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On the evening of 30 January 2015
a magical event occurred in the
Royal Botanic Gardens Sydney.
And thereby hangs a tale…
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The choregoi

The choregoi (donors)
SPECIAL THANKS TO THE FOLLOWING PEOPLE WHO HELPED MAKE THE VISION OF THE LYSICRATES PRIZE 2015 POSSIBLE:

Lysicrates monument
restoration choregoi

Lysicrates Prize
choregoi

Peter and Irene Andrews

Abbas and Zohra Aly

John and Patricia Azarias

Minas and Hellene Coroneo

David and Helen Baffsky

Michael, Angela and Louise Diamond

Peter and Helen Coombes

Alex Ding and Vanessa Tay

Greg and Sandra Gav

Paul and Ros Espie

Steven and Magdalena Kamper

Tony and Anna-Maryke Grey

John and Kristine Messara

Robyn Gumbley

Peter and Linda Ryan

David McCarthy and Cherie Hunter

Joseph Skrzynski and Ros Horin

Geoff Lamont and Harriet Fortescue

George and Ann Thomas

Arthur Laundy
John and Cheryl Leotta
Alan Manly and Jenny McCarthy
Don and Lesley Parsonage
Suren Pather
Les and Lorraine Taylor
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Major choregoi

Minister’s Stonework Program
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IVE Group
GEOFF SELIG
EXECUTIVE CHAIRMAN

IVE Group is delighted to support the establishment of the Lysicrates
Play Competition, an event of creative and artistic expression that will
undoubtedly grow to become an integral component of the cultural
landscape of Sydney for many years to come. The restoration of the
Lysicrates Monument and the success of the inaugural competition in
January 2015 are tangible examples of genuine collaboration between the
public and private sector, bringing to life a contemporary adaptation of an
ancient tradition on the foreshore of our harbour. The passion with which
my dear friends John and Patricia Azarias have led both the monument
restoration and the establishment of the competition is truly inspiring –
their legacy for aspiring future playwrights will be enduring.

IVE Group Australia is a diversified marketing
and print communications business. IVE enables its
customers to communicate more effectively by creating,
managing, producing and distributing content across
multiple channels.
Our team have very much enjoyed designing and
producing The Lysicrates Prize 2015: The People’s Choice.

Graphic design

August 2015

Print production
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The Frieze on the Monument of Lysicrates
J. STUART AND N. REVETT, THE ANTIQUITIES OF ATHENS, VOLUME 1 (LONDON 1762)

The images that separate the sections of
this book are from volume 1 chapter IV of
The Antiquities of Athens by James Stuart
and Nicholas Revett (see p. 87). They
are engravings of the frieze found on the
monument of Lysicrates in Athens, based
on original drawings made by Stuart and
Revett in Athens in the 1750s. The frieze
goes all the way around the monument,
immediately above the inscription. It
depicts the story of the punishment of
the Tyrhennian pirates after their attempt
to kidnap the god Dionysos, a story
told in the Homeric Hymn to Dionysos
(see Appendix C, p. 147). The story also
captured the imagination of ancient
artists (see the beautiful sixth-century BC
cup on p. 63) and modern poets (as in
the passage from one of the Cantos of
Ezra Pound quoted on p. 61). Unlike
the traditional myth, where Dionysos
punishes the pirates on board their ship
(the version in the Homeric Hymn to
Dionysos, perhaps as old as the seventh
century BC), here he punishes them while
sitting on the sea-shore drinking wine
with his satyrs.

The images are presented as they
appear on the frieze from left to right,
starting with Dionysos (plate X). The
frieze, however, was actually designed
with Dionysos as the central figure,
with thematically matching vignettes
expanding symmetrically either side of
the god. For example, plates XI and XXVI
depicting a pair of satyrs, one seated
and one serving wine, are found either
side of Dionysos, while plates XII and
XXV depicting a satyr watching on and
another about to join battle are found
either side of those. It should be noted
that plates XV and XVI both correspond
to plate XXII. The only other ‘unmatched’
figure apart from Dionysos is the dolphin
at plate XIX, which appears symmetrically
opposite to Dionysos on the frieze,
at what was clearly the ‘back’ of the
monument. Curiously, plates XIII and XIV
were presented in the wrong order in
Stuart and Revett, and are reproduced
as such on the monument in Sydney (see
p. 78). The difference can be seen when
closely comparing the frieze of the Sydney
Monument (figure 3 on p. 77) with that of
the Athenian original (figure 7 on p. 84).

PLATE X
Youthful Dionysos reclining with a cup
of wine and stroking a panther.

PLATE XI
Pair of satyrs attending Dionysos and
serving wine from a large krater.

PLATE XII
Bearded satyr offering wine to a younger
satyr who holds a club and is about
to join battle.
9
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PLATE XIII
Satyr draped in panther skin about
to strike a supplicating pirate.

PLATE XIV
Bearded satyr wrestling a pirate
to the ground.

PLATE XV
Bearded satyr breaking a branch from
a tree to use as a weapon.

PLATE XVI
A pirate leaping into the sea to escape
and transforming into a dolphin.

PLATE XVII
Satyr draped in panther skin about
to strike a seated, bound pirate.

PLATE XVIII
Draped satyr thrusting a torch in the face
of a seated pirate whose binding transforms
into a serpent and bites his shoulder.

PLATE XIX
Pirate leaping into the sea and
transforming into a dolphin.

PLATE XX
Satyr dragging a pirate by the foot and about to cast
him into the sea.
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PLATE XXI
Pirate fleeing a satyr who wields a torch.

PLATE XXII
Pirate leaping into the sea and transformed into a dolphin
while a satyr tears a branch from a tree to use as a weapon.

PLATE XXIII
Satyr about to strike a kneeling, bound pirate
with a thyrsus.

PLATE XXIV
Young satyr wrestling a pirate to the ground
and about to strike him with his club.

PLATE XXV
Satyr holding a torch about to join battle while another
satyr leaning on a tree stump and holding a thyrsus
watches on.

PLATE XXVI
Satyr serving wine while another sits holding a thyrsus.
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Plate X: Youthful Dionysos reclining with a cup of
wine and stroking a panther, 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.

The Lysicrates Prize 2015: The People’s Choice

Senator George Brandis QC
SENATOR FOR QUEENSLAND
ATTORNEY-GENERAL
MINISTER FOR ARTS
VICE PRESIDENT OF THE EXECUTIVE COUNCIL
DEPUTY LEADER OF THE GOVERNMENT IN THE SENATE

On the occasion of the inauguration of the Lysicrates Prize which
presents a new opportunity for the creation of artistic excellence
in Australia, I wish to add my voice to the many acclaiming this
great new initiative.
In particular, I wish to acknowledge and applaud the inspiration
and commitment of John and Patricia Azarias who led and supported
the effort to restore Sydney’s Lysicrates monument and conceived
the idea of a contemporary theatre competition based on the ancient
Greek model.
I also salute the strong and essential role of the NSW government and,
in particular, the role of Premier Mike Baird. Bringing bold new ideas to
fruition requires many contributions, but it also requires leadership and
that is why I single out the efforts of John, Patricia and the Premier.
I look forward to hearing the results of the Prize competition. I hope
that today’s event is the first of a new and enduring strand of innovative
Australian artistic expression which comes to assume a central place in
the cultural life of our country. Today is an exciting moment for Sydney
and for all Australians who value the millenia-old tradition of live drama.
Dionysos and Lysicrates would be proud of this event.

January 2015
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Mike Baird MLA
MEMBER FOR MANLY
PREMIER OF NEW SOUTH WALES
MINISTER FOR WESTERN SYDNEY

It was an honour to be invited to present the prize for the inaugural Lysicrates
Play Competition in January 2015.
Held at the magnificent Royal Botanic Gardens in the vicinity of the Lysicrates
Monument, the presentation ceremony was full of good music and smiles –
an ideal environment to celebrate young, modern talent with age-old traditions.
I am pleased that my government was able to contribute funding towards
the restoration of the Lysicrates Monument, as well as the Lysicrates Play
Competition itself.
I would like to take this opportunity to commend John and Patricia Azarias’
vision for this terrific new addition to Sydney’s cultural scene – I envisage
it becoming an ornament of our city.
It was a real pleasure to be a part of the celebrations, and I wish the
Lysicrates Play Competition every future success.

July 2015
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Troy Grant MLA
MEMBER FOR DUBBO
DEPUTY PREMIER
MINISTER FOR JUSTICE AND POLICE
MINISTER FOR THE ARTS
MINISTER FOR RACING

It is a pleasure to express my recognition and support for John and
Patricia Azarias’ commitment and generosity in restoring the Lysicrates
Monument and establishing the Lysicrates Prize in the ancient Athenian model.
The competition represents the rich artistic and cultural life of our city.
As the competition grows, I hope that it will become a key event on Sydney’s
cultural calendar as well as an attraction for local and overseas visitors.
Recognising excellence in the arts is very important and is a key focus
for our government.
It also makes me proud to know that the first man who decided to save the
monument in 1941 was David Drummond, the then NSW Country Party Minister
for Education. Now the National Party, the successor to the Country Party,
is once again able to support the preservation of the historic monument.
I wish both these initiatives every success.

August 2015
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Rob Stokes MLA
MEMBER FOR PITTWATER
MINISTER FOR PLANNING

When John and Patricia Azarias approached me, as the then Minister for the
Environment, with responsibility for the Royal Botanic Gardens, to discuss
the idea of holding the Lysicrates Play Competition in the RBG grounds, the
potential of their proposal was immediately obvious, and I had no hesitation
in supporting it. Not only did the Lysicrates Monument, the inspiration behind
the Play Competition, stand in a magnificent position in the Gardens, there was
a long history of the Gardens hosting plays and performances of different kinds.
In the event, it was the award ceremony that took place beside the monument,
and a joyful, festive occasion it was. The setting was magical, the mood happy,
the music exuberant – I was delighted to see how well the event worked, and
how beautifully the Gardens met the challenge. I express my appreciation
for the Azarias’ contribution to the restoration of the monument, and I look
forward with optimism to the future of the Lysicrates Play Competition and
its association with the Royal Botanic Gardens.

August 2015
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Dominic Perrottet MLA
MEMBER FOR HAWKESBURY
MINISTER FOR FINANCE, SERVICES AND PROPERTY

As Minister for Public Works, I supervise the Minister’s Stonework Program,
which maintains the stone heritage of public structures in Sydney. Accordingly,
I was delighted that the Minister’s Stonework Program was able to contribute
dollar for dollar to the $40,000 raised by a group of philanthropists towards
the restoration of the Lysicrates Monument in the Royal Botanic Gardens.
We are fortunate in being able to use the beautiful sandstone on which the city
rests to restore vital heritage structures, ornaments of Sydney’s heritage, and
I place the highest value on the preservation and celebration of the built legacy
of earlier centuries. So I applaud the initiative taken to bring the Lysicrates
Monument to immaculate condition, and I would also like to express support
for the drama competition held in parallel. I wish both initiatives every success.

August 2015
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Mark Speakman, SC MLA
MEMBER FOR CRONULLA
MINISTER FOR THE ENVIRONMENT
MINISTER FOR HERITAGE
ASSISTANT MINISTER FOR PLANNING

Although I have only recently become the Minister for the Environment,
responsible for the Royal Botanic Gardens, I have already heard many reports
about the outstanding success of the inaugural Lysicrates Prize Competition
on the evening of 30 January 2015, held near our beautiful Lysicrates Monument.
I join my voice to those expressing support for this wonderful addition to
Sydney’s cultural scene. I am very pleased that the Lysicrates Foundation has
now been created to help us maintain that jewel of our city and our gardens,
and to support the Lysicrates Prize Competition, with which the Royal Botanic
Gardens are delighted to be associated.

August 2015

19

The Lysicrates Prize 2015: The People’s Choice

Luke Foley MLA
MEMBER FOR AUBURN
LEADER OF THE OPPOSITION
SHADOW MINISTER FOR THE ARTS
SHADOW MINISTER FOR RACING
SHADOW MINISTER FOR WESTERN SYDNEY

What a great evening it was on 30 January 2015. This was what Sydney is
all about – a unique, innovative challenge for audiences; a boost for creative
artists; the preservation of our cultural heritage; and great cooperation between
the public and the private sectors. It was wonderful to see the high quality of
the plays, the directors, the actors, and to watch the audience completely rapt,
knowing that they themselves would be deciding on the winner. And afterwards,
the walk down from the Conservatorium to the Gardens had something
specially beautiful about it, and the happy atmosphere was a tonic.
I feel proud that an icon of the Labor Party, William McKell, organised the
move of the Lysicrates Monument to the Gardens when he was Premier in
1943. But I was also delighted that the spirit of the evening was a completely
bipartisan one, and that the aim of us all was for Sydney to continue generating
brilliant cultural initiatives like the restoration of the Lysicrates Monument and
the Lysicrates Play Competition itself. Good luck for the future!

August 2015
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Linda Burney MLA
MEMBER FOR CANTERBURY
DEPUTY LEADER OF THE NSW OPPOSITION
SHADOW MINISTER FOR EDUCATION
SHADOW MINISTER FOR ABORIGINAL AFFAIRS

For thousands of years, the land on which we stood in January 2015
to applaud the winner of the Lysicrates Play Competition was also,
in a sense, a performance space.
It was the place where the young men of the Gadigal people of the Eora
nation would do the Dog Dance and the Kangaroo Dance, to strengthen
them in their hunt for the thylacine and the kangaroo.
For me, then, it was very special to be present on the evening
of January at Farm Cove.
Storytelling and performance are universal, for the great patron
Lysicrates and for 40,000 years of Aboriginal culture alike – performance
was the great expression of humanity.
I was very pleased that the organisers of the competition, John and
Patricia Azarias, had recognised the powerful indigenous heritage of
this spot and had sought to honour it by inviting a renowned didgeridoo
player, Brock Tutt, to open the event.
I hope that as the event goes on from strength to strength, the
indigenous connection to this land will continue to be recognised
and honoured as it was in 2015.

August 2015
Engravings of the Dog Dance and Kangaroo Dance
at Woggan-ma-gule (Farm Cove), in David Collins,
An Account of the English Colony in New South Wales
(London 1798).
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Yorgo Kaminis
MAYOR OF ATHENS
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As the Mayor of Athens, I am delighted to learn of the initiative you have taken
in Sydney to restore not only the physical replica of the original Lysicrates
Monument which stands in Athens, but also the play competition from which
the original monument sprang.
The Great Dionysia Festival was a major event in ancient Athens, one which
engaged and galvanised the whole city. Thousands would flock to the Theatre of
Dionysos to watch and judge the competing plays, and each person would have
an opinion, all of them the right one!
It is a wonderful prospect that, on the other side of the world, in a country the
ancient Greeks did not suspect existed, an ancient Athenian tradition is being
resuscitated. And I am moved that in this revival, in times of hardship and
challenges not only for Athens but for all Greeks, Australians of Greek descent
have taken a prominent role.
Athens itself is undergoing a cultural and artistic renaissance, with artists of
all kinds emerging with innovative, cutting-edge productions. Today, theatres
abound in our city, and new theatre companies are springing up constantly.
We have indeed remained true to our Dionysian tradition!
On behalf of all Athenians, I would like to send my warmest greetings to our
far-off modern sister-city of Sydney which is breaking new ground with an
ancient spade.
August 2015
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Clover Moore
LORD MAYOR OF SYDNEY
The Lysicrates Prize is a wonderful initiative that links ancient tradition
with contemporary performance, against the backdrop of one of our most
beautiful green spaces. While our city is known for our vibrant festivals and
events year-round, the Lysicrates Prize is the first of its kind in Sydney. It not
only gives Australian playwrights a vital opportunity to showcase their new
works, it involves the audience and asks them to name the winner.
Now in its second year, the prize continues to grow, contributing to our city’s
cultural and creative life.
I commend John and Patricia Azarias on their vision in developing the
Lysicrates Prize and their generous support for the contemporary arts.

