta

For the Greeks theatre was for everybody
whether rich, poor, young or old. It was
theatre for all. This is the watchword
of the Lysicrates Foundation, and it is
one which particularly appealed to us
at Riverside Theatres and the National
Theatre of Parramatta whose catchcry
is “putting the nation on stage”.
Western Sydney is perhaps the most
culturally diverse region in the nation.
Many of our residents, while steeped
in diverse performance and storytelling
styles and traditions, may be less
aware of the antecedents of western
theatre. At Riverside and NTofP we are
enthusiastic about the potential of
introducing western theatre traditions to
younger audiences while also supporting
other performance styles and traditions.
We too believe in “theatre for all”.
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Robert Love and Joanne Kee,
centre, with John Azarias.

On 14 October 2017, it was actually,
“theatre for all children”, during the
inaugural Martin-Lysicrates Play
Competition. It was particularly
exhilarating and satisfying to watch a
young audience looking intently at the
actors, forming their judgements, and,
without quite realising it, absorbing the
magic and meaning of live theatre, as
well as participating in a hands-on lesson
in democracy. They themselves, rather
than a panel or an artistic director, were
voting for the winner, while their parents
took a back seat.
James Martin is a forgotten luminary of
Parramatta, whose early struggles and
triumphs over poverty and discrimination
particularly resonate in our region. His is
an example that, again, is for everybody.
We are thrilled that the Martin-Lysicrates
Play Competition is associated with
Riverside and the National Theatre of
Parramatta and we have been delighted
to have had the opportunity to collaborate
successfully with Griffin Theatre in
realising this innovative project.
We congratulate the Lysicrates
Foundation and look forward to its future
long life and working with John and
Patricia Azarias in the years ahead.
October 2017
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Martin-Lysicrates Prize 2017
The Kids Decide
WILL HARVEY
Associate Producer, Griffin Theatre Company

It may have been the first time that
children have ever commissioned a new
work by an Australian playwright, but there
could be no question that they took the
responsibility seriously. One young girl
arrived with a pre-drawn matrix; the names
of the plays across the top and the criteria
by which she was going to judge them
down the left hand side. There was earnest
discussion, breathless anticipation and
delirious excitement for the lucky majority
whose chosen play prevailed.

was full, both seats and cushions – for the
absolute best place to watch the play was
in front of the front row, close enough to
be a part of the action.
The action was to take place amidst a
travelling circus, designed by Isabella
Hudson, which was to be the home for
all three plays. Piles of old suitcases,

Best of all this wasn’t a crowd of familiar
supporters, but a brand new audience.
Families drawn to the intriguing prospect
of their children choosing the winner, and
in a small but determined way, helping to
shape the future of Australian playwriting.
The foyer filled with people rapidly. After
a slow start, tickets had flown out of
the door in the week of the event and
the Riverside box office began to worry
whether we’d fit everyone in. Children
with tickets had bought friends without,
eager to see what was going to happen.
Fortunately by 12.30 exactly, the house
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chairs, pots, pans, bric-a-brac became
beach buckets, cages for wild animals,
even navigational instruments for
a flying house. The message was
clear; playwriting is about using your
imagination and there’s nowhere that
a playwright can’t take you.
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The event started with a dramatic
performance by Brock Tutt, who has now
opened three out of the four Lysicrates
Prizes held to date. As always, his
extraordinary skills on the didgeridoo
were not just a dramatic way to open the
prize, but a reminder that there are older
storytelling traditions than even the Greeks
and that, in entertaining our audience today,
we were continuing a tradition started by
the Darug people, millennia before.
Robert Love, Director of Riverside Theatres,
acknowledged this antecedent and paid
his respects to the traditional owners of
the land in welcoming the audience to
Parramatta. Joanne Kee, Executive Producer
of National Theatre of Parramatta, spoke of
her company’s drive to engage new younger
audiences. Lee Lewis, Artistic Director of
Griffin Theatre Company, explained to the
young audience how a play would normally
come about and the important role that they
were to take on that day.

themselves on stage and the hint of danger
and mystery had them leaning forward as
the first act closed.
The final pay was House by Dan Giovannoni.
Part fable, part fairy tale and a rollicking
adventure, House tells the story of a little
big girl (a little girl who is big) who loses
her family and embarks on an unexpected
journey in a flying house. Children were
enthralled as the stage seemed to list and
pitch and characters staggered one way
and then the other as the house took flight.
It was an exciting note to end the plays on.
And finally, it was time to vote! There were
many adults anxiously watching the voting
taking place, uncertain as to how the
children would respond, eager to assist and
offer advice. But once again the children
were emphatic – all had made their minds
up before they left the theatre and one
by one the clay tokens were dropped into
the urns.
Brock Tutt.

The first play was The Zookeeper’s
Daughter, by Verity Laughton. The audience
were entertained by a shadow puppet
display (projected onto a bedsheet
suspended by clothes pegs above the
stage) that simply and concisely set the
stage for a gentle fable about taking on
responsibility and overcoming hardships
inlife with the help of unexpected friends.
The second play was Summerland, by Katie
Pollock, a summer holiday adventure, that
sees a group of friends ‘discover’ a new
kid on the beach and attempt to keep the
secret to themselves. Children loved seeing

Outside, the crowd was greeted by The
Bell Bird Bush Band performing some of
Australia’s best known and well-loved
songs and the children, bursting with
energy and excitement after having to sit
still for so long, rushed out to begin dancing
in front of the stage. They were almost
disappointed when it finally came time
for the winning play to be announced.
John Azarias, co-founder of the Lysicrates
Foundation, told the story of another
12-year-old, James Martin, who’d had
little time for dancing when walking the
20 km each way into the city to obtain
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his schooling in 1832. From such humble
beginnings, the young James Martin
rose to become three-time Premier of
New South Wales. A fitting inspiration to
the young audience gathered in front of
the stage.
The Lord Mayor of Parramatta, Councillor
Andrew Wilson, spoke of the commitment
of the Council to the artistic life of the city
and to the much-anticipated evolution of
Parramatta into a major cultural centre.
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The Hon Geoff Lee MP was visibly delighted
to be speaking to such an enthusiastic
audience, who’d had their first taste of
democracy in action and were about to
discover the results. Finally the prize was
announced … and a beaming Katie Pollock
had won for Summerland, receiving a full
commission to finish her play, and, two
return tickets to Athens. Should we be lucky
enough see a production of Summerland
in the future, there’s no question that
the front few rows on opening night will
again be filled by the same smiling faces
who willed the play into existence the first
time around.
But the occasion wasn’t done – it was time
for the long-awaited unveiling of the boy
who had become the spiritual patron of the
Prize. Eventually the statue of the young
James Martin will have pride of place in
front of the University of Western Sydney
campus, but he looked perfectly at home
in the courtyard at Riverside Theatres
surrounded by his peers, celebrating the
end of a thrilling day and looking forward
to the adventures that lay ahead.
October 2017
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Martin-Lysicrates Prize
The Playwrights

201 7
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THE CHILDREN’S PLAYWRIGHTS 2017 / VERITY LAUGHTON / THE ZOOKEEPER’S DAUGHTER

Left to right: Aanisa Vylett and Dash Kruck.

Verity Laughton is a South Australianbased playwright. Her 30+ plays
have been produced nationally and
internationally. Her works include mainstage adult dramas, plays for radio, a
promenade community event, a musical,
adaptations, plays for child and family
audiences, and for dance, puppets and
theatre of image. She also writes poetry
and occasional work for the screen.
Her awards include: AWGIE Community
Theatre, 2004; Griffin Prize, 2001; AWGIE
Radio Drama, 2004; Adelaide Critics’
Circle Best New Australian Play, 1999;
Inscription Award, 2009; nominations
include: NSW Premier’s Award; New
Dramatists’ Award; Griffin Prize;
Rodney Seaborn Prize (twice); London
Warehouse International Festival. She is
currently undertaking a PhD in political
theatre at Flinders University.

I’ve had a bit of a thing about ‘fabulous
beasts’ for years now. I am the proud
owner of mediaeval bestiaries, collections
of myths, faux-histories and tapestries,
as well as more recent volumes (quite
lurid – think Superman comics meets
tattoo parlour) about these creatures.
At the same time, over the past few years,
I’ve been writing (adult) documentary
theatre about profound and damaging
real-life experiences, in which people have
faced monsters of very different inner
and outer kinds. I am currently engaged
in another such project, so there is a
fair amount of my writing life when I am
sitting in darkness. Thus … when the idea
for The Zookeeper’s Daughter came to me,
I suspect I simply wanted an alternative
writing space and a different mind-set.
There’s an arena in which the unreal –
fantasy – can present as the best way
to encapsulate the all-too-real. I have
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written plays, puppet works, and even a
musical for young people over the years.
So, given my recent preoccupations, it
was a relief to contemplate an idea that
was gentle and funny (I’m particularly
fond of the Baby Basilisk…) and set
within a straight narrative tradition.
I hope that The Zookeeper’s Daughter
takes on board the triggers for both
grief and evil – because both are part
of our world and it is foolish not to
acknowledge that fact – but that it does
so with a solution available for the brave,
foolish and well-meaning (i.e. most of
us!). The fabulous beasts are, of course,
archetypes of qualities within us all, but,
co-opted into a narrative, I hope they can
offer a young audience both excitement
and healing and a positive approach
to life.
October 2017
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THE CHILDREN’S PLAYWRIGHTS 2017 / KATIE POLLOCK / SUMMERLAND

Left to right: Jeremi Campese.

Katie Pollock is a Sydney-based
playwright. Her plays for theatre are:
The Becoming (Redline Productions),
The Hansard Monologues – Age of
Entitlement (Seymour Centre/MOAD),
Blue Italian & Nil by Sea (Site & Sound/
Peter Fray), The Hansard Monologues –
A Matter of Public Importance (Merrigong/
Seymour Centre/Casula Powerhouse/
MOAD), The Blue Angel Hotel (Tamarama
Rock Surfers/Peter Fray), A Quiet Night In
Rangoon (subtlenuance/New Theatre),
A Girl Called Red (Newtown Theatre), Blue
Italian (The Street Theatre) and numerous
short work. Katie studied theatre at
UNSW, Sydney, and Middlesex University,
London. She won the 2014 Inscription/
Edward Albee Playwriting Scholarship,
and has been nominated for two AWGIEs
and a Silver Gull Award.

Remember how when you were a kid,
summer seemed to last forever? How
wherever you and your friends went –
to the beach, or camping, or just the
laneway behind the house – you made
the place your own and just for now, just
for this summer, it belonged to the kids
and nobody else?
There’s a feeling of boredom and
familiarity in that space. But there’s also
the chance of adventure because it’s
yours, it’s safe, and nothing bad could
happen. And because you’re a kid, and
you can’t yet control as much as you
want to – and certainly deserve to –
there’s also the possibility of danger.
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And then what if you were a kid who
didn’t have that safe space to explore
and play and grow? What if you were
thrown into a frightening new place well
before you were ready?
This is the territory I wanted to explore
in this play. It’s the feeling of being at the
edge of something – adventure, danger,
uncertainty, change. Not every kid has
to face these things before they hit their
teenage years, but they will eventually.
It’s joy and fear all mixed up together.
It’s the taste of childhood. And it’s alive.
October 2017
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THE CHILDREN’S PLAYWRIGHTS 2017 / DAN GIOVANNONI / HOUSE

Left to right: Kate Skinner, Andre de Vany, Emily Havea, Aanisa Vylett and Dash Cruck.

Dan Giovannoni writes plays for adults
and young people. His work includes
the Helpmann Award-winning Bambert’s
Book of Lost Stories for Barking Gecko
Theatre Company; Merciless Gods for
Little Ones Theatre, soon to play at
Griffin Theatre Company; Jurassica
for Red Stitch Actors Theatre; Turbine
for Malthouse Theatre’s education
program Suitcase Series; and Cut
Snake (with Amelia Evans, for Arthur).
Work in development for young people
includes Air Race for Arena Theatre
Company and Mad as a Cute Snake
for Arthur. Dan is a recipient of a Mike
Walsh Fellowship, 2016, and is currently
a writer in residence at Melbourne
Theatre Company.

A few years ago, a close collaborator
of mine – who I am co-creating House
with – introduced me to a quote from
Reinhardt Jung, an author of books for
children. Speaking about making work
for children, Jung said “It is a matter of
demanding, for the smallest, only the
finest”. For me, that’s an encouragement
to write fine stories for young people,
stories that speak to their complex
experience of the world, stories that
are full of joy and warmth, yes, but also
challenges and fears. They deserve great
work, and I hope that this playwriting
prize encourages more of it.
October 2017
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Ideas in Stone
Athens 334 BC
to Sydney 2015–17

Plate XVIII: Draped satyr thrusting a torch in the face of a seated pirate whose
binding transforms into a serpent and bites his shoulder, as depicted on the
Lysicrates Monument frieze in Stuart and Revett’s The Antiquities of Athens,
vol. 1 (1762), chap. 4. Centre for Classical and Near Eastern Studies of Australia,
University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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Ideas in Stone:
An Introduction, in which the Monument
makes Martin as much as Martin the Monument

The lovely monument built by Lysicrates
still stands in Athens today. In marble,
it captures the thrill of the drama
competition, the contest of ideas, the
exploration of human dilemmas, the
passionate involvement of the citizens,
and the love of beauty, that were all
characteristic of the society of the time.
Over the centuries, just like the society and
what it stood for, the monument fell into
neglect and disrepair. It had to wait for the
eighteenth century to be rediscovered. In
the 1750s, two young Englishmen visiting
Athens on the Grand Tour made detailed
drawings of the whole structure, including
the frieze at the top. (See p. 86).
The reason they were interested in the
monument in the first place was that, in
the 18th century, the ideas of the ancient
Greeks were being revived, especially in
England. We still live with them today.

