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1 0 . T BA Ushers will seat your school or class as a group,
so even if you are dying to mingle with the group from the
all girls school that just wa l ked in the door, stick with your
friends until you have been shown your section in the
t h e a t r e.

9 . SITD The house lights will dim immediately before the
performance begins and then go dark. Fight off that oh-so-
immature urge to whisper, giggle like a grade schooler, o r
yell at this time and during any other blackouts in the show.

8 . SED Before the performance begins, turn off all cell
p h o n e s, p a g e r s, beepers and watch alarms. If you need to
t e x t , t a l k , or dial back during intermission, please make sure
to click off  before the show resumes.

7 . TMI Not to sound like your mom, but “if you need to go
n o w, you needed to go then.” Leaving the theatre during the
performance is disruptive, so take care of any personal needs
before the show starts.

6 . RTM When you arrive at the theatre, read the production
p r o g ra m . I t ’s like a deluxe version of liner notes and a free
s o u v e n i r, all in one.

5 . P-ZA? NW! Though your ability to eat ten slices at one
sitting may impress your friends, no one wants to listen to
you chew, s l u r p, or smack, so please leave all food, d r i n k ,
and gum outside the theatre.

4 . TLK-2-U-L-8-R We know that you will be dying to
discuss what you see onstage with your friends, but please
wait until intermission. Any talking—even whispering— is
very distracting for both the actors onstage and the audience
seated around you.

3 . LOL Without you, we really wouldn’t have a show. I t ’s
your job to laugh when a scene is funny or maybe even shed
a tear or two in a tender moment. H o w e v e r, since you are
not the audience at The Jerry Springer Show please refra i n
from inappropriate responses such as talking, w h i s t l i n g ,
making catcalls or singing along with the performers.

2 . SOP While it’s great that you want a celeb picture of your
day at The Rep, the theatre is off-limits to the papara z z i .
Flash photography interrupts the performance and along
with videorecording is prohibited by Actors Equity rules. Yo u
can sneak a peek at production photos on our website,
w w w. r e p s t l . o r g .

1 . L LTA  Let the actors know that you respect their work by
remaining for the curtain call at the end of the performance.
Show your appreciation through applause.

MIHYAP: TOP TEN WAYS TO
STAY CONNECTED AT THE REP

The Te a c h e r ’ s
L o u n g e
In an effort to make our 
educational materials more accessible to
students and easier for educators to incorporate into 
the classroom, we have adopted a new, more student-
oriented format. We hope that you will circulate this
guide among your students in the weeks preceding your
visit to The Rep, encouraging them to browse it before
and after class and as time allows, using it as a launch
point for both pre- and post-performance discussions.
You may also want to visit our website, www. re p s t l . o r g
for additional information re g a rding the production 
elements, such as scenery, costumes, and lighting. 
Any materials, either from this guide, or from our 

website may be re p roduced for use in the class-
room. As always, we appreciate your
making live theatre a part of your class-

room experience and welcome your
feedback and questions. 

Show Me Standards: CA 1, 2, 5, 6, 7; FA 1, 2, 3, 4, 5; SS 2, 3, 6 and 
Illinois Learning Standards: 1, 2, 4, 14, 16,  18, 25, 26, 27, 30.

At The Rep, we know
that life moves fast—
o k a y, really fast.
But we also know
that some things 

are worth slowing down for. We believe that live theatre is 
one of those pit stops worth making and are excited that
you are going to stop by for a show. To help you get the
most bang for your buck, we have put together 
WU? @ THE REP—an IM guide that will give you
everything you need to know to get at the top of your
theatergoing game—fast. You’ll find character descriptions
( A / S / L ), a plot summary ( F Y I ) , background information
on the playwright ( F 2 F ) and other NTK information.
Most importantly, we’ll have some ideas about what 
this all means I R L , a n y wa y.
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S E N E X , s u f f e r i ng from a mid-life crisis, is
e ager for a bit of exc i t e me nt after ye a rs of
a vo i d i ng conflict with his wife by avo i d i ng
c o nt act with he r. 

D O M I N A k nows no greater ple a s u re than
g i v i ng orde rs, whe t her it is to her hus b a nd ,
her son or her serva nts. 

H E R O, S e nex and Domina’s son, is mo re
adult than either of them ex p e c ts and muc h
to his dismay, shares his fa t he r ’s taste in
wo men. 

H YS T E R I U M is the hilariously uptight
s l a ve-in-chief of Senex ’s ho us e ho ld. 

P S E U D O L U S is an ent e r p r i s i ng slave eage r
to escape his obligation to Senex ’s fa m i l y.

E R R O N I U S is Senex ’s visually challe nge d
neighbor who is newly ho me from searc h i ng
for his lo ng lost child re n .

MILES GLORIOSUS is a self-important ,
ho t - t e m p e red ge ne ral better suited for the
c a t walk than the battle f i e ld. 

MARCUS LY C U S is the ent re p re neur on
S e nex ’s block, buying and selling courtesans
out of his ho me.