August 2015
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Kim Ellis
EXECUTIVE DIRECTOR
THE ROYAL BOTANIC GARDENS AND DOMAIN TRUST

Over the years, the Royal Botanic Gardens has cherished the Lysicrates
Monument, one of the jewels of the city and of the Gardens themselves,
so it was with great appreciation that we learned of the initiative of
John and Patricia Azarias to raise funds towards its restoration, and
to honour it by holding an annual Lysicrates Play Competition nearby.
Both of these initiatives required the Gardens to consult closely with
other departments of the NSW Government, and the Griffin Theatre,
and I was delighted to note how seamlessly, and enthusiastically, our
staff and representatives from theatre and government were able to
work together. On the balmy evening of 30 January 2015, the Gardens
appeared to their very best advantage, and all the hard work that
had gone into making the evening a success seemed worth while.
The public was happy, the music upbeat, the winner ecstatic, and
we in the Royal Botanic Gardens felt that we had made a real
contribution to the cultural life of our city. Long may the
Lysicrates Play Competition continue.

July 2015
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Plate XI: Pair of satyrs attending Dionysos 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.
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An Iconic Event in Sydney’s
Cultural Calendar

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, not for the first time, 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, 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 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.
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

28

which would challenge our playwrights,
showcase our acting and directing talent,
be attended by all ages and categories
of people across the generations and
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.
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. 144
on Chénier).
And as we talked, we went further. It
seemed to us that there was no reason
why the event could not be an annual
one, arousing passions and controversy,
the Archibald Prize for playwriting.
Eventually, it could, and should, spread
over two or three days, and attract
attention, and audiences, not just within
Sydney, or Australia, but from around
the world, becoming, in time, something
like the Glyndebourne or Sundance of
Sydney. We believed that Australia’s
position in the world today – a country

The Vision

coming of age, important beyond its
numbers, with creative and managerial
talent that is exceptionally good in world
terms – justified such a dream. We had
confidence in the excellence of those
talents. Indeed, our own artists are the
first to embody the concept that Australia
has a strong global presence far beyond
what our numbers would suggest.
We knew it could be done.
The first year has shown that, so far, we
were right. First-rate talent in many fields
came together in a number of ways – to
begin restoring our monument; to create
a magical evening; and to produce a
unique book. It came from the Royal
Botanic Gardens, the Griffin Theatre,
the Government’s Stonework Program,
the Ive Group, the law firm Norton Rose
Fulbright, Sydney University and, of
course, the playwrights, directors and
actors themselves. The funders included
donors of African, Anglo-Celtic, Chinese,
Greek, Indian and Italian heritage,
Christians, Jews and Muslims. The

NSW Government made a very material
contribution. Teamwork of this kind
is one of Australia’s great strengths.
One of the reasons we created this
initiative was that we have 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 Sophocles, Aeschylus,
and Euripides, who all won prizes at the
Dionysia Festival. Some day in 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.

the Archibald, the Glyndebourne, the
Sundance, of Australia; bring together
public and private sources of funding,
from a widely diverse range of sponsors;
have a representative, eclectic audience,
and let them choose the winner; and
above all, make the Lysicrates Prize
the People’s Choice – an iconic event
in Sydney’s cultural calendar.
We want people to say in future about
the Lysicrates Foundation what an Attic
stele says about one of the local organisers
of the day who was awarded the crown of
ivy leaves (a plant sacred to Dionysos):
“because he established and administered
the Festival of Dionysos, and the
competition, with the utmost elegance and
fairness” (see p. 56, and inscription below).

So this was our vision: take the ancient
Athenian mould and pour our own metal
into it; give a platform to our world class
theatrical talent; bring in audiences
from Sydney, and visitors from the rest
of Australia, and eventually – why not?

Oh, and of course, we want to make
the Lysicrates Play Competition the
best and most interesting fun in Australia.
Just what Dionysos would have ordered.

– from around the world, and create

August 2015

“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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The Philanthropists,
the Proposition, the Plan
and the Prize

LEE LEWIS

Little over a year ago, two incredibly
elegant, erudite and passionate people
came into my office in Kings Cross
with an idea. They wanted to create a
prize for new playwriting in the spirit
of the ancient festivals in Greece. They
envisioned the theatrical equivalent
of the Archibald Prize. In their mind’s
eye they saw it in the Royal Botanic
Gardens, within sight of the Lysicrates
Monument, on a warm summer night.
Most importantly they believed that
the winning play should be decided
by the audience: the people of Sydney
celebrating the talents of the playwrights
living amongst us.
My first thought was that they were
crazy. Please understand, I spend a large
part of my time as the Artistic Director
of Griffin Theatre Company working
to get into meetings with business
people, politicians, philanthropists and
foundations to convince them all of the
importance of supporting new Australian
playwriting. I tell them the new plays of
today will go on to be our future classics.

30

‘The Stables Theatre on Nimrod Street
is our Globe theatre, it is our Comédie
Française, it is our Theatre of Dionysos.
This is the theatre from whence will
spring our Shakespeare, our Molière,
our Euripides – all of whom were
playwrights writing new plays for their
local audiences in their own time. The
plays written for us now will speak down
through the ages of who we are and
what we believe. Griffin is building the
Australian canon – play by play. Our plays
are our national treasure.’ These are the
sentences I say every day in order to
convince our citizens to invest in the work
we do at Griffin. And here were these two,
stealing my script and speaking it back
to me in my own office. So my second
thought: if they are crazy, then they are
my kind of crazy.

The Vision
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A relationship began between John
and Patricia Azarias and Griffin Theatre
Company on that day to create a
significant event in the cultural landscape
of this city, indeed, of this country. We set
out to establish a new playwriting prize
for Australia which will reach back into
the deepest traditions of Western theatre
in order to create the most modern
of experiences.
Griffin Theatre Company has been
inspired to support the creation of the
Lysicrates Prize so that it is positioned
in the heart of the Australian playwriting
community. As the only theatre company
in the country dedicated to the production
of new Australian plays, we feel that a
natural partnership has been formed that
will not only give Sydneysiders a unique
experience but will also invest in the
future of Australian classics.
We laid plans:
•

Griffin will invite Australian playwrights
to submit the first 20 minutes of a new
full length work.

•

A team of Griffin readers will produce
a longlist to give to the judges.

•

These judges will select the shortlist
of three plays.

•

The first acts of three plays will be
rehearsed by professional actors
with professional directors for
one week each.

•

The first 20 minutes of each work will
be performed for the audience in the
Botanical Gardens.

And so it came to be. The beginnings
of three new plays were presented
to an audience of Sydneysiders:

•

The winner will be decided by the
people in the audience on the night.

•

There will be prizes for the runners up.

•

The audience will be drawn across
Sydney postcodes. All age groups will
be represented.

FORTUNE
by Lally Katz

•

The winning playwright will receive a
full commission to complete the work.

JESUS WANTS ME FOR A SUNBEAM
by Steve Rodgers

A full commission for a new play is
typically $12,500. Griffin Theatre
Company has an annual budget of
$18,000 for the commissioning of new
work. We decided to invest one third
of that budget into the Lysicrates
Prize. Often theatre companies talk
about listening to their audiences but
rarely do we give them the power to
truly participate in the creation of new
plays. There is no other competition
in Australia which allows the audience
to award the main prize. We agreed
that this prize will be democratic.

THE SAVVY WOMEN
by Justin Fleming
And on that balmy summer night our
citizens chose Steve Rodgers’ play Jesus
Wants Me For A Sunbeam. It is a beautiful
beginning to a script about a dark and
difficult issue and after 20 minutes the
audience decided they had to see more.
Premier Mike Baird presented the
gobsmacked playwright with a trophy
and a commission to finish the job he had
started. Very rarely do playwrights have
their audience speak so directly to them.
It was a special moment between the
people of Sydney and one of the great
artists who lives in our midst.

The plays written for us now will speak
down through the ages of who we are
and what we believe.
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I have no doubt that we will see plays
from the Lysicrates Prize grace the
Griffin stage and stages around the
country in the years to come. I have no
doubt that what has been established
is an opportunity for playwrights and
their audience to come together and
celebrate the power of theatre, much
as our ancestors did on the slopes of
the Acropolis. I have no doubt of the
great need for the cultural stewards who
willed this prize into existence: citizens
with faith in artists, generous enough to
ensure that the art is available to all.

Little over a year ago, two incredibly
elegant, erudite and passionate
people came into my office with what
I thought was an idea for a playwriting
competition. Turns out what they have
is a vision of how great art will create a
great city. The real prize is getting to work
with them to realise a vision we share.
July 2015
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Dionysos, Lysicrates
and the Delayed Timebomb
One day we were going about our
normal days’ work at Kalido, designing
lots of marketing collateral when our
IVE Group Chairman Geoff Selig came
in all motivated about creating a coffee
table publication on a new competition
for playwrights launched here in Sydney
in early 2015. Geoff said that good
friends of his, John and Patricia Azarias,
had created a competition named the
Lysicrates Prize and that it would be
held every year in January.
Little did we know that six months,
thirty-two meetings, countless emails,
and one hairy motorbike ride later, the
book was to be ready for printing – we
were exhausted but inordinately proud.

We had learned about Dionysos,
Lysicrates, the Dog Dance, Constantine
Cavafy, Lucian of Samosata, and the
English governor, the Irish premier
and the Scottish stonemason. We had
stretched our talents, and we had had
lots of laughs with John and Patricia
along the way.
We are now just so excited about seeing
the first bound copy and thrilled that
we have ended up creating something
incredibly enduring – this book is unique.
We believe it is a world class production,
in terms of content and presentation,
and we really hope that you like it as
much as we all do here at Kalido.
The Kalido team:
Martin Fane and Kym Walley

August 2015
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INTERMISSION

Aussie Rules
for Ancient
Athens
ROBIN LANE FOX
Emeritus Fellow of New College, Oxford
gardener
Macedonian cavalryman

Plate XII: Bearded satyr offering wine to a younger satyr
who holds a club and is about to join battle, 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.
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Robin Lane Fox is Emeritus Fellow
of New College, Oxford, and was until
2014 Reader in Ancient History at the
University of Oxford.

ROBIN LANE FOX

As his colleague Robert Parker, Wykeham
Professor of Ancient History at the
University of Oxford, wrote at that time
‘it is hard not to feel that the retirement
of the horse-riding, garden-writing,
pre-technological, pre-doctoral polymath
who has fascinated undergraduates
since 1977 marks the end of an era.’
(New College Record 2014 p. 92)
Robin Lane Fox has written numerous,
wide-ranging and highly influential works
on the ancient world, covering subjects
as diverse as Alexander the Great:
Alexander the Great 1973 and The Search
for Alexander 1981, the latter written after
a personal survey of the entire route of
Alexander’s campaign; Early Christianity:
Pagans and Christians 1986; The Old
Testament: The Unauthorised Version 1992;
and there is a biography of St Augustine
on the way: Augustine. Conversions and
Confessions 2015. The sheer breadth of
Lane Fox’s scope is perhaps best seen in
The Classical World: an epic history from
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Homer to Hadrian 2005, a brilliant survey
of nearly a millennium of ancient history.
He also wrote and presented for BBC 4
Television Greek Myths: Tales of Traveling
Heroes (2008), a study of eighth-century
BC Greece.
Lane Fox commands a huge audience
of scholars, students and amateurs
of the ancient world. Since 1970 he
has also had a quite different audience,
as the gardening correspondent of the
illustrious Financial Times.
His horizons widened even further when
in 2004 he was the historical adviser to
Oliver Stone in the making of his film
Alexander. In return for his historical
expertise, and in acknowledgment of his
equestrian expertise, he appeared as a
Macedonian cavalryman in the film.
In this article, published in the Financial
Times weekend edition of 31 January/
1 February 2015, Robin Lane Fox saw
and seized the delightful opportunity
of bringing together his love of gardens,
of Greece, and of its long-lasting and
far-traveling cultural heritage, in a tribute
to the Lysicrates project in Sydney.

Chapter Heading
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Financial Times, House & Home,
31 January/1 February 2015.
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Dionysos
and Lysicrates
in Ancient Athens
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

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.
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PETER WILSON

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
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achievements, to celebrate the founding
of a new city, a wedding, a funeral, to
inspire soldiers to battle. For this kind
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

Dionysos and Lysicrates in Ancient Athens

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
programme of major festivals, especially
the festival for the city’s patron goddess
Athena, the Panathenaea and – most

Theatre of Dionysos, Athens, Greece.
When it was rebuilt in stone in the fourth century BC,
the theatre could hold over 17,000 spectators.
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crucially for the future of drama – the
Dionysia, the major city festival of the
god of wine, Dionysos. 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 Dionysos 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
The orchestra or dancing-space of the theatre of Dionysos,
with part of the later, raised stage foundation. The front row of seating
was a series of elaborate marble thrones reserved for dignitaries.

During the period of Athenian democracy that began
around 508 BC, drama took off exponentially as the
premier cultural product of the city.
46
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so sumptuously in the costly business
of drama, above all in the magnificent
festival of Dionysos 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 Dionysos that
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, 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 assemblymeeting. 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 Dionysos 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

Sculptural decorations depicting the life of
Dionysos that adorned the foundation of the stage
of the Theatre of Dionysos in the fourth century AD.
Photographer: Haris Vythoulkas.
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It has been estimated that,
in purely economic terms,
the city devoted around
180,000 drachmas to a
single festival.
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A bearded Dionysos, 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.

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 Dionysos’
special gift, wine. A law prevented people
taking advantage of these circumstances
by, for instance, making attacks on their
personal enemies. A man called Ktesikles
was actually sentenced to death by a
democratic court for striking a personal
enemy with a whip as he took part in the
festival’s great procession.
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 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
48
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and citizenship known as ephebes; the
city’s officials; the choregoi or citizen
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 Dionysos
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 two hundred 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. But
the procession also had the important
effect of dramatising a sense of the
community’s identity, of generating a
kind of social map on which each of the
various groups represented had their
‘proper’ place and role, symbolised in

part by what they carried and wore as
they processed. The resident aliens, for
instance, were marked out by a special
crimson robe, and they seem to have
carried various utensils that symbolised
their somewhat second-class and
perhaps ‘productive’ status within the
community (bowls, water pitchers).
Citizens who took part in the procession
simply dressed as they chose for a special
day and carried a wine-skin, in honour of
Dionysos no doubt, but the show of piety
also enabled them to refresh themselves
along the route. As many as two hundred
more groups, each of them representing
one of Athens’ colonies and allies, also
marched in the procession. Fragments of
a law inform us that they were required

One of the tasks of this procession
was to escort an ancient wooden effigy
of Dionysos to a seat of honour in the theatre
from which he viewed proceedings.
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Dionysos mask depicting the Greek
god of wine, the grape harvest and drama.
Photographer: Repina Valeriya .
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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.

