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CHAPTER 

METHOD OF CHARACTER DEVELOPMENT 

There are many methods which actors use to 

develop a characterization, each different in concept 

Often, the uniqueness of the play itself provides 

problems and opportunities which affect the method of 

character development; a modern, realistic play would 

indicate a somewhat different approach to building 

the character than an eighteenth century Romantic 

play. The Haunted House, a comedy by Plautus, con

tains many conventions of production and character 

delineation which were uniquely Roman. In the Texas 

Tech University Theatre's production of The Haunted 

House, it soon became apparent that the play provided 

a problem of interpreting the character of Tranio for 

a modern audience. Audience concepts, stage tech

niques, and even modern stages themselves provide an 

environment for the historically remote play which is 

significantly different from the original conditions 

under which the play was produced. 

The Plautine use of convention in developing 

the character specifically illustrates this problem. 

1 



By its very nature, a convention is relative only to 

those who understand its use and meaning. Because of 

the popularity of Roman comedy, much of the action of 

the plays became institutionalized and the Roman audi 

ences expected recurring bits of business and partic

ular character traits from different categories of 

characters. The characters themselves became types 

recognized and understood by the audiences for whom 

they were presented. The Braggart Soldier, Miserly 

Father, Spendthrift Son, and the Scheming Slave ap

pear in other plays by Plautus. These particular 

characters were institutionalized to the point that 

both the internal and external character development 

was mainly conventional, as was the staging of the 

product i on. 

The internal development of the character con 

sisted of a general set of traits for each type of 

character. The Miserly Father was stingy, foolish, 

and easily swindled; the Spendthrift Son was lasciv

ious, wasteful, and finally repentant; the Scheming 

Slave was wily, cunning, and devious. There are var

iations of the character, but the essential charac

ter i s t i cs recur. 

The external characteristics were also con

ventionalized. A particular mask indicated to the 

audience that the actor was not only playing a slave 



but a particular kind of slave. The clothing worn 

was also a customary indication of character, dif

ferent types of costumes being vyorn by different 

classes of peop1e. 

The settings were usually the same from play 

to play with only minor changes. This lack of basic 

change did little to stimulate innovative action; as 

a result, the use of the stage tended to become con

ventional. For instance, the altar was the tradi

tional place of refuge for the slave fleeing from re

calcitrant masters. 

Such conventions as these have been obscured 

by time. Consequently, they would be lost upon a mod

ern audience possessing little knowledge of the Roman 

institutionalized forms of character delineation and 

the stereotyped functions of the characters within the 

play. It became obvious that in the development of 

the characterization of Tranio, a blend of both the 

old and new was needed. When such conventions are 

adapted and made more intelligible to modern audiences, 

the actor is provided with a Plautine slave which is 

understandable to modern audiences. 

The method of building a character for the 

role of Tranio was divided into two main areas. First, 

the Plautine conventions concerning the character had 

to be identified. This area of investigation included 



the character traits of Tranio, his physical attri

butes, his use of the stage environment, and his func

tion within the play. Secondly, these ancient conven

tions had to be adapted to make the character more 

intelligible to modern a u d i e n c e s . 



CHAPTER I I 

THE PLAUTINE SCHEMING SLAVE 

The purpose of this research was not to pro

duce an historically accurate character, but rather 

one which was dramatically relevant to modern audi

ences. Many of the character traits of Tranio, his 

appearance, and his function within the play, how

ever, are both accurate and relevant. 

As an historical convention, the stereotyped 

character of Tranio antedates even Plautus. The 

scheming slave was probably derived from Greek New 

Comedy, introduced to the Roman drama through Livius 

Andronicus, a translator, who is quite possibly a 

link between Plautine comedy and the earlier Greek 

form. 

From the wealthy and theatre loving Greek city of 
Tarentum, which was taken by the Romans in 272 
B.C., Livius Andronicus came as a child to Rome. 
He became a slave and later a freedman and tutor 
in the house of a certain Livius. Having command 
of both Greek and Latin, he became the first 
translator in the world's literature.^ 

Other authors find this same link between 

^Margarete Bieber, The History of Greek and 
Roman Theatre (rev. e d.; P r i nee ton: Un i versIty Pr e s s, 
I960), p. 14b. 



Roman comedy and the earlier Greek New Comedy. "The 

Latin writers of comedy, notably the surviving Plautus 

and Terence, drew more or less directly on Greek orig

inals and in many cases the names of the authors and 

plays which they used have been preserved." With 

such a close and obvious relationship between the 

Roman and Greek comedy, this research made no distinc

tion between the Greek and Roman statuettes and masks 

in striving to identify the conventional appearance 

of the scheming slave. 

The character traits of the slave, however, 

are deducible mostly through the scripts of Plautus 

himself. Duckworth gives a description of the slaves 

distilled from the plays of Plautus: 

Almost all the slaves have one thing in common--
talkativeness; from this stems their boastfulness 
and self-glorification, their impudence and inso
lence, their inquisitiveness, indiscretion and 
love of gossip, their fondness for moralizing. A 
free and easy attitude prevails in their dealings 
with others and they show little respect towards 
their elders or betters. They are often lazy and 
indifferent, fond of good food and drink, and they 
do not hesitate to lie, cheat, and steal when it 
seems necessary--usua11y for the benefit of their 
young master rather than for their own personal 
advantage, but not always.3 

Many or most of these qualities may be found 

^Mason Hammond, Arthur M. Mack, and Walter 
Moskalew (eds.). Miles Gloriosus (Cambridge, Massachu
setts: Harvard University Press, 1963), pp. 7-8. 