Vectors of philhellenism in Australia: William
Timothy Cape, James Martin and F. S. Burnell.
See pp. 92, 98 and 106, respectively.
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Democracy, the rule of law, the contest
of ideas, the love of beauty and harmony,
especially in architecture and sculpture, a
fascination with philosophy, science, and
oratory, an exploration of the complexities
of human behaviour, the belief that
everyone could understand, and have a
legitimate opinion on, politics, and art, all
of these were ancient Athenian concepts
that began to influence education and
politics 2000 years later.
They took root, and wherever the English
settled all over the world – America, for
instance, and the new land in the southern
hemisphere – those beautiful, civilising,
Greek-inspired ideas went with them.
In King Street and in College Street,
in the growing frontier town in that
new land, those Greek ideas found
valiant expression in two new schools.
W. T. Cape’s Sydney Academy and
Sydney College were created in the early
19th century to give a strong classical
education to all the talented boys of
the colony, regardless of social standing
or religion. (See p. 92).
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And one of those youngsters was James
Martin, a poor Irish lad from Parramatta,
who entered W. T. Cape’s Academy in King
Street in 1832. The extraordinary story of
how this brilliant, articulate boy rose from
the servants’ quarters and horse boxes of
Parramatta Government House to become
Premier of this state, and its Chief Justice,
and to give his name to the hub of Sydney,
can be found in “Ideas in Stone: The
Ascent of James Martin” (p. 98).
The point to stress is this.
James Martin would never have been
what he was if he hadn’t been able to take
advantage of the civilising ideas out of
ancient Athens that were prevailing as he
grew up, and that he learned at school.

Because of those ideas, he could not be
completely excluded from advancement
in society, which would have been his fate
in another time and another place. From
those ideas he learned about democracy,
justice and the rule of law. Together with
his native eloquence, his strength of
character – you only need to remember
his lifelong motto “Either I’ll find the way,
or I’ll make it” – they allowed, empowered,
him to rise, become a wealthy lawyer,
and argue convincingly, in a parliament,
for self-determination and empowerment
for the colony. From that whole world
view, he acquired a love of harmonious
beauty, and so was inspired to create our
own lovely replica of the monument of
Lysicrates, using the sketches made in the
18th century.

In short, the culture that had emerged two
thousand years before, on the other side of
the world, was the making of James Martin
in this raw and remote new society. He
never forgot that debt. Indeed (to our great
benefit even today), that culture was in
many ways the making of the society itself.
And, perhaps best of all, it gave him the
sublime Homer.
In a sense, the monument made Martin,
as much as Martin the monument.
For Martin, no civilised society could exist
for material ends alone. For him, as for
the Greeks, no-one could be a full human
being without a large quantum of culture.
So for him, civilisation and culture were
not supposed to be confined to a tiny elite.
On the contrary, they were for everyone.
Democracy – and civilisation. Two of the
great Greek ideas captured in stone.

Mr Cape had every reason to speak
favourably of James and at Christmas
presented him with two books, Pope’s
translation of The Odyssey and The Iliad.
These were inscribed, in the master’s
small, neat handwriting: “Awarded
to J. Martin, Xmas 1834, for his great
industry in learning. W. T. Cape.”
— E. Grainger (1970) Martin of Martin Place, p. 12.

Frontispiece to the first edition of Alexander Pope’s translation of Homer’s
Iliad (London 1715). James Martin received a copy of Pope’s Iliad and
Odyssey as a prize from Head Master W. T. Cape in 1834.
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Now as we were looking into the
background of our own Lysicrates
monument, we discovered something that
showed how well Australians had absorbed
those two big ideas. In 1941, in the middle
of the worst war the world had ever seen,
Australians did two remarkable things. They
voted, in a NSW state election, and changed
the government; and, with the contribution
of all three parties, Liberal, Labour, and
Country, they saved the monument from its
planned destruction for military purposes.

Quite a triumph for those millennial ideas
of democracy and civilisation. And a great
testimony to the calm fortitude of that
generation of Australians. (See p. 106).
So now the monument survives
to embody those ideas in stone for
succeeding generations. Lysicrates
and Martin would have been pleased.
John and Patricia Azarias
October 2017
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Ideas in Stone:
The Grand Tour and Rediscovery of Lysicrates

ANDREW HARTWIG
Honorary Associate Department
of Classics and Ancient History
Centre for Classical and Near Eastern
Studies of Australia, The University
of Sydney

James Martin dreamed of visiting Greece
to see the Monument of Lysicrates. As his
daughter Mary recounted: ‘Papa often
talked of the time he and Mamma would
go to Athens to see the original ancient
Monument in the very spot where it had
been erected more than 300 years before
Jesus was born, the only one remaining
of a whole street of similar monuments
celebrating the Grecian Choral Festivals’.1
Unfortunately he would never be able
to make that journey. Instead he would
only visit vicariously through the written
accounts of earlier travellers who had
made the ‘Grand Tour’.
The Tour had become something of a
British institution between the 17th
and 19th centuries. Well-to-do young
men would journey to the Continent,
with a typical itinerary taking in Paris
before heading further south to the
cities of Italy, especially Rome which
was the standard destination. Greece
and the Levant, initially, were very rarely
included.2 The purpose of such tours,
ideally, was to gain exposure to the
language, art and culture of Europe, and
to see the architecture and ancient ruins.
This ideal was not always necessarily
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upheld. Many travellers indulged in more
dissolute habits, deriving little benefit
from their time abroad; while others
enjoying the ancient ruins contributed
further to their degradation by buying or
stealing antiquities as souvenirs.
In the early eighteenth century several
of these returned British tourists formed
the Society of Dilettanti, principally a
dining club, of which the prerequisite
for membership was having visited
Italy.3 While the behaviour of this society
sometimes reflected the worst aspects
of the Grand Tourist, it also had a
serious bent, supporting, for example,
the publication of Stuart and Revett’s
The Antiquities of Athens (1762), a work
that would deeply influence Greek
Revival architecture.4 This work and
others, including Johann Winckelmann’s
influential History of Ancient Art
published in 1764, no doubt encouraged
increasing tourism to Greece in the late
eighteenth century. The Napoleonic Wars
(1799–1815) further contributed to a
peak in visitor numbers during the early
nineteenth century when France and Italy
became largely inaccessible.
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The Lysicrates Monument is frequently
mentioned in early travellers’ accounts,
especially those who lodged at the
Capuchin monastery on Tripod Street
in Athens. The house in which the
Capuchins lived, long since destroyed,
happened to incorporate the Monument
within its walls.2 Pictures of the old
house suggest it was Florentine in style
with later Ottoman additions, and so
was likely first built ca. 1450 or earlier.5
The integration of the Monument as
part of the house happily protected it
from ‘collectors’ several centuries later.
According to Edward Dodwell, who
stayed at the monastery in the early
1800s, Lord Elgin offered money to
the Capuchins to purchase ‘the entire
monument, which was to have been
conveyed to a northern country! and
that it owes its present existence to
the protection which it derived from
its position within the precincts of
the monastery’.6
In our earliest modern travel accounts
the original function of the Monument
was unknown. It was thought to resemble
a lantern, and by a false tradition said to
be where the great orator Demosthenes
had ‘shut himself up, to follow the
studies of eloquence with greater
privacy’.7 As well as the name ‘Lantern
of Demosthenes’ it was also sometimes
called the ‘Lantern of Diogenes’,
apparently due to the Cynic philosopher’s
tendency to wander around Athens in the
daylight carrying a lamp, claiming he was
‘looking for a human being’.8
Frontispiece to Stuart and Revett, The Antiquities of
Athens, vol. 1 (1762), CCANESA, University of Sydney.
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“I have built a monument more lasting than bronze” was curiously apt
in that Byron quite likely wrote it inside Lysicrates’ historic Monument itself.

The Capuchins first arrived in Athens in
1658, and in 1669 purchased the house
in which the Monument was held.9 It
soon became an object of curiosity
and admiration among visitors from
abroad. In a letter to her brother in 1687,
the Swedish traveller Anna Akerhielm
(1642–1698?), who witnessed the
Parthenon’s destruction in 1687 during
the sixth Ottoman-Venetian War (1684–
1699), wrote how she ‘visited a Capuchin
who has Demosthenes’ Lantern in his
chamber’.10 The interior of the Monument
was converted into a small storeroom
for one of the bedrooms in the house
from a very early date. It was used as a
‘closet’ by the time Stuart and Revett
visited in 1751,11 while Richard Chandler,
in his Travels in Greece (1776), wrote
that it ‘served as a closet for a Greek,
the servant of the Capuchin, to sleep in’.
Lord Byron reported a similar function
during his own visit to the monastery.
In a letter to John Cam Hobhouse,
dated 23 August 1810, he noted that the
Father’s favourite, Giuseppe, ‘sleeps in
the lantern of Demosthenes’.

At some point the Monument was fitted
with a desk and bookshelves to serve
as a study. Hobhouse, recalling his
visit in 1810, writes that the superior
(then Father Paul of Ivrea) had ‘fitted
up the circular chamber formed by the
monument of Lysicrates, with shelves
that contain a few volumes of choice
books … the upper [level], just capable
of holding one student at his desk,
serves as a small circular recess to a
chamber at the left wing of the convent,
from which it is separated by a curtain
of green cloth’.12 So too Robert Walsh:
‘[w]e were kindly received in the first
(i.e. the ‘Lantern of Demosthenes’) by the
Padre Paolo … The Lantern stood at one
angle of his own apartment, and formed
his little library … and (he) composed
his orations there, if Demosthenes did
not’.13 But the Monument had already
been fitted out as a study before Father
Paul took up residence. An engraving by
Simone Pomardi in Dodwell’s A Classical
and Topographical Tour through Greece,
a recount of their travels during the first
decade of the 19th century, depicts a
previous superior, presumably Father
Urban, sitting inside the Monument at
his desk.14
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Most famously Lord Byron lodged at
the Capuchin monastery between late
August 1810 and late April 1811. During
that time he spent many hours reading
and writing poetry in Father Paul’s quaint
ancient study. Father Paul recounted to
Robert Walsh during his stay in 1821 that
Byron ‘paid him an almost daily visit, and
took pleasure in passing his time in the
lantern, looking over such books as the
Padre had collected there’.15 Shortly after
arriving at ‘the Convent’ Byron himself
reports in a letter to Hobhouse (dated
23 August 1810) how earlier that day
he had translated Horace’s poem Exegi
monumentum (Ode 3.30). The poem’s
opening line ‘I have built a monument
more lasting than bronze’ was curiously
apt in that Byron quite likely wrote it
inside Lysicrates’ historic Monument
itself. At any rate he writes to Hobhouse
some months later (5 March 1811) that
he had ‘begun an Imitation of the De Arte
Poetica of Horace’, which he ‘found in the
convent where I have sojourned some
months’. This was to become his Hints
from Horace dated ‘Athens, Capuchin
Convent, March 12, 1811’.16 Byron very
likely worked in the same space when
composing Canto II of Childe Harold.17
Not long after Byron’s stay the monastery
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would be burned to the ground in 1821
during the Greek War of Independence.
The Monument fortunately survived, and
now stood independently again for the
first time in many centuries.18
Byron’s association with the Monument
no doubt first drew it to the attention of
James Martin. He adored the poet, even
delivering a public lecture about his verse
as a young man at the Mechanics’ School
of Arts in Sydney on Tuesday 9 November,
1841.19 The Lysicrates Monument itself
became a place of pilgrimage for fans
of the poet after his death. One place
where Martin may have discovered the
poet’s connection with the Monument is
William Brockedon’s Finden’s Illustrations
of the Life and Works of Lord Byron,
first published in 1833. Brockedon
provided anecdotes about Byron’s time
at the monastery in a chapter entitled
‘Franciscan Convent, Athens’,20 describing
in some detail the ‘object of great interest
to antiquaries and architects – a little
building, celebrated for its display of
Greek taste, and of singular beauty –
the choregic monument of Lysicrates’.
Brockedon not only mentions Stuart
and Revett’s pivotal work where detailed
designs of the Monument could be
found, but also recounts an anecdote
how Byron would sleep there, despite
its cramped size. Whether true or not,21
the connection between Byron and
the Monument was well established
by Martin’s time, and Martin’s abiding
interest in it was probably aroused
through sources like these.
George Gordon Byron, 6th Baron Byron (1788–1824), by Thomas Phillips,
ca. 1835 (1813). © National Portrait Gallery, London.
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The Capuchin convent in Athens, ca. 1751,
where many early travellers to Athens,
including Byron, would stay. Stuart and Revett,
The Antiquities of Athens, vol. 1 (1762), chap. 4,
plate I. CCANESA, University of Sydney.

Monument of Lysicrates as library and study,
ca. 1805–1806. Copper engraving by Simone
Pomardi (1757–1830). E. Dodwell, A Classical and
Topographical Tour through Greece (London 1819).
Fisher Library, University of Sydney.
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Ideas in Stone:
Classics in Colonial Sydney – W. T. Cape and Martin
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Colonial schoolmaster William Timothy Cape
when Head Master of Sydney College
(ca. 1835–1841). State Library of New South Wales,
[MLMSS 9599].

