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NOTE ON THE AUTHOR AND EDITOR

WILLIAM SHAKESPEARE is held to have been born on St
George’s Day, 23 April 1564. The eldest son of a prosperous
glove-maker in Stratford-upon-Avon, he was probably educated
at the town’s grammar school.

Tradition holds that between 1585 and 1592, Shakespeare
first became a schoolteacher and then set off for London. By
1595 he was a leading member of the Lord Chamberlain’s Men,
helping to direct their business affairs, as well as being a
playwright and actor. In 1598 he became a part-owner of the
company, which was the most distinguished of its age. However,
he maintained his contacts with Stratford, and his family
appears to have remained there.

From about 1610 he seems to have grown increasingly
involved in the town’s affairs, suggesting a withdrawal from
London. He died on 23 April 1616, in his 53rd year, and was
buried at Holy Trinity church two days later.

JOHN F. ANDREWS has recently completed a 19-volume edition,
The Guild Shakespeare, for the Doubleday Book and Music
Clubs. He is also the editor of a 3-volume reference set, William
Shakespeare: His World, His Work, His Influence, and the
former editor (1974-85) of the journal Shakespeare Quarterly.
From 1974 to 1984, he was Director of Academic Programs at
the Folger Shakespeare Library in Washington and Chairman of
the Folger Institute. He now heads the Shakespeare Guild, which
bestows the annual Sir John Gielgud Award for Excellence in the
Dramatic Arts.
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FOREWORD TO Antony and Cleopatra

David Garrick, the eighteenth-century British actor, once said,
‘The drama’s laws the drama’s patrons make,” and so it seems. If
there are rules about playwriting, they are broken so often that
there seem to be no rules. How often a play that everyone admits is
a poor one becomes a hit simply because it pleases anyway, or
offers an actor a good, showy part. It used to be common to say of
the Lunts, ‘Loved them, hated the play.” One would suppose the
only rule that cannot be broken or ignored is that a play must have
a conflict. An exception is The Tempest, which has no conflict;
everything happens as Prospero wills it, supernaturally.

There is one rule, however, unwritten perhaps, but taken as
Gospel by everyone in commercial entertainment, that even
Shakespeare could not break, which is that a play must give you
someone to root for. There, I think, lies the problem with Antony
and Cleopatra and the reason for its tepid popularity in the canon.
It is a magnificent creation, superbly constructed. Its historically
accurate and humanly real conflict is dramatized with a virtuoso’s
ease and seeming inevitability. Every scene is interesting and the
variety is dazzling. It ranges in scene much more widely and
daringly than any other Shakespeare play; indeed it covers the
world of its time. It is most innovative in its use of short,
cinematic, ‘flash’ scenes. It is peopled by an enormous cast from
every walk of life, all real, powerful, funny, quaint, ‘actual’
(though Shaw thought Enobarbus ‘bogus’) and recognizable
today. Lepidus says, deep in his cups, ‘Your serpent of Egypt is
bred now of your mud by the operation of your sun: so is your
crocodile. . . . What manner of thing is your crocodile?’ Its poetry
at its best — ‘I am dying, Egypt, dying’— is the best ever written. It
offers its leading actors the juiciest of plums. Yet with all this, it is
not a play audiences warm to and love.
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The reason, [ think, is that Cleopatra and Antony are such
loathsome people, monsters of self-gratification, greed, lust —
heedlessly and without remorse sending thousands to a terrible
death just to satisfy themselves. When Cleopatra dies with her
handmaidens, her chief worry is that one of them will bed Antony
in Paradise before she gets there. She also schemes to keep half her
jewellery from Caesar. Antony calls her a whore, and it does not
break our hearts as when Othello calls Desdemona a whore.

What was Shakespeare’s view of these characters? What was
his purpose in writing their lives? Was he glorifying them, their
‘great love’, their willingness to lose the world for it? Or was he
dramatizing the evils of lust and drunkenness and gluttony and
greed? It is almost impossible to answer, but there are clues. When
Shakespeare gives beautiful poetry to a character it seems to
indicate sympathy for that character. lago has no poetry; the
entire part, the longest in Shakespeare, is in prose. Lorenzo in The
Merchant of Venice seems a bad man to us today, but he has the
most beautiful poetry in the play, ‘in such a night as this...’
(Act V, Scene i), a speech that captures for everyone everywhere
the first rapture of love. And in the same scene he makes
Shakespeare’s glorious tribute to music.