•^George E. Duckworth, The Nature of Roman 
Comedy (Princeton, New Jersey: Princeton Un i vers i ty 
Press, 1952), p. 2̂ +9. 
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in Tranio. While he did not moralize extensively, it 

is fortunate that some of his fellovj characters did 

because through them the character traits of Tranio 

are gleaned. Through Grumio, a country slave, Plautus 

gives a character exposition of Tranio: 

Grum i o; . . .They's a harness waiting for you 
[Tranio") in the grist mill, right behind the 
off ox, and I'm going to see that you get 
buckled in real good and tight. For now, 
you're in solid with the young master, and 
you can live it up to a fare-thee-we11. I 
swear I don't see how you do it; all that 
drinking and partying both day and night, 
the house full of loafers and gamblers and 
dead beats--and all them purty girls you 
get from Jupiter knows where! 

Tran i o: They are a good selection, don't you 
tTTink? 

Grumi o: Is that what old master told you to do 
wTTen he left on his trip? Did he tell you 
to see to the ruination of his house, to 
turn his son into a drunkard and a wastrel? 
Why, they wasn't a finer boy in all of Rome 
than the young master, and now, look at him! 
Fit for nothing but drinking, and chasing, 
and raising hades.^ 

Duckworth has said that the slaves in general 

seem to have little respect for elders or betters and 

this seems particularly true of Tranio. In a song 

with Philolaches, the master's son, Tranio demonstrates 

this disrespect. He relates that he has just seen the 

old master, returned from a trip, at the harbor. 

Phi 1olaches: There still may be some doubt about 
it; 

^Clifford and Sylvia Ashby (adapts.). The 
Haunted House, by Plautus, p. k. 



Tran i o: 

8 

It could have been someone else you 
kn ow ! 

Master, please no need to shout 
about i t, 

I could never forget that so-an-so.^ 

Philolaches is finally convinced of the truth 

of his father's return and once again Tranio is given 

an opportunity to disrespect his betters. He puts the 

blame for the riotous living upon his young master, 

disclaiming responsibility: 

Ph i 1olaches: Oh, no! What happens now? 
Tranio, what do I do? I'm so nerv

ous . 

Tran i o Why ask me? How do I know? 
You're the master. I'm merely em

ployed in your service.^ 

Tranio also glorifies himself as the intellec

tual force which will free his young master from his 

pred i camen t: 

Phi 1o1 aches: Tranio, my whole future, my very 
1i fe Is in your hands. 

Tran i o: Don't worry! Everything's taken care of. 
(TO AUDIENCE) It doesn't take a genius to get 
things pretty messed up, but it takes some 
pretty sharp thinking to make things come out 
right at the end. ( CONF I DENT I ALLY)^ Don't you 
just love complicated situations like this?/ 

The impudence and insolence of Tranio reaches 

unparalleled free expression as he sits on top of 

5_|_b_i_d., p. 18. 

^Ibid. 

7|bid.. pp. 21-22. 



Simo's house and taunts the old master, Theopropides, 

who has deduced Tranio's scheming: 

Theopropides: . . . Wha t--v.'ha--wha t are you doing 
up there? 

Tran i o: I'm keeping watch to see v.'ho might be 
coming. (HE LOOKS) 

Theopr op i des: Stop this nonsense and come down 
here ! 

Tran i o: There's a breeze up here! Oh how refresh 
ing! You just go on with your questioning, 
and I'll enjoy the cool air. 

Theoprop i des: ...Now, come down and take your 
med i c i ne . 

T r a n i o: Medicine! But I've never been in better 
FTêa 1th. 

Theoprop i des: You made a fool of me! 

Tran i o: Oh, Master. I could never do that. It 
must have been somebody else who made you a 
fool . 

Theopr op i des: You robbed me blind! You turned 
my on 1y son into a drunken waster of money! 
You've completely, utterly ruined me! 

Tran i o: All that? I'm really a man of great ac-
^comp 1 ishments. . . . 

Theopropi des: I'll make an example of you for all 
schem i ng slaves. 

Tran i o: Oh, you don't have to do a thing like 
that. It would really be much better to let 
them learn to scheme all by themselves. 

Theoprop i des: You leader astray of young men! 
VThat kind of a son did I leave in your care? 

Tran i o: Philolaches? V/e 1 1 , he's about six feet 
tall, brown hair, average build--

Theoprop i des: That's not what I mean!" 

8 Ibid., pp. 65-66. 



10 

Tranio's boastfulness as to the effectiveness 

and significance of his guileful deceptions occurs 

when he speaks to the audience. ". . .And they talk 

about Achilles and Jason and Hercules doing immortal 

deeds! How about little old Tranio? Has any of those 

heroes ever juggled as many plots and sub-plots at one 

time?"9 

The slave who is a master of deception is pri

marily responsible for much of the plot action of 

Plautus. 
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Duckworth summarIzes the functions of the 

Roman comic slave within the play as being: 

1) to provide humor, often of a farcical nature, 
and, in Plautus, frequently descending to 
buffoonery or slapstick; 

2) to supervise or assist in trickery and i m. per
sona t i on . 1 ̂  

9|bid., p. k7 

^^Duckworth, pp. I6O-I6I. 

^ ̂  Ibid., p. 250. 
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next." 15 

In general, the character traits of the schem

ing slave may be summarized as being talkative, boast

ful, impudent and insolent, and quite interested in 

his own self-glorification. He is free with his mor

alizing, usually in connection with other people's 

faults. He also shows little respect for his betters. 

Tranio, in particular, does not hesitate to lie in 

order to bring about his guileful deception. The 

Scheming Slave is at times in desperate straits to 

extricate•himse1f from his predicaments. This does 

not deter him from boasting and posturing. He cer

tainly has little respect for his elders, such as 

Theopropides, or his betters, such as Philolaches, 

with whom he at times seems to be a cohort and equal 

in deception instead of a slave. 