‘to bring a cow and a phallos to the
Dionysia as a commemorative act’ – the
phallos as an effigy to honour Dionysos
as a god of fertility and the cow as a gift
of piety that no doubt ended up in the
mass barbeque.
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

Ctesiphon 232). A separate panel of ten
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’ (if we can trust the account
of a very late scholar commenting on
the process). It is a sobering thought

the People’s courts (Aeschines Against

that the competitive structure of
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The Theatre of Dionysos,
on the southern slope of the
Acropolis of Athens, the city’s
ancient religious centre.

The Lysicrates
Monument

Photograph: Prof. Hans Rupprecht Goette.
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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, Dionysos. 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 Dionysos’. There
were two contests in dithyramb – one
for men and one for boys. Each category
had 10 entrants, one for each of the 10
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 Dionysos 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 Dionysos.
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
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 Dionysos’ gift of wine and the
means of its production to mortals.

Maenads, female followers of Dionysos, 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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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 Eponymous (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. The ideals of the
duty (and, implicitly, its corresponding

The highly complex job of overseeing the entire
festival in all its administrative and financial
complexity fell to the leading city official,
the Archon Eponymous.

The site of the theatre and sanctuary of Dionysos 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.
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burdens) can be gleaned from the words
of an inscription set up in the Attic village
of Ikarion (see image on previous page)
to honour the local official, known as a
demarch, who had performed the same
task at Ikarion’s own festival – in theatremad Athens, smaller-scale Dionysia with
dramatic performances were also held at
the village or ‘deme’ level in mid-winter.
In a decree passed collectively, the local

community praises its demarch, a man
named Nikon, and presents him with an
ivy crown (a plant sacred to Dionysos)

‘because he administered the festival of
Dionysos, and the competition, with the
utmost elegance and fairness.’
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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 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 presumably 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

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

57

The Lysicrates Prize 2015: The People’s Choice

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’ (Antiphon
6.13). Individual choregoi spent genuine
fortunes on an 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 (Lysias 21.1). Choregoi
were themselves part of the competing
team, and they often speak in fact as if
they, rather than the poet or actors, had
won the prize. A successful choregos
in drama probably received nothing
more than a crown of ivy, but the real
58

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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When Lysicrates’
monument was first
erected, the contests of
the Dionysia had already
been taking place for
around 175 years.

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. 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 Dionysos 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 Dionysos, which led to
the east and north around the side of
the Acropolis, eventually to arrive at
the old Agora. This street was known in

59

antiquity as Tripodes or Tripod-street,
for the obvious reason that it was lined
with victory-monuments of choregoi. As
Pausanias (1.20.1) puts it, ‘they name the
place after certain temples, rather large
for the purpose to which they are put,
on which stand tripods, made of bronze,
but enclosing most memorable artefacts.
For there is a Satyr, of which Praxiteles
is said to have been very proud…’
Lined with its lavish dedications, and of
generous width at around 6–7.5 metres,
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 best-looking boys
of Athens, we are told, took advantage of
his habit to catch the eye of the rich and
powerful man.
The most simple type of choregic
monument was a plain quadrangular
stone plinth, or an arrangement of two
or three such blocks in decreasing size
organised as a stepped tier with a large
enough upper surface to accommodate
the feet of the tripod, which were in the
form of an elegant lion’s – or perhaps
panther’s – foot. Lysicrates’ monument
stands at the other end of the spectrum.
In recent years we have learnt that it
was particularly well-sited for maximum
visibility, for we now know that it stood
at an intersection on Tripod street. The
street which headed off to the west at its
side may have been another important
processional route that led to the western
side of the Acropolis and continued on
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Two of the fine-quality engravings made of the
monument of Lysicrates by the British pioneers
of Neoclassicism, James ‘Athenian’ Stuart and
Nicholas Revett. J. Stuart and N. Revett, The
Antiquities of Athens, vol. 1 (1762), chap. 4, plates
III and IV. Centre for Classical and Near Eastern
Studies of Australia, University of Sydney.
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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’.
to pass through the upper region of the
theatre (the co-called Peripatos). Lifting
the tripod some 10 metres above the
level of the road on its higher, western
side, Lysicrates’ monument 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 intercolumniation. 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 Dionysos originally stood inside the
centre of the monument, visible through
this opening at the front.
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
all the way around the building. At the
very front and centre this depicts a
youthful, reclining Dionysos, 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,

61

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 Appendix C for a translation of the
Homeric Hymn to Dionysos). As Ezra
Pound puts it in his wonderful version:
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’.
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
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 Dionysos and enjoy the
benefits he confers to the full.
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The roof of this wonderful structure is
fashioned from a single block of marble,
its upper surface carved in the shape
of laurel leaves, while from its centre
there rises an elaborate triple-armed
column made up of six rings of acanthus
leaves and a capital of acanthus and vine
tendrils. One interpretation places the
great bronze prize tripod on the very top
of this column, and supposes that there
were further bronze sculptures – possibly
of satyrs – on the roof to help support the
giddy structure. But it is 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.
Lysicrates’ monument was extraordinarily
innovative in its day. Its particular
combination of architectural forms had
never before been seen. It is the first
attested use of Corinthian columns
externally, and the only example of an
Athenian monument in the Corinthian
order that has a sculpted frieze. The
Corinthian column was in any case
extremely rare in Athens, appearing
for the next time more than 160 years
later. The novelty and modernity 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
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. It was
not – despite Pausanias’ use of the word
‘temple’ – a temple in any normal sense.
It was not meant to be entered (impossible
in this case) nor did it have an associated
altar or shrine. It was rather 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
city-state, 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. The Greeks thought that the
god of their drama, Dionysos, was in
some sense an eternal stranger, at once
native to Greece but also, paradoxically,
62

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. Equally, when Greeks
set out to found new cities and establish
new communities, they took Dionysos
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
Dionysos outside Attica itself. Alexander
the Great cleverly exploited this aspect
of the Greeks’ religious system when he
styled himself as a ‘New Dionysos’, 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 key moments on
his distant travels – on his way through
Bactria, in the lands beyond the Jaxartes
river (modern Uzbekistan and Tajikistan)
and even in distant India. To Alexander it
seemed to signify that he had become, or
even surpassed, Dionysos himself. 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 kept alive to the
very end of Antiquity.
Dionysos 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.
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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
Appendix B on p. 146). According to
Lucian, around 300 BC a very strange
pandemic struck the citizens of Abdera :

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.
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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
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 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.

Dionysos and Lysicrates in Ancient Athens

When the centre of power in the
Mediterranean moved east to Byzantium
(3rd 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.
Nearly a thousand years later, around
the end of the twelfth 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
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.

The monument of Lysicrates became a modest library
and a place for the rediscovery not only of its own
purpose, but of the Classical past itself.
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SUGGESTIONS FOR FURTHER READING
To find out more about the Greek theatre in its social and
historical context, E. Csapo and W. Slater The Context of Ancient
Drama, Ann Arbor 1995 offers an accessible and comprehensive
collection of the ancient evidence, with all texts in translation,
while J. R. Green Theatre in Ancient Greek Society London, 1994
is the best introduction to the archaeological evidence. Good
recent studies of what drama meant as a cultural and political
phenomenon to the people who invented it are P. Easterling
ed. The Cambridge Companion to Greek Tragedy, Cambridge
1997; J. Winkler and F. Zeitlin eds. Nothing to Do with Dionysos?:
Athenian Drama in its Social Context, Princeton 1990; D. Carter
ed. Why Athens?: Rethinking Tragic Politics, Oxford 2010 and, with
specific reference to comedy, M. Fontaine and A. Scafuro eds.
The Oxford Handbook of Greek and Roman Comedy, Oxford 2014.

E. Csapo Actors and Icons of the Ancient Theater, Chichester
2010 is the first modern history of the ancient acting profession.
On Alexander and theatre, see B. Le Guen ‘Theatre, Religion,
and Politics at Alexander’s Travelling Royal Court’, in E. Csapo,
H. R. Goette, J. R. Green and P. Wilson eds. Greek Theatre in the
Fourth Century B.C., Berlin–Boston 2014 (pp. 249–274). A valuable
new resource on all aspects of Greek tragedy, with helpful
guidance through the vast bibliography, is H. Roisman ed. The
Encyclopaedia of Greek Tragedy (3 volumes), Chichester 2014.

H. R. Goette offers an incisive overview of the choregia,
the social and economic institution at the core of drama,
in ‘Choregic Monuments and the Athenian Democracy’ in
P. Wilson ed. The Greek Theatre and Festivals: Documentary
Studies, Oxford 2007 (pp. 122–49). P. Wilson The Athenian
Institution of the Khoregia: The Chorus, the City and the Stage,
Cambridge 2000 is a more detailed study, while P. Wilson
‘Costing the Dionysia’ in M. Revermann and P. Wilson eds.,
Performance, Iconography, Reception: Studies in Honour of
Oliver Taplin, Oxford 2008 (pp. 88–127) is the work refered
to above that tries to estimate the economic outlay on
a single festival of Dionysos in Classical Athens.

The Complete Greek Tragedies, ed. D. Grene and R. Lattimore,
Chicago, various translators. This is a generally reliable and
sometimes excellent edition of all the surviving tragedies
of Aeschylus, Sophocles and Euripides.

TRANSLATIONS OF THE PLAYS
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OTHER RECOMMENDATIONS
The Oresteia: Aeschylus trans. A. Shapiro and P. Burian,
Oxford 2003.

For text, translation and commentary on the one full satyrdrama 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.

Sophocles: Antigone, Oedipus the King, Electra trans. H. D. F. Kitto,
edited with an introduction and notes by E. Hall, Oxford 2008 and
Sophocles: Oedipus the King, Aias, Philoctetes, Oedipus at Colonus,
trans. O. Taplin Oxford 2015.

Finally, the Duckworth Companions to Greek & Roman Tragedy
is an excellent series of advanced introductions to individual
dramas, and currently includes some 16 volumes.

Euripides, trans. D. Kovacs with facing Greek text in 6 volumes,
Loeb Classical Library, Harvard.
The extensive and enticing fragmentary plays by the tragic
and comic poets are now also available in good editions,
with English translations:
Aeschylus: Fragments ed. and trans. A. Sommerstein, Loeb
Classical Library, Harvard 2009; Sophocles: 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.
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Plate XIV: A satyr wrestling a pirate to the ground
possibly to bind his hands, 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.

The Lysicrates Prize 2015: The People’s Choice

On the opposite side of the road, the
name of which we could not ascertain,
we observed a gate-post with the
number 20 rudely painted upon it.
“Yes,” answered a stone-mason, who
was laying down some kerbing near,
“that be Mr. Martin’s place, and if you
want’s to look at the lassic monement,
all you has to do is to ax for Wattie
McGill, the sculptor, who’s a-working
theer with some men.”

ANDREW HARTWIG
Armed with this information, the bold
correspondent for the Maitland Mercury,
‘Jones’, and his friend ‘Smith’, probably
in early June 1868, made their way into
the residence of the then-Premier of
New South Wales, (Sir) James Martin,
uninvited, but extremely curious to
see this grand garden and its classical
sculptures rumoured to be taking shape
on the edge of the harbour at Potts
Point.1 Their plan had its beginnings
during a conversation on ‘cottage
architecture’ at the Café Français,
George Street Sydney, and on the
number of fine residences now appearing
on New South Head Road. While visiting
another property at Watsons Bay, and
hearing of the extravagance of Martin’s
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grounds, they determined to call in on
their way back. After receiving directions
from the stonemason and a coachman
at the gate, the two of them, to their
dismay, found they now had to run the
formidable gauntlet of Martin himself,
who was wrestling with his children on
the lawn. They did not go unnoticed,
but boldly persevered ‘eyes front’ with
their confessedly ‘impertinent intrusion’,
commencing down the steep terraces
that formed the garden. It was here that
they 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’. The Monument at that
point was still incomplete. They could
hear ‘the hammers of the masons near
the water’s edge’ and so made their way
to the bottom of the garden. ‘When we
reached the bathing house our mission
was made known to Mr. McGill, who was
busily engaged in cutting the leaves of
the laurel and honeysuckle on a large
ornamental stone, for the crown of the
‘monument’ – which, from where we
now stood, appeared to be at a great
height, and firmly built upon a rock’.

Dionysos and Lysicrates in Modern Sydney

FIG. 1

FIG. 1
Engraving of Sir James Martin (1820–1886),
in W. F. Morrison, The Aldine Centennial History
of New South Wales, Illustrated (Sydney 1888).
Frontispiece to The Australian Sketch Book
by James Martin (Sydney 1838), National Library
of Australia, FRM F2543.

The work was estimated to be complete
‘in a month or two more’, and the crown
of the Monument would also crown the
bulk of the work on the garden, since
Martin would open it to the public every
Saturday afternoon around the same
time the Monument was finished.
James Martin [fig. 1] was born 14 May
1820, in Midleton, County Cork Ireland.
He was 18 months old when he arrived in
Australia with his parents on 6 November
1821 after his father had been appointed
private groom to Sir Thomas Brisbane.2
An aspiring litterateur in his youth,
he authored The Australian Sketch
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Book when he was only 18 years old in
1838.3 He then worked as a journalist
and editor4 before going on to have a
distinguished legal and political career.
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.5 He is the only person
to have been both Premier of New
South Wales (three times: 1863–1865,
1866–1868 and 1870–1872), and Chief
Justice of New South Wales (1873–1886).
He was knighted after his second stint
as Premier in 1869.6
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On 12 March 1868, when ‘Wattie’ McGill would have been busy carving the
Monument on the other side of the harbour, Prince Alfred, Duke of Edinburgh,
while on his Royal Tour, was shot at close range by a pistol during a charity
picnic at Clontarf.

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.7
Part of the Sydney Hospital which still
stands at 10 Macquarie Street – the
oldest building in the central business
district of Sydney – was converted
for this purpose. In 1856 the Premier
of New South Wales Charles Cowper
appointed Martin as Attorney-General,
not without controversy, since Martin
was still only a solicitor at the time.8 He
qualified as a barrister soon after. Later,
in 1857, he took silk, becoming the fourth
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 Premier’s Residence, Potts’ Point,
Sydney’, The Maitland Mercury and Hunter River
General Advertiser (NSW: 1843–1893), Saturday
20 June 1868, p. 2. http://nla.gov.au/nla.newsarticle18723065. Reproduced courtesy of the
National Library of Australia.
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the dissolution of his first government
as Premier in 1865.9 During his second
term as Premier in 1866, as part of
the coalition formed with (Sir) Henry
Parkes, Martin oversaw the introduction
of the Public Schools Act.10 During the
same ministry, on 12 March 1868, when
‘Wattie’ McGill would have been busy
carving the Monument on the other side
of the harbour, Prince Alfred, Duke of
Edinburgh, while on his Royal Tour, was
shot at close 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 1868.11 Martin,
while both Premier and Attorney-General,
prosecuted the case for the Crown
against O’Farrell.
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As Chief Justice, Martin became involved
in a notorious public exchange, printed
in the newspapers, with Sir Hercules
Robinson, Governor of New South Wales
between 1872 and 1879.12 The dispute
started when the Governor claimed
that Martin had privately approved his
controversial grant of clemency to the
bushranger Frank Gardiner, prompting
a ‘corrective’ response from Martin in the
Sydney Morning Herald. After Robinson,
in a subsequent letter, referred to
himself as Martin’s ‘superior officer’, the
exchange reached a crescendo. Martin
vehemently defended the independence
of his office, stating: ‘[y]ou are in no
respect my superior officer. You hold
higher rank in the service of the Queen
than I do, but I am not your subordinate,
and you have no power to interfere with
me in any way in the discharge of my
public duties. In the performance of
those duties I am in no way responsible
to you …’. Martin’s letters sharply divided
public opinion, with strong support in
both corners. The outburst, however,
had been building for some time,
with Robinson exhibiting a history of
autocratic tendencies on other matters
that rankled Martin’s sense of proper
procedure. At the time of this controversy
Martin 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’.13 After Martin’s
death on 4 November 1886 Sir Henry
Parkes proposed that the wide boulevard
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. No
official ceremony marked the occasion.

