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‘Neoptolimus, sonne to Achilles, slew her upon his fathers tomb, who when she
was to be sacrificed, that she might fall decently, cut her robe, and tyed it about her
knees’.! This is how the seventeenth-century poet and translator Robert Stapylton
imagines the death of Polyxena, the youngest daughter of Priam and Hecuba, in a
gloss to Juvenal’s tenth satire. Arguing that to have one’s wish granted by the gods
is a curse rather than a blessing, Juvenal offers a list of famous men who regretted
living to old age: Nestor, Peleus, Laertes, Priam have all found in long life a source
of misery, losing or nearly losing their children. Having presented the actual
sufferings of the first three figures, on turning to Priam, the poet switches to the
subjunctive. Instead of describing what was, he imagines what could have been:

Priam (Troy safe) had his last progresse made
In state unto Assaracus his shade.

Hector, his subjects weeping and forlorn,
With all his brothers had the body born.
Cassandra, first, her funerall tears had spent.
And then Polixena her garments rent;

If he had dy’d before his son’s foule guilt,
Ere wanton Paris his bold ships had built.>

Juvenal’s lines clearly recall the description of Hector’s death in the Iliad (24.707tf),
how Priam carried his body and how the Trojan women bemoaned him in laments.

The mention of Polyxena’s torn clothes, however, suggests further intertexts.
On a linguistic level, the lines ‘scissaque Polyxena palla’ seem to point towards
Virgil’s Aeneid: in the description of the battle of Actium in Book vii1, one meets
the goddess of Discord in a ‘rent robe’ (‘scissa [...] Discordia palla’) — the only
known use of these two words together.? The image itself, in turn, calls to mind the
description of Polyxena’s sacrifice in Euripides’ Hecuba and Ovid’s Metamorphoses, as
Stapylton, who recognizes the poem’s intricate net of allusions, correctly observes.*

1 Robert Stapylton, Juvenal’s sixteen satyrs: or, a survey of the manners and actions of mankind. With
arguments, maiginall notes, and annotations clearing the obscure places out of the history, lawes and ceremonies
of the Romans (Printed for H. Moseley, 1647), p. 202, n. i.

2 Stapylton, Juvenal’s Sixteen Satyrs, pp. 187—88. Corresponding to Juv.10. 258—64. Juvenal, Persius,
Juvenal and Persius, ed. and trans. by Susanna Morton Braund, Loeb Classical Library 91 (Harvard
University Press, 2004).

3 Virgil, Aeneid, virr. 702. Paul Murgatroyd, Juvenal’s Tenth Satire (Liverpool University Press,

2017), p. 148.
4 The reference to Ovid is not there in the first publication (1647) but appears, with a typo (Ov. 23.
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In both Talthybius’s report of her murder in the Greek tragedy, and in its reworking
in the Latin epic, the Trojan princess bared her chest and neck to Neoptolemus but
then, dying, ‘took care to cover her body and to guard the honour of her modesty’
(‘cura fuit partes velare tegendas [...] castique decus servare pudoris’).’ This peculiar
juxtaposition of willing nudity followed by painstaking shamefastness, I believe, is
what inspires Stapylton’s idiosyncratic and highly ingenious portrayal in the gloss
with which I began. As the translator elucidates in the 1660 reprint, ‘wanting a
Garter’, Polyxena ‘cut away the skirt of her Gown, and with it tyed her Vest beneath
her knee, that she might fall modestly’.® Polyxena tore her clothing for the sole
purpose of protecting her chastity.

While this, to my knowledge, was the first time Polyxena’s sacrifice involved
the tying of her legs, curiously, it would not be the last. About 370 years later,
undoubtedly independently of Stapylton’s commentary, The Burnt City, an
immersive, ‘site-sympathetic’ staging of the myth of the Trojan War by the British
theatre troupe Punchdrunk had, among other things, ‘Polyxena hanging suspended
from the roof by her feet’” — though it was not Polyxena, but other characters
that tied her ankles together.” Drawing from my own experience of seeing the
performance in September 2022 and Emma Cole’s detailed record of the show’s
development in Punchdrunk on the Classics: Experiencing Immersion in “The Burnt City’
and Beyond, 1 want to use The Burnt City as a springboard for looking back at the
issues the present volume’s juxtaposition of chapters on the Trojan myth’s place in
Shakespeare’s times and in ours raises about Troy. In addition to being one of the
most unusual reverberations of the myth in recent years, The Burnt City, I suggest,
can help us further articulate what distinguishes contemporary attitudes to the
Trojan War from early modern ones.