These traits give a mental picture from which 

an actor may create, but the stereotyped physical ap

pearance of the slave also gives a basis for charac

terization. The Greek and Roman masks and statuettes 

suggest varied facial expressions and body postures. 

The comic slave of Plautus wore a mask, very 

strictly limiting his facial gestures. Bieber says 

that: 

It was formerly believed that the players did 
not wear masks in the earlier period in Rome, that 

15|bid., p. k2. 
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The masks suggest grimaces and only general 

expressions as in Plates IV and IX, pages kS and 50. 

Bieber, however, illustrates many specific examples 

of the physical characteristics of the slaves through 

statuettes and reliefs, some Greek in origin, and 

some Roman. 

One characteristic of body action seems to be 

the running slave as depicted in Plates I and VII, 

pages 42 and kS. Duckworth says that the running 

slave is a stereotype used in a special kind of mono-

1ogue: 

A special kind of monologue is delivered by a 
character (usually a slave, sometimes a parasite) 
who, often breathless from haste and excitement, 
hurries on the stage with news of great impor
tance (good or bad); he fails at first to see 
the very person he is seeking and, when he does 
meet him, he indulges in buffoonery and delays 

16 Bi eber, p. 155. 
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the delivery of his message.^^ 

Although no such scene occurs in The Haunted 

House, the image does convey a hustle and bustle and 

then an interminable delay which gives a picture of 

the bodily energy which many of the slave characteri

zations need, especially Tranio, who is always only 

one step ahead of disaster. The slave holding his 

mantle also seems to give an image of energetic activ

ity. Duckworth says that 

. . .[the miniatures.] regularly portray the slave 
grasping with the left hand a scarf which hangs 
from his left shoulder. This scarf is believed 
to be a conventional ized form of the pal 1 Ium co1 -
1ectum, the pal 1i um thrown over the shou1de r to 
allow slaves to bus t 1 e about more energetIca1 1 y. 1 8 

Plates I I, V, and VI portray this characteris

tic of the slave. The lines of movement are definite 

and in Plate VI, the scarf seems to be used as a style 

for gesticulation. Bieber likens this style to Musso

lini's speaking style. 

A small statuette, formerly in Rome, demonstrates 
with his lifted right hand, leans his head for
ward, and yylth his left hand holds the small man
tle [scarf.], which, like "Mussolini," he wears 
over his left shoulder.19 

Joseph Gregor further documents the scarf con

vention and the vigorous movement. Plate II shows 

17Duckworth, p. 106. 

18 Ibid., p. 91. 

19 B i eber, p. 161. 
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more action and the feet seem to be active.20 Plate 

V shows a slave running and holding onto the scarf.^1 

He is looking back and from the position of his legs 

he is running away from the tv;o characters. The pic

ture better illustrates the mask with wig attached 

and gives greater definition of the scarf which Bieber 

2 2 calls a mantle. A small triangular-shaped cape was 

substituted in the University Theatre production. 

The actual appearance of the slave is des

cribed by Harpax, a character in Plautus' Pseudolus. 

Harpax describes the slave as being ". . .a red-headed 

chap, with a pot belly, thick legs, dark complexion, 

large head, bright eyes, red face and very big feet."23 

Bieber says that ". . .all characters wore tights, 

stuffed out in front and behind, covering body, arms, 

and legs. The men exhibit the phallus and too-short 

vest. . . . ,.24 

The research revealed that the scheming slave 

was an archetype and that his character, his appear

ance, and his function within the play were stock 

^^Joseph Gregor, Die Masken Der Erde (Munchen 
R. Pi per & Co., 1936), p. 29. 

21 Ibid., p. 39. 

22|bid. 

23piautus, "Pseudolus," The Complete Roman 
Drama, ed. George E. Duckworth (New York, New York: 
Random House, 1942), I, 838. 

2^Bieber, p. 143. 
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devices which Plautus used to evoke humor. In gener

al, the conventional character traits of the slave 

seem to be these: talkativeness, boastfulness. Impu

dence, deviousness, wittiness, and a varying degree 

of individuality. The conventional physical attri

butes of the scheming slave seem to be these: wide 

body stance, pot belly, padded costume, energetic ac

tion, representative masks with a red wig, and broad 

gestures. The structural conventions, that Is, hov7 

he functions within the play, seem to be these: to 

provide humor, to supervise or assist In trickery and 

impersonation, and to further plot action. 

It was decided that the basic character traits 

of Tranio should be preserved and enhanced by stage 

business. The talkativeness of the slave was empha

sized by a rapid rate of speech, while boastfulness 

was accentuated by loud volume. It was felt that the 

impudence and wittiness were already inherent within 

the script; the adaptors of the script, however, 

changed the language to modern idiom, a great deal of 

which was American In concept. The deviousness of 

the character was felt to be an integral part of 

Plautus' plotting of action and was left unchanged. 

Vases, statuettes, and masks were useful in 

suggesting facial expression and posture of the char

acter, although no masks were used in the production. 
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Padding was not used in the costume and the slaves in 

the Texas Tech University production wore no tights 

nor were they "stuffed out In front and behind." The 

grotesque image was somewhat simulated, however, by 

the exaggeration of body posture suggested by statu

ettes. After being established as a convention in 

the first scene between Grumio and Tranio, the posture 

was easily modified to a more comfortable position. 

Accidentally, Tranio's vest was too short and through 

stance and body position, the effect of a pot belly 

was achieved. The "broad gestures" were copied from 
2 r 

statuettes -̂  and make-up was substituted for the masks 

and wigs. 

Stage business was used to emphasize the humor 

of the dialogue. Tranio's assistance to his master in 

trickery was felt to be intrinsic to the action of the 

plot and needed little adaptation. 