Odyssey for his hard work.17 He was
later required to brush up on his Greek
and Latin to pass the examination of the
Barristers Admission Board in 1856. The
English writer James Anthony Froude
was 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:

‘You are in no respect my superior officer. You hold
higher rank in the service of the Queen than I do,
but I am not your subordinate, and you have no
power to interfere with me in any way in the
discharge of my public duties.’
Martin’s interest in Greece and the
Classics, the first seed of his fascination
with the monument of Lysicrates, was
fostered as a young student under
schoolmaster William Timothy Cape
(1806–1863), first at Cape’s school on the
corner of King and Phillip Streets, before
following him to Sydney College, now the
site of Sydney Grammar School.15 The
curriculum included lessons in Greek
and Latin. Martin confessed experiencing
difficulties in his Latin, in particular
Virgil and Sallust, in a letter home to his
father, but was resolute in determining
to overcome these.16 At the end of 1834
Cape awarded him the prize of Alexander
Pope’s translation of Homer’s Iliad and
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Greek and Roman literature, modern
poetry …’.18 Unsurprisingly he befriended
Dr Charles Badham, Professor of Classics
and Logic at the University of Sydney,
after Badham’s arrival in Australia on
23 April 1867. Martin chaired and made
the welcome address at the banquet on
21 May 1867 which celebrated Badham’s
appointment as Professor.19 Martin later
subdivided land he had purchased in
the Blue Mountains and gave a share to
Badham for his own residence. Here their
families would often spend Christmas
together.20 Martin even named his
second youngest son Charles Badham
Martin. Additionally Badham supported
Martin’s bid to become Chancellor of the
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New South
Head Road
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Potts Point
(third headland circled above)

Dionysos and Lysicrates in Modern Sydney

Garden Island

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.
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University of Sydney in 1878, although
existing tensions between Martin and
Governor Robinson influenced the vote
against him.21
Martin and his wife Isabella (née Long)
made their home at Clarens, 20 Wylde
Street Potts Point, after their marriage
on 20 January 1853.22 The house was
named after the village on Lake Geneva,
Switzerland, made famous in JeanJacques Rousseau’s novel Julie ou la
Nouvelle Héloïse. Work on the garden23
commenced around 1856, some 12 years
before the correspondent at the Maitland
Mercury ventured to take a ‘peep’ at its
near-complete state in 1868. 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 [fig. 2]. This edge had been ‘hewn
and blasted into terraces’ to produce
a three-tier garden system.24 Among
the many exotic trees and vegetation
planted on the terraces, including ‘fig
trees from Smyrna’ and ‘acacias from
Egypt’, were many sculptural ornaments.
The retaining walls, balustrades and
staircases were punctuated by numerous
decorative Grecian urns; while among
the statues there was a figure of Flora,

sculpted by William Lorando Jones in
1859,25 as well as ‘one of the Graces,
with the mask of Comus in her hand’.26
At the base of one of the staircases in
the middle tier was a pair of sphinxes;27
while on the lower stairs leading down
to the bathing house the reporter for
the Mercury noticed ‘a tablet of Maitland
stone, let into the wall, on which was
a representation, in basso-relievo, of a
faun, or Mephistophiles, who had been
out all night, and was being carried home
on the back of one god, while another
was giving him the birch for his bad
behaviour’. To the right of the Monument,
perched on the same lower retaining
wall, was the ‘summerhouse’, with fine
views over the harbour [fig. 3].28
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FIG. 2
Outline of the garden at Clarens.

Dionysos and Lysicrates in Modern Sydney

The garden never failed to impress
visitors, including those who might catch
a glimpse from the harbour. Anthony
Trollope considered it particularly
worthy of note after touring the colony,
remarking ‘Sir James Martin … has a
garden falling down to the sea, which is
like fairyland’.29 One of Martin’s friends,
William Walker, who visited the garden in
October 1868, notes in his reminiscences:
‘the beautiful garden and grounds
attached to his residence also called forth
my admiration, decked as they were with
classic adornments and specimens of
art’.30 To these accounts we can probably
add the comment of Froude in his own
travelogue of Sydney. Froude, it seems,
had noticed Clarens while boating on
the harbour, but was misinformed of
its identity by a friend: ‘I was looking at
a singularly pretty house overhanging
the water, picturesque in itself and
beautifully situated. “That was Dalley’s,”
a friend observed to me. “He built it;
his wife died there, and he could never
bear to enter it afterwards”’.31 Froude’s
informant appears to have confused
the similar personal circumstances of
William Bede Dalley with those of the
closely-related Martins, and that the
‘picturesque’ house he saw was actually
Clarens.32 By 1868 Martin had reportedly
spent ₤20,000 on his garden over a period
of twelve years, and he had forfeited a
further estimated ₤20,000 in lost legal
earnings since he himself had become
both ‘architect and superintendent’
of the project.33
FIG. 3
Monument and summerhouse in 1943.
Courtesy of The Daniel Solander Library,
Royal Botanic Gardens Sydney.
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The replica of the ‘Choragic’ Monument
of Lysicrates was the masterpiece of the
garden. Like many buildings in Sydney
at the time, it was made of Pyrmont
yellowblock sandstone taken from Reid’s
quarry, one of many quarries in Pyrmont
which had become the chief source of
this building material in the 1850s.34 The
Monument differs only in minor details
from the original monument in Athens.
It does not reproduce the dedicatory
inscription on the Greek original.

Furthermore, it is slightly smaller in
scale than the Athenian monument (for
example it is reportedly 5 ft. in diameter35
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 presented
in the wrong order,36 and the mistake is
reproduced faithfully by McGill. Lastly, if
we exclude the tripod that was originally
mounted on the cupola, the Monument
did not have the high square base
upon which the Athenian original sits.37
This was unnecessary. The Monument
already sat imposingly high on the lower
retaining wall overlooking the harbour,
towering dominantly over the bathing
house and the water below.38
An equally impressive view of the
Monument could be seen looking
north-east down the sphinx staircase,
which framed it against the backdrop of
Sydney Harbour [fig. 4]. Grainger gives
an account of this striking view based on
letters and 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 Choragic Monument,
like a beautiful tree in stone, its fluted

FIG. 4
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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column crowned by delicately carved
acanthus and honeysuckle. Just behind
the Monument, and towering above
it was the Dream Tree (Jacaranda) …
It was nice to be in the summerhouse
for a little while. Through the archway,
Mary could see the Monument against a
backdrop of Bradley’s Head with North
Head in the far distance’.39 This stunning
view was also noted by the writer for the
Maitland Mercury, who, after first arriving
at the Monument for a closer inspection,
proclaimed: ‘a better view of the harbour
of Port Jackson could not possibly be
obtained than from the spot where we
now stood’. The maritime theme carved
on the frieze of the Monument, with
its depiction of Dionysos reclining on
the sea-shore while satyrs punished
the Tyrrhenian pirates – some of them
morphing into dolphins – was somehow
more apt in this harbour setting than
the location of the original monument
in Athens.40 Martin was probably very
aware of this, and would often tell
the story depicted on the frieze to his
children, which served as their ‘earliest
story book’.41

‘The Premier’s Residence, Potts’ Point, Sydney’,
The Maitland Mercury and Hunter River General
Advertiser (NSW: 1843–1893), Saturday 20
June 1868, p. 2. http://nla.gov.au/nla.newsarticle18723065. Reproduced courtesy of the
National Library of Australia..

79

Where Martin originally took inspiration
for building the Monument is unclear,
although we can trace some possibilities.
He never visited Greece. But he had a
strong desire to do so. His daughter Mary
recounted that he often used to fantasise
about seeing the original monument
in situ: ‘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’.42 Unfortunately
this wish was never fulfilled. After a
period of ill health in 1879, further
compounded by grief after losing his
daughter Eleanor in early 1880, Martin
was advised by his doctor to apply for
additional leave which would have
allowed him time to travel to Europe.
This was declined.43 Many years later
after his death, when his daughter Mary
eventually made her way overseas, she
regarded her trip as a kind of ‘pilgrimage
to all the places her father had longed
to visit’.44 Martin’s interest in this
object must therefore have originated
somewhere else.
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One place where Lysicrates’ monument
probably lodged itself firmly in Martin’s
consciousness was through his love of the
poetry of Lord Byron (1788–1824).45 His
daughter Mary recalls that Byron was his
‘favourite poet’, and he delivered a public
lecture as a young man on the poetry
of Byron at the School of Arts, Sydney,
on Tuesday 9 November, 1841.46 Byron
[fig. 5] had ventured on a ‘Grand Tour’ of
Greece during the years 1809–1811. The
‘Tour’ had become something of a British
institution between the seventeenth and
nineteenth centuries, in which wellto-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,
with the option of visiting additional
countries on the return journey. Greece
and the Levant, initially, were very rarely
included.47 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
upheld, with many travellers indulging
in more dissolute habits, deriving little
benefit from their time abroad; while

FIG. 5
George Gordon Byron, 6th Baron Byron
(1788–1824), by Thomas Phillips, ca. 1835 (1813).
© National Portrait Gallery, London.

‘Lord Byron’, by James Martin, The Australian
(Sydney, NSW: 1824-1848), Saturday
13 November 1841, p. 4. http://nla.gov.au/nla.
news-article36853092. Reproduced courtesy of the
National Library of Australia.

Byron appears in Albanian dress, obtained during
his Grand Tour in 1809.
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FIG. 5

81

The Lysicrates Prize 2015: The People’s Choice

FIG. 6
Capuchin in garden with original Athenian
monument of Lysicrates in background, ca. 1751, in
Stuart and Revett, The Antiquities of Athens, vol. 1
(1762), chap. 4, plate I. Centre for Classical and Near
Eastern Studies of Australia, University of Sydney.
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others who enjoyed the ancient ruins
contributed to their further 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.48 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, a work that
would deeply influence Greek Revival
architecture, and in particular James
Martin’s own Monument.49 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)
also contributed to a peak in visitor
numbers to Greece during the early
nineteenth century. Byron’s own Grand
Tour itinerary in 1809 was shaped by these
events, which effectively ruled out France
and Italy. Instead he travelled to the
Levant – at that time part of the Ottoman
Empire – via Portugal, Spain, Gibraltar and
Malta before arriving in Greece.50

Byron had a close connection with the
original choregic monument, having
lodged, like many travellers, at the
Capuchin monastery in Athens [fig. 6]
between late August 1810 and late April
1811. The monastery incorporated
the original monument in its walls – a
happy circumstance which later gave
it protection from ‘collectors’.51 The
Capuchins first arrived in Athens in
1658, and in 1669 purchased the house
in which the monument was already
immured.52 It was apparently used as
a storage area within the house from a
very early date. In a letter to her brother
in 1687, the Swedish traveller Anna
Akerhielm (1642–1698?), who witnessed
the destruction of the Parthenon in
1687 during the sixth Ottoman-Venetian
(or Morean) War (1684–1699), wrote
how she ‘visited a Capuchin who has
Demosthenes’ Lantern in his chamber’.53
It was certainly used as a closet by the
time Stuart and Revett visited in 1751.54
Richard Chandler, in his Travels in Greece
published in 1776, says that it ‘served as
a closet for a Greek, the servant of the
Capuchin, to sleep in’. Byron reports a
similar function during his own visit. In
a letter to John Cam Hobhouse, dated
23 August 1810, he notes that the Father’s
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favourite, Giuseppe, ‘sleeps in the lantern
of Demosthenes’.55 The monument was
at some point also fitted with a desk
and book shelves. 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’.56 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’.57
In fact the monument was already fitted
out as a study before Father Paul took
up residence. An engraving by Simone
Pomardi (1760–1830) in Dodwell’s A
Classical and Topographical Tour through
Greece, recounting their travels in the first
decade of the nineteenth century, depicts
the previous superior, apparently Father
Urban, sitting inside the monument at his
desk [fig. 7].58

The Lysicrates Prize 2015: The People’s Choice

FIG. 7
Original Athenian monument of Lysicrates as library
and study, ca. 1805–1806, copper engraving by Simone
Pomardi (1757–1830) in E. Dodwell, A Classical and
Topographical Tour through Greece (London 1819).

84

Dionysos and Lysicrates in Modern Sydney

Byron himself spent time in the
monument. A story told by Father Paul
to Walsh in 1821, and later published in
his travelogue of 1836 (which Martin may
have seen), recalled that ‘Lord 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’.59 Soon after
his arrival at ‘The Convent, Athens’, Byron
reports in a letter to Hobhouse (23 August
1810) that he had translated earlier
that day Horace’s Exegi monumentum
(Ode 3.30), presumably using the copy
of Horace’s works found in the ‘lantern’
(an inspired choice if so). At any rate,
some months later he writes to Hobhouse

(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 Hints from Horace
dated ‘Athens, Capuchin Convent, March
12, 1811’.60 It is very likely he translated
both poems within the monument while
perusing the monastery’s volume of
Horace. Whether he worked in the same
space for Canto II of Childe Harold is
uncertain, but not unlikely.61 Not long
after Byron’s stay the monastery was
burned to the ground during the Greek
War of Independence in 1821, but the
monument survived.62

‘Local News. Sculpture’, in Bell’s Life in Sydney and
Sporting Reviewer (NSW: 1845–1860), Saturday
2 July 1859, p. 3. http://nla.gov.au/nla.newsarticle59870817. Reproduced courtesy of the
National Library of Australia.
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A work which drew particular attention
to Byron’s connection with Lysicrates’
monument, and one which Martin
very likely encountered, is William
Brockedon’s Finden’s Illustrations of the
Life and Works of Lord Byron, published
in 1833. Brockedon provided both an
illustration of the monument in the walls
of the Capuchin monastery, as well as
anecdotes about Byron’s time there in
a chapter entitled ‘Franciscan Convent,
Athens’.63 He recounts how the ‘convent
of the Franciscan Capuchins, after his
death, became a place of pilgrimage to
all those travellers in Athens who have
been aroused, subdued, or charmed by
his power’, and describes 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 choragic
monument of Lysicrates’. Brockedon not
only points to Stuart and Revett’s work
where detailed designs of the monument
could be found, but he also recounts an
anecdote, related to an English artist
by Giovanni Battista Lusieri, how Byron
would sleep in the monument, despite
its cramped size. Whether true or not,64
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.
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We do not know how early plans for
incorporating a replica of the Athenian
monument within the garden at Clarens
first took shape, but we can trace some
important developments. Grainger,
without citing any sources, says that
Martin began ‘transmuting dreams into
reality’ following his friendship with ‘two
authorities on Greek culture’, namely
Sir John Young, a former Lord High
Commissioner of the Ionian Islands, then
a British protectorate off the west coast
of the Greek mainland, and Dr Charles
Badham, the Professor of Greek at the
University of Sydney.65 Charles Badham
could hardly have had much influence
over the garden or the Monument,
since he only arrived in Australia on
23 April 1867 when the garden was well
advanced.66 Sir John Young (1807–1876),
Governor of New South Wales, arrived
in Australia on 21 March 1861, some
five years after the garden had already
been under construction, and departed
24 December 1867. Our first glimpse of
the classical sculpture that was to adorn
the garden appears in a newspaper
article of July 1859 which describes a
statue of Flora, in Pyrmont sandstone,
in the Paddington studio of sculptor
William Lorando Jones. This was almost
complete to judge from the detailed
account of the statue by the writer, who
commends the taste of ‘the Hon. James
Martin, Q.C., whose grounds it is intended
to adorn on completion’.67