Shakespeare gives us Enobarbus’ end and Eros’ sacrifice to
show us how Antony was loved by his soldiers, and Caesar’s
apostrophe to show that even his greatest enemy revered him, But
1 think Shakespeare fails to convince us. We will forgive anyone
anything if his cause is noble, but Antony’s cause is contemptible
and we rarely see him behaving nobly. Mostly we see him
behaving foolishly. We feel about him as we feel about anyone
who, blessed with great gifts, throws them all away.

If Shakespeare meant for us to admire, love, and weep for
Antony and Cleopatra, and if his audience did, then it is we who
have changed. Perhaps in Elizabeth’s England no one questioned
the right of ‘great ones’ to do as they pleased. The French
Revolution was yet a century and three-quarters away.

In 1947 I made my Broadway debut in Katharine Cornell’s revival
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Before coming on each night I worked myself up through long
preparation into shaking hysteria. One night Miss Cornell
suggested to me that I try not preparing.

Tony Randall

TONY RANDALL made his Broadway debut performing the role of Scarrus in Antony and
Cleopatra. A prolific actor whose credits include E K Hornbeck in the play Inberit the Wind
and the multi-role lead in the film The Seven Faces of Dr Lao, he is perhaps best-known for his
television portrayal of Felix Ungar in The Odd Couple.
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of Antony and Cleopatra. It was a noble production. Godfrey
Tearle was Antony, and Kent Smith a perfect Enobarbus. In the
cast were Lenore Ulric, Maureen Stapleton, Charlton Heston, and
Eli Wallach. Joseph Wiseman was an unforgettable Eunuch. The
part is usually cast as a very fat man, but the director, Guthrie
McClintic, knew what he was doing. Joe was as thin as a snake
and he spoke in a hiss. He was made of pain and hate. When
Cleopatra asked him if he indeed had sexual feelings, a lifetime of
deprivation came out when he said, ‘No, Madam, not in deed.’

I played Scarrus, a messenger part. He comes on cold and
describes the Battle of Actium which has just occurred. Imagine a
fledgling actor saying this:

SCARRUS Gods and Goddesses,
All the whole Synod of them!
ENOBARBUS What’s thy Passion?

SCARRUS The greater Cantle of the World is lost
With very Ignorance; we have kiss’d away
Kingdoms and Provinces.

ENOBARBUS How appears the Fight?

SCARRUS On our side, like the token’d Pestilence,
Where Death is sure. Yon ribaudred Nag of

Egypt
(Whom Leprosy o’ertake) i’th’ midst o’th’
Fight,
When Vantage like a pair of Twins appear’d,
Both as the same, or rather ours the Elder,
The Breeze upon her, like a Cow in June,
Hoists Sails and flies.

ENOBARBUS That I beheld:

Mine Eyes did sicken at the Sight, And could not
Endure a further view.

SCARRUS She once being loof’d,
The Noble Ruin of her Magic, Antony,
Claps on his Sea-wing, and (like a doting

Mallard),
Leaving the Fight in heighth, flies after her.
I never saw an Action of such Shame:
Experience, Manhood, Honour, ne’er before
Did violate so it self.

EDITOR’S INTRODUCTION TO
Antony and Cleopatra

Shakespeare probably wrote Antony and Cleopatra in late 1606
or early 1607, shortly after he finished Macbeth, the fourth of
what we now speak of as his ‘major tragedies’, and shortly before
he began directing most of his efforts to the tragicomic romances
with which he would gather his labours to a close between 1608
and 1613. In many ways his treatment of the consolidation of the
Roman Empire can be approached as a sequel to the action
represented in Julius Caesar. That play had appeared in 1599, not
long after Henry V, the ninth of Shakespeare’s ten ‘chronicle
histories’ about the dynastic struggles that decimated late-
medieval England, and not long before he began dramatizing the
cataclysmic upheavals that would occupy his attention in Hamlet,
Othello, and King Lear.