P H I L I A , a virgin from Cre t e, is a special
o rder in Marc us Lyc us ’s bus i ness and the
o b ject of mo re than one man’s affections.

T I N T I N A B U L A , PA N AC E A ,
THE GEMINAE, V I B R ATA a nd 
GYMNASIA c o m p lete Marc us Lyc us’ 
c a t a log of courtesans.

THE PROT E A N S, true to their name, 
adopt nu me ro us minor ro les thro u g ho u t .

G e l b a r t , L a r r y. Laughing Matters:
On Writing M * A * S * H , To o t s i e,
O h , G o d ! , and a Few Other Funny
T h i n g s . Random House, 1 9 9 8 .

G o r d o n , J o a n n e. Art Isn’t Easy: 
The Theater of Stephen Sondheim
(Quality Paperbacks Series)
( Pa p e r b a c k ) . Da Capo Press, 1 9 9 2 .

K i s l a n , R i c h a r d . The Musical : 
A Look at the American Musical
T h e a t e r . ( Pa p e r b a c k ) . A p p l a u s e
B o o k s, 2 0 0 0 .

P l a u t u s. Tra n s. Erich Segal. F o u r
Comedies : The Braggart Soldier,
The Brothers Menaechmus, 
The Haunted House, The Pot of
G o l d . Oxford UP, 1 9 9 8 .

S e c r e s t , M e r y l e. Stephen Sondheim:
A life. D e l t a , 1 9 9 9 .

S e g a l , E r i c h . Roman Laughter: 
The Comedy of Plautus.
Oxford UP, 1 9 8 7 .

S h e v e l o v e, B u r t . The Frogs: A
Comedy Written in 405 B.C.
The Dramatic Pub. C o. , 1 9 7 5 .

READ MORE ABOUT IT
We encourage you to examine these topics in-depth by exploring
the following books.
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D R AWING FROM t he classic comedies of
P l a u t us, A Funny Thing Happened on the Wa y
to the Fo r u m t a kes a hilarious look at love
a nd liberty in the fle dg l i ng republic of
Ro me, whe re eve r yo ne is seeking, some are
h i d i ng and a few are hiding what they seek.
Master of the game is Pseudo l us, a wa n n a b e
citizen who is biding his time as a slave
u ntil he can devise a plan to gain his
f re e dom, and master of Pseudo l us is Senex ,
w ho is ra i s i ng his blissfully naïve son, He ro
with his aptly named wife, Domina. Senex
ho lds an int e re s t i ng piece of real estate in
that his ho me sits between a vac a nt ho us e
ow ned by the elderly Erro n i us who has been
s e a rc h i ng for his missing son and daught e r
for ye a rs, and a mansion that ho uses the
me rc h a nd i s e, if you will, of courtesan trade r
M a rc us Lyc us. Unbeknow nst to his pare nts,
He ro has deve loped a very serious crush on a
particular member of Lyc us’ ho us e ho ld and
e n l i s ts the help of Pseudo l us in ac q u i r i ng
he r. Pseudo l us ag re e s, under the cond i t i o n
that if he is successful, He ro will gra nt him
his fre e dom. Two typical barriers stand in
t he way of their suc c e s s — mo ney and powe r.
T he courtesan that He ro has chosen will be
exo r b i t a ntly ex p e ns i ve to purc h a s e, and
both He ro and Pseudo l us are under the
o b s e s s i vely wa tchful eye of slave - i n - c h i e f ,
Hys t e r i u m .

THE BARGAINER ex t rao rd i n a i re, Pseudo l us
quickly le a r ns that matters are mo re
complicated than he had expected becaus e
He ro ’s cho i c e, Philia, is a special orde r
item—a virgin fresh from Crete on re s e r ve
for captain Miles Glo r i o s us who is in tra ns i t
to claim he r. Nothing can stand in the wa y
of love though, and Pseudo l us sets out to
m a ke a match, telling Lyc us that a de ad l y
p l ague is swe e p i ng ac ross Crete and that his
v i rgin is most likely infected. Claiming to
h a ve alre ady had the illness himself, he

of f e rs to quara nt i ne her at his ho us e,
i ns t e ad. Lyc us, fearful of lo s i ng his othe r
“ s tock” re adily ac c e p ts, and Pseudo l us
t h i n ks his work is nearly finished. He
e nc o u nt e rs yet ano t her snag though whe n
Philia, who ad m i ts to being in love with
He ro, denies he rself the ple a s u re of his
c o m p a ny because she is rightfully the
p roperty of the captain who has alre ad y
paid in full for he r.