25 See Plate III and Plate IV, pages 44 and 45. 



CHAPTER I I I 

THE ADAPTATION OF ROMAN STAGING TO THE 
UNIVERSITY THEATRE STAGE 

Plautus wrote not for a theatre which was 

uniquely Roman, but for a theatre which was a compos

ite of Greek influences and Roman Innovations. Just 

as Plautus' writing was a combination of Greek New 

Comedy and native farce, so was his theatre a blend 

of the farce stage and the Hellenistic proskenlon 

stage. 1 Hammond, Mack, and Moskalevy2 describe the 

stage of Plautus as being shallow and long. At the 

center front stood an altar, whether it was used or 

not. The scaena f rons, or "back scene" had three 

openings which could be used as the doors to houses, 

the doors supposedly opening inward. 

Through the use of vases Bieber traces Plautus' 

stage from the native farce or Phylakes. Plate XII 

on page 53 shows a platform, curtained beneath, with 

iMargarete Bieber, The History of Greek and 
Roman Theatre (rev. ed.; Pr i nee ton : UTTI ver s i ty Press, 
I960), p. 167. 

^Mason Hammond, Arthur M. Mack, and Walter 
Moskalew (eds.). Mi 1es Glor Ios us (Cambridge, Massachu
setts: Harvard University Press, 1963), p. 17. 

18 
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steps leading up to it.3 The height of the platform 

seems to be four to five feet tall. The platform is 

supported by Doric columns. Plate XIII, however, 

shows a platform supported by simple posts, mounted 

by means of four steps.^ Part of the superstructure 

is apparent, and it seems to be functional rather than 

representational, holding up a shallow porch. Bieber 

divides the stages of this type into three main forms. 

1) Primitive low stage, rough platform with wooden 
floor upon three or four rectangular posts. 

2) Stage supported by fairly low posts, covered by 
drapery or tablets. Sometimes steps lead up to 
the platform and a door is indicated. 

3) A higher stage supported by columns without 
steps but mostly with a back Vy/a 1 1 .5 

Bieber says that ". . .the dates given to these 

vases vary from the end of the fifth to the last dec

ades of the fourth centuries. . . . They are contem

porary with the Athenian Middle Comedy."^ Beare also 

believes that the Plautine stage was very simple: 

". . .There is nothing more certain than that the im

perial theatre was ornate, there is nothing more likely 

than that the Plautine theatre was simple."' His 

^Bieber, p. 132. 

^Ibid., p. 135. 

^Ibid., p. 146. 

^Ibld., p. 129. 
7 
W. Beare, The Roman Stage (3rd ed. 

don: Methuen & Co., Ltd., r964), p. 176. 

rev.; Lon-
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description of the Plautine stage gleaned from the 

evidence of the plays themselves differs somewhat from 

the Phylakes stage and yet it Is most certainly not 

the later stone structures of Imperial Rome. 

The essential feature of the Roman theatre from 
the earliest times was the wooden stage: Plautus 
calls it scaena or proscaenlum. . . . It was prob
ably not more than five feet high but may even 
in the days of Plautus have been of considerable 
length and some depth. Between the stage and the 
foremost tier of seats lay a flat space, corre
sponding roughly to the Greek orchestra or "danc
ing place" and called orchestra by later genera
tions of Romans, but not normally used by Roman 
performers. . . . From the orchestra a short 
flight of steps led up to the stage; this flight 
of steps would have been convenient for any mem
ber of the public who wished to appear on the 
stage . . . but it does not seem to have been 
used by the actors In the performance of a play. 

Behind the stage stood the actors' house or 
dressing room, the front wall of which formed the 
permanent back scene. At either end the stage 
was enclosed by the projecting wings of the ac
tors' house. The front wall of the house was 
pierced by three doorways containing folding 
doors (normally kept closed). At either end of 
the stage an open passage or side entrance led 
into the projecting wing (Vitruvius calls it ver-
s ura) of the house. Thus actors had five means 
"of communication between the stage and the dress
ing room: the three doorways in the back-scene 
and the two side entrances. 

The doors must have been solidly constructed, 
for they had to stand a good deal of hard knock
ing. Apart from the doors, the back-scene seems 
to have been a blank wooden vya 1 1 . The house was 
of modest height, and had a practicable roof. 
(There was as yet no roof over the stage. . . . 

The only object permanently to be seen on the 
stage was the altar, which figures in so many 
plays. There was probably as yet no scenery and 
no attempt to adapt the setting for any particu
lar play or scene of a play. There was no drop-
curtain; the back-scene, such as it was, lay per
manently open to view. 

Our only evidence on these matters is the text 
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of the pi ays . . . . ° 

Many of these features may be found in the 

Texas Tech University's production of The Haunted 

House. Much of the movement in this play vjas loosely 

based upon the stage for which it was written. Inter

preted with modern Innovations and techniques. 

The orchestra place mentioned by Bieber is 

definitely recreated in the architecture of the Uni-
9 

versity Theatre at Texas Tech University. It is a 

pit area in front of the proscenium arch. It is 

curved in front and probably evolved from the Greek 

orchestra which was an entire circle, probably de

rived from an ancient threshing floor. 'L' By the 

time of the Roman Empire, the circle had diminished 

to an exact ha 1f-cI re 1e. 11 The University Theatre 

production of The Haunted House bridged the orchestra 

pit with two short ramps Instead of a short flight of 

steps as Beare has indicated. The two ramps, or 

"bridges," left a large opening between them where 

the six musicians were situated in the pit marked J.l^ 

^Ibid., pp. 176-177. 

9see Figure 1, p. 56. 

^^Bieber, p. 54. 

llAllardyce Nicoll, The Development of the The-
atre (London: George G. Har rup & Co. , Ltd. , 192 71"̂  
p. 27. 