Telling the story of the fall of Troy primarily through the medium of dance, The
Burnt City featured ‘twenty-eight performers spread throughout 100,000 square
feet of performance space’.” If one chose to dawdle in the foyer of this immense
venue, one saw two family trees — one Greek, one Trojan (each also listing a pair
of deities) — introducing the play’s characters. For anyone with a general back-
ground on the myth, several names were conspicuously missing: Achilles, Hector,

Metam. instead of Ov. 13 Metam), in Robert Stapylton, Mores Hominum = The Manners of Men (Printed
by R. Hodgkinsonne, 1660), p. 377. Stapylton is not alone in juxtaposing Juvenal’s Troy with that
of Ovid: George Sandys inserts this very extract from the tenth satire into his commentary on the
thirteenth book of the Metamorphoses. He does not, however, sense the allusion to Polyxena’s sacrifice
in Juvenal, rendering ‘scissaque Polyxena palla’ as ‘Polyxena tore her golden haire’. George Sandys,
Ovid’s Metamorphosis Englished, Mythologiz’d, and Represented in Figures. An Essay to the Translation of
Virgil’s Zneis (Iohn Lichfield, 1632), p. 447. Sandys might be thinking of John Ogle’s The Lamentation
of Troy, for the Death of Hector (William Mattes, 1594) which contains the lines ‘And next to mourne
came in faire Pollicene, / [...| She tore hir golden haire (O rufull acte)’, sig. C1” (see Alison Findlay’s
discussion in Chapter 7).

D Ovid, Met. X111. 479—80. Metamorphoses. Books IX—=XV, 2nd edn, trans. by Frank Justus Miller,
rev. by G. P. Goold, Loeb Classical Library 43 (Harvard University Press, 1984).

6 Stapylton, Mores Hominum, p. 377.

7 Emma Cole, Punchdrunk on the Classics: Experiencing Immersion in “The Burnt City’ and Beyond
(Palgrave Macmillan, 2024), pp. 2, I13.

8 Cole, Punchdrunk on the Classics, p. 12.
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Odysseus, Paris, Menelaus, Helen. With certain exceptions, the absence of Helen
seems to have always characterized the myth’s reception. As Laurie Maguire has
argued, Helen tends to be pushed to the periphery; blamed for the war, she is,
nonetheless, often secondary to the actual story, lacking both voice and agency.’ For
Punchdrunk specifically, the absence of Helen also meant that the Trojan War was
no longer fought under the guise of restoring Helen to Menelaus. Members of the
audience could, of course, supplement what they saw with their own knowledge of
the myth, but The Burnt City itself did not present any justification for the war. It
became both baseless and pointless.

And what about the famous warriors? There seem to be several reasons behind
their omission. Firstly, while Punchdrunk worked with various sources, they mainly
drew from Aeschylus’ Agamemnon and Euripides’ Hecuba, plays which, indeed, do
not feature the heroes I have listed.'” Furthermore, as Cole explains, the scenes
in which an audience member well versed in the classics would have expected to
see Achilles — as part of their expansion of the world of Agamemnon, Punchdrunk
interwove Aeschylus’ play with Euripides’ Iphigenia at Aulis — he was replaced by
his son, Neoptolemus, to avoid confusing those who only knew of Achilles” deeds
in the Iliad."" Finally, although dispensing with the myth’s male figures is not, as we
know, the only way to question the very notion of heroism — Shakespeare’s Troilus
and Cressida broadcasts an unglorified view of the Trojan War precisely by having
the male heroes take centre stage — it is a way that works.

Punchdrunk’s reading was political in a broad sense: decrying the brutality of
war, it did not address a specific military conflict. In this, Punchdrunk’s approach
differed from that of early modern English authors who, while recognizing the
paradigmatic nature of the Trojan War, often signalled out its specific resonance for
England/Britain in light of the Brutus myth. For example, as Janice Valls-Russell
suggests (Chapter 8), when Trojan allusions appeared in the Henry 1V trilogy, they
allowed Shakespeare simultaneously to scrutinize the Wars of the Roses and look at
the contemporary world of Elizabeth I. This is likewise true of a prequel to William
Baldwin’s influential Mirror for Magistrates (1559). As Joseph Bowling has illustrated
(Chapter s), John Higgins’ First Parte of the Mirour for Magistrates (1574) turned to the
myth of England’s Trojan origins — Brutus’ conquest of the island — to promote
a vision of an insular empire; a new British identity was constructed by replacing
and subsuming all others under the name of Troy.

o  Laurie E. Maguire, Helen of Troy: From Homer to Hollywood (Wiley-Blackwell, 2009).