An early influence on James Martin, who
fostered his interest in poets like Byron
as well as the Classical tradition, was
schoolmaster William Timothy Cape (1806–
1863). Cape, according to later assessments,
was ‘undoubtedly … Australia’s leading
teacher’ of the time, shaping the public
and political life of the state more than
any of his contemporaries due to the large
number of influential figures that passed
through his schools.1 Many of his students
became leading judges and lawyers like
James Sheen Dowling, or men of literature
like Thomas Alexander Browne who, under
the pen-name Rolf Boldrewood, wrote the
classic Australian novel Robbery Under
Arms. He also taught three future Premiers
of New South Wales: William Forster
(1818–1882, Premier 1859–1860), (Sir) John
Robertson (1816–1891, five times Premier
1860–1861, 1868–1870, 1875–1877, 1877,
1885–1886), and James Martin (three times
Premier 1863–1865, 1866–1868, 1870–1872).
Among the subjects Cape taught were
Greek and Latin, which in Martin’s case
instilled a life-long love of Classical culture.
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Cape was born in 1806 in the Greater
London district of Walworth, Surrey,
the first child of banker and tea trader
William Cape (1773–1847) and Mary Ann
Knight (1786–1852). He was educated at
Hall Place, a part-Tudor, part-Jacobean
country estate which was leased as
a private boarding school for young
boys from around 1800 to 1870. There,
under Head Master Hadarezer Stone,
Cape would read Greek and Latin for
the first time. In 1819 the young Cape
began his studies at the Merchant
Taylors’ School, at Suffolk Lane, London,
under Head Master James William
Bellamy, in preparation for becoming
a Minister of the Church of England. In
1820 Cape’s father tried to have his son
admitted to Cambridge. The Master of
Queen’s College, Rev. William Mandell,
unfortunately had to turn down the
application, but noted that his Latin was
‘very extraordinary for a boy of thirteen’.2
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Economic circumstances prompted the
family to emigrate to Australia, arriving in
Hobart on 17 May 1822 after an eventful
journey. After settling in Sydney in a
cottage on Princes Street in the Rocks
(demolished in the 1920s to make way for
the southern approach to the Harbour
Bridge), Cape’s father William, in April
1823, was asked to take over the Sydney
Academy on the corner of Hunter and
Macquarie Streets after the death of its
former Master Isaac Wood. There he
offered a ‘Classical and Commercial’
education.3 Assisting him was the young
W. T. Cape, then aged only 16. In 1824
his father took up Mastership of the new
Georgian School in its recently completed
premises, designed by Francis Greenway,
at the north-west corner of Hyde Park
between Elizabeth and Castlereagh
Streets (where the David Jones building
and St James Centre now meet).William
taught on the upper floor of this building,
again assisted by his son and the other
Cape children. The ground floor at the
time was used as a temporary courtroom
until the King Street courthouse was
completed. In fact on Monday 17 May
1824, while the Cape children were
teaching upstairs, Chief Justice Forbes
proclaimed there the letters patent
issued by King George IV establishing the
Supreme Court of New South Wales.
When his father retired from teaching, the
young W. T. Cape soon found a teaching
position as Second Master at the Sydney
Public Free Grammar School in 1826.4
The son of Head Master Laurence Hynes
Halloran, also named Laurence, was
stood down after complaints of drunken

misconduct. The school was operating on
temporary premises until its new school
house – which would later become the
home of Sydney College, the University
of Sydney, and finally Sydney Grammar
School – was built (it would be opened
in 1835). But the Public Free Grammar
School closed down by the end of the
year after the trustees lost confidence
in Halloran, especially when he was
imprisoned for debt in November.
In 1827, now aged 20, W. T. Cape returned
to the Georgian or King’s Free School
between Elizabeth and Castlereagh
Streets, this time as Head Master. A
separate class was soon established for
Cape to teach the ‘higher branches of
Arithmetic and Mensuration, and the
English, Greek, and Latin Grammars’.
For the latter two subjects the standard
textbooks of the day were the Eton Greek
Grammar and the Eton Latin Grammar.
However both presented a noticeable
disadvantage for the beginning student
– the Latin Grammar was written mostly
in Latin, while the Greek Grammar was
entirely in Latin.5 Cape did not remain
long, but soon set about establishing a
private school of his own.
The school for which W. T. Cape is
perhaps best known was his private
‘Academy’ on King Street.2 The Academy
was situated in a building on the corner
of King and Phillip Streets, opposite
the original Supreme Courthouse, and
now the site of the former University of
Sydney Law School building (currently
under redevelopment). Past student
James Sheen Dowling, writing of
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his ‘rambles through old Sydney’,
remembered the old schoolhouse fondly:
Opposite the Supreme Court there is
an old building in King Street (now the
Supreme Court Hotel) in the memory
of some few men still held dear, for it
was there they received the rudiments
of their education under the tutelage
of Mr Wm Timothy Cape. The western
portion was the dwelling of our worthy
master, and the eastern was devoted
to the school room and for the abode
of the boys who were boarders. The
school room was a large room on the
upper floor, approached by a staircase
from the corner of Phillip and King
Streets, at the foot of which was a
diminutive play ground. The external
appearance is much altered, but still
recognisable by the many who either
through inclination or compulsion daily
attended there.6
Cape’s Academy operated from 3 July
1829 until the end of 1834. A new student
who arrived at the Academy in 1833 aged
twelve was James Martin. Dowling says
of him that ‘he had not been long there
before he made himself known as a lad
likely to distinguish himself’.7 Thomas
Browne (under the pseudonym Rolf
Boldrewood) remembered him as ‘always
facile princeps among us – in every
class, in every subject … whatever his
method, he mastered every department
of knowledge which he essayed with
unvarying success’.8 Martin’s family
lived in Parramatta on the grounds of
Government House, and family tradition
recounts he was so determined to attend
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Cape’s school that, despite his father’s
failed attempts to find work and lodgings
closer to Sydney, young James insisted on
walking and hitching the 15-mile journey
each day to get there.9 By 1834 it seems
that Martin was then living with the other
boarders at Cape’s Academy. At any rate
on 12 June 1834 he wrote a letter home to
his father, sending him the compliments
of Mr Cape, and telling of his progress in
his studies since last holidays.
On 19 January 1835 Cape became the
first Head Master of the new Sydney
College in the newly-completed school
building designed by Edward Hallen on
the south-east side of Hyde Park, now
Sydney Grammar School. The school

had been nine years in the making, ever
since the collapse of Halloran’s Sydney
Public Free Grammar School in 1826,
with construction of the new College
building commencing in 1830. Most of the
students from Cape’s Academy followed
their master to the new school. James
Sheen Dowling was so anxious to be
‘the first boy who joined the new school’
that he arrived there at seven o’clock on
the opening morning.10 James Martin
also followed, becoming one of the first
students to inhabit the original building
of what is now Sydney’s oldest school.
The Sydney College began the year with
around 60 boys, but by year’s end this
number had more than doubled to 142.11

By early May 1841 Cape announced
that he would be leaving the College at
the end of the year. He was replaced by
Thomas Henry Braim in January 1842.
It is some testament to the success
and esteem in which Cape was held
that student numbers, according to
the Sydney College Annual Reports,
fell from 283 in 1843 to only 62 in 1847.
But other factors such as the financial
stress of the early 1840s and the inability
or unwillingness of the school to
maintain good staff on suitable pay, also
contributed to its decline. At the end of
1850 the school finally closed.12

The Supreme Court Hotel on the corner of King
and Phillip Streets, formerly W. T. Cape’s Academy
(1829–1834), now the site of the former University
of Sydney Law School building. James Martin lived
here as one of Cape’s boarders in 1834. Picture from
the Evening News, Saturday 30 March 1895, p. 1.
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View of Government House, Parramatta, from Gaol Bridge (now the site of Lennox Bridge),
in 1833, the same year James Martin would hitch from Parramatta to Cape’s Academy in
Sydney. Charles Rodius (1802–1860). State Library of New South Wales, [PXA 997].

After stepping down from Sydney College,
Cape opened a small private school of
his own in 1842 at ‘Elfred House’ (since
demolished), located at the ‘first gate’
on Glenmore Road, Paddington, near the
Victoria Barracks – land granted to him by
the Government. Little has come down
to us about Cape’s school in Paddington,
apart from a couple of mentions in the
despatches of Governor George Gipps to
Lord Stanley, Secretary of State for War
and the Colonies, singling out Cape’s
private establishment as one particularly
deserving of commendation.13 Apart
from a brief hiatus between 1855 and

1856 when he travelled to England with
several of his children, Cape continued
teaching there until retiring in 1858 at
the age of 52. His recent absence abroad
and the opening of the Sydney Grammar
School in 1857 may have affected student
numbers. But more significantly tragedy
struck at that time when his wife Jane,
with whom he had 12 children, died
at Elfred House after a short illness on
Saturday 16 January 1858, aged forty-six.
Throughout the 1830s, 1840s and 1850s
Cape not only acted as schoolmaster, but
involved himself in other activities. In the
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1840s he was a committee member of
the Church of England Book Society; and
in the 1850s an early founding member
and Fellow of St Paul’s College at the
University of Sydney.14 Most prominently,
he was Vice President and a founding
member of the Sydney Mechanics’
School of Arts, established in 1833 for the
‘intellectual improvement of its members,
and the cultivation of literature, science,
and art’. There he regularly participated
in the Debating and Mutual Instruction
Class.15 Cape also occasionally delivered
public lectures there, among them one
on ‘English Literature’ and the history of
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St James Church and the Supreme Court House,
1836, by Robert Russell (1808–1900). The yellow
two-storey building on the left was designed
by Francis Greenway to house the Georgian
School where W. T. Cape taught between 1824
to mid-1826, and from 1827 to mid-1829. To
the immediate right of St James, visible in the
background beside the portico, is the building
that housed W. T. Cape’s Academy. National
Library of Australia, [PIC Drawer 2350 #S358].

poetry in 1837, ‘Grecian Antiquities’ in 1838 – praised as an
‘intellectual feast’ owing to Cape’s ‘classical acquirements
and general information’ – and another on ‘Ancient and
Modern Fable’ on the evening of Monday 25 August 1845.16
Cape’s ‘mild and conciliatory manner’ at these debates
and lectures, as well as the School’s broader purpose in
promoting the arts, were publicly praised for diverting ‘the
minds of the people from the angry discussions of politics’
and the ‘deadly animosity of religious controversy’.17 The
School of Arts building itself, completed in 1836, still stands
today as the ‘Arthouse Hotel’ at 275 Pitt Street.
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After the death of his wife in 1858 Cape
began a short-lived career as a politician,
being elected Member for Wollombi in the
New South Wales Legislative Assembly
on Tuesday 14 June 1859.18 He may
have rubbed shoulders with his former
student James Martin who at the time
had recently quit his post as AttorneyGeneral in the Cowper Government
and was now an independent. Cape’s
political career, according to Dowling,
‘was not successful’.19 However he
served on numerous committees, was
Commissioner of the Board of National
Education, and appointed a Justice of the
Peace. After this brief experiment Cape
soon returned to England for a second
visit, sailing on the ‘Star of Peace’ with
his four youngest children – two sons
and two daughters – on 16 April 1860.
There he kept abreast of all the news and

developments in the colony, intending
eventually to return. But on 14 June 1863
he succumbed to an attack of small-pox
at Warwick Way, Pimlico, London, aged
fifty-six. Cape was buried at Brompton
Cemetery, with ‘almost all the colonists’
then in London attending his funeral.20
Cape’s students remembered him as
‘a fairly good scholar, and certainly a
good schoolmaster’, and still spoke
‘with affection and reverence of their
old master’,21 despite him being ‘a strict,
occasionally severe … ruler’.22 But
occasional severity contained part of his
success. Thomas Browne remembers
‘a thorough disciplinarian, prompt,
punctual, unsparing’, but because of
this, he admits, the standards of the
students were high at a relatively young
age.23 His teaching heavily emphasised

literacy and the composition of essays
in English, ‘a specialty of the school’,24
producing writers like James Martin
and Thomas Browne. The Classical
languages were also strong at the school.
Thomas Browne readily expressed his
gratitude, and believed many other
former students also would happily
admit their ‘indebtedness to him for a
sound classical training, the groundwork
of their higher education’.25 James Martin
undoubtedly did, because it gave him the
necessary educational foundation from
which he would rise to the highest offices
in the colony. But it also offered him a
rich cultural life, one that, importantly for
us, gave birth to the remarkable replica
of the Lysicrates Monument. Indeed
this, we might say, is a more telling
memorial to Cape’s influence than has
yet been realised.
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James Martin was born into an Irish
Catholic family on 14 May 1820 in
Midleton, County Cork Ireland. He was 18
months old when he arrived in Australia
on 6 November 1821 after his father had
been appointed private groom to the
new Governor of New South Wales (Sir)
Thomas Brisbane.1 He spent an idyllic
childhood growing up and exploring
the expansive and secluded grounds of
Government House in Parramatta where
Brisbane had decided to base himself.
This no doubt spawned his later passion
for gardens and the outdoors on which
he would spend so much time and money
in later life at his house Clarens in Potts
Point and at his country house Numantia
near Linden in the Blue Mountains. After
receiving a fine education under the
tutelage of W. T. Cape, Martin became
an aspiring litterateur in his youth,
authoring The Australian Sketch Book
when he was only 18 years old.2 He then
worked as a journalist and newspaper
editor3 before going on to have a
distinguished legal and political career,
the latter initially under the mentorship

of William Charles Wentworth. His
politics hovered somewhere between
conservative and liberal, marked by
strong feelings of colonial patriotism
and a natural sympathy for increasing
opportunities for capable native-born
Australians.4 He is the only person to
have been both Premier of New South
Wales (three times during the 1860s and
1870s) and Chief Justice of New South
Wales (1873–1886). He was knighted after
his second time as Premier in 1869.5
Among the salient episodes of his
political life, early in his career he was
a strong advocate of the need for New
South Wales (and Australia) to establish
its first mint. He was a member of the
committee that finally succeeded in
doing so in 1853, suggesting that the
colony petition the Queen to authorise a
branch of the Royal Mint in Sydney.6 Part
of the Sydney Hospital which still stands
at 10 Macquarie Street was converted
for this purpose, becoming popularly
known as ‘Martin’s Mint’. In 1856 the
Premier of New South Wales Charles
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Cowper appointed Martin as AttorneyGeneral, the first native-trained lawyer to
hold the position. This was not without
controversy, since Martin was still only
a solicitor at the time.7 He qualified as
a barrister soon after. Later, in 1857, he
took silk, becoming the fourth (and the
first native-trained) Queen’s Counsel in
the colony of New South Wales. He was
a strong believer in Protectionism as
opposed to Free Trade, a conviction which
contributed to the dissolution of his first
government as Premier in 1865.8 During
his second term as Premier in 1866, as
part of the coalition formed with Henry
Parkes, Martin oversaw the introduction
of the Public Schools Act of 1866, creating
schools in remote areas and giving
greater authority to the new Council of
Education over denominational schools.9
He also supported improved social
conditions through the Act for the Relief
of Destitute Children.
During the same ministry, on 12 March
1868, Prince Alfred, Duke of Edinburgh,
while on his Royal Tour, was shot at close
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range by a pistol during a charity picnic
at Clontarf. The Prince survived, but
the Irish ancestry of the gunman, Henry
O’Farrell, immediately raised fears of a
Fenian plot, leading the Martin-Parkes
government to establish the Treason
Felony Act of 1868.10 Martin, while
both Premier and Attorney-General,
prosecuted the case for the Crown
against O’Farrell.

James Martin the only man ever to be
Premier (three times) and Chief Justice
of NSW. Collection of the NSW Parliament.