WHILE PSEUDOLUS is wo r k i ng to re s o l ve
this ethical quand a r y, Senex re t u r ns ho me to
f i nd Philia, who mistakes her host for he r
captain and of f e rs he rself to him. Senex ,
no ne too familiar with such good fo r t u ne,
c a n not pass on the opportunity but do e s
h a ve the mo ral re c t i t ude to go next door to
E r ro n i us’ vac a nt ho me so as not to le ad his
son astra y. Pseudo l us appears just in time to
p reve nt the spoiling of Philia and his
c h a nces for fre e dom, but unfo r t u n a t e l y, so
does Erro n i us. As soon as Pseudo l us dive r ts
E r ro n i us’ attention from the courtesan
s t a s hed in his ho us e, Miles Glo r i o s us ’
t r u m p e ts sound, anno u nc i ng his immine nt
a r r i val to claim his bride. And for the c o u p
de gra s, Domina re t u r ns ho me, sus p e c t i ng
that her hus b a nd may be wa nde r i ng .

TO SUM UP: Domina is lo o k i ng for Senex ;
S e nex is lo o k i ng for Philia; Philia is lo o k i ng
for He ro (and her captain); Erro n i us is
lo o k i ng for his child ren; Pseudo l us is lo o k i ng
for fre e dom; and very soon, eve r yo ne will be
lo o k i ng for Pseudo l us. Only a ge n i us could
u nt a ng le the mass of mistaken ide nt i t i e s,
missed re nde z vo us and mad ness that ens u e s,
but some how, Pseudo l us, the little slave 
that could, do e s — b o nd i ng love rs, re u n i t i ng
families and spre ad i ng de mo c racy—all in
less than three ho u rs. Ho ld on tight for the
b ack to back jo kes and high jinks of this
hyper speed game of grown up hide and
seek. 
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Where the hell is everybody when 
they first deliver the typing paper? Where
are all the ‘helpers’ when those boxes full
of silence come in? Blank. Both sides. 
No clue, no instructions enclosed on how
to take just twenty-six letters and endlessly
rearrange them so that you can turn them
into a mirror of a part of our lives. 
Try it sometime. Try doing what I do
b e fore I do it.

A l t hough these comme nts could pro b a b l y
b e lo ng to anyo ne who has ever tried to
write any t h i ng, they are actually the wo rd s
of Larry Gelbart, as spoken by the charac t e r
S t i ne in City of Ang e l s. Gelbart, alo ng with
Burt Sheve love and Stephen Sond he i m ,
p o u red over those twe nty-six le t t e rs in the
form of the surviving wo r ks of the Ro m a n
w r i t e r, Plautus, for almost five ye a rs —
w r i t i ng, re - w r i t i ng, add i ng, subtrac t i ng and
ge ne rally re a r ra ng i ng — u ntil they combine d
S heve love and Gelbart’s irreve re nt book with
S o nd he i m ’s clever lyrics and score to pro d uc e
what we now know as the rioto usly funny
musical A Funny Thing Happened on the Wa y
to the Fo r u m in 1962. 

S o nd heim, whose name is today sy no ny mo us
with musical the a t re, was at the time a
re l a t i ve newc o mer to Bro ad wa y, with lyric
c re d i ts for G y p s y a nd West Side Story b e h i nd
him. Gelbart was steeped in writing for rad i o
a nd television, penning for such no t a b le
c o me d i a ns as Danny Tho m a s, Eddie Canto r,
J ack Pa r r, Bob Hope and Red Butto ns.
S heve love was also wo r k i ng in television as
B u t to ns’ dire c tor and it was through this
c o n nection that the writing team me t .
Gelbart, probably best known for his ro le as
t he cre a tor of M * A * S * H , describes the i r
c o l l a b o ration below :

It is as daunting to fashion a successful
Broadway musical as it would have been to
housebreak a dinosaur.

Any one of the countless human and
mechanical details that can go wrong
u n e r r i n g l y — o r, more accurately, erringly—

will. During its previews, the ship in
T i t a n ic (the musical, not the movie)
refused to sink. 

Given the perils and pitfalls of the
t h e a t e r, creators of musicals cherish every
bit of encouragement, every scrap of
support that comes their way, real or
imagined, sincere or not.

Which takes me back to a run-through 
of the 1962 original production of A Funny
T h i ng Ha p p e ned on the Way to the
F o r u m …Several weeks prior to its New Yo r k
opening, at a bare-stage, costume-less
p e r formance for an invited audience of
mainly theater prof e s s i o n a l s, the very first
reaction came from Steve’s close friend,
the playwright Arthur Laurents, who
pronounced the show sensational. Just the
gantry to send one’s spirit soaring.

The production moved on to New Haven
[Connecticut]. It didn’t play. There was
lots to be changed, added, subtracted.
Arthur appeared and assured us that the
show was absolutely marvelous.

N ext stop: Washington, D.C. Reviews:
d i s a s t r o u s. Traveling from New York to
catch a perfo r m a n c e, Arthur said to fo r g e t
the critics, and that the show was
ex t r a o r d i n a r y .

We slaved over more changes in
preparation for a week of previews in 
New York. Arthur attended one, and said
the show was glorious.

The changes went on.
Opening night on Broadway, the final

curtain fell to thunderous applause. The
audience response was electric, ecstatic.