10 On the production website, a potential audience member could read that The Burnt City is
‘inspired by Aeschylus’ Agamemnon and Euripides’ Hecuba’ <https://www.theburntcity.com/the-
world/> [accessed 6 October 2024]. In her study, Cole further specifies that Punchdrunk used Ted
Hughes’s translation of Agamemnon but did not base their reading of Hecuba on one single translation
(Punchdrunk on the Classics, p. 105).

11 Cole, Punchdrunk on the Classics, p. 79. The additional characters were either based on what
Punchdrunk calls ‘collision sources’ — in this case, dystopian scientific worlds, such as that of the
novel Do Androids Dream of Electric Sheep? — or taken out of the broader Greek and Trojan lore —
Macaria, Askalaphos, Zagreus and others — without, however, playing out their actual storylines.
For example, Macaria, traditionally either a daughter of Hercules or Hades, was known in The Burnt
City as Polyxena’s lover. See Cole, pp. 11-12.
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The Burnt City, conversely, saw in the Trojan War a universal blueprint of all
armed conflict, using the myth to call attention to the pain war always inevitably
brings to those caught in its midst, primarily, women and children. Even though,
arguably, this has always been part of the Trojan myth, the last few decades have
seen a surge of works on page, stage, and screen which claim finally to foreground
female experience(s). Briseis, for instance, as Casey Dué has suggested (Chapter 1),
has a much bigger role in several recent retellings than in the Iliad. However, while
some, such as Pat Barker’s novel The Silence of the Gitls, succeed in giving Briseis
a voice, others, such as the Netflix series Troy: Fall of a City fail to appreciate the
power of female lament as a vehicle for critique, in a sense doing ‘less” for their
female protagonist than the epic. A heroine’s agency is similarly taken away in
Marina Carr’s Hecuba: in Carr’s version, Hecuba does not avenge the death of
her children as she does in Euripides. In performance, this, as Francesca Rayner
has argued (Chapter 12), can heighten the sense of lawlessness of the world in
which Hecuba finds herself, a world where she is denied justice. Punchdrunk, by
contrast, not only portrayed Hecuba’s and Clytemnestra’s revenges but also added
to them those of Polyxena (resurrected as a fury) and Iphigenia (in a nod to her
role in Iphigenia among the Taurians)."> With most heroes absent, the heroines seemed
capable of equal violence.

At the same time, The Burnt City’s somewhat eclectic list of characters allows us
to pose a question not often unasked. Who is the protagonist of the Trojan myth
without whom we cannot tell the story of the Trojan War? The answer, I believe, is
Troy itself. In his Tioia Britanica, Thomas Heywood, as Charlotte Coftin has shown
(Chapter 3), devoted many lines to imagining what Troy would have looked like in
all its splendour. By describing how Priam’s city buzzed with commercial activity,
Heywood, as Coffin has argued, developed and nuanced the traditional comparison
between Troy and Troynovant, or Jacobean London. A similar conflation of two
locations — one mythical, one early modern — is suggested by Marion Wynne-
Davies (Chapter 6). Nonsuch Palace, the home of Lady Jane Lumley when she
was translating Euripides’ Iphigeneia at Aulis, might have been seen as an alternate
Troy: its unusually white walls could remind one of how Troy was depicted in
the illustrations to John Lydgate’s Troy Book, whereas the Grove of Diana could
serve as fitting place for Iphigenia to disappear to at the play’s conclusion if it were
staged. More often, however, when we think of Troy, we think of ruins. For Troilus
and Cressida, as Vassiliki Markidou has argued (Chapter 4), ruins become a highly
productive metaphor. While the city is yet intact, in Shakespeare’s Trojan play, it is
the characters’ reputations, military ideals, and medieval chivalric models that get
destroyed.

As much as it is characterized by destruction, Troy is characterized by yearning,
whether of the Greek men during the ten-year siege, or of the Trojan women
leaving the city never to return. Asking its audiences to imagine what it means to
be defined by the name of a place one is forced to abandon, Euripides’ The Trojan
IWomen remains uncomfortably pertinent to the present day. The Syria: Trojan

12 Cole, Punchdrunk on the Classics, pp. 93, I31.
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Women project, discussed by Myla Skeiker and Fadi Skeiker (Chapter 11), uses the
legacy of the myth to approach traumas of displacement and dislocation."”? In fact,
Troy itself has at least once been imagined as a mourning woman. In a daring
instance of ethopoeia, John Ogle’s The Lamentation of Troy, for the Death of Hector
(1594), as Alison Findlay has explored (Chapter 7), allowed the city itself to speak,
ventriloquizing its men and women alike.