When Martin became the first nativetrained Chief Justice in 1873 he was
then at the pinnacle of his career, having
overcome many obstacles and prejudices
along the way. As James Anthony
Froude remarked: ‘Sir James has filled
successively all the highest posts in the

Colony, and all with eminent success …
I perceived that in respect of intellectual
eminence the mother country has no
advantage over the colonies. If Sir James
Martin had been the Chief Justice of
England, he would have passed as among
the most distinguished occupants of
that high position’.11 Froude was equally
impressed by Martin’s conversation
and knowledge of classical subjects,
noting him to be ‘a stout, round-faced,
remarkable old man, with the fine
classical training which belonged to
the last generation of distinguished
lawyers … He was a brilliant talker …
hearing his opinions on many interesting
subjects: Greek and Roman literature,
modern poetry …’.12

Government House, Parramatta, 1838. Charles Rodius 1802–1860. State Library of New South Wales, [SSV*/Sp Coll/Rodius/17]. Painted when the Martin family were
no longer there (when James was 17 or 18). The servants’ quarters (where the Martins lived), kitchen and scullery (South Pavilion) are to the immediate left of the main
building, while the Governor’s quarters (North Pavilion) are to its right (on the river side, in the picture mostly obscured by bushes with only the roof visible).
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Many such conversations were
undoubtedly heard at Christmas time and
on occasional weekends in the late 1870s
at Martin’s property Numantia in the Blue
Mountains. Henry Parkes had a cottage
nearby, and Martin subdivided part of his
land for Dr Charles Badham, Professor
of Greek at the University of Sydney,
to build a property of his own. Their
families often spent time there together,
and Martin’s gift for conversation
and his knowledgeable companions,
including Alfred Stephen and William
Bede Dalley, would have prompted
many long and animated discussions on
literature and politics. Grainger imagines
Martin visiting Parkes at his cottage

to ‘discuss world affairs over a bottle
of Sir Henry’s favourite champagne,
pool their views on how federation was
to be achieved or work out a plan for
landscaping Sir Henry’s garden’.13 As
someone whom Parkes respected and
looked up to, Martin would certainly have
shaped much of the thinking of the future
father of Federation.
After Martin’s death on 4 November
1886 Parkes, who was then Premier,
recommended that the thoroughfare
alongside the General Post Office,
bookended by George and Castlereagh
Streets (later extended to Macquarie
Street), be named ‘Martin Place’ in his

honour.14 It was opened to the public on
Tuesday 5 September 1892, although no
official ceremony marked the occasion.
As Premier, Parkes had also advocated
the erection of statues in Martin Place
of Charles Wentworth, Charles Cowper,
and of course James Martin himself. He
had even commissioned Pre-Raphaelite
sculptor and poet, Thomas Woolner,
to execute them in bronze. But the
succeeding Government under George
Dibbs scuttled the idea. Parkes could
only express his belief that the ‘vast
majority of the people of this country
will refuse to join in this barbarism, and
that the statues will yet be erected to
the honour of New South Wales’.15 It is

Castle Hyde, Fermoy, County Cork, where John Martin was the castle steward when his son James was born in 1820. Photo: The Irish Examiner.
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A ‘Choregic’ Monument
B Summerhouse
C Bathing House
Outline of the garden at Clarens.

pleasing to note 125 years later that this
pledge by Parkes has been fulfilled by
the New South Wales State Government
and the Lysicrates Foundation with the
commission of two statues in honour of
Martin, one to be set up in Parramatta,
the other in Martin Place.
Aside from his public achievements,
one legacy easily overlooked but no
less an expression of Martin’s character
was the magnificent garden he built
at his home Clarens at 20 Wylde Street
Potts Point.16 Writer Anthony Trollope
was greatly impressed by it during a
tour of the colony, describing it as a
‘garden falling down to the sea, which is

like fairyland’.17 Martin’s friend William
Walker also registered his admiration,
noting the ‘beautiful garden and grounds
attached to his residence … decked as
they were, with classic adornments and
specimens of art’.18 Work on the garden
commenced around 1856, and by 1868
Martin had reportedly spent ₤20,000 on
his garden, having forfeited a further
estimated ₤20,000 in lost legal earnings
after becoming both ‘architect and
superintendent’ of the project.19
From the street, the property ran in a
westerly to easterly direction, with a rocky
edge leading down to a bathing house
and the water. This edge had been ‘hewn
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and blasted into terraces’ to produce a
three-tier garden system.20 Among the
many exotic trees and vegetation planted
on the terraces, including ‘fig trees from
Smyrna’ and ‘acacias from Egypt’, were
many sculptural ornaments. We hear
of a statue of Flora, made of Pyrmont
sandstone, sculpted by William Lorando
Jones in his Paddington studio for Martin
in 1859.21 There was also a statue of ‘one
of the Graces, with the mask of Comus
in her hand’,22 presumably referring to a
statue of the Muse Thalia holding a comic
mask in her hand. At the base of one of the
staircases in the middle tier was a pair of
sphinxes,23 while on the lower retaining
wall was a summerhouse (also called the
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(Left) Monument and summerhouse in 1943.
Courtesy of The Daniel Solander Library, Royal Botanic Gardens Sydney.
(Right) View of the Monument looking north-east down the sphinx staircase,
Laura Praeger, ca. 1892–1893, State Library of New South Wales [PXA 946].
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‘gazebo’ or ‘tower of the winds’) made of
sandstone, where one could sit in the cool
shade and enjoy views of the harbour.
The great centrepiece of Martin’s
garden was the replica of the choregic
Monument of Lysicrates in Athens. Work
on the Monument did not start until after
1865 – the Trigonometrical Survey Map
of Sydney from 1865 shows that only the
upper stairs and the lower stairs leading
to the bathing house were built by that
stage – and was completed around July/
August of 1868. A journalist from the
Maitland Mercury visited the garden
with a friend around early June of 1868
to find the sculptor, Walter McGill, then
‘busily engaged in cutting the leaves of
the laurel and honeysuckle on a large
ornamental stone, for the crown of the
“monument”’.24 The sculptor told him it
would be completed ‘in a month or two
more’ and the garden likewise was to
be opened to the public every Saturday
afternoon from the same time.
Walking through the garden, the writer
for the Maitland Mercury and his friend
first encountered ‘a monument of
singular beauty, with human figures, in
basso-relievo, of exquisite workmanship
… we felt almost convinced that we
were in one of the classic retreats of
ancient Greece’. Martin’s biographer
Elena Grainger gives a similar romantic
description based on conversations
with Martin’s daughter Mary: ‘coiling
through the carnival of flowers was
the stairway and on the first terrace,
just north of where she stood, was the
Choregic Monument, like a beautiful

tree in stone, its fluted column crowned
by delicately carved acanthus and
honeysuckle’.25 Through the archway
of the summerhouse Mary could see
the Monument ‘against a backdrop of
Bradley’s Head with North Head in the
far distance’. The maritime theme carved
on the frieze of the Monument, depicting
Dionysus reclining on the sea-shore while
satyrs punished the Tyrrhenian pirates,
some morphing into dolphins, was
somewhat apt in this harbour setting.
Martin would often tell the story depicted
on the frieze to his children, which for
Mary served as her ‘earliest story book’.
Like many buildings in Sydney at the
time, the Monument was made of
Pyrmont yellowblock sandstone taken
from Reid’s quarry, one of many quarries
in Pyrmont which was the chief source
of this material in the 1850s.26 It differed
only in minor details from the original
Monument in Athens. It does not
reproduce the dedicatory inscription
on the Greek original located above
the frieze. Furthermore, it is slightly
smaller in scale than the Athenian
Monument, measuring around 5 ft.
in diameter27 as opposed to 5 ft. 11½
inches in the original. Another difference
is that two sets of figures depicted on
the frieze are reproduced in the wrong
order. The problem here was not due
to the sculptor, but to the sourcebook
which contained the blueprint for the
Monument’s design, The Antiquities of
Athens by James Stuart and Nicholas
Revett. Among the detailed engravings of
the frieze contained in that work, plates
XIII and XIV were incorrectly labelled,28
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Frontispiece to The Australian Sketch Book
by James Martin, National Library of Australia,
[FRM F2543].

and the mistake is reproduced faithfully
by McGill. Lastly, putting aside the bronze
tripod that was mounted on the cupola of
the original Monument, it also does not
have the high square base upon which
the Athenian Monument sits.29
According to Grainger, Martin first began
‘transmuting dreams into reality’ and
constructing the Monument following his
friendship with ‘two authorities on Greek
culture’, namely the Governor of New
South Wales, Sir John Young, former Lord
High Commissioner of the Ionian Islands,
and Charles Badham, Professor of Greek
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at the University of Sydney.30 It may have
been their encouragement that prompted
Martin to build the Monument which he
already well knew from his interest in Lord
Byron. But Badham could hardly have
had much influence. He only arrived in
Australia on 23 April 1867 when the garden
and quite likely plans for the Monument
were already well advanced.31 The
Governor, on the other hand, had known of
Martin’s garden and classical sculpture as
early as 1861. He had viewed some of the
works McGill had created for the garden at
the Maitland Exhibition of that year, and
reportedly took a great interest in them.32

Grainger writes that it was Young
who acquired for Martin the ‘exact
measurements of some Athenian relics’.33
This can only refer to Stuart and Revett’s
Antiquities of Athens which contained
detailed engravings and measurements
of the Lysicrates Monument.34
Presumably the Governor lent him his
personal copy of the book. But it is
worth considering that Martin, who had
‘a most extensive collection of rare and
valuable books, piled round the walls
from floor to ceiling, in every department
of literature’,35 quite possibly owned
a copy of the book himself; and if not

Martin family vault in Waverley Cemetery, New South Wales. Photo: Douglas Frost, December 2016.
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Martin, perhaps the Monument’s sculptor
Walter McGill. Such an influential work
which inspired Greek Revival architecture
around the world – not least of all in
Sydney and New South Wales – was at
any rate to be found in the Australian
Subscription Library (later the NSW State
Library), date-stamped with the year
1826, the same year the Library opened.
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After James Martin died in 1886 his grand
house Clarens was sold. It was later
subdivided into two flats renamed Wilga
and Strathisla, and reunited again under
the name Charlemont (or Charlemount)
when it was used as a private hospital
during the 1930s. During World War
II on 12 December 1940 the Federal
Department of the Interior announced
that Charlemont, along with nine other
properties fronting Sydney Harbour
along Macleay and Wylde Streets, would
be resumed to construct a graving dock
between Potts Point and Garden Island.1
At the time it was the largest compulsory
acquisition of property ever made by the
Federal Government, totalling some 10
acres. There were immediate fears for the
fate of these properties, described by one
account as ‘one of the loveliest building
sites in Sydney, with green gardens
sloping to the water’s edge’.2 But despite
the war, citizens and politicians alike still
found time to ensure that works of art
such as the Monument survived.

An important figure credited with
ensuring its preservation is the journalist,
poet, and author Frederic Spencer
‘Fritz’ Burnell (1886–1958).3 Burnell
acquired a reputation as a poet early in
his career, publishing two volumes of
verse, Before Dawn and Other Poems in
1912 and A Sallet of Songs in 1920. But
his bread and butter was journalism.
In 1914 he witnessed Australia’s first
action in World War I in German New
Guinea, accompanying the expedition
as special correspondent for the Sydney
Morning Herald. His invaluable account
of the mission, Australia versus Germany:
The Story of the Taking of German New
Guinea (London 1915), was published the
following year. After the war he moved
to the United Kingdom and Europe. This
fired his already deep interest in the
Classics, leading him to write a book
Rome which was published in 1930, and
Wanderings in Greece published in 1931.
Upon returning to Australia later that
year he wrote several newspaper articles
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and delivered public lectures, among
other things, on Greece and antiquity.
He also hosted a very popular national
radio programme between 1933 and 1940
known as his ‘Armchair Chats’, where he
entertained audiences with anecdotes
and curious tales on mainly historical
and archaeological themes.
Some two weeks after the announcement
that Charlemont would be resumed for
the new graving dock Burnell wrote an
article in the Sydney Morning Herald on
28 December 1940 drawing attention
to the little-known but unique piece of
architecture in Charlemont, declaring
that this ‘masterpiece’ should be saved,
and suggesting it be transferred to a site
where ‘it may be beheld and admired
by the general public; the Botanic
Gardens, let us say, or the grounds of
Sydney University’.4 His article started a
groundswell of support, and the success
of his campaign was recognised by a
later contributor to the Sydney Morning
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F. S. Burnell at a PEN dinner held in
Sydney 29 June 1939. Reproduced
from H. Gilchrist, Australians and
Greeks. Volume II: The Middle Years
(Sydney 1997) p. 222.

David Henry Drummond, Country
Party Member for Armidale.
Photo: (1954) Australian News
and Information Bureau.

Herald, New Zealand-born poet and
playwright Dora Wilcox (1873–1953), who
on 22 February 1941 wrote: ‘Thanks to
Mr. F. S. Burnell, the replica which is in
the Charlemount garden at Potts Point
will be preserved. Its re-erection in some
suitable spot will not only give pleasure
to beauty-loving Australians, but will
also serve as a friendly gesture to the
gallant Greeks of the present’.5 Wilcox
was of course referring to Greece’s stance
against the Axis forces in World War II
on 28 October 1940, of which Winston
Churchill famously said: ‘Hence, we will
not say that Greeks fight like heroes, but
that heroes fight like Greeks’.

Clive Raleigh Evatt, Labour Party
Member for Hurstville. Photo: (1948)
Evatt Family Collection.

The success of the public campaign
started by Burnell was only possible with
the support of the State and Federal
Governments. The issue was taken up
by the Deputy Leader of the New South
Wales Country Party and Member of the
Legislative Assembly for Armidale David
Drummond (1890–1965) whose portfolio
as Minister for Education in the MairBruxner coalition made him responsible
for these matters. Drummond, an
autodidact with a love of literature, a
deep interest in rural education, and a
strong supporter of the Library Act of
1939,6 successfully put the matter before
the Federal Government for approval.7

Burnell’s personal copy of his seminal newspaper article
‘A Masterpiece: Sydney Should Save This’: SMH 28/12/1940.
State Library of New South Wales, [A6961].
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Potts Point properties resumed by the Australian Federal Government in 1940. From left to right: Jenner, Chatsworth,
Bellevue Gardens and Charlemont. The Monument can be seen to the right of the picture (circled) on the lower terrace
wall. National Archives of Australia.