‘I had an opportunity of taking a peep at his library.
As might be expected, from a gentleman possessing
his love of learning, he had a most extensive collection
of rare and valuable books.’
Grainger, nevertheless, tells us specifically
that ‘Sir John obtained for him the exact
measurements of some Athenian relics’.68
We do hear of a couple of vase designs
exhibited by Walter McGill at the Maitland
Exhibition of 1861, only a few months
after the arrival of the new Governor.
Among these were ‘sketches of some
handsome vases executed in the colony
for James Martin’.69 More specifically
there was a design ‘executed for Mr.
Martin, representing a bacchanalian
feast – the figure of Bacchus being shown
reclining on the limb of a vine …’.70 McGill
also exhibited a completed vase which
on one side represented ‘an inebriated
satyr being carried by two cupids and a
faun from a bacchanalian orgie, and on
the other he appears on the back of a
faun, deprived of his facial ornaments,
and undergoing corporeal punishment
for his misdeeds’.71 The second image,
of course, was also carved by McGill in
relief on a ‘tablet of Maitland stone’ and
inserted into a recess cut from the rock
near the bottom of Martin’s garden. The
origin of the images on both sides of the
vase design, as noted by Lennon, is a
second century A.D. Roman sarcophagus
held in the British Museum.72 The only
work available at that time which gave
detailed engravings of the end pieces of
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this sarcophagus, and which must have
provided Martin and McGill with the
archetype for both the urn and the tablet,
was the Description of the Collection of
Ancient Marbles in the British Museum;
With Engravings, part 10, published in
1845, plate 37 (‘Punishment of Pan’,
pp. 87–8) and plate 38 (‘A Drunken Pan’,
pp. 89–90).
It is just possible, although these
relics were not ‘Athenian’, that Sir
John Young provided Martin with
the relevant volume soon after his
arrival in Australia for McGill to copy
the engravings. The coincidence of
their appearance within months of his
arrival is at least suggestive, despite
the tight time-frame. Interestingly, the
new Governor and his wife attended
and opened the Maitland Exhibition,
and Sir John reportedly took great
interest in McGill’s work. The Maitland
Ensign reports: ‘[s]ome of the sculpture,
exhibited by Mr. McGill we have already
described, but we feel it necessary to
speak a little more particularly of others
from their great intrinsic merit, as well
as from the interest evinced in them
generally. The Governor, we understand,
spent some time in their contemplation,
and was very much struck by the
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talent exhibited’.73 Perhaps he was
admiring how McGill had turned into
reality images he himself had supplied
to Martin. Otherwise this could have
been the occasion when the name of
James Martin and his grand designs
first came to the Governor’s attention.
The blueprint of the design for Martin’s
Monument, as already noted, was
The Antiquities of Athens and Other
Monuments of Greece as Measured
and Delineated by James Stuart, F.R.S.
F.S.A., and Nicholas Revett, Painters and
Architects, volume I (pp. 26–36), first
published in 1762 (a second edition
appeared in 1825, and a third in 1858).
This work still contained the most
detailed engravings and measurements
of Lysicrates’ monument in Martin’s
time,74 and had a profoundly vast
influence on Greek Revival architecture,
being chiefly responsible for numerous
copies and adaptations throughout
Britain and America.75 We also owe to
this work the first proper identification
of the monument’s original purpose,
the first correct understanding of the
subject matter depicted on the frieze, as
well as the popularisation of the slight
misnomer ‘choragic’.76 Sir John may
have supplied Martin with his personal
copy of this work for the design of the

Frontispiece to Stuart and Revett, The Antiquities of
Athens, vol. 1 (1762), Centre for Classical and Near
Eastern Studies of Australia, University of Sydney.
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Monument. But equally so, one might
suspect James Martin already possessed
such a seminal and important work. His
personal library was notoriously large,
as his friend William Walker recalled:
‘I had an opportunity of taking a peep
at his library. As might be expected,
from a gentleman possessing his love
of learning, he had a most extensive
collection of rare and valuable books,
piled round the walls from floor
to ceiling, in every department of
literature’.77 Stuart and Revett’s work was
otherwise available for Martin to consult
from other sources. A copy of the second
edition (1825) was among the first works
acquired by Australia’s first public library,
the Australian Subscription Library (later
the State Library of New South Wales)
date-stamped with the year 1826, the
same year the Library opened. Even our
correspondent from the Maitland Mercury
was apparently familiar with it, lifting
much of the technical description of the
original monument in his article directly
from Stuart and Revett’s work. One might
also reasonably suspect that a sculptor of
McGill’s quality was aware of it too.

FIG. 8
View of the Monument on the lower retaining
wall, looking north-west from the summerhouse,
ca. 1920–1928. State Library of New South Wales
[PXB 502].
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Walter (or ‘Wattie’) McGill (1826–1881),
the sculptor of the Monument, was
evidently already working for Martin
by early 1861, despite living north
of Sydney in West Maitland where
he had his workplace on High Street
‘opposite the Wesleyan Church’.78 Born
in Edinburgh, but moving to Australia in
1855, he first arrived in Sydney in 1860,
but soon relocated to Maitland in 1861,
before finally resettling in Sydney in
1864.79 He was still carving vases for the
retaining walls and staircases at Clarens
in December 1863 as recorded in an
insolvency schedule listing his assets at
the time, among which was mentioned
‘one vase in progress for the Honorable
J Martin’.80 Curiously, it records another
item, ‘one tomb for the Gate [?] A.
McIntire’.81 Despite the discrepancies,
Hamilton suggests this may refer to the
Reverend William McIntyre, who died
some seven years later in 1870, and on
whose tomb in the Old Presbyterian
section of the Rookwood cemetery in
Sydney is a miniature, although with
significant differences in detail, of the
choregic monument of Lysicrates.82 The
tomb design is credited to Donald McNab,
but the McGill identification is attractive.
McIntyre was a fellow Scottish immigrant
who moved to the Maitland area. His
tomb also featured a Latin inscription
written by Charles Badham. Did McGill
already have designs of the Monument in
his possession by 1863 and had used the
Reverend’s commission as a small-scale
practice run for Martin?

In any case, work on Martin’s Monument
was not started 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.
Work on the middle section, including the
sphinx staircase, the summerhouse, the
Monument itself and the retaining wall
upon which it stood [fig. 8], was not yet
started. In the meantime, McGill was busy
with other commissions. In June 1864 he
had either completed, or was still putting
the final touches on the magnificent
Corinthian Capitals for the Australian
Museum, which earned him a mention
in the Illustrated London News.83 In 1865
he was working on the beautifully carved
Domain Fountain (no longer extant),
finished by September, which was
later accompanied by his work on the
Woolloomooloo Gates in 1873.84 And in
1866 he worked on St Jude’s Fountain in
Randwick, unveiled on 9 November that
year.85 McGill was working on the crown
of the Monument at Clarens in June 1868
[fig. 9], and presumably finished around
July/August of that year. He would have
started work on the Monument at least as
early as 1867.
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After Martin died in 1886 Clarens was
sold. It was later subdivided into two
flats renamed Wilga and Strathisla,
and reunited again under the name
Charlemont when it was used as a
private hospital. During World War II on
12 December 1940 the Department of
the Interior announced that Charlemont,
along with several other properties
on Wylde Street, would be resumed to
construct a graving dock between Potts
Point and Garden Island.86 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’.87 Despite the war, citizens
and politicians still found time to ensure
that works of art such as the Monument
would survive. An important figure
credited with ensuring its survival is the
journalist, poet, and author Frederic(k)
Spencer Burnell (1880–1958).88 Burnell
had travelled to German New Guinea in
1914 as a correspondent for the Sydney
Morning Herald to report on Australia’s
first operations in World War I. He also
had a deep interest in the Classics, with
his book Rome published in 1930, and
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FIG. 9
Engraving of the ‘crown’ of the monument in Stuart and Revett, The Antiquities of Athens,
vol. 1 (1762), chap. 4, pl. IX. Walter McGill would have been working from this design in
June 1868. Centre for Classical and Near Eastern Studies of Australia, University of Sydney.
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Potts Point location
(out of sight to the left)

Captain Cook Graving Dock 1945
Royal Australian Navy Heritage Collection.
© Commonwealth of Australia 2013.

Part of the original
Garden Island

The picture shows HMS Formidable repatriating Australian prisoners of war in December 1945.
The graving dock dominates where once there used to be water (compare the image on pp. 74–5),
joining Garden Island (on the far right) to the mainland at Potts Point (out of view on the left).

91

The Lysicrates Prize 2015: The People’s Choice

Wanderings in Greece published the
following year. After returning to Australia
in 1931 he contributed several newspaper
articles on Greece and antiquity, gave
regular radio talks, as well as the
occasional public lecture.89 Some two
weeks after the announcement of the
new graving dock he wrote an article,
published 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’.90 The influence of this article
was recognised by a later contributor
to the Sydney Morning 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 beautyloving Australians, but will also serve as
a friendly gesture to the gallant Greeks
of the present’.91 Wilcox’s mention of
the ‘gallant Greeks’ of course referred to
Greece’s stance against the Axis forces in
World War II on 28 October 1940 – then
still being fought – and of whom Winston
Churchill famously said: ‘Hence, we will
not say that Greeks fight like heroes, but
that heroes fight like Greeks’.

The success of the public campaign
started by Burnell was only possible
with the support of the State and
Federal Governments. The matter was
taken up by Lower House Country Party
member, David Drummond (1890–1965),
State Minister for Education in the
Mair-Bruxner coalition (with the United
Australia Party, later the Liberal Party
of Australia). Drummond, known for his
love of literature, his deep interest in
rural education, and his support of the
Library Act of 1939 which established
public libraries throughout New South
Wales,92 successfully put the matter
before the Federal Government for
approval.93 Attention now turned
to where the Monument should be
relocated. Acting Chief Justice Sir George
Rich recommended ‘the University as the
most fitting site. Its contemplation might
inspire two schools – Architecture and
Classics’.94 After a change in government,
responsibility for these matters now
fell to Clive Evatt (1900–1984), the new
State Minister for Education in the
McKell Labor Government. Evatt would
later be honoured by King Paul of the
Hellenes, in 1958, as Commander of
the Royal Order of the Phoenix owing
to his work as an observer in Cyprus
reporting on the oppressive conditions
faced by the local Greek population
under British colonial rule, and his
stance as president of the Australian
Committee for Self-Determination for
Cyprus.95 On 30 September 1942, Evatt
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announced that the Monument would
be moved to the Botanic Gardens.96
There were evidently suggestions at the
time that the Monument should be put
into safe storage during the war. Only
several months earlier the naval vessel,
HMAS Kuttabul, used as accommodation
for navy personnel, was torpedoed
by a Japanese midget submarine at
nearby Garden Island on the night of
31 May/1 June 1942. But 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.97 Speeches were made by
the Labor Premier (Sir) William McKell
(1891–1985) – later to become the second
person born in Australia to hold the office
of Governor-General (between 1947 and
1953) as well as the Consul-General for
Greece, Dr Emil Vrysakis, who urged that
a monument be set up in Athens for the
Anzacs who fought in Greece in 1941.98
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‘A Masterpiece’, The Sydney Morning Herald
(NSW: 1842–1954), Saturday 28 December 1940,
p. 5. http://nla.gov.au/nla.news-article17700848.
Reproduced courtesy of the National Library
of Australia.

‘Monument for Gardens’, The Sydney Morning Herald
(NSW: 1842–1954), Thursday 1 October 1942, p. 4.
http://nla.gov.au/nla.news-article17806925.
Reproduced courtesy of the National Library
of Australia.
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‘Athens Memorial to Anzacs Urged’, The Sydney
Morning Herald (NSW: 1842–1954), Wednesday
17 November 1943, p. 9. http://nla.gov.au/nla.
news-article17871719. Reproduced courtesy
of the National Library of Australia.
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Prime Minister Menzies at the memorial to British, Australian
and New Zealand troops at Pedion Areos, Athens, March 1955.
Special Collections, Baillieu Library, The University of Melbourne.

The monument at Pedion
Areos, Athens, 28 July 2015.
Photograph by Bella Kapon,
courtesy of the Australian
Embassy in Athens.
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Sydney’s own poliouchos theos or ‘protecting deity’ … has now finally received
a festival befitting his status as both the patron god of the theatre and
of the city of Sydney through the creation of the Lysicrates Prize.
A monument to British, Australian,
and New Zealand soldiers who fell in
Greece was indeed dedicated at The
Field of Mars (Pedion Areos) in Athens
on Anzac Day 1952 by King Paul of the
Hellenes. It was an initiative of the
Greek-Australia League, formed in Athens
on 10 July 1945, and funded by public
subscription.99 On Anzac Day 1950,
Consul-General Vrysakis presented the
Prime Minister (Sir) Robert Menzies with
a small-scale model of the projected
monument, made of Pentelic marble
– one of the materials used in the
construction of the original monument of
Lysicrates in 334 BC. Menzies recounted
on this occasion how he was present
at the War Cabinet in London on
24 February 1941 when the controversial
decision was made to send troops to aid
Greece, a decision he did not regret.100
Menzies himself visited the monument in
Athens in March 1955 during an overseas
tour after attending the Commonwealth
Prime Ministers’ Conference at London.
It is attractive to think that the creation
of the monument at Pedion Areos was in
some way born of the speech by Vrysakis
when the monument of Sir James Martin
was rededicated at Farm Cove in 1943.