Arthur Laurents was the first of the 
first-nighters to proclaim what a fa b u l o u s
musical F o r u m w a s.

I thanked him for his unfailing support,
expressed my gratitude for his always
being on hand to say how much he like d
the show.

His shining smile was a beacon of
s i n c e r i t y .

“And this time I mean it”, he answered. 
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A l t hough much of the hu mor in A Funny
T h i ng Happened on the Way to the Fo r u m
is based in the fa s t - p aced P H Y S I C A L c o me d y
of fa rc e, V E R BA L jo kes abound as well. 
O ne of the best E X A M P L E S can be fo u nd 
in the names of the charac t e rs. Eve r y
c h a racter name cont a i ns a Greek or Latin
wo rd E L E M E N T w hose me a n i ng I N D I C AT E S
s o me t h i ng S I G N I F I C A N T about that
i nd i v i d u a l ’s pers o n a l i t y. For E X A M P L E:

P R O L O G U S= p rologue 

THE PROT E A N S= c h a ng i ng, from Pro t e u s,
t he Greek sea god who changed shape 
at will

S E N E X= old, aged, old man, from the title
for Sena t o rs

D O M I N A= lady, mistre s s

H E R O= he ro

H YS T E R I U M= womb + disease, from the
a nc i e nt belief that EXTREME e m o t i o ns we re
caused by D I S T U R BANCES in the wo m b

P S E U D O L U S= fa ls e, to lie 

T I N T I N N A B U L A= to jing le, to ring

PA N AC E A= all-he a l i ng, cure

THE GEMINAE= t w i n ned, do u b le, paire d ,
half and half

V I B R ATA= to turn, tre m b le

G Y M N A S I A= to E X E R C I S E n a ke d

P H I L I A= ABNORMAL a t t raction to

E R R O N I U S= wa nde r i ng, stra y i ng

MILES GLORIOSUS= sold i e r, wa r r i o r, 
k n i g ht + glo r i o us, full of glo r y

THESE WERE LANGUAG E S used by
a nc i e nt Ro m a ns, and as the Roman empire
E X PA N D E D ac ross Euro p e, Latin, in
p a r t i c u l a r, spre ad with it. Eve nt u a l l y,
d i f f e re nt re g i o ns D E V E L O P E D t heir ow n
VA R I AT I O N S on the “invader” to ng u e,
P R O D U C I N G what are commonly tho u g ht 
of as the ro m a nce “sister” lang u ages It a l i a n ,
F re nch, Spanish and Po r t u g u e s e. With
William, Duke of Normand y ’s 1066
c o n q u e r i ng of Eng l a nd, Fre nch (and
i nd i rectly Latin) made its way into the
E nglish lang u age. Howeve r, Latin terms 
a lso fed directly into English us age whe n
Roman mo n ks bro u g ht Christianity to
E ng l a nd in the 500s, le ad i ng those in
re l i g i o us, S C H O L A R LY, legal and S C I E N T I F I C
f i e lds to borrow heavily from Latin, a
P R AC T I C E that C O N T I N U E S to d a y. 
Additional Latin influences on English can
be AT T R I B U T E D to the 17th and 18th
c e ntury belief that English was an
I N H E R E N T LY f l a wed lang u age while Latin
was a perfect one. In an effort to “fix” a
faulty system, gra m m a r i a ns from this 
period I N V E N T E D a number of English wo rd s
with Latin de r i va t i ve s, re s u l t i ng in many
wo rd E L E M E N T S that are R E C O G N I Z A B L E
in cont e m p o rary English. For a quick cours e
in Latin and Greek, R E V I E W t he tables of
P R E F I X E S a nd root wo rds that fo l low.

IT’ SGREEK 
(OR LATIN) TO M E
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GREEK R O OTS AND P R EF I X E S
GREEK ROOT BASIC MEANING EXAMPLE W O R D S
- a nt h ro p - hu m a n p h i l a nt h ro py, ant h ro p o mo r p h i c
- c h ro n - t i me a n ac h ronism, chro n i c, chro n i c le, sy nc h ro n i z e, 
- de m - p e o p le de mo c racy, de mo g ra p hy
- mo r p h - fo r m a mo r p ho us, me t a mo r p h i c, mo r p ho lo g y
- p a t h - f e e l i ng, suffering e m p a t hy, sy m p a t hy, apathy, psyc ho p a t h i c
- p e do-, -ped- c h i ld, child re n pediatrician, pedago g u e
- p h i l - h a v i ng a stro ng 

affinity or love fo r p h i l a nt h ro py, philharmo n i c, philo s o p hy
- p ho n - s o u nd t e le p ho ne, cac o p ho ny, pho ne t i c s