Unsurprisingly then, for The Burnt City, space was of immense importance. To
access the performance, one first had to go through a ‘mock museum’. Displaying
faux Ancient Greek vases and bowls, the museum mixed fact with fiction, the
stories of Heinrich Schliemann’s infamous archaeological venture with that of the
imagined collector Arthur Chapman.'* The Trojan myth, however, as we have
seen time and again, refuses to be a mere relic, contained in a museum and out of
reach. It wants to speak, offering ways of looking at the present just as much as at
the past. And so, exhibition space dissolved into performance space. Encountering,
in lieu of the last ‘artifact’, a ‘shattered’ case with ‘a single lock of hair tied by a red
thread’, one found oneself in Greece or Troy, depending on the route one was sent
on by the ‘museum’ staff.”> Both worlds were broadly dystopian in their design but
had, nonetheless, a very distinct feel about them. Greece was vast, primarily open
and empty, featuring the royal household of Agamemnon (his murder took place in
a shower, not a bath; Iphigenia’s room had a dolls’ house), a shrine to Artemis, and
‘a space of epic proportions in which the warehouse’s natural architecture was still
visible’, serving at various times as Aulis, Tauris, and Mycenae.16 Troy, by contrast,
was maze-like, giving off ‘the Weimar Berlin aesthetic’ and showing signs of former
(neon) lustre amidst current decay.'”

Having been sent down the ‘Greek’ pathway, I found myself by Agamemnon’s
side, following him and three other warriors from the tank trap on which Iphigenia
was sacrificed to the gates of Troy. There was no ten-year siege but rather a rapid
crusade from one warehouse to the other. While losing the, arguably, important
motif of stalled action — the absence of wind in Aulis, the military campaign
itself halted several times (e.g. by the plague, by Achilles’ refusal to fight), the
corresponding absence of wind after the fall of Troy — this constant movement
around which the audience’s experience of the whole performance was built in a

13 Since its inception in 2013, the Trojan Women project has expanded significantly, welcoming
refugees not only from Syria, but also from Afghanistan, Iran, Pakistan, and, most recently, Ukraine.
This is why, in its current form, its name seems to have returned to that of Euripides’ play. Both like
and unlike Higgins’s unified Trojan Britishness, Troy becomes an umbrella term for all displaced
people. The Trojan Women Project <https://www.trojanwomenproject.org/> [accessed § August
2024].

14 While Cole writes of the intentionality behind the use of such names of Ciacco and Alighieri
in the performance (Punchdrunk on the Classics, p. 164), this appearance of Arthur Chapman, a partial
namesake of George Chapman, the author of the first full translation of the Iliad into English,
seems, together with Polyxena’s tied legs, another curious coincidence, or, perhaps, an instance of
mythological muscle-memory.

15 Cole, Punchdrunk on the Classics, p. 156.

16 Cole, Punchdrunk on the Classics, p. 159.

17 Cole, Punchdrunk on the Classics, p. 177.
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sense reflected the transferral of the myth itself. The story of the Trojan War has
long ceased to be a single self-contained story of what happened at Troy, coming
to incorporate not only the manifold reworkings of the original myths, but also
the travels of such characters as Aeneas and Brutus, their attempts to build Troy
anew. And, together with Aeneas and Brutus, we have continued to hold onto Troy.
Re-told, re-staged, and re-translated countless times, Troy, as the chapters of the
present volume testify, has been ‘moving’ in both space and time for the last two
millennia. This is why, when one wants to re-present Troy, to make it ‘present’ on
stage, one faces a choice — select a few characters/plotlines or risk incoherence. The
latter, for example, often seems to characterize productions of Shakespeare’s Troilus
and Cressida. The play’s tonal shifts, as Warren Chernaik has shown (Chapter 9), are
hard to do justice to; while Thersites can take on the role of the chorus providing
guidance to the audience, if done too forcefully, he can drown out the play’s elusive
but ultimately rewarding multivocality.