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; with the old house eventually
demolished in 1966 after the new
barracks were built. Only sections of
the garden walls and the summerhouse
(or the ‘Gazebo’) now remained.101
Reconstruction work on sections of the
garden, however, was started in the
1970s by Jack Gibbs, the head gardener
at HMAS Kuttabul,102 restoring something
of its past splendour which had been
lost during the previous 30 years. The
Monument itself began to show signs
of wear and tear, especially on the
frieze, and was partially restored in
1996. A programme of further on-going
restorations is now underway thanks to
the Lysicrates Foundation. Fittingly, the
Monument renewed its association with
a State Premier of New South Wales (after
Martin and McKell) when the Hon. Mike
Baird awarded the prize for the inaugural
Lysicrates Play Competition on Friday
30 January 2015.
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The completion of James Martin’s
Monument 147 years ago in 1868 (its
sesquicentenary will be in 2018) heralded,
as it were, the arrival of Sydney’s own
patron deity, the god Dionysos, who
(according to the Iliad 6.133) 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). This site was located by the
ancients in a variety of places, among
them Egypt, Babylon, India, and Lydia –
the Lydian claim probably referring to the
Maeander Valley, a place close to John
Azarias’ heart, which in Hellenistic times
was home to a city called Nysa. Sydney’s
own monument to this wandering god
now stands appropriately in the green
heart of the city at Farm Cove, a place
connected with dancing from ancient
times and the location where the grape
vine was first planted in Australia. John
and Patricia Azarias have noted how the
name ‘Sydney’ stems etymologically from
the French ‘St Denis’ (i.e. ‘St Dionysios’),
which itself ultimately derives from the
name of the god. Sydney’s own poliouchos
theos or ‘protecting deity’, then, although
his full bacchic strength has been slightly
diluted and tempered by a saint, has
now finally received a festival befitting
his status as both the patron god of the
theatre and of the city of Sydney through
the creation of the Lysicrates Prize.103

The Lysicrates Prize 2015: The People’s Choice

96

Dionysos and Lysicrates in Modern Sydney

A youthful, reclining Dionysos, 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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written by the author (J. A.) on Monday 15 June,
at Sydney. The article was reprinted, in abridged
form, several days later for the benefit of Sydney
readers as ‘The Hon. James Martin’s Residence
Potts’ Point, Sydney’, in The Empire, Tuesday
23 June 1868, p. 3.
See Grainger (1970) 1–2; Bennett (2005) 1–2.
Martin proudly claims (albeit mistakenly) in The
Australian Sketch Book (p. vii), that this was ‘the first
literary production that has ever emanated from
the pen of an individual educated in Australia’.
See Grainger (1970) 18–44; Bennett (2005) 8–27.
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1886)’, in the Australian Dictionary of Biography,
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martin-sir-james-4161/text6679, published first
in hardcopy 1974.
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statue of Martin and others be set up there, but this
was never fulfilled. A statue of Martin can be seen,
however, in a first-floor niche outside the Lands
Department building on Gresham Street, Sydney.
Grainger (1970) 5, 11–13; Bennett (2005) 6–8.
Martin’s adopted motto aut viam inveniam aut
faciam ‘I’ll either find a way or I’ll make one’, neatly
sums up not only his forceful personality, but his
approach to his Latin studies.
Grainger (1970) 11–12. Martin evidently put his
prize to good use, quoting Pope’s translation of the
famous ‘generations of men’ passage from Iliad
6.146–9 (= Pope 6.181–6) in The Australian Sketch
Book (1838) 27.
Froude (1886) 180. A sense of Martin’s conversation,
his strong literary tastes and aspirations,
particularly his love of poetry, both modern and
Classical, can be felt throughout The Australian
Sketch Book.

19. Butler (1890) xxiii.
20. Grainger (1970) 137; Bennett (2005) 308.
21. Grainger (1970) 128–9. Badham wrote to Sir
William Macarthur: ‘I believe that we would never
have heard of any other candidate named but for
that unfortunate quarrel with the Governor … it
is a very hard thing for us if we are to turn a useful
champion into at least a stranger if not a foe,
because a gentleman who is here today and gone
tomorrow does not like to meet him’.
22. Grainger (1970) 73–4. The property was bought
by William Long, Isabella’s father, in 1852: see
Thorp (1987) 3.2. A series of oil paintings by George
Edwards Peacock, including East View from Mr
Gregory’s Garden, Potts Point 1849, and North East
View from Mr Gregory’s Garden, Potts Point 1849, are
believed to represent the view of the harbour from
Clarens not long before the Martins moved in
(cf. Lennon 1994–1995, 115).
23. For recent studies of the garden at Clarens, see
Lennon (1994–1995) and Morris (2008) 86–94.
24. Maitland Mercury, 20 June 1868, p. 2; Thorp (1987)
4.1.
25. See ‘Local News. Sculpture’, in Bell’s Life in Sydney
and Sporting Reviewer, Saturday 2 July 1859, p. 3;
Lennon (1994–1995) 117.
26. Maitland Mercury, 20 June 1868, p. 2. The ‘Grace’
holding the ‘mask of Comus’ was evidently a
statue of the Muse Thalia holding a comic mask
in her hand.
27. Images of the sphinxes can be found in Lennon
(1994–1995) 114 fig. 2; and Morris (2008) 89 and
90. They were relocated to the Australian Navy
residence Tresco in nearby Elizabeth Bay during
World War II. Similar reproductions can be seen
at the entrance to the Domain, opposite the Art
Gallery of New South Wales.
28. Described in some detail in the Maitland Mercury,
20 June 1868, p. 2.
29. Trollope (1873) 210.
30. Walker (1890) 76.
31. Froude (1886) 176.
32. The lawyer and politician William Bede Dalley
(1831–1888) lived at Clairvaux House on Clairvaux
Road, Rose Bay, which was set some distance
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brother-in-law, marrying the sister of Lady
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wife, also named Eleanor, died in January 1881.
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Dalley sold Clairvaux and later moved to Manly.
Isabella Martin had long been convinced that
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in 1882 leaving Martin to live there on his own: see
Grainger (1970) 139–43 and Bennett (2005) 309–12.
Maitland Mercury, 20 June 1868, p. 2.
Maitland Mercury, 20 June 1868, p. 2; cf. Irving
(2006).
So Wilson (1992) 89; Boyd et al. (1996) 39.
See De Cou (1893) 48–9. The engravings in Stuart
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pectoral fins.
Boyd et al. (1996) 39.
An idea of its impressive position high upon
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published in Distinctive Australian Homes (1925),
compiled by J. R. P. Adams, when Clarens had been
renamed Wilga.
Grainger (1970) 132.
Interestingly the plate depicting the monument in
Sayer (1759, pl. 4) removes it from its urban setting
and sets it against a romantic backdrop of water
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the plate depicting the Monument of Philopappos.
Grainger (1970) 132.
Grainger (1970) 132–3.
Grainger (1970) 142; Bennett (2005) 309–10.
Grainger (1970) 151.
Cf. Boyd et al. (1996) 35: ‘in all likelihood chosen
by Sir James Martin … because of its Byronic
associations’.
Grainger (1970) 152. Martin’s lecture ‘Lord Byron’
was published in The Australian, Saturday
13 November 1841, p. 4.
For early travellers to Greece, see Constantine
(1984).
On the Dilettanti, see generally Redford (2008).
On Stuart and Revett see Wiebenson (1969) 1–18;
Mordaunt Crook (1972) 13–17; Salmon (2006)
122–40; and Redford (2008) 52–72.
See Marchand (1957) 185–277.
As Edward Dodwell (1819, 291) writes after
staying at the monastery: ‘I was assured by the
superior, that during the dilapidating mania
in 1801, proposals had been made to him, and
to the Voivode, for the purchase of the entire
monument, which was to have been conveyed to
a northern country! and that it owes its present
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existence to the protection which it derived from its
position within the precincts of the monastery’. The
superior evidently misremembered the year this
occurred. In a letter dated 8 August 1802, Giovanni
Battista Lusieri, artist and agent for Lord Elgin, and
who helped him remove the Parthenon Marbles,
suggests to Elgin he offer money to the Capuchins
to purchase it. Elgin responded positively to the
suggestion: see Smith (1916) 227–8.
See Spon (1679) 187: ‘… des Capucins, ils sont
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Stuart and Revett (1762) 28: the upper part of the
monument had been ‘converted into a closet’.
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where the orator Demosthenes had ‘shut himself
up, to follow the studies of eloquence with greater
privacy’: Wheler (1682) 397. As well as the name
‘Lantern of Demosthenes’ it is also sometimes
referred to as 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’
(see Diogenes Laertius 6.41).
Hobhouse (1813) 301.
Walsh (1836) 128–9.
Dodwell (1819) plate opposite p. 289; see Eliot
(1975) 416 with n. 19.
Walsh (1836) 129.
See Moore (1830) 244. Byron refers to this work in a
later letter to Hobhouse dated 18 March 1811.
Notes by Byron on Childe Harold dated 23 January
1811, and 17 March 1811 were written in the
‘Franciscan Convent’: see Coleridge (1899) 192–204;
so too The Curse of Minerva, also dated 17 March
1811, in which he is scathing of Lord Elgin.
A detailed account of the events leading to the
monastery’s destruction can be found in Eliot
(1975) 420–1.
The pages of Brockedon are unnumbered.
For the unlikelihood of this, see Eliot (1975) 409 n. 3.
Grainger (1970) 116.
Rightly noted by Morris (2008) 91.
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Sporting Reviewer, Saturday 2 July 1859, p. 3.
68. Grainger (1970) 116.
69. The Maitland Ensign, Wednesday 26 June 1861, p. 2.
70. The Maitland Ensign, Wednesday 3 July 1861, p. 2.
71. The Maitland Ensign, Wednesday 26 June 1861, p. 2.
72. See Lennon (1994–1995) 117–18 (and figs. 4–5).
Townley Collection, BM 1805,0703.125.
73. The Maitland Ensign, Wednesday 3 July 1861, p. 2.
74. Detailed measured drawings were later made
by Sebastiano Ittar, who worked as an architect
with Lord Elgin, drawn ca. 1800–1801, but never
published. They are now among the Elgin Drawings
in the British Museum: see Gallo (2009) 130–4.
75. See Wiebenson (1969) 62–5, 73–4, with pls. 12,
16–17, 19–24, 34, for some examples. The ‘Lantern
of Demosthenes’ was already touted by Richard
Dalton as a suitable monument to erect in gardens
as early as 1752, see Wiebenson (1969) 62–3.
76. The noun ‘choragos’ (adjective: ‘choragic’) is in
the Doric dialect, and denotes the lead performer
in a chorus. The proper Attic form is ‘choregos’
(adjective: ‘choregic’), from the same root, but
in Athens developed the specialised sense of a
wealthy individual who sponsored a chorus, rather
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77. Walker (1890) 76, describing his one and only visit
to Clarens in October 1868.
78. The location of his works is given in the Newcastle
Morning Herald and Miner’s Advocate, Tuesday
5 July 1881, p. 2, in his death notice.
79. Hamilton (2011) 19.
80. Hamilton (2011) 20.
81. Hamilton (2011) 20 who transcribes what she
believes to be McGill’s handwriting. ‘Gate’ (oddly
capitalised) is presumably corrupt; McIntyre’s
finished grave did not feature a stone-carved gate.
82. Hamilton (2011) 41.
83. Hamilton (2011) 28; Illustrated London News,
17 March 1866, p. 248. McGill also carved the ‘lions’
heads, and the pateral of the cornice’ (Illustrated
Sydney News, Thursday 16 June 1864, p. 3).
84. See Hamilton (2011) 22–4, with a photo on p. 23.
85. Hamilton (2011) 28–9.
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Dock’, Sydney Morning Herald, Tuesday 14 January
1941, p. 5.
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honour for Ancient Greek at the University of Sydney.
90. ‘A Masterpiece. Sydney Should Save This’, Sydney
Morning Herald, Saturday 28 December 1940, p. 5.
Enoch Powell, Professor of Greek at the University
of Sydney, had urged the University Senate to look
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91. ‘Monument to Lysicrates. As Meryon Saw it’,
Sydney Morning Herald, 22 February 1941, p. 9.
92. See J. Belshaw, ‘Drummond, David Henry
(1890–1965)’, in the Australian Dictionary of
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93. ‘Greek Monument’s Future. Removal from Resumed
Site Sought’, Sydney Morning Herald, Tuesday
14 January 1941, p. 4.
94. ‘Protection from the Profane. Lysicrates’ Monument’,
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96. ‘Monument for Gardens’, Sydney Morning Herald,
Thursday 1 October 1942, p. 4.
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Thursday 20 April 1950, p. 6; ‘Greek Ceremony at
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26 April 1950, p. 4; ‘Greece’s Tribute’, Sydney
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101. Thorp (1987) 3.5; The Navy (magazine), July 1984,
pp. 40–1. The ‘Gazebo’ is on the Register of the National
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search.pl. The summerhouse is also sometimes called
the ‘Tower of the Winds’, although it is entirely unlike
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Restoring Our Monument
NSW PUBLIC WORKS
MINISTER’S STONEWORK PROGRAM

Photographer: Douglas Frost

In December 2014, the Minister’s
Stonework Program team undertook
a detailed condition assessment of
the Sydney Lysicrates Monument. The
team found that some of the sandstone
elements were in poor condition, and
developed a conservation program for
short, medium and long term repairs.

The monument was cleaned using gentle
non-invasive methods and the eroded
mortar joints have been repointed to
prevent water damage to the stonework.
Fine cracks, located on the splendidly
proportioned fluted columns have been
carefully patched to blend in and match
the original stone in colour and texture .

Current poor conditon of the carvings.
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NSW Public Works Stonemason Paul Thurloe taking
measurements and tracing the frieze in order to re-carve.
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The bas-relief frieze is comprised of three
stones. The next priority is to re-carve the
most damaged of the three. Public Works
heritage stonemasons have gathered key
information from the monument and will
also refer to the 1762 drawings published
of the Choragic Monument located in
Athens, just as the original stonemason
Walter McGill did in Sydney 145 years ago.

The stonemason during repairs on the
damaged stone column and the column
after repairs (below).
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These planned works will ensure the
monument’s cultural significance
is not diminished and that it can be
enjoyed by future generations. The
works are carried out by the NSW
Public Works stonemasons and stone
specialist heritage architects from the
Government Architect’s Office. The
Royal Botanic Gardens, and now the
Lysicrates Foundation, are working in
funding partnership with the Minister’s
Stonework Program.
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The Event
THE CONSERVATORIUM AND
THE ROYAL BOTANIC GARDENS
SYDNEY
30 January 2015

The Lysicrates Prize 2015: The People’s Choice

JOHN AZARIAS
President
The Lysicrates Foundation
Opening speech
Sydney Conservatorium
30 January 2015

The place where the Lysicrates Monument
stands in Farm Cove is full of echoes of
the past. For thousands of years, that very
spot was used as a place of ritual and
drama – right there was where the young
men of the Cadigal people performed
the Kangaroo Dance to give them power
over the kangaroo when they went out
to hunt. So let’s remember their first use
of the land we’ll be walking to after we
have voted and where the Premier will be
awarding the Lysicrates Prize.
Then, it was a place of theatre, one might
say, but a slightly more recent drama
happened here in May last year. My wife
Patricia wanted to be taken out on a
date, and – well, I’m not a cheapskate
but we did go out, for a stroll in the
Botanic Gardens. That was the date. We
came to the lovely copy of the Lysicrates
Monument – I’d always been charmed
by it and I knew the original in Athens.
The original was built at the dawn of the
Hellenistic Age, which is closer to my
heart than the Hellenic one. But when
we got closer to the monument this time,
we could see there were parts of this
one that needed to recover from the salt
winds off Sydney Harbour, and I made
up my mind to see if I could raise the
funds to restore it. Then my wife had an
idea, as wives generally do. She said that
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since the original monument was built
in ancient Athens to celebrate a win in a
play competition, why couldn’t we too, in
modern Sydney, have a play competition
of our own, to celebrate this beautiful
monument and its restoration? We had
the talent here, for sure. We have great
playwrights, terrific actors and directors,
the lot. The Griffin Theatre agreed to run
the play competition, the three finalists
have been chosen, and tonight you, the
audience, are going to select the winner.
Lee Lewis, the Griffin’s Artistic Director,
will take up that story in a moment.
The main play competition in ancient
Athens was part of a festival called the
Great Dionysia, after Dionysos, the god
of theatre. Many of the great dramas that
have come down to us from those times,
like Antigone and Oedipus by Sophocles,
were new plays that won first prize in
the Great Dionysia festival. To celebrate
their wins, the wealthy sponsors of those
plays would compete with each other
to commission the loveliest monument,
and on top, those who were victorious in
the competitions for the men’s and boys’
choruses, would place the trophy – a
tripod made of bronze. The copy we have
is of the only monument to have survived
to today. At the top is a frieze showing
scenes from the life of the god Dionysos.