1 ̂ See Figure 1 , p. 56. 
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This area was three feet belovv stage level. Ramps H, 

I, and K were at stage level and many of the songs 

were staged on these ramps. The stage height was 

three feet above the first line of seats and this 

corresponds roughly to the Phylakes wooden platform 

and to the later stone street placed in front of the 

scaena frons of the Empire. The platforms marked G 

on the ground plan enclosed the revolve and also gave 

different levels for a variety of movement. The hus

tle and bustle of the slave was emphasized by the use 

of ramps and platforms upon which he clambered. 13 

In Chapter I I, the altar was mentioned as a 

convention of Roman drama, used by slaves as a place 

of refuge from punishment. Although an altar was un

derstood by the Roman audiences to be a place of ref

uge, it is not a convention of the modern stage and 

would have been an obscure antiquity in the University 

Theatre production. Tranio Instead took refuge on 

Simo's house.1^ It seemed that the physical safety 

provided by the height could adequately substitute 

for the safety of the ancient altar. He later be

comes enamoured with his wit, however, and falls to 

the ground. The apex of the roof in the University 

Theatre production was sixteen feet from the stage 

13see Plate X, p. 51. 

I^See Plate XI, p. 52. 
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floor and the house was specifically designed and 

built to accomodate this particular blocking. Tranio 

started the fall while straddling the apex of the 

house, with the left hand secured in large handholds 

cut In the roof of the house. He rolled slowly onto 

his left shoulder and slid quickly onto his stomach, 

letting gravity pull him down the roof, controlling 

the rate of descent by momentarily grabbing handholds 

As he slid off the edge of the roof, he clutched the 

handholds cut immediately above the eaves and dropped 

into the waiting arms of Theopropides' two slaves. 

Problems of staging occur concerning the his

toric uses of the houses on stage, the doors of the 

houses and the prothyra, or openings, between the col 

umns of the porch roof and the house Itself. HIstori 

cally, the Roman stage had three doors In the scaena 

frons. "Five doors gave access to the stage, three 

from the back wall and one from each side."'^ Beare 

gives a fuller description of the doors: 

. . .In addition to the entrances in the wings 
(open throughout the course of the performance) 
there were three practicable doors, perhaps all 
of the same size, in the permanent back-scene, 
set unobtrusively but visibly in the wall of the 
scene building, and . . . these were the doors 
which the actors used for the purposes of the 
play; it being understood that any door which 
was not required In a particular plgv was for 
the time being simply dIsregarded.1^ 

I^Bieber, p. 172. 

I^Beare, p. 285. 
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Beare also relates this convention to the ear

lier Greek s tage: 

. . .Latin comedy requires sometimes one door, 
sometimes three, but usually two; and as this Is 
true of fifth-century Greek comedy also, the nat
ural inference is that In this respect the Latin 
writers were following their originals. If Plau
tus and Terence sometimes added a third door for 
the fun of the thing, it seems surprislnq that 
they did not make more use of the thing. '7 

The Haunted House requires only two doors, one 

to Theopropides' house and one to Simo's. These houses 

were placed on either side of the stage and the center 

opening was made an alley or a perspective ramp.l8 

(More will be said on the use of this alley, or 

street.) Beare concludes after examining archaelogi-

cal evidence that ". . .the hinges of this stage-door 

were on the inside; therefore the door must have 

opened Inwards, just like a real door. II 19 This con

cept was followed In the University Theatre produc

tion. 

The fronts of these stage houses were covered 

by a short roof over the porch, the roof supported by 

columns. Beare concludes that all three of the doors 

in the back-scene had porches. ". . .As nothing in 

our comedies would suggest that one house front was 

more imposing than another, it is difficult to refuse 

17j_b_i_d., p. 287. 

18 

19 

See Plate X, p. 51. 

Beare, p. 290. 
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all three doors their porches."^^ 

The problem of how the actors used these 

porches Is related to the problem of Indoor scenes. 

It is obvious that the houses opened onto the street 

and that the scene was an exterior. Beare gives an 

example of the confusion surrounding the use of the 

porches: 

Th 
In the 
gyr i s 
wi th t 
themse 
out of 
He doe 
some t 
gyri s ' 
door's 
voice, 
down w 

Is 
side P 
f r on t 

ere remai 
bac kgrou 

and their 
he appear 
Ives on a 
h I s own 

s not see 
h i r t y 1 I n 
house, r 
open." 
come up 
i th them, 
thIs ope 

anegy r i s ' 
of her do 

ns the opening scene of the Stic kus. 
nd are the houses of Pamph i 1 a"̂^ Pane-
father Antlpho. The play opens 

ance of the sisters. They seat 
couch. Presently Antlpho comes 

door on his way to Panegyris' house. 
his daughters, nor they him for 

es. At line 87 he approaches Pane-
emarking "I'll go in. But the 
The two daughters then hear his 
to greet him and get him to sit 

ning scene supposed to occur in-
doorway? Or Inside a porch in 

or?21 

These are essentially the same problems in The 

Haunted House. Is the bathing scene of Philematium 

attended by Scapha within the doorway or inside a 

porch in front of the door? Is the drunken party of 

Callidamates within the prothyra, the space between 

the columns of the porch and the front wall of the 

house, or inside the doorway, the door open? Beare 

mentions that "similar scenes occur . . . in other 

2Q|bid. , p. 281. 

21_|_bid., p. 283. 
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p 1 ays."22 

The structure of the play thus poses problems 

of staging. Regardless of what the ancient conven

tions of playing indoor scenes were, the designer 

solved the problem by putting Theopropides' house on 

a revolve, one side showing the exterior and the other 

the interior. The revolve would turn as the script 

called for characters to go inside; the actors vyou 1 d 

walk on the revolve In the opposite direction In which 

it turned, giving the Impression of having traveled 

distance, and walk through the door as the revolve 

completed Its half turn to the interior or exterior 

as the case may be. 