GREEK PREFIX BASIC MEANING EXAMPLE W O R D S
a-, an- w i t ho u t ac h ro m a t i c, amo ral, atypical, anae ro b i c
a nti-, ant - o p p o s i t e, opposing a nt i c r i me, antipollution, ant ac i d
a u to - self, same a u to b i o g ra p hy, auto m a t i c, auto p i lo t
bio-, bi- l i f e, living org a n i s m b i o lo g y, biophys i c s, biotechno lo g y, biopsy
ge o - Earth; ge o g ra p hy ge o g ra p hy, ge o m ag netism, ge o p hys i c s, 
hy p e r - exc e s s i ve, exc e s s i ve l y hy p e rac t i ve, hy p e rcritical, hy p e rs e ns i t i ve
m i c ro - s m a l l m i c rocosm, micro nuc le us, micro s c o p e
mo no - o ne, sing le, alo ne mo no c h ro me, mo no sy l l a b le, mo nox i de
ne o - new, re c e nt neonatal, ne o p hy t e, ne o c o ns e r vatism, 
p a n - a l l p a no rama, panc h ro m a t i c, pande m i c, 
t he r m - he a t t hermal, the r mo me t e r, the r mo s t a t

L AT I N R O OTS AND P R EF I X E S
L ATIN ROOT BASIC MEANING EXAMPLE W O R D S
- d i c t to say c o nt radict, dictate, diction, edict, pre d i c t
- d uc to le ad, bring, take de d uc e, pro d uc e, re d uc e
- g re s s to wa l k d i g re s s, pro g re s s, tra ns g re s s
- je c t to throw e ject, inject, int e r ject, pro ject, re ject, subje c t
- p e l to drive compel, dispel, impel, repel, pro p e l
- p e nd to hang a p p e nd, de p e nd, impend, pend a nt, pend u l u m
- p o r t to carry comport, deport, export, import, report, support
-scrib-, -script to write de s c r i b e, pre s c r i b e, prescription, tra ns c r i b e
- t rac t - to pull, drag, dra w a t t ract, de t ract, ex t ract, re t ract, traction 
- ve r t - to turn c o n vert, divert, invert, reve r t

L ATIN PREFIX BASIC MEANING EXAMPLE W O R D S
c o - to ge t he r c o a u t ho r, coedit, 
de - a wa y, of f de ac t i va t e, de f ro s t
d i s - not, not any disbelief, disre s p e c t
no n - no t no ne s s e ntial, no n v i o le nt
p o s t - a f t e r p o s td a t e, postwa r
p re - b e fo re p re c o nc e i ve, pre p a y, preve nt
s u b - u nde r s u b m a r i ne, subwa y
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With E x t reme Make ove r, Extreme Make ove r :
Home Edition a nd E x t reme Make over: How ’ d
T hey Do That? to p p i ng the ra t i ngs charts and
a no t her spin-off series, E x t reme Make ove r :
We d d i ng Edition, in the wo r ks, it is cle a r
that what re i g ns in the ent e r t a i n me nt
i nd ustry is—well, ex t re me. Re s e a rc he rs
ag ree that one of the driving fo rces of the
neve r - e nd i ng flood of reality pro g ra m m i ng is
v i ewe rs’ de s i re to wa tch real people
ex p e r i e nce dramatic change, ra ng i ng fro m
t he lowest lows to the highest highs and
eve r y t h i ng in between. Ac c o rd i ng to
t ra ns l a tor and ac ademic J Michael Wa l to n ,
v i ew i ng habits haven’t changed much in the
last 2000 plus ye a rs, though. Flashbac k —
o k a y — way bac k :

Sometime around 254 B.C., in the tiny
mountain village of Sarsina high in the
Apennines of Umbria, ancient Rome’s best-
known playwright was born—Titus Maccius
P l a u t u s. Born ‘Plautus’ or ‘splay-foot’, 
he apparently managed to escape his
backwoods village at a young age—
perhaps by joining one of the itinerant
theatrical troupes which commonly traveled
from village to village performing short
boisterous fa r c e s.

We know, however, that at some point
the young Plautus gave up his acting
career to become a Roman soldier, and this
is probably when he was exposed to the
delights of the Greek stage, specifically
Greek New Comedy and the plays of
M e a n d e r. Sometime later, he tried his hand
as a merchant, but rashly trusted his wares
to the sea and at the age of 45, he fo u n d
himself penniless and reduced to a
wandering miller, trudging through the
streets with a hand-mill, grinding corn fo r
h o u s e h o l d e r s.

M e a n w h i l e, translations of Greek New
Comedy had come into vogue and
Plautus—who remembered the comedies of
Menander from his days as a soldier in
Southern Italy—decided to try his hand at
writing for the stage. His earliest plays,
Add ic t u s and S a t u r io , were written while
he still made a living with his hand-mill.
Soon, however, his comedies began to suit
the public taste and Plautus was able to
retire his hand-mill and devote himself to
writing full-time.

U n l i ke many of his contemporaries,
Plautus’ plays were no mere translation of
M e n a n d e r. He adapted the rough and
tumble colloquy of the environments he
knew best—the military camp and the
m a r ketplace—wild and boisterous like the
Roman farces he may have performed in as
a young man.