Considered in terms of their position in the playwright’s career,
the two Roman plays we know today can be said to bracket the
artistic period for which he is most widely celebrated. The earlier
of the pair, Julius Caesar, is sometimes described as the work that
charts Shakespeare’s ascent to his creative summit as a writer of
tragedy. The later, Antony and Cleopatra, is often discussed as the
drama that signals his transition to ‘divine comedy’, a new form of
theatrical romance that permitted him to explore those values that
enable human beings to surmount their trials and seek fulfilment
in a sphere that supersedes the vicissitudes of earthly Fortune. In
many ways Julius Caesar can be seen as an outgrowth of the
English history plays, transposing to a more remote, time-
honoured venue the same problems that Shakespeare had been
pondering in works like Richard II and the two segments of Henry
IV. By the same token Antony and Cleopatra can be seen as a
foreshadowing of the emphasis on reunion, reconciliation, and
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renewal that we’ve come to admire in ‘late plays’ like Pericles,
Cymbeline, The Winter’s Tale, and The Tempest.

Stylistically, Julius Caesar and Antony and Cleopatra seem
galaxies apart. The former strikes us as clear, focused, and
straightforward; it is one of the shortest of Shakespeare’s plays,
and the elegance of its elocution has carved many of its phrases
into our collective memory. The latter, by contrast, is elusive,
panoramic, and convoluted; it is one of the lengthiest of
Shakespeare’s works, and its figurative language is so extravagant
and multifaceted that different interpretters can come away from
the play with quite disparate readings of its more complex
passages. Julius Caesar impresses us as the product of an assured
craftsman who is just beginning to attain his full scope as a thinker
and as a writer of historical drama. Antony and Cleopatra strikes
us as the achievement of a more mature poet who has scaled the
heights several times over and is now beginning to experiment
with increasingly innovative techniques in his ongoing quest for
loftier realms to survey.

For all their differences, however, Julius Caesar and Antony
and Cleopatra have a great deal in common. They derive from the
same narrative source, Sir Thomas North’s 1579 English transla-
tion of Plutarch’s Lives of the Noble Grecians and Romans. They
pose philosophical and political questions that would have
commanded the interest of Shakespeare’s English contempor-
aries. And they concern themselves with one of the major themes
of Renaissance culture: the significance and continued vitality of
Europe’s Graeco-Roman heritage.

Like many of his fellow artists and intellectuals, Shakespeare
was deeply curious about the meaning of the classical past, and he
seems to have conceived of Julius Caesar and Antony and
Cleopatra as the central panels of a four-part meditation on ‘the
matter of Rome’. He had begun his interrogation of Antiquity in
the early 1590s with Titus Andronicus, a melodrama abous a
mythical general in the fourth century AD whose torments the
playwright portrayed as an adumbration of the collapse of
Roman civilization. Yet to come in Shakespeare’s corpus, prob-
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ably in 1607 or 1608, was Coriolanus, a tragedy about a
legendary warrior whose agonies in the fifth century Bc proved
crucial to the flowering of a nascent Republic. Between Titus
Andronicus and Coriolanus came Julius Caesar and Antony and
Cleopatra, the first an account of the dissolution of representative
institutions through the rise and fall of Rome’s most famous
conqueror, the second a drama about the unification of the
Empire through the decline and demise of Mark Antony and the
ascendancy of Julius Caesar’s nephew and adopted son Octavius.
Just how Shakespeare construed the critical period he anato-
mized in Julius Caesar (44—42 BC) and Antony and Cleopatra
(40—30 BC) remains debatable, but we can be sure that he was
conscious of different ways of looking at it. He would have
known, for example, that to Romans such as Cato, Cicero, and
Lucan, who brought a republican perspective to the developments
that came to a boil on the Ides of March in 44 Bc, Julius Caesar
was a despot whose disregard of civil liberties had made his
assassination imperative. He would also have known that a
number of Renaissance literati, among them such distinguished
coevals of his as Sir Philip Sidney and Ben Jonson, shared this
anti-authoritarian bias against the martial genius who’d crossed
the Rubicon and ensconced himself in the Capitol as dictator.
Meanwhile, Shakespeare would probably have been even more
acutely aware that the narrator on whom he drew as his principal
guide to a pivotal era, a Greek whod lived in Rome during the
most decadent years of the Empire, portrayed Caesar as a de facto
monarch who had brought a season of respite to a society ravaged
by more than a century of civil discord. According to Plutarch of
Charonea (AD 46-120), Caesar was an exemplary leader who’d
wielded power justly and responsibly and whose one fault, a
vanity that made him wish to be crowned king, was a small price
to pay for the supervision he provided for a body politic in
desperate need of a head. Plutarch’s take on the topic was the one
favoured by imperial historians such as Livy and Suetonius and by
medieval poets such as Chaucer and Dante (who had placed
Brutus and Cassius alongside Judas in the bleakest depths of the