The use of the an gIpor turn also was susceptible 

to modern adaptation. Mary Johnston gives a defini

tion of the term: ". . .An alley or passage supposed 

to lead back from the street between two houses."23 

She also gives us an indication of its use: 

No entrances are made through an angiportum at 
any time, so far as our material shows. In most 
passages where the angi por tum is referred to at 
all it is mentioned Tn accoun ting for movements 
of the characters when they are unseen and off 
the stage, if it is not convenient to bring them 
on the s tage.24 

Beare, in disagreeing with Professor Johnston, 

22|bid., p. 281. 

23Mary Johnston, quoted in Beare, p. 256. 

24 Ibid.. p. 258. 
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also gives clarification as to hovi It might have had 

to have been used: 

We seem forced to suppose that the (center) door 
stood permanently open during the course of a 
play requiring such a setting as we are discuss
ing, and that, a few feet Inside, a screen stood 
displaying a view of an alley. Actors who were 
supposed to leave the p1 a tea (street fronting the 
houses) by means of the anqTportum would enter 
the doorway, step behind the screen, and so dis
appear from the view of the audience.25 

While there Is some disagreement as to the 

use of the an gIpor tum, the fact remains that, in The 

Haunted House, at least, the adaptation of such an 

opening to a perspective alley fitted the sense of 

the script and facilitated movement of the characters 

Plate X, page 51 shows the detail of the an gIpor tum. 

On the left is the garden wall of Simo's house and on 

the right Is a city house. The alley is also a ramp 

in perspective, growing smaller as it recedes into 

the backing house. Because the angi por tum Is in per

spective, an actor walking up the ramp toward the 

house would, the farther he walked, seem to grovj in 

proportion to the set pieces around him. Although 

no semblance of reality was being striven for, the 

actor would crouch more and more as he walked up the 

ramp, seeming to grow smaller as he receded. To give 

the impression of distance, the steps would also be

come shorter and shorter as he traveled toward the 

25Beare, pp. 257-258. 
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backing house, taking a longer time to travel the last 

half of the ramp than the first half. Eventually, he 

would turn either right or left and so disappear be

hind the garden wall or the city house. If he disap

peared to the spectator's left he was going to the 

harbor; if he disappeared to the spectator's right he 

was going to the forum.26 

The orchestra circle, the raised platform, or 

p1 a tea, of the stage, the altar, the houses, doors, 

and prothy ra, and the angIpor tum, while somewhat prob

lematic as to its existence and function on the Roman 

stage, were valuable to the University Theatre's pro

duction of The Haunted House. The philosophy was that 

if these elements enhanced the clarity, thought, and 

purpose of Plautus and the movement, visualization, 

and characterization of the actors, these elements 

should be adapted to the modern theatre. 

26 See Figure I , p. 56. 



CHAPTER IV 

COSTUME 

The costumes of the Roman actors were essen

tially borrowed from the Greeks: "The costumes for 

comedy and tragedy also followed Greek models: long 

tragic gowns, short comic tunics, elevated tragic 

boots, and short comic shoes."' Barton states that 

"from the legendary first date till about 100 B.C., 

Roman costume, with the exception of the toga, is 

hardly to be distinguished from Greek dress of the 

same period."2 The general characteristics can be 

spoken of in similar terms. Barton characterizes the 

typical garments as being the chIton, or dress, and 

two over-draperies, the hI ma tI on and the ch1 amys.3 

Barton describes the chI ton as being an early 

and simple dress, worn more often by women than by 

men . ̂  

Vera Mowry Roberts, On Stage (New York: 
Harper & Row, 1962), p. 72. 

2 
Lucy Barton, Historic Costume for the Stage 

(Boston: Walter H. Baker Co., TS'WT, p^ 73. 

3_|_b_i_d., p. 51. 

4 Ibid. 

29 
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It was woven to the wearer's measurements, fre
quently with a border on all four sides of the 
rectangle. . . . In adjusting, the superfluous 
length was folded over till the garment reached 
from shoulder to floor (or longer, if blouslng 
was intended). The chI ton was put around the 
wearer, the open side usually at the right, and 
pinned on the shoulders, back over front. Thus 
both neck and sleeve openings came from the 
folded-over top of the rectangle.5 

Barton differentiates the Roman ch i ton from 

the Greek: ". . .Whereas the typical Greek chiton 

formed its sleeves from the top of the doubled rec

tangle, its Latin equivalents, the tunica and stole, 

usually opened at the sides for the armholes."" 

Barton gives a fuller description of the ch i ton as 

worn by the Romans: 

The tunica, corresponding to the Greek ch i ton, 
was of woo 1 en material, usually natural colored 
or white; it consisted of two pieces seamed to
gether at the sides and sewed also at the top, 
leaving, a space for the head at the top and 
spaces for the arms at the sides. This . . . 
tunica was the usual one for manual laborers. . 

7 — 
•' • 

In the University Theatre production, the 

tunica conformed to these same general precepts but 

short sleeves were added. Heavy felt was substituted 

for the woolen material, and bright, intense colors 

replaced the natural or white color. The colors of 

the costumes were somewhat similar to the set colors 

^ Ibid. 

^Ibid., p. 74. 

7|bi_d., p. 79. 
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in hue and intensity. The tun Ica was also shortened 

helping the actor to produce the conventional pot

belly of the slave. The phallus, although used on 

the early farce stage of Roman antiquity, was judged 

to be in bad taste for the modern audience, and so 

was el ImIn ated. 