The Burnt City eschewed this problem of deciding between unity and scale by
seemingly granting this choice to each audience member. The show consisted of
three loops: the events in Greece and Troy were performed three times, with the
third finale in Troy being an enlarged version of the end of the first two, whereas
the finale in Greece featured a new scene built around Dirk Bouts’s painting The
Fall of the Damned."® However, with almost thirty characters to follow (as well as
the space itself to explore), the ‘looping structure’ actually allowed for only ‘two
different characters’ loops to be experienced (almost) in their entirety’ over one
performance." It also meant that, more akin to epic narration than tragic depiction,
the story could be consumed non-linearly. Taking literal detours — with neither
maps, nor signposts, it was impossible fully to control where one ended up — each
audience member had their own unique, fragmentary, at times achronological and
recursive, story of the Trojan War.

While The Burnt City’s cyclicality, I suggest, mirrors our own returns to the
myth, in the creators’ vision, the desire to constantly ‘replay’ the Trojan War did not
belong to us, but to Hades. As Cole explains, ‘the deepest, base layer of The Burnt
City’ was that of ‘the mythological Underworld” with hints spread out throughout
the production — from drinks (in the fictional bar within Troy) ‘named after
rivers providing access to, or found within, the Underworld’ to rooms ‘designed to
reference an inhabitant of Tartarus’.?® There were also the characters of Hades and
Persephone themselves who did not abide by the play’s looping structure: Persephone
spent the performance attempting to recover her identity and her bearings, Hades
observing other characters’ deaths (in the Greek finale, the two stood together ‘on
the mezzanine balcony under a spotlight, surveying their realm’).”" In other words,
while The Burnt City did not feature the full Olympian pantheon, it did feature
gods, although, as Cole admits, ‘it is feasible that those [members of the audience]

18  Cole, Punchdrunk on the Classics, p. 8.

19  Cole, Punchdrunk on the Classics, p. 12.

20 Cole, Punchdrunk on the Classics, pp. 163—64.
21 Cole, Punchdrunk on the Classics, p. 167.
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who concentrated upon the narrative arc of the characters from Agamemnon and
Hecuba might have remained ignorant of the Underworld dimension’.?? This
divine ‘dimension’ places The Burnt City firmly alongside the myth’s depiction
in the Iliad and other classical Greek works and in direct opposition to the Troy
of Shakespeare’s contemporaries and the more immediate predecessors. As Yves
Peyré’s case-study from fifteenth-century Burgundy has reminded us (chapter 2),
already in the Middle Ages, and even more so in the Renaissance, comprehension
of the Trojan myth probed both human and divine agency. Commissioned to fill
the empty spaces in a manuscript of Christine de Pizan’s Epistre Othea, Jean Miélot
shifted the emphasis away from Christine’s allegorical interpretations to a reading
of the Trojan War rooted in human fallacy.

With Hades as director-cum-architect of this immersive performance, what
about the audience? What was its role in this (Under)world? Recalling her
experience at one of the rehearsals, Cole writes: ‘I felt a sudden sensation |...] that I
as audience was being cast as one of the restless troops at Aulis, hungry for war and
holding Agamemnon hostage to the sacrifice’.?? Similarly, the most exhilarating
moment of the whole performance for me was when Agamemnon touched me on
the shoulder by the gates of Troy.”* You felt an urge to be part of the action even
(especially?) when you did not approve of it. This feeling, however, was not meant
to be reciprocated. For the performers — and this was also picked up by some
reviewers — we were ‘shades’ or ‘lost souls’ wandering through Hades.” We saw
the Greeks and the Trojans, but they, with some exceptions, did not see us. What
is more, with all audience members ‘given their bone-white full-face Punchdrunk
mask’ to visually distinguish them from the characters, we became something akin
to a chorus of Greek tragedy — watching, perhaps lamenting, but, ultimately,
unwilling or unable to interfere.

In the long history of bringing the Trojan War to life, however, at least one
audience member did not accept the role of a passive spectator this easily. Appearing
for the first time in Edmund Gayton’s Pleasant notes upon Don Quixot (1654) and
then in the collection Poor Robin’s Jests (1666) under the title “Valorous Love’, the
anecdote allows us to imagine what it was like to attend a performance of a play on
the Trojan myth in early modern England:

A passionate Butcher of our Nation, who being at the Play, called the Greeks
and Trojans, and seeing Hector over-powred by Mirmydons, got upon the

22 Cole, Punchdrunk on the Classics, p. 165. To an extent, this was my experience as a viewer. While
I noticed the deities” names in the character list in the foyer and crossed path with Hades (and most
likely others) during the performance, I found myself more drawn to the narrative of the Trojan War.
23 Cole, Punchdrunk on the Classics, p. 8o.