Attention now turned to where the
Monument should be relocated. Two
and a half years earlier J. Enoch Powell,
then Professor of Greek at the University
of Sydney, had tried to acquire the
Monument for the University, but
failed. Now acting New South Wales
Chief Justice Sir George Rich took
up the baton. He recommended ‘the
University as the most fitting site.
Its contemplation might inspire two
schools – Architecture and Classics’.8
After the State election of 1941, which
resulted in a change of government,
responsibility for these matters now

fell to Clive Evatt (1900–1984), the new
State Minister for Education in the McKell
Labour Government and Member of the
Legislative Assembly for Hurstville. On
30 September 1942, Evatt announced
that the Monument would be moved
to the Botanic Gardens.9
There were evidently suggestions at
the time that the Monument should be
put into safe storage during the war.
Some months earlier the naval vessel
HMAS Kuttabul, used as accommodation
for navy personnel, was torpedoed
by a Japanese midget submarine at
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nearby Garden Island on the night
of 31 May/1 June 1942. But despite
these fears, Evatt declared that hiding
this and other works of art would
only damage public morale. Finally,
on Tuesday 16 November 1943, at
11.00 am, a ceremony was held to mark
the re-erection of the Monument in
the Lower Garden of the Royal Botanic
Gardens, where it replaced an Iron
Fountain.10 Speeches were made by
the Labour Premier William McKell
(1891–1985) – later to become the second
person born in Australia to hold the office
of Governor-General from 1947 to 1953
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– as well as the Consul-General for
Greece, Dr Emil Vrisakis, who urged that
a monument be set up in Athens for the
Anzacs who fought in Greece in 1941.11
In 1943 the lower section of Martin’s
wonderful garden was dismantled and
excavated to install an underground
substation. The area where not only
Clarens stood, but also two other
adjoining properties, Moncur Lodge and
Como, was renamed HMAS Kuttabul in
1964. The old Martin family home was
eventually demolished in 1966 after the
new barracks were built. Only sections of
the garden walls and the summerhouse
(or the ‘gazebo’) now remained.12

Reconstruction work on sections of the
garden, however, was started in the
1970s by Jack Gibbs, the head gardener
at HMAS Kuttabul,13 restoring something
of its past splendour lost during the
previous 30 years.
In the Botanic Gardens the Monument
itself began to show signs of wear and
tear from the wind and rain, especially
on the frieze. It was partially restored in
1996, and, with the generous support of
the State Government and the Lysicrates
Foundation, a section of the frieze was
re-carved and replaced in 2016, allowing
the wearied satyrs and pirates to renew
their battle around the god Dionysus.
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2018 will mark a significant date in the
history of the Monument in Sydney. It will
be 150 years since Martin’s Monument
was first built. Of those 150 years
the first 75 were spent at its original
location overlooking the harbour at
Potts Point. The next 75 will have been
spent in the Botanical Gardens at Farm
Cove – or rather Woggan-ma-gule –
a fitting location for an object that
commemorates ancient theatrical
performance, especially since it marks
a place of Indigenous dance since
time immemorial.
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Ideas in Stone:
Closing the Circle – Full Restoration
of the Monument (2016)
Sydney’s sandstone replica of the
charming Lysicrates Monument,
erected in ancient Athens in 334 BC,
had considerably deteriorated over the
years from its exposure to rain, wind and
salt. Now Sydney’s monument has been
fully restored, thanks to the meticulous
conservation program carried out by
teams from the NSW Public Works
Advisory and Heritage Stoneworks, led
by Senior Heritage Specialist, Joy Singh.
BRUCE PETTMAN
Director Heritage Asset Advisory
Public Works Advisory
NSW Department of Finance
Services and Innovation

A new section of the frieze is
delicately hoisted into position
on the Lysicrates Monument in
Sydney’s Royal Botanic Garden.

The photo illustrates the exceptional
stone carving skills of Walter (“Wattie”)
McGill, the original stonemason who
created our monument in 1868. The
weathered, ornate sandstone details of
the acanthus leaf central ’Glory’ finial and
‘roof tiling’ forms are contrasted with,
and complemented by, the new ‘cornice’
stone sections in the foreground. These
carved standing acroteria leaf forms
along the curved edge of the cornice
discharge rainwater evenly off the roof
and away from the walls. The discreet
lead flashing on top of ‘Glory’, which was
added some years ago by the NSW Public
Works and Advisory Heritage Stoneworks,
helps to protect the original 1868 carved
stone for a few more years.
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Below the fascia and the square ‘dentils’,
there is a temporary void. This is about
to be filled with a replacement curved
section of the frieze which can be seen
being lifted into position by crane. This
ornately carved element depicts the story
of Dionysus and the pirates as outlined
on page 128.
Senior stonemason Paul Thurloe and
his team only replaced stone elements
which had lost substantial details, and
which had the potential to accelerate
the monument’s deterioration. The
elements lost were recaptured using the
detailed drawings made by James Stuart
and Nicholas Revett in their seminal
book, The Antiquities of Athens, 1762
(see pages 128–131). The carvings have
been faithfully re-created by Paul and his
team in the highest quality sandstone to
weather the salt air marine environment
of Farm Cove in Sydney Harbour.
October 2016
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Ideas in Bronze
The Boy
James Martin Walks
from Parramatta
to Sydney

Plate XXIII: Satyr about to strike a kneeling, bound pirate with a thyrsus,
as depicted on the Lysicrates Monument frieze in Stuart and Revett’s
The Antiquities of Athens, vol. 1 (1762), chap. 4. Centre for Classical and
Near Eastern Studies of Australia, University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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Ideas in Bronze:
How the Statues were Sculpted
ALAN SOMERVILLE
Artist and Sculptor

(Opposite) Alan Somerville and
the two James Martin statutes.
(Below) Preliminary sketches
with scale calculations.
(Right) Alan Somerville working
the plasticine prior to modelling.

As a sculptor, it is always gratifying to
be offered the opportunity to work on a
project of great significance. In this case
the task was to depict a young 12-yearold boy by the name of James Martin, a
determined young man who, despite the
odds at that time, went on to achieve
great things in his lifetime, as covered
in this book.
The brief for this sculpture was to have
the young James actively striding along;
his poise, while youthful, was to convey
his indomitable and purposeful character.
This request was very fortunate for me,

117

as I always like to get movement into
my sculptures, even when the pose may
be static; however in this case it was
anything but static, so the task was much
easier and all the more enjoyable.
With any sculpture, my approach when
starting out is to draw up many ideas,
sketching and playing around with
different features like the tilt of the head,
the attitude, position of limbs, front,
back and side views, generally getting a
feel for the overall piece. I then show the
client my drawings and after discussion
I commence on a small scale model, a
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maquette. In this case it was one-third
life size, about 450 mm high, which when
scaled up would be an overall height
of 1350 mm.
The modelling medium I like to use is
Plasteline (similar to the brand name
plasticine). It is an oil and wax based
clay. Although it needs to be warmed
to be worked easily, it doesn’t dry out
like water based clay, and I use it for my
larger works, the main advantage being
ease of transportation to the foundry for
the lost wax casting process.
At this next stage, the maquette is shown
to those involved in the commission, in
this case a number of people, namely,
John and Patricia Azarias, the NSW Public
Works Advisory team, Bruce Pettman,
Joy Singh and chief stonemason Paul
Thurloe, for their input and comment.
This collaborative approach worked very
well. Their thinking was mostly positive,
but some thought his attitude was a little
casual, and suggested there be more of a
lean forward with the torso. Rather than
alter that model I decided to do another
Matt demoulding the rubber from the
original artwork.
(Opposite; clockwise)
Marcel fitting one part of the wax positive sections
into a jig prior to investment casting.
Alan detailing one of the wax positive sections
Marcel heating the investment cast pattern
to de-wax the mould. This will leave the cavity
between the inner and outer investment castings
that bronze will be poured into.
The two statues with the artisans from Crawford’s
Casting: (L–R) Lauren Baylor, Marcel Jendruch,
Daniel Jendruch, Matt Crawford and Keir Bayley.
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one. This approach suits me, as I can
refer to the parts on the earlier version
that I want to retain. Finally, the second
maquette met with everyone’s approval.
Now the construction of the full size
model commenced. I made a base with
castors big enough to take the fully
modelled sculpture and onto this I built
a steel armature. All measurements were
scaled up three times from the maquette.
I welded the core steel in place and
attached a light gauge flat steel onto
which I lace-welded the mesh (like bird
netting), close enough to the main core
steel to allow thickness of approx. 50 mm
(2 inches) of plastiline modelling medium
to be pressed onto the mesh. I then
applied the modelling medium. I started
shaping the forms that will eventually
portray the sculpture of the 12-year-old
boy. As there were no photos of James
Martin at that age, I worked from images
in my head. These were referenced by
looking at photos of him that are available
and using the knowledge of what I have
read about him. All this combined to help
me visualise James Martin at that age.

Soon was the time of reckoning. John
and Patricia Azarias and the steering
committee were invited to the studio for
– hopefully – the final nod of approval.
Thankfully they were generally happy
with the result, with a few minor
adjustments to some of the features.
Experience has taught me that everyone
sees things differently, so to only have
minor alterations was very satisfying.
It seemed that I had created what we
all envisaged.
It was just prior to this day that my
manager and collaborator on this project
Linda Pace made a suggestion. The
young James is holding in his hand a
book of the works of his favourite author,
Homer, and Linda proposed that the
name of Homer should be inscribed
on the cover of the book by the people
who are behind the whole project and
without whom James Martin would have
just been a forgotten unsung hero. So
Patricia Azarias hand-wrote HOMER in
English, and John Azarias handwrote
in Greek. This was a delightful
and symbolic occasion which recapped
the wonderful teamwork that came
together to commemorate and honour
this great man.

Bronze plaques on the four sides of the trachyte base of each statue.
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From here we move onto the Foundry
where the casting process begins. This
is where the lost wax method is used –
a process which has remained relatively
unchanged for thousands of years.
This entails a master mould of silicone
rubber and fibreglass casing being taken
of my plastiline sculpture. The rubber is
so faithful it will pick up my fingerprints.
It is cut in strategic places and removed
from the plastiline sculpture, where hot
wax impressions are then taken from the
master mould. The wax thickness varies
from 8 to 10 mm: this is the thickness the
bronze will be. These wax sections then
have wax runners (tubes) attached to
them. They are then invested in a ceramic
material which is layered on by dipping
several coats, which are applied after each
coat dries. When a suitable thickness is
obtained, the wax is then burnt out in a
kiln (hence the term lost wax) The molten
bronze (1100–1200 Celsius) is then poured
into these empty ceramic shells which are
broken away when the bronze cools and
solidifies. For ease of handling the wax
is invested in several sections and when
the bronze casting is finished and the
feeding system cut off, these sections are
bronze welded together by the foundry’s
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artisans. They still have the plastiline
sculpture there as a reference source
and I oversee the process. After it has
been welded back together and the
chasing of all the welds is complete,
it is then sandblasted. Finally, a
chemical patination is applied and
then it is waxed all over and ready
to be transported to its destination.
All up it took about six months
to make. My sculpting contribution
took about three months and a
similar amount of time was spent
at Crawfords Casting. The entire
process was creatively and
concisely captured on camera
by photographer Douglas Frost.
It was an honour to be selected
to make this sculpture. The subject
matter and all of the people involved
made this an inspiring job. I am
thankful for their support throughout
the project and for being given
the opportunity to partake in the
recording of this very special piece
of history.
September 2017
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Behind the Scenes

Plate XXIV: Young satyr wrestling a pirate to the ground and about to strike
him with his club, as depicted on the Lysicrates Monument frieze in Stuart
and Revett’s The Antiquities of Athens, vol. 1 (1762), chap. 4. Centre for
Classical and Near Eastern Studies of Australia, University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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Behind the Scenes:
Interviews with the Talent

KEVIN CHINNERY

(Opposite) Sydney 1871, Albert Charles Cooke,
artist, Rudolph Jenny, engraver. Beat Knoblauch
Collection. In this picture New South Head Road
can be seen on the left, while Garden Island
dominates in the middle of the harbour. To its
immediate left is Potts Point where Clarens
and the Monument might have been visible to
the artist.

Behind the scenes of the Lysicrates story
are the people who physically bring the
events to life.

And very few couples would have taken
such thought bubbles and executed them
so decisively.

This loose fellowship – often working
unknown to each other – is made up of
heritage architects, stone carvers and
masons who restored the Lysicrates
monument, theatre producers who
organised the Lysicrates Prize and the
night of drama each summer to choose
it, a sculptor who created the new
James Martin statue, photographers
who captured it all for posterity, and the
designers who produced the book that
you are now holding in your hands.

But not much of what the Azarias’s were
able to do would have happened unless
they were able to harness the enthusiasm
of a lot of practical people.
That is very clear when you talk to them.

Most people know that in the very
beginning was a Sunday walk by patrons
of the arts John and Patricia Azarias
past the majestic but weatherbeaten
Lysicrates monument in the Royal
Botanic Garden in May 2014.

Restoring the monument meant
getting the state government’s heritage
conservation architects led by Joy Singh
and its stone masons involved. Bruce
Pettman of the NSW Public Works Advisory
(PWA) said that restoring the monument
was “major in the careful assessment and
extent of work to be done as well as the
skills and craftsmanship involved, even
if not major in the size of the project”
compared to some of the large public
buildings they work on.

Maybe a few passers-by of earlier years
had pondered how nice it would be to see
it restored. Certainly no-one else would
have mused about re-birthing in modern
Australia the ancient contests of drama
it represented – except Patricia Azarias.

The state’s Minister’s Stonework
Program does have a lot of priorities –
heritage building repair projects with a
public safety angle obviously the most
important of all as well as protecting
their facades. But the Lysicrates
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New South
Head Road

Potts Point
(third headland circled above)

Garden Island

monument had taken its fair share of
wind and salt damage, and the effects
of moving and re-erecting the whole
structure from its original Garden Island
home in 1940.

Like all sculpture of the Hellenistic era,
what is so striking about the frieze of
Dionysus, pirates, and dolphin-men
around the top of the monument is the
sense of movement in it.

“We would have to get started before
deterioration really sets in and you start
losing form,” says Paul Thurloe, senior
stonemason and carver, and manager
of the team at the state government’s
Heritage Stoneworks (HSW) stoneyard.