In those days, plays were never
p e r formed alone. They were presented at
public celebrations and had to compete
with chariot races, horse races, box i n g
matches and circuses. Since a close
translation of a play by the refined
Menander would hold little interest for a
rowdy Roman crowd, Plautus quickly
parted company with the Greek original.
He generally took only the outline of the
plot, the characters and selected segments
of dialogue—then stepped out on his own.
His objective was to entertain. At all costs,
he kept the pot of action boiling, the
stream of gags and puns and cheap
slapstick flowing. Anything to make the
audience laugh and keep them from
peeking in on the boxing match nex t d o o r !
To this end, Plautus often included scenes
in song and dance. Unfo r t u n a t e l y, the

M UST SEE T V
(TH E ATRE VI E W I N G ,T H AT IS)
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musical accompaniments to his plays have
now been lost.

In all, Plautus composed approx i m a t e l y
130 pieces—21 of which have survived to
this day. He was eventually granted
citizenship and given permission to assume
three names like a true-born Roman. The
name he chose for himself was Titus
Maccius (‘clown’) Plautus.

Plautus’ works have been adapted by
many later playwrights. His A m p h i t r y o w a s
the basis for Giraudoux’s Amphitryon 38.
Me na e c h m i or T he Me na e c h mus Tw i ns
inspired, among others, Shake s p e a r e ’s 
T he Come dy of Erro r s and Rodgers and
H a r t ’s T he Boys from Syra c u s e. T he Pot of
G o l d became Moliere’s T he Miser. A n d
P s e udo l u s, Casina, The Ha u nted Ho u s e
and several other plays were combined
i n …A Funny Thing Ha p p e ned on the Wa y
to the Forum.

I nt e re s t i ngly eno u g h ,
w hen Larry Gelbart, Burt
S heve love and Stephe n
S o nd heim collabora t e d
to write Fo r u m ,
t hey we re trying
to disting u i s h
t heir work fro m
t he crowd as we l l .
S u r ro u nded by the
l i kes of My Fair Lady,
T he Sound of Music,
C a m e l o t a nd C a r n i va l ,
t hey we re lo o k i ng to
s t age a piece that wo u ld compensate fo r
what Gelbart described as 
“a vulgarity vacuum on Bro ad wa y.” With its
playfully bawdy jo kes and ra uc o us phys i c a l
hu mo r, their work certainly qualifies—in the
best senses of the wo rds—as both vulg a r
a nd ex t re me. It is true must see TV.

➤ W H AT DOES a television show, movie or play have to
do to capture your attention?

➤ W H AT DO YOU T H I N K m a kes us enjoy watching other
people experience extreme highs and lows?

➤ W H AT DO YOU T H I N K is the “next big thing” f o r
entertainment? Will extreme reality programming take
over or will something different take its place?

➤ DO YOU T H I N K , as many television executives claim,
they are simply giving the public what it wants with
current extreme progra m m i n g , or are they creating a
m a r ket for a cheaply produced product? Simply put,
who decides what is entertainment: the audiences or
the producers?
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THE HOUSE LIGHTS in the the a t re dim; as
t he first cho rds of the musical score are
s o u nded by the orc he s t ra, the curtain rises
to reveal a wo r ld called “musical the a t re. ”
T he next five or ten minutes are crucial, 
for it is during this time, re f e r red to in
B ro ad way jargon as “the opening nu m b e r, ”
that the cre a to rs of the piece must re ach 
out to the aud i e nce and draw it into this
ra refied wo r ld. The opening number will set
t he style, the to ne, the mood for what
fo l lows. Most important l y, a good opening
number will state what an aud i e nce is go i ng
to witness and how this story will be to ld. 

STEPHEN SONDHEIM can arguably be
c o ns i de red the finest composer/lyricist
c u r re ntly writing for the American mus i c a l
t he a t re. Over the course of some 30 odd
ye a rs and 15 pro d uced wo r ks, written sole l y
by himself or in collaboration with othe rs,
he has fine - t u ned the art and skill ne c e s s a r y
to create an opening number that suc c i nc t l y
states the the me and style of the show
which will deve lop from it. Through an
examination of the beginning sequences of
m a ny of his wo r ks, one may mo re fully
u nde rs t a nd how this delicate and of t e n
mys t e r i o us balanc i ng act can be ac h i eved. 

WITH HIS very first solo ve nt u re, A F u n ny
T h i ng Happened on the Way to the Fo r u m ,
S o nd heim hit the bull’s eye with the
ro l l i c k i ng “Comedy To n i g ht.” The title its e l f
c a t e gorically de f i nes the essence of this
musical fa rce ins p i red by the plays of the
a nc i e nt comic writer, Plautus. The song ’s
s t ra i g ht fo r wa rd lyrics (“Some t h i ng
fa m i l i a r / S o me t h i ng peculiar. . . O ld
s i t u a t i o ns / N ew complications...”) and
b o u nc i ng rhy t hm re m i n i s c e nt of burle s q u e
or va udev i l le make the aud i e nce imme d i a t e l y
a wa re that low pra n ks are wa i t i ng aro u nd
e ach bend of the mus i c a l ’s complicated plo t
t w i s ts. Furthe r mo re, the brash, bra s sy to ne
of “Comedy To n i g ht” establishes a mus i c a l
s t y le which perfectly comple me nts the
z a n i ness of Fo r u m ’s book and its sourc e

material. This style, begun in the opening
nu m b e r, subsequently permeates the ent i re
s c o re, most notably in songs like “Free” and
“ E verybody Ought to Have a Maid.” 