24 As Cole’s study illuminates, this is, in fact, one of Punchdrunk’s ‘audience management
strategies> ‘pausing in a doorway and touching its architraves’ an actor could slow down the
performance if it was running ahead of schedule; disappearing behind the corner, ‘they draped an
arm or traced a fingertip on the wall behind them [...] to provide a visual trail’; by squeezing an
audience’s member’s shoulder they could move them out of the way (Punchdrunk on the Classics, p. 83).
25 Cole, Punchdrunk on the Classics, pp. 169, 171.

26 This connection was also drawn by one of the directors of The Burnt City, see Cole, Punchdrunk
on the Classics, p. 171.
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Stage, and with his good Battoone tooke the true Trojans part so stoutly, that
he routed the Greeks, and rayled upon them loudly for a company of cowardly
slaves to assault one man with so much odds. He strooke moreover such an
especiall acquaintance with Hector, that for a long time Hector could not
obtaine leave of him to be kill’d, that the Play might go on; and the cudgelled
Mirmydons durst not enter againe, till Hector, having prevailed upon his
unexpected second, return’d him over the Stage againe into the yard from
whence he came.””

Perhaps spurred on by a sense that he is, via the Brutus link, a descendant of Hector,
this anonymous butcher took to arms to defend the Trojan hero from the ‘unheroic’
behaviour of Achilles’ men.

One can, of course, dismiss the anecdote by painting the butcher as a naive
ignoramus who does not know the difference between reality and the make-
believe world of theatre — indeed, it seems probable that this was the attitude
with which his story was originally transmitted. At the same time, I think, the
anecdote encapsulates what makes our own present-day interactions with Troy
different from those of Shakespeare’s contemporaries. As we have seen throughout
this volume, Troy speaks to us as much as it did to the people living in early
modern Europe. And yet, our Troys are distinct. Reprovals of epic models of male
heroism — already current in Shakespeare’s time — have made the Trojan myth
suspect for us, perhaps even made some of us wish we could disassociate ourselves
from its enduring legacy. For example, as Natalia Pikli has discussed (Chapter 10),
of the two recent Hungarian productions of Hamlet, one kept the famous Hecuba
speech, whereas another found it more powerful to have the First Player declaim
Attila Jozsef’s Leveg6t! |A Breath of Air!], a Hungarian anti-authoritarian poem most
likely known to every audience member. Unlike our early modern counterparts,
such as the anonymous butcher, nowadays few would consider themselves part of a
long chain of Trojan mythographers, daring to think that their interventions into
the Trojan story will make a difference. We still adapt Troy but are more likely to
shrink from having our narratives, let alone ourselves, be adopted into the legend
of Troy.

Defending what might have come across as random name-dropping in The Burnt
City — the use of mythological Greek names that do not belong to the myth of
the Trojan War — Cole writes: ‘Punchdrunk used the ancient world to support
their own mythmaking’.28 But has that not always been the case? The most abiding
works on the Trojan myth — indeed, on any myth — are the ones that do precisely
that. Just as the myth of Oedipus has been transformed by Sigmund Freud, so too,
for several hundred years, was the myth of the Trojan War by a Monmouth cleric
called Geoftrey. Troy is ours to shape: it can justify the building of an empire —

27 Edmund Gayton, Pleasant notes upon Don Quixot (Printed by William Hunt, 1654), p. 32. ‘The
Greeks and Trojans’ could be a lost play, or it could refer to a staging of Shakespeare’s Troilus and
Cressida or Thomas Heywood’s The Iron Age which both feature Hector’s death. Tom Butcher is cited
as a stereotypical playgoer in John Fletcher’s Wit Without Money, as mentioned in the introduction
(Francesca Rayner and Janice Valls-Russell) to this volume.

28  Cole, Punchdrunk on the Classics, p. 97.
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Higgins’s First Parte of the Mirour for Magistrates — or open its arms to refugees —
The Syria: Trojan Women project. This is why, I, for one, do not have a problem
with the creative freedom Punchdrunk took with the Trojan myth in The Burnt
City. What I do disagree with is the claim they made in their promotional slogan:
‘As night falls, Gods, mortals, dreamers and lovers come alive — one last time’.*”

If this volume has shown anything, it is that ‘gods, mortals, dreamers and lovers’ of
the Trojan myth will come alive again and again.

29  The Burnt City, <https://www.theburntcity.com/> [accessed 6 October 2024].