How do stone carvers manage to “see
through” a blank block of sandstone
to capture exactly that? They work out
from drawings and full scale clay models
how to proportionately carve the shape
from the outside in. “When you see the
125

stone the proposed work is already
thoroughly documented, but you cut in
at different levels into the stone”, says
Bruce. At the early stages it will look like
a topographical map as the first material
is removed. “If you are going to make a
mistake, it will come early on when the big
cutting tools are being used,” says Paul.
“It is about removing stone effectively
and efficiently. Once you are down to the
details, it is small tools, removing small
amounts, and it is very controlled”.
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Alan Somerville and Linda Pace of
Somerville Fine Art, who sculpted the
new statue form of the young James
Martin – the first now installed in
Parramatta – do the opposite of what
Paul does. Rather than carving stone
away, Alan builds up plasticine onto
a wire armature to make a full size
sculpture which is used to make the
mould into which bronze will be poured.
But Alan has also carved marble in Italy
early in his long career and laughs with
Paul that it is very easy “to go in too fast
and end up with a very small statue”.
Alan’s work is also known for its sense of
movement, and is he is equally exacting.
Capturing the determination of a young
Martin striding off to school was an
achievement. For a start, says Linda,
nobody knows what the boy looked
like: much research found no surviving
images. Later photographs show a portly

Douglas Frost

man with very Irish features, and that
fed into a face that essentially came
from Alan’s head. In the end it took four
maquette models to get the right angle
leaning forward into his journey.
The care of the heritage architects
and stonemasons is everywhere
around Sydney. Carvings, cornices and
balustrades at Sydney Hospital and
the massive pediment at the Australia
Museum are just two of the notable major
projects by these collaborative teams.
Both Joy and graphic designer Marietta
Buikema, of Two Minds Design Studio,
produce publicity material and annual
achievement booklets to show off the
Minister’s Stonework Program. Marrietta
says that both the original and restored
stonework visible around Sydney and in
regional towns too “has such beauty that
it can influence the whole street”.

Will Harvey

Much of that work is displayed in
photography by Douglas Frost. Part of
his brief is often to dryly document and
record the progress of restorations.
But there’s much more to it than that.
He wants to catch the drama of the
stone, the detailed investigations and
the carver’s work – and give it a place
in history. Using the natural light at the
stoneyard workshops helps to do this,
and like all creative people, Doug knows
that he sees things that others miss.
He has now become a familiar sight around
the stonemasons in the yard – which helps
him greatly to blend in and capture their
work with candid intensity. Coming close
in to photograph the hands of Paul, or
indeed sculptor Alan, carefully shaping the
material, as Bruce puts it “records these
important traditional crafts and gives the
work new meaning to many people”.

Alan Somerville
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Linda Pace
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Doug himself finds it simply a privilege
to be around the craftsmanship and care
that goes into the carving work. It clearly
shows. Marietta pays Doug perhaps the
best compliment to a photographer
there is: “it’s always easy to use Doug’s
pictures,” she says.
Many of those photographs have made
their way into the three lavishly produced
books, over 100 pages long, which have
become the calling cards of the Lysicrates
Prize and the Lysicrates Foundation that
supports it.

from – with all the action, emotion, and
drama of a modern night at the theatre.
Making all this very different material sit
together coherently, and then navigating
a reader through it, is the task of senior
prepress finished artist Kym Walley at
IVEO, part of the IVE Group.
Kym says she works for the pleasure
of seeing someone open a book, which
even in the iPad and Kindle age still has
a tactile thrill which is hard to beat.

The books published in 2015, 2016, and
this year explain the Lysicrates story in all
its richness to both audiences and future
stakeholders.

Like all editing work, sometimes it’s
careful pruning that lets the blooms
stand out, and there is a lot for Kym to do
in coaxing perhaps 300 pages of material
into just a 100 pages or so.

They combine the detailed text and
illustration of a history book about the
ancient culture that the award sprang

But Kym is also a history buff who is
acutely conscious that the book is
celebrating the birth of drama. The

Paul Thurloe

Marietta Buikema

Bruce Pettman

Kym Walley

books’ signature ochre colour scheme
reminds us of the clay and black glaze
pottery for which ancient Greece is
famous. The paper stock used is very
white, to give a modern touch to an old
story. The illustrations go from ancient
Greek artefacts and stately Georgian
architectural drawings, to modern
photography from the drama stage that
zooms into your face.
“Hopefully at the end it’s a great piece
of memorabilia – and something that
teaches people a bit of Sydney history,”
she says.
This year’s book cover photography
switches from the Lysicates monument
pictures of past years to the dramatic and
dynamic car scene from 2017 Prize runner
up, Nick Coyle’s Feather in the Web.
And indeed, the play’s the thing at the
Lysicrates Prize.
The prize format is to show the first 30
minutes of a potential play, on which the
audience vote for a winner, who then gets
a cash prize commission to finish the work.
But Will Harvey, associate producer,
development, at the Griffin Theatre
Company, says the entries need to be
seen in the context of the tough road that
all modern Australian dramas have to
pass along.
The Lysicrates scripts have all been
plucked early in the writing process,
and are essentially readings rather than
performances, says Will. For any play
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to succeed, they have to be finished, go
on to be produced and performed, and
stand the test of time by perhaps getting
onto an academic syllabus and then be in
the Australian canon 30 or 40 years later.
But only a fraction of even commissioned
plays ever get produced, because all
theatre seasons are crowded and have to
be balanced between stories and themes.
Even if plays do get produced, the chances
are that they won’t get produced again,
he says. “It’s the most extraordinary time
for a playwright who does get an opening
night,” says Will, “and who might have
spent years toiling on something,” only to
then go back to start off the process after
they have had a run.
Given that playwrights don’t write
dramas to sit on a shelf, you can see the
artistic perseverance and stamina that a
writer competing in the Lysicrates Awards
has to have.
But the quality of the Lysicrates work
is such that even runners up have a
better than even chance of going on
to production.
Of the Lysicrates winners, only the
first – Steven Rodgers’ Jesus Wants Me
For A Sunbeam – has been slated for a
production at the National Theatre of
Parramatta. But the first runner up in 2015,
Justin Fleming’s The Savvy Women has
been produced twice as The Literati at the
Griffin Theatre and the National Theatre of
Parramatta, and 2017 runner up Feather In
The Web is also to get a run at the Griffin.

The killer difference in the Lysicrates
Award is the popular vote, the clay token
dropped in the urn on the way out of
the auditorium.
That engages the audience in a very rapid
way, says Will. But how have playwrights
adapted to that? That was clearly a worry
at first for the producers. “The temptation
might be to write for an audience,” he
says, with perhaps 20 pages of crowdpleasing stuff without any idea where it
might go next. “Or perhaps every play was
going to be a comedy, given that everyone
likes to laugh’.
“In fact it has been a very interesting
mix of plays,” he says of the audience
selection, “and not what you might have
expected at all.” Comedies don’t win easily
– in fact the most popular drama, just as
in old Greece, has sometimes been the
most confronting. “The audiences have
responded extremely well,” says Will.
There was also concern that the highly
unfinished nature of the work might put
people off. The actors only get a few days
with the scripts, and playwrights are barred
from the rehearsal room and prevented
from revising. But that was another
unnecessary concern: audiences like
the idea that they are seeing unpolished
diamonds, and are playing a part in their
development. “They don’t want it to be
perfect. They like watching the actors
getting into a character in front of them.”
And for the playwrights, “it’s nice to be
writing not for some future imagined
audience, but for a very real one.”
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The energy and the drama on stage
have been captured from the start of
the Lysicates Prize by photographer
Jessica Lindsay. She has the tough job
of unobtrusively moving around in front
of the audience on the night, while being
there to catch the movement in actors’
faces and bodies through which the
words are really conveyed.
Jessica’s stunning pictures over the last
three years speak for themselves. But she
says it’s the other people working on the
Lysicates Prize project that motivate her.
“It’s the passion, and the time and the
effort that go into it … it’s been a delight.”
Whether it is crafting stone or bronze,
or words or drama or light, there is a
lot of artistry behind the scenes on the
Lysicretes project, as well as at the front
of the stage. Not just that, but a collective
reservoir of goodwill that motivates a lot
of very different people to see it succeed.
And as one person involved behind the
scenes put it, there is also a pleasure for
the backroom team in seeing John and
Patricia carrying out their particular craft:
persuading people to do things!
The inscription on a fourth century BC Attic
stele says that one of the organisers of the
day was awarded the crown of ivy leaves
(a plant sacred to Dionysus) “because he
established and administered the Festival
of Dionysus, and the competition, with the
utmost elegance and fairness.”
You can only say that his modern heirs
on the other side of the world are keeping
up his standards.
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The site of the theatre and sanctuary of Dionysus in the Attic deme (local village) of Ikarion, as it appears today. Tragedy had been performed in this small rural
theatre from at least the middle of the fifth century BC. The remains of stone front-row seats of honour can be seen in the foreground, while the building further back
is a monument set up by local choregoi who funded drama. Photograph: Prof. Hans Rupprecht Goette.

“because he established and administered the Festival of Dionysos,
and the competition, with the utmost elegance and fairness”
These ancient Greek words (translated above) give the reasons for honouring a man who had organised the local festival of Dionysos in the Attic deme (local village)
of Ikarion. They are traced from the marble stele on which they were inscribed in the fourth century BC: IG II2 1178, Athens National Museum Inv. (?) 2401.
Photograph of the squeeze on which the copy is based thanks to Prof. Hans Rupprecht Goette.
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KATIE-ANN HOUGHTON / TROPHY ARTIST / 2015

ANDY H PLUMMER / TROPHY ARTIST / 2016

It was an honour to have been approached to create, in glass, a
contemporary version of the tripod which was given as a prize
to the winner of the Great Dionysia theatre festival in ancient
Athens. In ancient Athens, the tripod rested on slender bronze
feet, but of course this was not a practical solution for glass. For
me, the Sydney aesthetic favours a clean, unadorned line, and
partly for that reason, and partly because glass lends itself to that
form, I chose an early 20th century Swedish design style for the
shape of the modern tripod, with sturdy rounded feet. For the
colour, I decided to reflect the bronze glow of the original, and
used a colour palette to achieve a similar tint.

The piece that I’ve made is a fused mosaic. In other words, it’s an
integrated image made from many small parts which have been
assembled and then melted together. The first examples of mosaic
art (circa 500 BC) were in elaborately decorated floors found in
the homes of wealthy Greek families. To create the Lysicrates Prize
trophy, I made a ‘cartoon’ of the tripod image from the François
Vase, then cut and assembled around 400 pieces of glass to form
the image of the black tripod on the red panel. The work was fused
together at high temperature in an electric kiln. The front of the
panel was carved using a diamond wheel and, finally, the piece was
briefly reheated to fusing temperature in order to give it a fire polish.

In this way, I sought to create
something that embodied the
tradition, but that followed
a modern aesthetic, just like,
in a way, the competition itself.

It has been an honour to be chosen
by John and Patricia Azarias to make
this trophy and I applaud them on
their vision and initiative in creating
the Prize.

Katie-Ann Houghton
Glass artist, Adelaide

Andy H. Plummer
Mosaic artist, Sydney
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JAMES HOWE / TROPHY ARTIST / 2017

STELIOS PANAGIOTOPOULOS
TROPHY ARTIST / 2017

My design for the The Lysicrates
Prize Trophy 2017 draws on the rich
history which underpins the award.
I wanted to create something that
took inspiration from the original
bronze tripod awarded to Lysicrates’
chorus and its elaborate pedestal,
the Choregic Monument. However,
as a designer, it was also important
that the finished piece should reflect
my own aesthetic. I decided to
create an abstract sculpture which,
while drawing inspiration from the
forms and materials found in the
ancient tripod and monument,
morphed and manipulated those
elements where necessary to
modernise them and and bring them
in line with my own design aesthetic.
The brass circles, for example,
emulate the shape of the loops
depicted in artists’ impressions of
the now lost bronze tripod. The material is a more contemporary
read on the bronze used in the original piece, and I also decided to
substitute the rings once mounted on the original tripod with solid
circles. The stone references the Pentelic marble the monument is
built from, though for the sake of practicality, I substituted more
readily available Italian Carrara marble.

Sculpture by Stelios Panagiotopoulos
Sculptor, Acropolis Museum Athens Greece
Curated by Australian Artist
George Raftopoulos
Stelios Panagiotopoulos, sculptor, is a
graduate from the Athens School of Fine
Arts. George Raftopoulos approached
Mr Panagiotopoulos in order to co-create a trophy
to symbolise the ethos of the Martin-Lysacrites Prize
for 2017. The two artists worked collaboratively in
order to bring the magic of the prize and its symbolism
to life. Under the guidance of Australian Artist George
Raftopoulos, and the backing of John Azarias, the
sculpture was created for this year’s prize – “Internal
Integration” – it represents a female deity whose hands
become a circle … symbolising integration, inwardness
and self-knowledge. Panagiotopoulos dedicates it
to the people who manifest their spirit through art
which is borne of the body and, therefore, represents
a communion of experience which returns to them so
that it is transformed into something superior. “Art is
primarily a very personal and experiential matter,
that when it hides the truth it becomes universal,”
states Panagiotopoulos.