IT IS PERHAPS s i g n i f i c a nt to note that
“ C o medy To n i g ht” was the third opening
s o ng written for Forum. Two othe rs, “Love Is
in the Air” and “Invocation,” we re discarde d
prior to the mus i c a l ’s Bro ad way pre m i e re.
C raig Zadan in S o nd heim & Co. reve a ls that
t he show ’s cre a to rs, Sond heim, Larry Gelbart,
a nd Burt Sheve love, judged the fo r mer song
to be too me lodically lilting and lyrically
w h i msical and the latter not to be—as the
mus i c a l ’s dire c to r, George Abbott, so ters e l y
put it—”hu m m a b le.” For these re a s o ns, the
p ro d uction team opted for “Come d y
To n i g ht,” an opening number that wo u ld
mo re ac c u rately convey both the style and
s u b s t a nce of the low comedy to fo l low. 

ONE CAN READILY de d uce that, 
even in this early stage of his deve lo p me nt ,
S o nd heim realized the vital importance 
of a stro ng opening sequenc e. Whateve r
t heir individual flaws, the majority of his
s u b s e q u e nt wo r ks feature opening nu m b e rs
that possess stro ng, clear stateme nts of both
s t y le and purpose. By survey i ng Sond he i m ’s
body of work from Fo r u m to his mo re re c e nt
s c o re for A s s a s s i ns, o ne can discover distinc t
s t r uc t u ral patterns which aid in his cre a t i o n
of effective opening sequenc e s. This mus i c a l
c o m munity comme nces to set the age nda fo r
t he story and issues to be deve lo p e d .

T H R O U G H O U T t he vast body of Stephe n
S o nd he i m ’s work, the composer de l i b e ra t e l y
a t t e m p ts to create opening nu m b e rs which
d raw a precise blueprint from which to build
an ent i re score. Through his superb artistry
a nd cra f ts m a nship, he de mo ns t rates that
o p e n i ng nu m b e rs need not resort to a kick-
l i ne of cho r us girls in order to lure an
a ud i e nce into its musical comedy unive rs e. 

E xcerpted from “The Opening Numbers” 
by Ray Schu l t z
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The idea of resistance
A ROMAN SENATO R n a med Pupius Piso
o nce orde red his slaves not to speak unle s s
s p o ken to. He had no time for idle talk. He
a lso arra nged an ele g a nt dinner-party at
which the guest of ho nour was to be a
dignitary named Clo d i us ‘... psyc ho lo g i c a l
wa r fa re. . . a l wa ys existed between master and
s l a ve.’ At the appropriate time all the guests
a r r i ved except Clo d i us. So Piso sent the slave
re s p o ns i b le for having invited the guest of
ho nour to see whe re he wa s — s eve ral time s —
but still Clo d i us did not appear. In de s p a i r
Piso finally questioned the slave: ‘Did yo u
s e nd Clo d i us an invitation?’ ‘Ye s.’ ‘So why
hasn’t he come?’ ‘Because he de c l i ne d ’. ‘The n
w hy didn’t you tell me earlier? ‘Because yo u
didn’t ask.’ 

THIS A N E C D OT E was re c o rded, about AD
100, by the Greek mo ralist Plutarch. It is a
s tory that presupposes a cons t a nt tens i o n
b e t ween slave and master in the anc i e nt
Roman wo r ld, and is a striking illus t ration 
of how a lowly Roman slave could outwit his
superior master. Technically Roman slave s
we re the pro p e r t y, the chattels, of the i r
ow ne rs, he ld in a state of total subje c t i o n .
But to outwit an ow ner as Piso’s slave did wa s
to win a victory in the game of psyc ho lo g i c a l
wa r fa re that alwa ys existed between master
a nd slave. For unlike other fo r ms of pro p e r t y,
s l a ves we re human beings with minds of the i r
own, and they didn’t alwa ys obey the i r
ow ne rs as unt h i n k i ngly as they we re
supposed to. They had the capacity to re s i s t

t he absolute authority their ow ne rs fo r m a l l y
exe rcised, and when Piso’s slave crus h i ng l y
e m b a r rassed his master by obey i ng his
i ns t r uc t i o ns to the le t t e r, for a mo me nt 
(at least) he placed Piso in the inferior
position that he normally occupied hims e l f .
He fo u nd, in other wo rd s, a way to assert
h i mself, to exert power ag a i nst the powe r f u l ,
so that the asy m metrical ro les of master and
s l a ve we re suddenly inve r t e d .