The h i matI on was apparently 

. . .a large rectangle. . . . It was an outer 
garment for both men and women, and for men (ac
cording to artists' representations) sometimes 
the only garment. Its measurements varied ac
cording to the size of the wearer and the use he 
made of it. . . . Frequently it was woven with 
a border all around. For a fair-sized hI mat i on 
the measurements are seven or eight feet long, 
by the wearer's height in width.o 

pa 

The Roman equivalent of the hI matI on was the 

Ilium.° Bieber further describes its use: 

The costume in Roman Comedy was, as the name 
pa 1 1 lata tells us, based on the Greek. The pa 1 -
1i um worn by men and the pa 1 1 a by women is the 
Greek hI mat i on , draped freely and In the most 
diverse way. Beginning at the left shoulder, it 
is wrapped around the back and the right side 
and finally brought back to the left side. It 
can leave the right arm free, but it can cover 
both arms and shoulders. . . . The slaves wear 
a scarf-like mantle (pa 1 1 Ium co1 1ec tum) which 
they gather up when they walk or run. . . .1^ 

This mantle is discussed as a convention In 

Chapter II, page 14, and Plates II, V, and VI on 

pages 43, 46, and 47 illustrate the small mantle. 

^Barton, p. 51. 

^Ibid., p. 80. 

I^Margarete Bieber, The History of Greek arid 
Roman Theatre (rev. ed.; Pr i nceton: Un i vers i ty Press, 
T960), p. 154. 
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In the University Theatre production, the mantle was 

reduced to a small square, folded diagonally and at

tached by two corners to the shoulder seams of the 

tun Ica. 

The ch1amys was evidently a shorter version 

of the h imat I on, the chief differences in cloaks being 

distinguished more by name and size than by cut.11 

Barton describes its function and use: 

The ch1amys . . . could be worn without any other 
garment, BUt probably not so in real life as in 
art. It is frequently represented over the short 
ch i ton. A small ch1amys, twisted, could serve as 
a g I r d 1 e . 1 2 

The apparent military function of the small 

mantle was in keeping with the style of the chI ton, 

or tun i ca, which had a stiffly pleated skirt, each 

pleat ending In a point somewhat like the soldier's 

leather skirt of armor. 13 Another mI 1 Itary-1ike de

tail was the shoe design. 

Greaves (short shin guards made of brass, 

bronze, and iron)l^ were made of canvas In the present 

production and were tied in bow-knots on either side 

with canvas thongs. The greaves had metal stays in 

them to make them stand up; they reached to the knees 

^^Barton, p. 80. 

^2|bid., p. 54. 

^^Ibid.. p. 55. 

^^Ibid., p. 82. 
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in front and in back. They vie re attached to a form 

of shoe, the ca 1 i gu1 a, 15 of open construction. In 

the University Theatre production, modern sandals 

were used. The conventional padding and tights of 

the comic slave were also abandoned, the actor being 

able to portray through body posture and stance this 

costume convention. 

Tranio's costume was designed on historical 

precepts adapted to a modern production, just as his 

characterization was based on conventionalized as

pects of the comic slave and the modern staging on 

the earlier Roman stage. 

^^Bieber, p. 154. 



CHAPTER V 

MAKE-UP 

The mask of ancient Greek and Roman theatre 

was essentially a form of crude make-up, having as 

its purposes emphasis of facial features and sugges

tion of character. Macgowan and Melnitz relate the 

mask to the use of modern make-up for emphasis. 

. . .Since the mask fitted over the actor's head 
like a helmet. It was larger than his natural 
face, and its features, which were exaggerated 
and emphasized in shape and color, could be seen 
more plainly across the vast distances of the
atres seating very often as many as 15,000 spec
tators. 1 

Masks, then, were used to exaggerate features 

and to project these features over long distances in 

bright sunlight. Kenneth Buckridge further relates 

the purpose of the mask to modern make-up when he 

speaks of the suggestion of character inherent in 

both make-up and masks. "In order to achieve sugges-

tiveness and impressIveness, the theatre has . . . 

had make-up from the beginning; witness . . . the 

1 Kenneth Macgowan and William Melnitz, The 
Living Stage (Englewood Cliffs, N. J.: Prentice Hall 
Inc., 1955), p. 33. 

34 
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importance of masks In primitive ritual." 

Therefore, the practical purposes of masks 

seems to have been the exaggeration of features, the 

projection of these features, and to suggest charac

ter. Buckridge, in speaking of modern make-up, fur

ther clarifies this use of make-up to suggest charac

ter. ". . .It [make-up3 can be used to change his 

l_the actor's.) outward appearance to fit the physical 

requirements of any character he may be creating.3 

In creating the make-up of Tranio, it was de

cided to portray the grotesque features of the ancient 

masks through facial expression.^ The exaggeration 

and projection of these expressions was achieved by 

the use of make-up. Since the original comedies were 

played in masks, there vvas no change of expression, 

but the masks do suggest the exaggerated features, and 

grotesque expressions common to the plays of Plautus. 

Plate IV shows the lines of a man and gives an idea 
ft 

for the facial expression represented in Plate IX. 

Plate VII shows a running slave also, but this is a 

slave who has a special mask. Bieber says that 

. . .a running slave In Athens . . . has . . . a 

'^Kenneth Buckridge, "Make-up for the Play," 
Produci ng the Play, ed. John Gassner (rev. ed.; Holt, 
Rinehart S- Winston, Inc., 1953), p. 379. 

3|bid. 