Stelios Panagiotopoulos
Sculptor, Athens

James Howe
Sculptor, Adelaide
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George Raftopoulos
Artist, Sydney

In Search
of Dionysus

Plate XIV: A satyr wrestling a pirate to the ground, as depicted on the
Lysicrates Monument frieze in Stuart and Revett’s The Antiquities of Athens,
vol. 1 (1762), chap. 4. Centre for Classical and Near Eastern Studies of
Australia, University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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In Search of Dionysus
The Wandering God:
from the Meander
to Sydney

ANDREW HARTWIG
Honorary Associate Department
of Classics and Ancient History
Centre for Classical and Near Eastern
Studies of Australia, The University
of Sydney

The origins of Dionysus have always
been obscure. According to Homer’s Iliad
6.133, Dionysus was reared by his nurses
on ‘the sacred Mountain of Nysa’ – a
name perhaps derived from the latter
part of the god’s own name (-nysos).
The site was disputed in antiquity, and
located in a variety of places, among
them Egypt, Babylon, India, and Lydia.
The latter, interestingly, probably refers
to the Hellenistic city of Nysa on a hill in
the Meander Valley, a place close to the
heart of John Azarias whose family hails
from there.
The Greeks thought that the god of their
drama was in some sense an eternal
stranger, at once native to Greece but
also, paradoxically, also a stranger to
it, forever arriving from a mysterious
elsewhere, often in the garb of an Asiatic
stranger from the east, and often on the
move. These wanderings are recounted
by Dionysus himself in Euripides’ great
tragedy Bacchae (lines 13–22) after he
arrives at the Greek city of Thebes:
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After leaving the gold-rich fields of Lydia
and Phrygia and the sun-beaten plains
of Persia
and the walls of Bactria, and after traversing
the wintry land of the Mede and blessed
Arabia
and all of Asia beside the briny sea,
where Greek and barbarian mingle together
in populous cities with fair towers –
after setting those places dancing and
establishing my
rites so that I would be a manifest deity
to mortals,
I first came here to this city of the Greeks.
When Greeks set out to found new cities
and establish new communities, they
took Dionysus with them – the Cycladic
islands on which Athenians set up
such communities in the fifth century
are among the first to have their own
theatrical festivals for Dionysus outside
Attica itself.
Alexander the Great cleverly exploited
this aspect of the Greeks’ religious
system when he styled himself as a ‘New
Dionysus’, as did his Successors, implying
that they were bearers of Hellenic culture
to the very ends of the knowable world.
Alexander was reported to have seen
ivy, a symbol and sign of the god, at
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key moments on his distant travels – on
his way through Bactria (modern-day
Afghanistan), in the lands beyond the
Jaxartes river (modern Uzbekistan and
Tajikistan) and even in distant India. The
ivy gave him and his men confidence,
despite being so far from home in foreign
lands, to keep going on such an arduous
journey. To Alexander it seemed to signify
that he had become, or even surpassed,
Dionysus himself.
One of the great dynasties established
by Alexander’s Successors – that of the
Ptolemies at Alexandria in Egypt – only
collapsed, we might say, when the god
finally withdrew his support. Marc Antony
– lover of Queen Cleopatra, the last of
the Ptolemies – also styled himself as a
‘New Dionysus’. According to Plutarch
(Antony 75) around midnight the evening
before Antony’s final confrontation with
Octavian, the residents of Alexandria
heard the mysterious sound of a troupe
of Bacchic revellers shouting and singing
their way through the streets before
leaving the outer gates and disappearing
into the distance. The god had
abandoned Antony. Cleopatra committed
suicide soon after, bringing the Ptolemaic
Dynasty to a close. Cavafy, the modern
Alexandrian Greek poet, treated the
theme in his poem found in Appendix B.
The completion of James Martin’s
Monument in 1868 heralded, as it were,
the arrival of Dionysus in Sydney. But
he arrived earlier in a sense. John and
Patricia Azarias have noted how ‘Sydney’
stems etymologically from the French
‘St. Denis’ (i.e. ‘St. Dionysios’), which

A bearded Dionysus, with vines above his head and a crown made of the ivy that was sacred to the
god. Red-figure amphora by the Kleophrades painter, Inv. 2344 Staatliche Antikensammlungen und
Glyptothek, München. Photograph: Renate Kühling.
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in turn derives from the name of the
god. According to some accounts, the
name entered the language after the
Norman conquest of Britain in 1066
when it was used as a toponym for
settlers from the village of St. Denis in
Normandy. How appropriate, then, that
in Farm Cove, close by the place where
modern Sydney was born, the Lysicrates
Monument now stands – a monument
which honours the god after whom the
city takes its name. And how appropriate
that there is dancing and music in front
of the monument each year during
the Lysicrates Prize, no less at the very
place where Indigenous Australians had
always gathered to perform the ancient
Kangaroo and Dog Dance.

Sydney’s very own poliouchos theos
or ‘protecting deity’, although his full
bacchic strength has been slightly
watered down and tempered by a saint,
has now also received a festival befitting
his status as both patron god of the
theatre and of the city of Sydney through
the creation of the Lysicrates Prize.

The God Manifests
Himself – from Homer
through Lysicrates
to Martin
The frieze on the Monument of Lysicrates
depicts the story of the punishment
of the Tyrhennian pirates during their
attempt to kidnap the god Dionysus.
The tale is told in the Homeric Hymn
to Dionysus (see below), perhaps first
written down in the seventh century
BC, which captured the imagination not
only of ancient artists (see the beautiful
sixth-century BC shallow drinking cup or
‘kylix’ shown below) but also of modern
poets (as in the passage from one of the
Cantos of Ezra Pound quoted on p. 26).
But unlike the traditional myth where the
pirates first kidnap Dionysus and are then
punished while conveying him on board
their ship (the version told in the Homeric
Hymn), on the Lysicrates Monument the
pirates are punished while attempting
to kidnap the god as he sits on the seashore drinking wine with his retinue
of satyrs.

Lysicrates’ choice of subject matter on
the frieze was certainly appropriate
insofar as Dionysus was the patron
god of theatre and such monuments
themselves ostensibly a dedication to the
god for success in the theatre. But there
is also the added possibility that the
winning performance commemorated
by the monument actually retold the
myth of the Tyrrhenian pirates and their
encounter with the god. If so, this would
have made the subject matter on the
frieze doubly appropriate.
The myth, in any case, with its pirates
and dolphins, came naturally to an
adventurous sea-faring people such
as the Greeks. In Athens, however, the
monument with its myth was erected
at the foot of the Acropolis in the middle
of the city, without any water in sight.
Martin’s reproduction at Potts Point and
now at Farm Cove – both overlooking
the Harbour – in this sense provides a far
more apt setting for its maritime theme.
In his Potts Point garden beside the water
in colonial Sydney in the late 1860s and
in the 1870s Martin retold the myth to his
own children, unravelling for them the
enigmatic figures and events depicted
on the ‘story-book’ of the frieze, bringing
to life on the other side of the world
an ancient tale told in Greece many
centuries beforehand.

Dio
Dionysus
in a ship, sailing among dolphins, mast entwined with a great vine. Attic black-figure kylix (cup),
ca. 530 BC. Found in Vulci, in central Italy. Inv. 8729 Staatliche Antikensammlungen und Glyptothek München.
Photograph:
Ph
h
Renate Kühling.
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Homeric Hymn to Dionysus
Concerning Dionysus, glorious Semele’s son,
I’ll remember how once he appeared by the shore of the
murmuring sea
Upon a jutting headland, in looks like a young man whose prime
Has just begun; the beautiful hair that round him waved
Was dark, and round his sturdy shoulders he wore a cloak
Of purple. Soon men on a ship benched well for rowers arrived,
Pirates moving swiftly over the wine-dark sea,
Tyrsenians, led by an evil doom. At the sight of him there
They gave each other the nod, and soon leaped out. In haste
They seized and set him on board their ship, exultant at heart.
For they said that he was the son of kings who are cherished
by Zeus,
And wanted him cruelly bound. But their bonds could not
hold him, far
From his hands and feet the withies kept falling, while
there he sat,
And with his dark eyes smiled. The helmsman, perceiving
the truth,
Called aloud to his comrades without delay, and said:
‘Misguided men, what mighty god is this you seize
And bind? Our ship cannot even bear him, built well
though she be.
For Zeus is here, or Apollo, God of the Silver Bow,
Or Poseidon: these are no looks of mortal men, but of gods
Who dwell in Olympian homes. Now come, let’s set him ashore
On the land’s black soil at once. Against him raise no hand,
In case he stirs in wrath cruel winds of hurricane force.’
In this way he spoke; the captain rebuked him with
hateful words:
‘Misguided man, keep watch for the breeze, and then raise the
ship’s sail,
With all the ropes in your grasp; this fellow will worry us men.
He is, I expect, for neither Egypt or Cyprus bound,
Or else for the Hyperboreans, or further afield. In the end
At some point he’ll tell us his kith and kin, and all their wealth,

And who his brothers are, since heaven has
sent him to us.’
With these words he started to raise the mast
and sail of the ship.
A wind bellied out the sail, and on every side
they stretched
The ropes taut; but soon before them miraculous
works appeared.
Wine at first began along the swift, black ship
To gurgle, sweet to the taste and fragrant – the scent that rose up
Was divine – and all the sailors were seized with awe at the sight.
But at once on either side along the topmost edge
Of the sail a vine was stretched out, and grapes were
hanging down
In clusters; dark-green ivy twined about the mast,
Bursting with bloom; upon it delighted berries stirred,
And all the tholes were wearing garlands. The men, when
they saw,
Then indeed kept bidding the helmsman to steer the ship
Toward shore; but the god within their ship became at the prow
A fearsome lion, roaring loud, and amidships made
A bear with shaggy-maned neck, revealing his portents to view.
It reared up fiercely, the lion upon the upper deck
Shooting a fearsome glare; the men fled back to the stern,
And on every side of the helmsman who had a prudent heart
They stood in terror. The god with a sudden rush forward seized
The captain; the men, as they tried to escape from an evil doom,
All together plunged, when they saw, in the brilliant sea,
And into dolphins turned. But holding the helmsman back
In pity, he made him in all ways blessed, and spoke these words:
‘Take courage, noble father, you who have pleased my heart.
I am Dionysus who roars out loud, and was given birth
By Semele, Kadmos’ child, who was joined in love with Zeus.’
Farewell to you, fair-faced Semele’s offspring. It cannot be
That one forgetful of you arrays a song that is sweet.

Source: M. Crudden (2001) The Homeric Hymns: Translated with Introduction and Notes (Oxford),
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XXV

XXVI

X

The God on the Sydney Frieze

XI

XII

In The Antiquities of Athens Stuart and Revett presented the
various images on the frieze as they appeared from left to right,
starting with Dionysus (plate X). The frieze, however, was actually
designed with Dionysus as the central figure, with pairs of
thematically matching vignettes expanding symmetrically either
side of the god. For example plates XI and XXVI, which feature
similar images of one satyr sitting and another serving wine, are
found either side of Dionysus; while plates XII and XXV, which
depict one satyr about to join battle as another watches on, are
positioned either side of those, and so on.

The frieze of the Choregic Monument of Lysicrates in Sydney is
modelled after the engravings found in chapter IV of J. Stuart
and N. Revett, The Antiquities of Athens, volume 1 (London 1762).
These engravings were based on original drawings made by
Stuart and Revett during their travels to Athens in the 1750s. The
frieze goes all the way around the monument immediately above
the three-banded architrave bearing the dedicatory inscription.
The inscription, however, located immediately below the figure
of Dionysus on the Athenian monument, was omitted from the
Sydney version. It otherwise documented various details about
the occasion the monument commemorated, such as the name
of the wealthy citizen who sponsored the production (Lysicrates),
the musician or ‘pipe player’ who accompanied the performance
(Theon), the poet who wrote the work and trained the chorus
(Lysiades), and the name of the Archon in office at the time, from
which we know the date (Euainetos, archon in 335/4 BC).

The only other ‘unmatched’ figure apart from Dionysus is the
dolphin at plate XIX, which appears diametrically opposite to
Dionysus on the frieze, at what was clearly the ‘back’ of the
Monument. There are otherwise two anomalies in The Antiquities
of Athens worth noting. Plates XV and XVI both correspond to
plate XXII. There Stuart and Revett combined two figures, treated
separately in the earlier two plates, together in plate XXII. And
curiously, plates XIII and XIV were presented in the wrong order,
upsetting the thematic symmetry of the frieze. The error is
faithfully reproduced on the Sydney Monument.
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PLATE X: Youthful Dionysus reclining with a cup of wine and stroking
a panther (opposite pl. XIX).

PLATE XI: Pair of satyrs attending Dionysus and serving wine from a large
krater (opposite pl. XXVI).

PLATE XII: Bearded satyr offering wine to a younger satyr who holds a club
and is about to join battle (opposite pl. XXV).

PLATE XIII: Satyr draped in panther skin about to strike a supplicating pirate
(opposite pl. XXIII).

PLATE XIV: A satyr wrestling a pirate to the ground (opposite pl. XXIV).

PLATE XV A satyr breaking a branch from a tree to use as a weapon
(opposite pl. XXII).
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PLATE XVI: A pirate leaping into the sea to escape and transforming into
a dolphin (opposite pl. XXII).

PLATE XVII: Satyr draped in panther skin about to strike a seated, bound
pirate (opposite pl. XXI).

PLATE XVIII: Draped satyr thrusting a torch in the face of a seated pirate.
His binding transforms into a serpent and bites his shoulder (opposite pl. XX).

PLATE XIX: Pirate leaping into the sea and transforming into a dolphin
(opposite pl. X).

PLATE XX: Satyr dragging a pirate by the foot to cast him into the sea
(opposite pl. XVIII).

PLATE XXII: Pirate leaping into the sea and transforming into a dolphin while
a satyr tears a branch from a tree to use as a weapon (opposite pl. XV and XVI).
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PLATE XXI: Pirate fleeing a satyr who wields a torch (opposite pl. XVII).

PLATE XXIII: Satyr about to strike a kneeling, bound pirate with a thyrsus
(opposite pl. XIII).

PLATE XXIV: Young satyr wrestling a pirate to the ground and about to strike
him with his club (opposite pl. XIV).

PLATE XXV: Satyr holding a torch about to join battle while another satyr
leaning on a tree stump and holding a thyrsus watches on (opposite pl. XII).