Chapter Heading

Now the god Dionysos is a very Sydney
god. He was the god of good living, wine,
theatre and fun. He gave his name to a
saint, St Dionysios, whom the French
turned into St Denis; whom the English
turned into – can you guess? Saint
Denis – Sydney! So what we have here
is a charming fluke. At the birthplace
of this city, here is the god after whom
it was, in a way, named – not just as a
physical presence on the frieze at the

top of the monument, where he’s shown
turning into dolphins some pirates
who had kidnapped him, not just as a
personification of the city’s character,
but also in spirit, as the god of theatre.
A Great Dionysia festival of our own, held
every year like the one in ancient Athens
– wouldn’t that be a wonderful outcome
of tonight. A great boost to our actors
and writers.
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I want to talk about writers, and artists
and thinkers in general. The ancient
Athenians placed the highest possible
value on their artists and thinkers. They
encouraged their creative endeavours
though competitions, and sponsorship
from the public purse and individual
donors, just as we’re doing tonight. For
them, it was the scribblers, daubers and
assorted eggheads who were the real
glory of their city, and so it is for us today.
The monument holds another echo of the
past. In the 18th century, which is actually
quite close in spirit to the Hellenistic era,
young men of good family would go on the
Grand Tour of classical Europe and make
copies of what they saw on their return.
This copy was made in the 19th century
by NSW Premier James Martin, classicallyeducated predecessor of a distinguished
member of the audience who will be here
later tonight. Martin placed it on the lawn
of his house in Potts Point.

William McKell and Clive Evatt, father of
another distinguished guest tonight, had
it moved to the Botanic Gardens to make
room for the dockyards at Garden Island
in 1943, and there it still stands, where
the Victorian and Edwardian public would
promenade on Sunday evenings listening
to the band playing excerpts from the
Pirates of Penzance. It’s always been a
performance space.
It just remains for me to give thanks to
the Premier for his, and his government’s,
enthusiastic support, including that of
current and previous Deputy Premiers,
Troy Grant and Andrew Stoner; to
Ministers Stokes, Perrotet and Piccoli;
and former minister Parker; to the federal
Minister for the Arts, George Brandis,
for his gracious message; to the Leader
of the NSW Opposition, Luke Foley; the
Deputy Leader Linda Burney; Shadow
Minister Sophie Cotsis; and to all the
political leaders here tonight; to Tony
Chappel and Paul O’Sullivan; to Kim Ellis,
who has been a bulwark of support; to
Kathryn Greiner and Bob Carr for their
sterling efforts on the judging panel; to
everyone at the Botanic Gardens and
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the Griffin who made it all possible,
Caterina Savoca, Esmeralda Magrin,
Will Harvey and their colleagues; and
especially to Lee Lewis for her instant
espousal of the idea which meant giving
the decision on one-third of her budget
to you, the audience; to the craftsmen
of the Minister’s Stonework Program;
to Ian Barker, Deputy Principal Sydney
Conservatorium High School, for his
enthusiastic assistance; and last, but
certainly not least, to all the donors
who have so unstintingly and readily
supported what is really a unique and
new venture. I think it’s worth mentioning
that the donors have come from a wide
range of backgrounds – African, AngloCeltic, Chinese, Greek, Indian, Italian,
Christian, Jewish, Muslim – another
testimony to the vibrancy and diversity
of this fabulous city. Thank you all.
Now! Let’s enjoy the performances, keep
your ears wide open and, gentlemen,
always bear in mind the moral of the story:
never take your wife on a cheap date.

Chapter Heading
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The Plays
Director
Kate Gaul

FORTUNE

Checked in at a low star motel in New
Jersey: A young finance guy, Paul, has
flown all the way from Australia. He
shows up first day at his new job to find
the company has gone under. James is
a finance guy from the same company,
in his 50’s. James has given up. But Paul
insists that he owes him. He owes him
the career and the American dream that
aren’t going to be his. He owes him his
first day at work. But James doesn’t
know how to read the market anymore.
The world has stopped making sense.

In the same motel is Cookie, a pregnant
Romani fortune-teller, who has been cast
out by her family. She is desperate for a
mark. Moe is her cowboy boyfriend who’s
lost his land. They need money to get the
land back – to have a chance in their life
together. They’re running out of time.

Actors
Briallen Clarke
Anni Finsterer
Sean Hawkins
Russell Kiefel

The economy has failed. The world is
failing. A black comedy about five people
who desperately need each other to
make it to the future.

Mary is a heartbroken mother who owns
the motel, She just wants answers about
her dead son.

Anni Finsterer (left)
and Briallen Clarke (right).
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Director
Darren Yap

JESUS WANTS ME FOR A SUNBEAM

Jesus Wants Me For A Sunbeam by Steve
Rodgers, is a play adapted from the
novella by Peter Goldsworthy. It is an
evocative, haunting, moving tale about
loss and familial relationships, a husband
and wife, parents and children, brother
and sister. It explores the nature of an
ideal family, and their quest to define
their lives through each other, isolating
themselves from the outside world.
The play is a rumination on a kind of
suffocating love.

Actors
Jennifer Hagan
Anthony Harkin
Natalie O’Donnell
Steve Rodgers
Govinda Röser-Finch

It is an evocative, haunting, moving tale about loss
and familial relationships … it explores the nature
of an ideal family and their quest to define their
lives through each other.

From left: Jennifer Hagan, Natalie O’Donnell,
Anthony Harkin, Govinda Röser-Finch
and Steve Rodgers.
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Director
Gale Edwards

THE SAVVY WOMEN

Justin Fleming’s The Savvy Women is a
contemporary adaptation of Les Femmes
savantes (The Learned Ladies) a comedy
by Molière in five acts, written in verse.
A satire on academic pretention, female
education, and préciosité (French for
preciousness), it was one of his most
popular comedies.

Actors
Andrea Demetriades
Morgan Powell
Fiona Press
Christopher Stollery

A satire on academic pretention, female education
and preciousness – it was one of Molière’s most
popular comedies.

From left: Christopher Stollery,
Fiona Press and Morgan Powell.
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The Playwrights

LALLY KATZ

STEVE RODGERS

JUSTIN FLEMING

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.

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.

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.
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LALLY KATZ / FORTUNE

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
(I can’t entirely explain what that is!)
and he also started up his own hedge
fund company. He had been obsessed
with economics for years and was always
drawing graphs and making the family
look at them. He explained to me that
economics are interesting because it’s
based on humanity. 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

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 of them wanted to become
truffle farmers. My brother and I then
went to New York to visit relatives and
to hang out on Wall Street, he thought
I would get more material there. 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.

might happen if they started a hedge
fund together. I told my brother that
I didn’t think I could write that, as I didn’t
know anything about finance. He said,
“You don’t know about anything you
write about until you live it. So why not
just start living it?”

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 visited her many times and gave
her a lot of money. I thought about her
all the time, wanted to learn her speech
patterns and even offered her money just
to spend time with her and her family.
She declined this offer. 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
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.
July 2015
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Sean Hawkins and Briallen Clarke.
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STEVE RODGERS / JESUS WANTS ME FOR A SUNBEAM

Jesus Wants Me for a Sunbeam was
brought to me several years ago by
theatre director Darren Yap, who believed
in the potential of the novel as a piece
of theatre. 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 to follow in the footsteps of Nick
Enright and Justin Monjo’s adaption of
Cloudstreet and adapt a novel for the
stage. And here, Darren Yap was giving
me that chance with Peter Goldsworthy’s
moving tale.
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, a husband and
wife, parents and children, brothers and
sisters. It explores the nature of an ideal
family and their 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.
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When I submitted the collection of
scenes I had adapted from Peter’s novel
for the Lysicrates Prize I knew there
was a play waiting to be uncovered and
produced and by winning the award I
now get the chance to develop it into
a truly important new Australian work.
Philanthropy of this kind in Australia isn’t
common, so obviously I’m more than
thrilled to have won. I truly believe the
story has the makings for a powerful and
unforgettable night in the theatre.
July 2015
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Natalie O’Donnell, Anthony Harkin,
Steve Rodgers and Govinda Röser-Finch.
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JUSTIN FLEMING / THE SAVVY WOMEN

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 began with Emile Zola’s Au
Bonheur des Dames (The Department Store,
produced by Drayton Morley and directed
by Christopher Hurrell) which enjoyed both
critical and audience acclaim in a beautiful
production at The Old Fitzroy in Sydney,
and the play won the inaugural Mitch
Matthews Award at Parnassus’ Den Theatre
Company. Emboldened by this experience
I was 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 with whom I had a long and
happy association. Simon asked if Tartuffe
was available for MTC. Simon’s wife,
playwright Carolyn Burns, had asked me if
she could read it. She had then showed it to
MTC’s Associate Director, Peter Evans, who
was enthusiastic about directing it for MTC.
I called John Bell and he said that as Bell
Co had not yet programmed the play,
I should give it the green light at MTC.
Peter did a fantastic production and we
formed a strong association. On the

success of Tartuffe (which we called
The Hypocrite to distinguish it from another
production of the play the same year),
MTC commissioned The Miser. Peter Evans
then joined the Bell Shakespeare Company,
whereupon I was commissioned to
translate Molière’s L’Ecole des Femmes (The
School for Wives) for the Bell Company’s
national tour in 2012. The Bell Co asked Lee
Lewis to direct Wives, as they had enjoyed
success with Lee’s direction of Twelfth
Night. The tour of Wives was also a success,
and the following year, Lee became Artistic
Director of the Griffin Theatre Company.
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. I met with Lee
and she said Griffin was not in a position
to commission the play. Meantime, Bell
Co also passed on it because they were
anxious for me to do The Misanthrope. And
as Geoffrey Rush was interested in doing
The Imaginary Invalid for MTC, Brett was
keen to pursue me with that, rather than
something new. So Les Femmes Savantes
remained in no-man’s land.

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. I had worked with Don
in my play Burnt Piano, and Fiona played
a principal role in The Department Store.
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,
which I called The Savvy Women.
When John and Patricia Azarias created the
Lysicrates Prize entry was by invitation only
and I was invited to submit something.
So I happily submitted The Savvy Women.
It was chosen as one of three plays for a
staged one-off presentation in the Botanic
Gardens, directed by Gale Edwards, using
ingenious doubling of roles. I subsequently
changed the title to The Literati for two
reasons: first, in English, The Savvy Women
may suggest streetwise women which only
applies to one or two of the characters, and
second, The Literati embraces both the
women and the men – one of whom is a
pompous and untalented poet, Trissotin,
Molière’s pun on “three fools in one man”
who, in my version, is Tristan Tosser.
As a result of John and Patricia Azarias’
wonderful initiative, the play now has
its moment in the sun.
July 2015
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Fiona Press and Christopher Stollery.
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The Glass Artist
KATIE-ANN HOUGHTON

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.
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.
August 2015
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The Music and the Musicians
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Conservatorium students
PLAYING IN THE RECEPTION AREA OF THE SYDNEY CONSERVATORIUM
(from 4.15 p.m. to 4.55 p.m.)

PIECE

COMPOSER

PERFORMERS

Trio: Lysicrates Variations

Rhys I.C. Little

Hana Tan, violin
Nicole Kim, violin
Freya Meany, viola

Trio Terzetto

Dvorak

Hana Tan, violin
Nicole Kim, violin
Freya Meany, viola

Clones

Nicole Kim

Hana Tan, violin
Nicole Kim, violin

Invention 8

J.S. Bach

Panagiotis Karamanos, trumpet
Jordy Meulenbroeks, bassoon

Study 28

Vizzuti

Panagiotis Karamanos, trumpet
Jordy Meulenbroeks, bassoon

Tico Tico No Fuba
(guitar quartet)

Zequinha De Abreu

Nathan O’Brien
Ricardo Valverde
Miriam Alperovich
Isaac Said

Meditation

Massenet

Nicole Kim, violin
Louise Garcia-Dolnik, harp

Two Interludes

Ibert

Nicole Kim, violin
Louise Garcia-Dolnik, harp

Tango Bordelle

Piazzola

Nicole Kim, violin
Louise Garcia-Dolnik, harp

Additional solo pieces

Louise Garcia-Dolnik, harp

123

Composed by a Conservatorium
High School student for
this occasion

Composed by a Conservatorium
High School student
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Out of the Blue Trio
PLAYING ON THE BAND LAWN IN THE ROYAL BOTANIC GARDENS
(from 7.00 p.m. to 8.00 p.m.)

PERFORMERS

Panayiotis Kalandranis (guitar)
Dimitris Vouros (flute)
Antonis Kekatos (bouzouki)

PIECE

TRANSLATION

COMPOSER

To Triandafillo

The Rose

Manos Hadjidakis

I Gorgona

The Gorgon

Manos Loizos

Otan Simani I Ora

When The Time Comes

Akis Panou

Imittos

Hymettus

Manos Hadjidakis

Dihos Tin Kardoula Sou

Without Your Little Heart

Stavros Kouyoumtzis

To Fengari Eine Kokkino

The Moon is Red

Manos Hadjidakis

Milise Mou

Talk To Me

Manos Hadjidakis

Odos Oneiron

Street Of Dreams

Manos Hadjidakis

Haravgi

Dawn

Giorgos Zambetas

Balada Tou Andrikou

Andrew’s Ballad

Mikis Theodorakis

Oso Agapiomaste Ta Dio

While The Two Of Us Love Each Other

Loukianos Kilaidonis

Down on the grass, three musicians could be made out, one
on flute, another on guitar, and the third cradling a bouzouki.
Joyous, captivating, the music floated out over the crowd and
provoked some into sketching a few dance moves.
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Dionysos and Lysicrates Party On

PATRICIA AZARIAS
Vice President
The Lysicrates Foundation

When I arrived at the Conservatorium
at 2.45, there were only four people in the
lobby apart from the odd student walking
through. Trepidation. Was this ever going
to work? Two hours later, the lobby
would be buzzing with three hundred
guests, but now, there was a mood of
quiet tension, exploding in brittle gaiety
when a crate full of glasses crashed to the
floor, but not dissipating, only rising. The
Griffin Theatre’s floor manager appeared,
disappeared, appeared again, frowning,
checklist in hand, bustling, the theatre
staff arrived and set up the table with
the programs, the tickets and the voting
tokens, the first stragglers, wild-haired,
theatrical, seemed to be emerging from
nowhere and stood around sipping wine
and opining, to the strains of the young
Conservatorium High School students
playing music, some of it especially
composed for this event, the noise level
rose, and all of a sudden the lobby was
full. Darlings, air kisses, dartings from
one group to another, segregation of
political adherents from their enemies,
because all parties were invited,
special warmth of Greek welcomes,
the anticipation was building, right up to
the moment when the triangle sounded
as a signal for people to go in. I made
sure everyone had a programme and
a voting token.