^See Plates IX and XIV, pages 50 and 55. 
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bald pate, with only a few straight halrstrands 
at the side. His eyebroiys are drawn together and 
swung out in the outer part. . . . According to 
Pollux he would be the slave with hair on the 
lower part only, who Is bald and has his eyebrows 
lifted.5 

Pollux discussed this mask more specifically 

as a convention. He describes the mask as ". . .the 

'thin' or 'bristly haired behind' imask whichi has 

a bald crown, red hairs, and elevated eyebrows."^ 

The present actor already possessed the bald crown 

of the mask and all that remained was to apply the 

red color. A suitable color of red hair spray could 

not be found; the colors either clashed with the 

costume colors or with the colored gels used in the 

lights. Pastel chalk was finally decided upon and 

the colors orange, purple, pink, and white were 

chalked onto the hair. The hair was back-combed so 

the edges would flare and stand out. 

The make-up was designed to portray a man of 

Indeterminate age with an extremely mobile face, one 

that resembled closely the conventional scheming 

slave of Roman comedy. The make-up process was based 

upon this general conception of the character. 

The first step in the process was to cover 

^Bieber, p. 103. 

Julius Pollux, "Tragic and Comic Masks, 
Actors on Acting, ed. Toby Cole and Helen Krich 
Chinoy (New York: Crown, 1949), p. 17. 

7see Plate XIV, p. 55. 

II 
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the skin with the basic color, or base coat. Max 

Factor colors used were No. 2 pink grease paint and 

No. 5 orange grease paint; No. 7 tan grease paint 

and No. 10 dark brown grease paint were added In 

smaller amounts to "model" the face. "The term mod

eling is used to cover all painted efforts to change 

the face. It includes the use of rouge on cheeks and 

lips, the use of highlight and shadow, and the lining 

of lips."8 In general, the darker tones of No. 7 and 

No. 10 were used to shadow and "clown white" was used 

to highlight. 

After the sculpturing of the face was completed, 

lines were added to complete the modeling process. In 

general, the lines were placed around the corners of 

the mouth, the nose, the forehead, and the eyes. The 

natural lines on the actor's face were followed, a 

dark maroon being painted into the "valley" of the 

lines and the ridges on either side highlighted or 

tipped with white; these were then carefully blended 

together so that the lines themselves could not be 

seen but would give Instead the impression of an 

actual wrinkle on the face. 

The make-up for the eyes and eyebrows were 

very important because much of Tranio's reactions were 

pantomimed to the audience through facial expression. 

8 Buckridge, p. 382. 
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The same maroon color used to paint the lines was also 

used on the upper lids; a small portion of bright red 

rouge was added to lighten the maroon. The eyes were 

lined at the eyelash, the top lash being fully lined 

and the outside one-third of the lower lash. The eye

brow was partially covered with base color and the 

brow was drawn in higher than usual to give the raised 

eyebrow effect that Pollux mentions. The brows were 

also chalked in the same color as the hair. An 

agaInst-the-growth brushing made them look bushy and 

huge; they were brushed to a point over the eye, giv

ing an impudent countenance. After the eyes were fin

ished, the face and neck were powdered with translu

cent powder, a powder which does not affect the basic 

colors. 

Because the legs and arms were bare, body make

up was needed to cut down the glare from the lights on 

bare skin and provide a healthy skin tone. The pro

duction had a large cast; therefore, pancake make-up 

was too expensive. Instead, a light tan, water-base 

paint was substituted and glycerine was added to keep 

it from streaking. 



CHAPTER VI 

CONCLUSION 

In portraying an historically remote charac

ter for a modern audience, one must analyze the char

acter within the framework of the original production 

and then adapt that character to the contemporary the

atrical environment. The problem in The Haunted House 

was that Plautus' use of conventions were relative 

only to those who understood their functions and mean

ing. The ancient conventions of the scheming slave 

would In the main have been meaningless to the Univ

ersity Theatre audience, the ancient settings would 

not be applicable to a modern theatre, and the use of 

comic masks would seem strangely inflexible to an aud

ience used to other contemporary conventions. 

But in the Plautine conventions lie the origi

nal structure and content of Tranio. These conven

tions preserve the essence of the character and pro

vide the basis for a modern adaptation. The ancient 

use of the set also structured the character of Tranio 

He acted within the set, related to it, and used it to 

evoke action. It allowed him to overhear, to escape 

punishment and to scheme. The modern set also al levied 

39 
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these things. The ancient purpose of the set was pre

served in essence and yet it was adapted to modern In

novations of design, such as the revolve. Conventions 

of costume design helped to Identify the hustle and 

bustle of an energetic, conniving slave, and while 

the modern production adapted the design somewhat, the 

use of the costume suggested character so vye 1 1 that 

little change was necessary. Make-up, an adaptation 

of the original masks, served to make more flexible 

the projection of Tranio's thought processes, devious

ness, and scheming. 

The Roman period was different from the mod

ern era in theatres, production techniques, and aud

ience concepts. These differences made it necessary 

to adapt many of the original conventions to project 

character and script clearly. The basic pur pose of 

the character Tranio was to entertain, and in this 

respect no adaptation of purpose was necessary or de

sirable. Only the methods of presentation were dif-

feren t for clarity. 
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PLATE 1̂ ' 

'•'Joseph Gregor, Die Masken Der Erde (Munchen 
R. Piper & Co., 1936), p. 29. 
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PLATE 

''Joseph Gregor, Die Masken Der Erde (Munchen 
R. Piper Sr Co., 1936), p. 29. 
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PLATE IV'̂  

R. 
'-Joseph Gregor, Die Masken Der Erde (Munchen 

Piper Sr Co., 1936), p. 36. 
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PLATE Vr'̂  

--Margarete Bieber, The History of Greek and 
Roman Theatre (rev. ed.; Princeton: University Press, 
T5^0), p. 161. 
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PLATE V 

-'-Margarete Bieber, The History of Greek and 
Roman Theatre (rev. ed.; Princeton: University Press, 
1T60), p. 1U3. 
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