PLATE XXVI: Satyr serving wine while another sits holding a thyrsus
(opposite pl. XI).
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Plate XIII: Satyr draped in panther skin about to strike a supplicating
pirate, as illustrated on the frieze in Stuart and Revett’s The Antiquities
of Athens, vol. 1 (1762), chap. 4. Centre for Classical and Near Eastern
Studies of Australia, University of Sydney.
Please see section “In Search of Dionysus” on page 133.
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Appendix A

The Ballad of Lysicrates
WRITTEN BY LINDA HURLEY

The Dionysia Festival, in 334 BC
Spectators came to Athens – many plays there they could see;
The crowds would boo and barrack and choose the winning play.
No prizes for the playwright – the sponsors won the day!
Lysicrates, the winner, built a monument.
It still stands in the Plaka – of marble it’s erect.
The monument tells a story of Dionysus in disguise –
A band of pirates kidnap him, and get a bad surprise.
The water turned to wine! Ivy grew upon the mast!
A lion at the prow! Pirates – now dolphins – did swim past!
The helmsman helped the god, so he remained at hand –
As you look quite closely there’s half dolphin and half man.
An etching reached Australia. The Governor was impressed.
He showed it to the Premier. James Martin did his best.
He had the monument copied, and in his garden stood.
When war was on our doorstep, to safety it was pulled.
So now it’s in this garden for all to love and see
Its mighty restoration. History shines on you and me.
We’re all here to admire it – we’re part of history too.
The joy of plays continues – we see what playwrights do.
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Appendix B

The God Deserts Antony
CONSTANTINE CAVAFY

When, suddenly at the midnight hour, you hear
An invisible troupe passing by, with exquisite music,
and voices singing,
– don’t regret that your luck has run out,
that your endeavours were fruitless
and your plans chimerical.
Don’t indulge in useless laments.
Act like a man who has long been prepared,
A man of courage,
and say farewell to her, to the Alexandria that is leaving.
Above all, don’t delude yourself, don’t say it was a dream,
That your ears deceived you,
Don’t stoop to entertain empty hopes like these.
Act like a man who has long been prepared ,
A man of courage,
A man worthy of such a city.
Go firmly to the window
And listen with deep emotion, but without a coward’s entreaties
and complaints,
As a final pleasure,
To the sounds of the exquisite instruments of the mysterious troupe,
And say farewell to her, to the Alexandria that you are losing

Translated by John and Patricia Azarias
October 2017

From C. P. Cavafy Collected Poems edited by George Savidis,
Princeton University Press (1975).
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Notes on Constantine Cavafy

The poet Constantine Cavafy (1863–1933)
was one of the greatest poets of the
20th century. Born in Alexandria of
Constantinopolitan parents, and steeped
in Hellenistic culture, he wrote at first for
a small circle of friends in Alexandria, but
his works became known more widely
after E.M. Forster championed them in
a short but influential essay, The Poetry
of C.P. Cavafy, published in 1919.
He lived most of his adult life in a small
apartment on the rue Lepsius in
Alexandria, keeping body and soul
together by working as a middle-ranking
official in the British-run Irrigation
Department in the city, a short walk
from his apartment.
Cavafy was the heir to three great Greek
traditions and poetic styles. The epitome
of the first was the poetry of Sappho, who
was able, with a few strokes, to evoke
complexities and depths of emotion.
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This kind of clarity and economy was,
and still is, highly prized by Greeks, and
Sappho was commonly acknowledged
in antiquity to be its greatest exponent,
indeed the greatest poet of all. Mastery
of the concise and limpid profundity is
very difficult to achieve, but it is second
nature to Cafavy.
The second was the line of Homer and
Herodotus – Ionians who were curious,
non-judgemental, and sympathetic about
peoples who were not Greek. Homer
treated the Trojans with compassion;
and Herodotus was endlessly interested
in the habits of other races and religions,
so much so that the mainland Greek,
Plutarch, was to call him philobarbaros,
lover of barbarians. Cavafy, another
Ionian in spirit, shared this generosity
and understanding.
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The third strand is the attraction to the
Hellenised Levant. Cavafy is the bard
of two great Levantine cities, Alexandria
and Antioch, and of the Hellenised parts
of the periphery. He takes vignettes from
the rich history of the Hellenised Levant
over centuries from the time of the
descendants of Alexander to the Ottoman
period, and, out of them, he draws
profound and universal conclusions
about human nature.
This poem, one of Cavafy’s greatest,
emerged from Cavafy’s reading of
Chapter 75 of Plutarch’s Lives, in which
Plutarch describes Antony, in Egypt at
the end of his life, confronting defeat and
death. Plutarch says:
During this night, it is said, about the
middle of it, while the city [Alexandria]
was quiet and depressed through fear
and expectation of what was coming,
suddenly certain harmonious sounds
from all sorts of instruments were
heard, and the shouting of a throng,

accompanied by cries of Bacchic revelry
and satyric leapings, as if a troop of
revellers, making a great tumult, were
going forth from the city; and their
course seemed to lie about through
the middle of the city toward the outer
gate which faced the enemy, at which
point the tumult became loudest and
then dashed out. Those who sought the
meaning of the sign were of the opinion
that the god to whom Antony always
most likened and attached himself was
now deserting him.
Plutarch. Plutarch’s Lives with an
English Translation by Bernadotte
Perrin. Cambridge, MA. Harvard
University Press. London. William
Heinemann Ltd. 1920.
Bacchus, of course, was the Roman
name for Dionysus, Antony’s particular
god, who was now abandoning him.
And we already know that Dionysus,
the wandering god, figured prominently
on the Lysicrates Monument.
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The poem is an example of Cavafy taking
a fragment from the Hellenistic past and
giving it universal applicability. Indeed,
in a way, he stretches further back into
the profound roots of the Greek temper,
calling attention to the stoicism and
dignity in the face of death that lie at the
heart of the Greek character.
The poem adjures Antony not to repine
or deceive himself – death is really
imminent, the god is really deserting him
– but instead to face reality with courage
and composure. A universal lesson, in
a few clean and powerful lines. The last
line, in particular, sounds a death knell
all on its own.
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Appendix C

André Chénier*
(1762–1794)

The line of the poet André Chénier (In ancient verse forms,
let us express the ideas of today) appears in his long poem
Les Inventions. Here are some of the preceding lines:

Allons voir au théâtre, aux accents d’Euripide,
D’une sainte folie un peuple furieux
Chanter: “Amour, tyran des hommes et des dieux!”
Puis, ivres des transports qui nous viennent surprendre,
Parmi nous, dans nos vers, revenons les répandre.
Changeons en notre miel leurs plus antiques fleurs;
Pour peindre notre idée empruntons leurs couleurs;
Allumons nos flambeaux à leurs feux poétiques;
Sur des pensers nouveaux faisons des vers antiques.
(Verses 174–184) (Our highlight)

Let us go to the theatre, and there see an enthralled audience
Singing, in the accents of Euripides,
“Oh, love, tyrant over men and gods!”
Then, surprised by the raptures that have gripped us,
let us return, to convey them in our own poetry.
Let us turn their most ancient flowers into our own honey;
To paint our own idea, let us borrow their colours;
Let us light our torches from their poetic fires,
In ancient verse forms, let us express the ideas of today.
(Our highlight)

Translated by John and Patricia Azarias
* See p. 12
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Here we see several features of relevance
to our Lysicrates playwriting initiative.
First, at the most obvious level, we in
Sydney, in holding the Lysicrates, and the
Martin-Lysicrates, Play Competitions are
taking an ancient model and expressing
it in our modern way, just as Chénier
is urging his fellow poets to do in
their poetry.
More subtly, Chénier was not actually
suggesting that modern poets should
also write in iambic trimeter, as Euripides
often did. Rather he was saying: let the
poets of today innovate as much as they
like in the substance they seek to express,
but let them keep the ancient forms, or to
be more precise, the ancient requirement
that poetry should be created within a
disciplined form.
Within the strict discipline of the poetic
form, Euripides was able to create
profound emotions, vivid characters,
and deeply affecting scenes. An example
from music would be Mozart, who, within
the strict discipline of the sonata form,
was able to produce the most sublime,
varied, beautiful and profound music
ever created.

This is a very 18th century concept, that
turbulent thoughts can best be expressed
within a disciplined framework – yet
another link between the 18th century
and our own event in Sydney. It is a
thought that has come down even to
the 20th century: the great French writer
Jean Dutourd (1920–2011) said that the
last line of the excerpt above was the
alpha and omega of his artistic creation.

Chénier’s poetry, we find experiments
with ancient Greek precedents, in
an effort to express his own personal,
and contemporary, thoughts within a
well-ordered and disciplined framework.

The poet André Chénier (1762–1794), the
author of these lines, was originally a
supporter of the French Revolution, but
was guillotined only three days before
the Terror ended with the execution of
Robespierre. Chénier’s life, full of hope,
talent and tragedy, was the inspiration
behind Giordano’s well-known opera,
Andrea Chénier. Of a Greek mother and a
French father who was a diplomat in the
Levant, he was born in Constantinople,
and in his youth became steeped in
ancient Greek literature. In much of

It is interesting that in lines 176 to 178
above, Chénier refers to the excerpt
from Lucian mentioned in Peter Wilson’s
chapter (p. 29), regarding the theatremad audience at Abdera in 301 BC.
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André Chénier is a major poet of the
French canon. Like Schubert, who also
died young, he combines the classical
attributes of clarity and passion.
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Appendix D

Lucian of Samosata
(circa 120 AD–180 AD)

The passage from Lucian about the
theatre mania that struck the city of Abdera
referred to in Peter Wilson’s chapter (p. 29)
comes from a work entitled How to Write
History. It gives a sense of the wit and
erudition that characterise all of Lucian’s
work. This treatise was taken very seriously
in the early Renaissance as the only
surviving manual from Classical times
on how to write history. Writers such as
Erasmus and Thomas More – who both
translated his works – as well as Jonathan
Swift and Voltaire, were heavily influenced
by Lucian. But all of Lucian’s writings
subsequently fell out of favour (his works
were banned in the Papal Indexes of 1559
and 1590) and only recently has his
reputation undergone reassessment by
scholars (see notably Jane Lightfoot’s On
the Syrian Goddess, Oxford 2000 and two
good new translations of selected works:
Chattering Courtesans and Other Sardonic
Sketches translated by Keith Sidwell,
Penguin Classics, 2004, Selected Dialogues
translated by C. D. N. Costa, Oxford World’s
Classics, 2006).

Engraving of Lucian by William Faithorne in John
Dryden’s The Works of Lucian, Translated from the
Greek, by Several Eminent Hands (London 1711).

Lucian was an immensely erudite satirist
and teacher of rhetoric, born around
120 AD in Samosata (in modern day
Turkey on the Euphrates river). Very
little information about his life survives,
apart from his own writings and a short
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biography in the 10th-century Byzantine
dictionary called the Suda, which selfindulgently attacks him for blasphemy,
especially for anti-Christian sentiments
in his Life of Peregrinus. Early in his career
he practised as a lawyer at Antioch in
Syria before turning to writing. Lucian
was active during a period known as
the Second Sophistic when literary
artists and orators imitated Attic Greek,
drawing upon the vocabulary and style
of writers from the golden age of Athens
during the fifth and fourth centuries BC.
His works are mostly comic satires,
ranging in form from literary dialogues
to essays and epistles, and they borrow
heavily, among other things, from ancient
comedy and philosophy. They include
titles such as Encomium of a Fly, which
gives a paradoxical praise for the insect;
Dialogues of the Dead, a series of dialogues
with famous people from literature and
history – including Alexander the Great
– set in the Underworld; and On Dance, a
defence of the popular but controversial
Roman performance form of pantomime.
Of special interest to us is the short work
called simply Dionysus, which tells the
story of the god’s journey to India.
(Notes on Lucian of Samosata by
Professor Peter Wilson and
Andrew Hartwig)
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Financial Times, House & Home,
31 January/1 February 2015.
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The Australian Financial Review / 12–13 September 2015 / Weekend Fin, p.47
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I Kathimerini, Athens / 21 February 2015
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The Sydney Morning Herald / 01 February 2016 / Arts, p.11
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The Weekend Australian / 13–14 February 2016 / Review

The Weekend Australian / 30–31 January 2016 / The Nation.
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Appreciation for Support
Without the whole Lysicrates team, nothing could have been achieved.
They have all been outstanding – our generous donors, NSW Ministers Rob Stokes, Dom Perrottet, and
Geoff Lee; Parramatta Lord Mayor Andrew Wilson; the theatre personalities – Lee Lewis who took a leap in
the dark, Will Harvey, who bore the brunt of the work, Robert Love of the Riverside Theatres, and Joanne Kee
of the National Theatre of Parramatta; the great Alan Somerville and his muse, Linda Pace; Kim Ellis and
Ezzie Magrin from the Royal Botanic Garden; Greg Dyer of the Parramatta City Council; Bruce Pettman,
Joy Singh, Paul Thurloe, Marietta Buikema and the team from the Minister’s Stonemason Program;
Geoff Selig’s team from IVE Group, including Martin Fane and the extraordinary graphic artist Kym Walley;
Dr Andrew Hartwig, the Foundation’s remarkable scholar-in-residence; Douglas Frost and Jessica Lindsay
for their stunning photography; Constantine Boulougouris, Nick Kipriotis and Jo Sarolis for invaluable legal
assistance; Kevin Chinnery and Kathleen Gilbert for their beautiful written pieces; Alan Jones, who needs
no introduction; the inspired and generous artist George Raftopoulos; Joseph Murray from Trippas White;
and Danny Gilbert, the host of our annual Martin Oration.
A special mention to Mrs Linda Hurley for her charming rendition of her own Lysicrates Ballad.
Our gratitude goes to all of them.

The Lysicrates Foundation Board
Michael Diamond, Keith Skinner, Bob Carr, Sandra Gav, Kathleen Gilbert, Kathryn Greiner, Nat Joyce,
Geoff Selig, Vanessa Tay, Carmel Tebbutt, John Azarias, Patricia Azarias.

Should you wish to support the work of The Lysicrates Foundation, please visit
https://www.lysicratesfoundation.org.au/donation/ to make your tax-deductible donation.
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Bronze volute krater (mixing bowl), fourth
century BC. Found in 1962 in the grave of
a Thessalian aristocrat at Derveni, not far
from Thessaloniki, Greece. Inv. No. B1.
The Archaeological Museum of Thessaloniki;
Copyright Hellenic Ministry of Culture,
Education and Religious Affairs /
Archaeological Receipts Fund.
Photographer: Orestis Kourakis.

To all scribblers, daubers and
assorted eggheads – a society’s
real treasures.
Starting with the birth of democracy and theatre in ancient
Athens, Lysicrates and Martin transports you to today’s Australia,
with side visits to Ireland, Byron’s Greece and the horse boxes
of Parramatta’s Government House.
It tells the story of how a couple’s stroll in the Royal Botanic
Garden Sydney sparked two marvellous restorations: the first,
of Sydney’s graceful replica of Athens’ Lysicrates Monument; the
second, of the drama competition that the ancient monument
was built to celebrate.
On the way you will meet the extraordinary unknown figure
after whom the hub of Sydney is named, rub shoulders with
playwrights, actors and directors, and learn about the arcane
techniques of stonemasonry and bronze casting.
And you will be intrigued that today in Australia, for the first
time in 2500 years, the outcome of two free drama competitions
are decided by the votes of the audience, not the opinions of
a panel or an artistic director. It is theatre for all. It is democracy.

The Lysicrates Foundation is a
not-for-profit organisation established
in 2015. It has a dual purpose –
to restore the Lysicrates Monument
in Sydney’s Royal Botanic Garden,
and to organise the Lysicrates Play
Competitions, of which there are
two: the original Lysicrates Play
Competition for plays for adults,
and the Martin–Lysicrates
Competition for plays written
for children 8–12 years.
The Lysicrates Monument has now
been fully restored, and its builder,
James Martin, honoured by the
Foundation through the creation
of a statue. The play competitions
are ongoing.

Cover design: Kym Walley
Drama photography: Jessica Lindsay / Sculpture photography: Douglas Frost
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