Day-to day resistance 
RUNNING AWAY was less dange ro us than
rebellion, but it was still a hazardo us
e nt e r p r i s e. Slave - c a tc he rs apart, Roman law
fo r b ade the harbouring of fugitive s, so slave s
on the run we re alwa ys in danger and if
c a u g ht could be savagely punished. To many
t he re fo re it must have made sense not to risk
life and limb by running awa y, but to carry
out ac ts of wilful obstruction or sabotage that
h a r med slave - ow ne rs’ int e re s ts at minimal
risk to the ms e l ve s. Those in positions of
re s p o nsibility might fa lsify re c o rd books, 
a nd embezzle mo ney from their ow ne rs, or
a r ra nge for their own manumission 
( s e t t i ng free). Ordinary farm laboure rs might
de l i b e rately go slow on the jo b, or injure 
t he animals they wo r ked with to avo i d
work—or they might pre t e nd to be ill,
de s t roy equipme nt, or damage build i ngs. If
your job was to make wine and you had to
p ro d uce a certain quota, why not add in some
s e a - water to help things alo ng? Almost any
s l a ve could play truant or simply waste time.
All these petty fo r ms of day-to-day re s i s t a nc e

RESISTING SLAVERY 
IN ANCIENTR O M E
BY PROFESSOR KEITH BRADLEY

P R O B A B LY OVER A QUA RT E R of the people living under anc i e nt Roman rule we re slave s —
but they we re kept so suppressed, the re is little known about them. Keith Brad ley lo o ks fo r
clues to the lives they le d — a nd describes how some of them managed to get their own bac k
on their masters. 

read more on pg. 12
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“I’ll never move until I’m fre e !
Such a little wo rd, but oh,
The difference it makes. ”

Pseudolus’ quest for freedom is an amusing
o n e, but it is a valid pursuit. How does the
Roman concept of democracy vary from the
republic that we live in today?

“I’m love l y,
All I am is love l y,
L ovely is the one thing I can do…
But I’m happy 
M e rely being love l y ”

P h i l i a , though not particularly bright, has a very
clear understanding of her role in life. Is she
right to simply accept the label the world has
applied to her and behave accordingly, o r
should she try to move beyond such surface
c o n c e r n s ?

“ For us there will never be happiness”
“We will have to learn to be happy 
without it.”

P h i l i a ’s response to Hero is hilariously naïve, o r
is it? Is it possible for us to train ourselves to
enjoy life without people, t h i n g s, or positions
that we want? If so, how do we do this and
with what result?

“Son, if you are only as happy as 
your mother and I—my heart will 
bleed for yo u . ”

Although F o r u m comes to a relatively 
happy ending with all the right couples 
united and the wrong ones divided,
what do you think Senex’s parting 
“ b l e s s i n g ” for his son suggests about 
the institution of marriage? Do you think 
that this view is accura t e ?

“What’s the mora l ?
Must be a mora l .
H e re is the moral, wrong or right:
M o rals to m o r row !
C o m e d y, comedy, comedy, comedy, 
c o m e d y, comedy,

C o m e d y, comedy,
To n i g h t ! ”
Though funny, this is not the conventional 
bit of light wisdom that we often expect 
at the end of a musical comedy. What do 
you make of it? Is there a moral and if so,
what is it?

a p p e a led to Roman slave s. They allowe d
s l a ves to frus t rate and annoy their ow ne rs,
a nd of f e red the satisfaction of know i ng that
t heir ow ne rs’ powe rs we re not absolute—that
even the most hu m b le of human beings could
t a ke action to empower the ms e l ve s. But it
was in the de c i s i o ns they made to caus e
vexation that slaves most fo rcefully ex p re s s e d
t heir hu m a n i t y, and their opposition to the
i nstitution that oppressed them. The i r
s p o radic ac ts of de f i a nce created a permane nt
u nde rc u r re nt of low - level re s i s t a nce to slave r y
that was deeply embedded in Roman society.
T he slaves we re mo t i vated not by a sense of
class solidarity—Ro me ’s slave population wa s
far too he t e ro ge ne o us for that—but by the
de s i re to find wa ys in which, as ind i v i d u a ls, 

t hey could find relief from their subje c t
s t a t us, if only tempora r i l y. The re l a t i o ns h i p
b e t ween slaves and masters at Ro me was a
c o ntest fo u g ht in the arena of the mind .
M a s t e rs could draw on all the we a p o ns of law,
s t a t us and established autho r i t y — t he re wa s
never in Roman history any move me nt to
abolish slave r y — w he reas slaves had little
mo re to fight with than their wits. But as
P l u t a rc h ’s story symbolically shows, the line s
of battle had to be cons t a ntly re d rawn, as
s l a ves matc hed their will ag a i nst the will of
t hose who ow ned them. And it was no t
a l wa ys the masters who won. 

RESISTING SLAVERY c o n t i n u e s

From www.bbc.co.uk/history/ancient/romans/
slavery_01.shtml