126

The Conservatorium’s Verbruggen Hall
is full of pale gold wood – the seats, the
walls, the ceiling – and at first it was not
my ideal home for this event. The ancient
Greeks had held the Great Dionysia
Festival in the open air, and I had dreamt
of holding ours in the glorious setting of
the Band Lawn in the Botanic Gardens.
But for several days it had rained and
the ground was too sodden for seats
to be erected on it. Very reluctantly
John and I had had to accept an indoor
performance, Plan B. But in the event,
the rain was a blessing in disguise. The
Verbruggen Hall was quiet, no cockatoos,
no wind noise, no bats wheeling and
squeaking, no ferry horns, no helicopters,
so everybody could hear, focus, weep,
laugh, think and fully engage.

There was the special
warmth of Greek welcomes,
the anticipation was building,
right up to the moment when
the triangle sounded as a
signal for people to go in.

The Event

TOP
Mike Baird, New South Wales Premier.
BOTTOM
Rob Stokes, NSW Minister for Planning.
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The weird, mysterious bass booms, squawks and exhalations of the didgeridoo
filled the hall. It was intended as a reminder that this land had been used by the
Gadigal people of the Eora nation to hold ceremonial dances, the Kangaroo Dance
and the Dog Dance, which gave the young men strength to hunt the kangaroo
and the thylacine.

The auditorium was almost full and the
hum was getting louder. But conversation
died completely when a young Aboriginal
man, in loincloth and tribal paint, came
on to the stage with a didgeridoo, and
sat cross-legged on the floor. For two
minutes, the weird, mysterious bass
booms, squawks, and exhalations of the
instrument filled the hall. It was intended
as a reminder that this land had been
used by the Gadigal people of the Eora
nation to hold ceremonial dances, the
Kangaroo Dance and the Dog Dance,
which gave the young men strength to
hunt the kangaroo and the thylacine. This
young Aboriginal man, on the same spot,
a short two hundred years later, uncoiled
himself in the silence, and strode off.

Kim Ellis, the director of the Botanic
Gardens, welcomed the guests, and
introduced his minister, the Minister
for the Environment, Rob Stokes, a
slender, engaging young man, who spoke
about his government’s commitment
to the environment and the arts, and
praised John and me for conceiving
the event and making it happen. Of
course his government had made a key
contribution, both financial and in kind.
Kim then introduced John Azarias. John’s
passion for classical Greek history and
culture informed his whole speech, but
it was his last, playful, punch line that
people would be quoting to each other as
they walked out later. The photographer
danced discreetly around the auditorium,
snapping the upturned, intent faces.
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Lee Lewis, the Artistic Director of the
Griffin Theatre, was next. She said that
when John and I had approached her
with the idea of a play competition,
where the audience would vote on the
winner, she had thought we were quite
crazy. No artistic director would ever
hand over an artistic decision to an
audience! But she had taken the risk,
and this evening would be the final
test – was it going to pay off ?

Chapter Heading

Brock Tutt
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She explained how the presentations
would work. There were three plays, or
at least three first acts. The actors, with
only three days’ rehearsal behind them,
would be reading from their scripts. Sets
would be minimal. Each member of the
audience had been given a voting token,
and after the third play, the audience
would file out, and cast their tokens in
one of three urns sitting on a table at
the exit, one for each play. The play with
the most tokens would be the winner,
and its author would be given a $12,500
commission to complete the play, which
would then be considered for staging at
the Griffin Theatre.

After Lee Lewis, silence. I sat with heart
thudding. If the actors were no good, the
whole thing would be a fiasco. How could
they be any good with only three days’
rehearsal? People would be polite. It was
going to be a disaster.

The stage lit up. Four actors came on
holding their scripts. Two sat down on
chairs. More silence. Oh, no, this was
awful. A flop, for sure. Then the actors
started to speak, some in American
accents. American actors? Had the Griffin
hired Americans? This wasn’t happening.

A blonde woman on the stage, articulating clearly,
was suddenly compelling, convincing, a complicated,
interesting person.
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A blonde woman on the stage,
articulating clearly, was suddenly
compelling, convincing, a complicated,
interesting person. Five minutes in, the
audience was gripped. And the actors
never let them go. It was working, it
was working. Twenty minutes later, after
the American actors had unexpectedly
become Australian in the second scene
of the act, the applause was loud
and appreciative.

A bed was wheeled on to the stage.
The second play, or rather, the second
first act. A couple, a son. Shifts of time.
Growing understanding by the audience,
some of them, 10 minutes in, already
with tears in their eyes. Wonderful acting,
one of the actors in fact the author of
the play. Perhaps a little faint in this
auditorium, whose acoustics were
designed for music not voice. Applause
even louder.
The third play, an extraordinarily skilful
Australian rendition of Molière, in rhyme,
no less. Jokes, slapstick, puns, verbal
games, helter skelter pace. Laughter,
more loud applause.
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No question. It had worked, really
worked. The three plays were all
terrific, the actors were remarkably
good, the staging was spartan, but just
right. In the auditorium, the hum grew
louder. As the audience filed out, there
were disagreements, controversies,
discussions. As scripted. Each person put
a token in one of the three urns. People
talked animatedly, smiled and filed out,
following the crowd down to the Band
Lawn in the Royal Botanic Gardens next
door. Dionysos might have had a little
jolt of recognition. And so might the great
Alexandrian Greek poet, Constantine
Cavafy, whose poem The Procession of
Dionysos (see p. 139) is charmingly apt.
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The walk down to the Band Lawn, in
early dusk, was magical. A Walk in the
Paradise Garden, indeed. Ten minutes’
gentle stroll down the winding pathway,
currawongs carolling, clouds turning
pink, white magnolias nodding, old red
gums bending in a soft breeze, and no
bats, ended at the smooth green expanse
of the Band Lawn, right on the harbour,
in the middle of Farm Cove, the sacred
place of the Gadigal people, and the
birthplace of modern Australia.
Down on the grass near the golden
Lysicrates Monument, three musicians
could be made out, one on flute, another
on guitar, and the third cradling a
bouzouki. Joyous, captivating, the music
floated out over the crowd and provoked
some into sketching a few dance moves.
Some indulgent chuckles here and there.
Smiles all round.
A platform had been erected for the
announcement of the winner and the
presentation of the prize by Mike Baird,
Premier of New South Wales. The trophy,
a bronze-coloured glass tripod specially
commissioned from glass artist KatieAnn Houghton as a nod to the bronze
tripod of ancient Greece, sat waiting on
its plinth. The Premier was smiling too,
chatting in a little knot of minders and
public, waiting for the right moment to
walk up the steps holding the envelope.
Behind him, the monument glowed a
rich, dark gold against the pink sky,
in the setting sun.
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A brief speech – the crowd moving closer
in – and finally the thick cream envelope
was opened. We have a winner! It was
the second play, Jesus Wants Me For A
Sunbeam, by Steve Rodgers, who had
also taken the role of the priest in the
play, but the vote had been close. Blond,
bearded, burly, Steve bounded up the
stairs, made an exultant speech, thanked
anybody and everybody, and held the
heavy glass tripod aloft. Cheers, beams,
clapping, the mood happy, elated.
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I was supposed to give the vote of thanks
at the end. Unlike John, I hadn’t prepared
a speech, but after the high quality of
the plays and the acting, the exuberant
bouzouki, the dancing of the audience,
the joy of Steve, the congratulations, the
smiles, with the beauty of the Gardens
and the harbour in the late summer
evening all around, I could not contain
my relief and delight and I simply said
so, but perhaps without the polish of
John Azarias. It worked, I said, it actually
worked. Let’s do it again!

It was a long time
before the last person
left The Royal Botanic
Gardens that night.
In our own, Australian, way, we had
followed the Athenian tradition. We had
linked private and public funds to create
a new theatrical experience; and we had
involved the audience in a democratic
selection of the winner.
And we had somehow had the most
wonderful media coverage, with a
charming article by Robin Lane Fox in the
London Financial Times, to appear the next
day. The coup de grâce, the final flourish,
was Robin Lane Fox’s last paragraph urging
London to take a leaf out of Sydney’s book.
Anything we can do to help.
It was a long time before the last person
left the Royal Botanic Gardens that night.
February 2015
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The Procession of Dionysos
CONSTANTINE CAVAFY

The sculptor Damon (the best in the Peloponnese)
Is carving the procession of Dionysos in a block of Parian marble.
At the head strides the god, in glory and majesty.
Akratos is behind him. Beside Akratos, Methe is pouring wine for the satyrs
From an amphora crowned with a garland of ivy leaves.
Not far away is Hedyoinos, languid, drowsy, eyes half-closed,
And further along come the singers
Molpos and Hedymeles – and Komos,
holding high the procession’s sacred torch, never letting it blow out.
And Télété, very modestly, stands at the end.
That is what Damon is bringing to life.
As he works, his thoughts wander to the compensation he will receive
From the King of Syracuse – three talents, a lot of money.
Taking that together with the savings he already has,
He’ll be able to live very well indeed.
He’ll even be able to enter politics! How marvellous!
Him! In the assembly! In the agora!
(Translated by John and Patricia Azarias)

Manuscript in the poet’s own handwriting, from Aftographa Poiemata
(1896–1910) with introduction by G. P. Savvides, Athens 2002.
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Notes on the names in the poem

Many of the names which Cavafy gives
to the members of the procession of
Dionysos in his poem, while not deriving
from any single work of ancient Greek
literature, have strong Classical overtones.
For instance Akratos (in line 6) literally
means ‘unmixed’, and refers to wine
that has not – in the manner traditional
in ancient Greek drinking – been mixed
with water. It was a name given to a
Dionysian spirit in Attica (Pausanias
1.2.5), while the similar ‘Akratopotes’
‘Drinker of unmixed (wine)’ is the name
of a hero worshipped near the temple of
Dionysos in Piraeus, the harbour-town
of Athens (Athenaeus 2.39c).

Hedyoinos (line 9) is used of the grapevine,
here meaning ‘with sweet wine’.
The name Molpos (line 12) has no
parallel in ancient literature aside from
a musician of this name who played the
‘aulos’ or pipes. The word is glossed by
the Byzantine lexicographer Hesychios
to mean ‘song’ or ‘hymn’.
Hedymeles means ‘sweet-singing’, or here
‘Sweet Singer’.
The name Komos means a ‘revel’, often
drunken. The dithyramb sung for Dionysos
at the Athenian City Dionysia may
originally have been called a ‘komos’.

Methe (line 7) means ‘strong drink’, and
by extension ‘drunkenness’ or ‘drunken
revelry’ as often in Plato. A painting
depicting an allegorical female Methe,
drinking from a crystal cup, is mentioned
at Pausanias 2.27.3.

Finally Telete means ‘rite’ or ‘initiation’
with suggestions of mystery religion.
There were mystery rites in antiquity
dedicated to Dionysos, and he was also
closely associated with the god Iacchos
for whom there was a procession and
all-night revel during the Eleusinian
Mysteries (see Aristophanes’ comedy
Frogs lines 316 ff.).
The artist Damon seems to follow a
logical sequence with these processional
figures, which apparently reflect
progressive stages at a drinking party
or ‘symposium’. Such parties would
of course begin with drinking, and
traditionally ended with a drunken revel
(komos) through the streets.
(Notes on the names in the poem
by Prof. Peter Wilson and Andrew Hartwig)
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Notes on Constantine Cavafy

The poet Constantine Cavafy (1863–1933)
was one of the greatest poets of the
twentieth 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 all 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 Britishrun 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.
This kind of clarity and economy was,
and still is, highly prized by Greeks, and
Sappho was commonly acknowledged

The second was the line of Homer and
Herodotos – Ionians who were curious,
non-judgemental, and sympathetic about
peoples who were not Greek. Homer
treated the Trojans with compassion;
and Herodotos 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.
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.

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 above poem, not one of Cavafy’s
greatest, is nevertheless a clear example
of his understanding and realism. Here
is a sculptor dreaming about getting
money and entering politics – in one
interpretation, these could be thought to
be crass and unseemly preoccupations
for a true artist. But there is an indulgent
and understanding smile in the poem:
artists do need money, after all, and
there is no harm in dreaming of greatness
and renown. In a balanced, carefully
structured poem, Cavafy exhibits here
the Greek virtues of concision, clarity
and tolerance to which he is the most
distinguished modern heir.
(Notes on Constantine Cavafy
by John and Patricia Azarias)
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Plate XV: A satyr breaking a branch from a tree to use
as a weapon, 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.
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Appendix A

André Chénier*
(1762–1794)

The line of the poet André Chénier (In ancient verse forms, let us
express new thoughts) 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 new thoughts.
(Our highlight)

(Translated by John and Patricia Azarias)
* See p. 28
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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 Play
Competition, 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. 64), regarding the theatremad audience at Abdera in 301 BC.

145

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.

(Notes on André Chénier by
John and Patricia Azarias)
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Appendix B

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. 64)
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 Dionysos, 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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Appendix C

Homeric Hymn to Dionysos

Concerning Dionysos, 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 Dionysos 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: The Homeric Hymn to Dionysos, from The Homeric Hymns, translated with Introduction and Notes by M. Crudden, Oxford 2001, pp. 77–79.
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Australian Financial Review 30 January 2015, General News, p.4
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The Sydney Morning Herald, smh.com.au, 1 February 2015

Spectator Australia
14 March 2015
Culture Buff, p.ix

Actor-writer Steve Rodgers wins $12,500 Lysicrates Prize for
new Australian playwriting
Elissa Blake
Published: February 1, 2015 - 12:35PM

Sydney actor and writer Steve Rodgers has won the first Lysicrates Prize for new Australian playwriting for a work
that deals with euthanasia and suicide.
The $12,500 prize was decided by an audience vote after viewing excerpts from the three finalists selected for the
competition in the Sydney Conservatorium of Music's Verbrugghen Hall on Friday Among the audience were NSW
Premier Mike Baird, NSW Opposition Leader Luke Foley and the founders of the prize, Patricia and John Azarias.
Rodgers' play, Jesus Wants Me For A Sunbeam, which won the prize that takes it name from a wealthy, theatreloving philanthropist of ancient Athens, is adapted from the 1993 novella by Peter Goldsworthy.
The two runners-up, writers Justin Fleming and Lally Katz, each received a $1000 cash prize.
Well known as a film, television and theatre actor, Rodgers is also an established playwright whose plays include
Ray's Tempest (Belvoir), Savage River (Griffin Theatre Company) and, most recently, Food (Belvoir).
"I was gobsmacked," Rodgers says. "Justin had the audience laughing in the aisles.
"They were loving it. I was thinking, 'there's no way I'll win this'. But the feedback was that the audience found it
very affecting."
Goldsworthy's story is a sobering one, concerned in part with euthanasia and suicide.
"I tell the story from the perspective of a son who survives, looking back on the event and seeing if he can move on
from it in his adult life," Rodgers says.
"Jesus Wants Me For a Sunbeam is a portrait of what families can do to each other in the name of love," he adds.
"In that way, it's a good first play to win the Lysicrates Prize because it really speaks to those Greek tragedies we
all know and love."
The win allows Rodgers to take some time off to complete the play for the Griffin Theatre Company.
"Philanthropy of this kind doesn't happen much in Australia," he says. "It's an absolute gift to a writer. I can sit
back, take a month out and focus on writing. It's a wonderful luxury."
This story was found at: http://www.smh.com.au/entertainment/theatre/actorwriter-steve-rodgers-wins-12500-lysicrates-prize-for-newaustralian-playwriting-20150201-1331of.html
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I Kathimerini, Athens, 21 February 2015
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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.

The Theatre of Dionysos,
on the southern slope of the
Acropolis of Athens, the city’s
ancient religious centre.

The Lysicrates
Monument
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