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THE GUILD SHAKESPEARE

Antony has brilliant youthfulness and vitality; Cassius, a fe-
verish, spiteful urgency. The text gives wonderful opportunities
for contrasting orchestration in the acting and speaking of these
three superb characters.

Casca, with his one fine scene in prose after the Games, is
certainly the best of the minor parts, and his opportunity for
comedy is something of a relief after the sonorous stretches of
verse in which most of the play is written.

Caesar himself is merely an imposing figurehead, with few
opportunities for the actor (as I know myself from having at-
tempted the part several times both on the stage and screen),
except for his short scene with Calphurnia. His appearance as tbe
ghost in the tent scene is strikingly effective, but his speeches in
the Senate-house, just before the murder, are trite and pompous,
as Shakespeare seems to have intended.

Portia is, of course, extremely sympathetic, but has only two
short scenes to arouse our interest. I always feel that more could
be made of the boy Lucius, who has evidently been a surrogate
son to the childless couple. His presence in the tent scene when
he falls asleep over his instrument as he is singing, and reminding
us of Portia just when Brutus alludes so movingly to her death,
should be one of the most touching episodes in the whole play.

In 1952 I played the part of Cassius in the Hollywood film of
Julius Caesar, and Marlon Brando made a striking success of Mark
Antony in his only appearance in a classical role. I still think that
this production was one of the best renderings ever given of the
play. The film, produced by John Houseman and directed by
Joseph L. Mankiewicz, still holds up with considerable effect after
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JULIUS CAESAR
by Sir John Gielgud
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One of the first serious problems one faces in planning a produc-
tion of Julius Caesar is the question of the Roman mob. How many
players can be afforded, and how much time allotted to manipu-
late them, not only in the Forum Scene, but also at the opening of
the play, the murder scene, and the episode of the lynching of
Cinna the Poet?

Brutus is evidently the protagonist of the play, but it is very
difficult for even the most skillful actor to prevent the interest in
him from being outshone by the players of Mark Antony and
Cassius. Though he has many great scenes and speeches (some of
them foreshadowing Hamlet and Macbeth) and, on paper, domi-
nates the action, he is entirely without humour and may easily
seem dull and priggish.

SIR JOHN GIELGUD'’S first stage appearance was playing the role of the Herald

in Henry V. He has since appeared in such diverse Shakespearean roles as Hamlet,
Shylock, Antony, King Lear, Prospero, Julius Caesar, and Richard II, and directed
productions of Hamlel, Romeo and Juliet, The Merchant of Venice, and Twelfth Night,
among many others.
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all these years, and succeeds when so many stage productions
(including several in which I have acted myself) have failed.

Itis a great pity, however, that in the battle scenes of the film,
the last two acts were carelessly strung together on the cheap, for
these scenes particularly should have benefited by the more am-
ple expanses of the screen. But the later scenes are, in any case,
apt to be something of an anticlimax once the tent scene is over,
and the death scenes, first of Cassius, then of Brutus, fail in their
writing to compare with the magnificent poetry so vividly
achieved in the first three acts, while Antony must make do with a
few conventional speeches to finish off the play.

In America, in 1937 the Mercury Theatre’s production of the
play by Orson Welles is still remembered and spoken of as having
been sensationally successful, but Welles’s ingenious innovation
of dressing the characters as Mussolini Black Shirts, which
seemed brilliantly appropriate at that particular time, has encour-
aged fatal mistakes in more recent stage productions. It is most
important, of course, that the characters should appear in civilian
costumes during the first three acts of thé play, and the plotting
and carrying out of the murder can only make its proper impact if
one is made to feel the lurking secrecy of a swarming city, rife
with dangerous intrigue in high places, and threatened by a law-
less mob.

Actors are traditionally wary of wearing togas, but, if worn
with ease and confidence, they should scem becoming and grace-
ful and indeed easier to wear than the constricting armour, kilted
tunics, and helmets which the actors must appear in for the battle
scenes. It has been suggested that the tragedy be staged in Eliza-
bethan costume, and there is a possible excuse for this idea in
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some of the anachronisms in the text. But ruffs and trunk hose
would hardly, I believe, be very successful, and these costumes
are equally difficult for actors to wear.

I have written elsewhere of my seeing the play for the first
time when I was only 12 years old. My recollection of the event
has always reminded me of one of my boyhood’s most cherished
memories.

The play was performed in 1916 at the Drury Lane Theatre
for a single performance only—to celebrate the Shakespearian
Tercentenary—and was acted by a large and distinguished cast
consisting of all the leading players then in London. The part of
Cassius was superbly acted by H. B. Irving, the eldest son of the
late Sir Henry. His eminent father had always dismissed the pos-
sibility of staging the play, because he thought it impossible to
decide which of the three principal parts he should, as actor-
manager, choose for himself.

Once, I believe in America, the Booth brothers appeared in
it together. Sir Herbert Beerbohm Tree, who succeeded to lead-
ership of the profession after Irving’s death, staged an elaborate
spectacle, with a large crowd and handsome pictorial scenery by
Alma-Tadema, a greatly admired Royal Academician of the pe-
riod. This production had three fine actors in the three great
parts, though Tree himself was not greatly praised for his Mark
Antony, and his casting of Lady Tree as the boy Lucius cannot
have been a very wise or happy choice. Tree’s scenery, which
must have been stored in the intervening years, was used again at
the Drury Lane matinee, and of course I thought it very grand
and effective. But, apart from the acting of Cassius, I also ad-
mired greatly an electrifying performance of Mark Antony by the

X

FOREWORD BY SIR JOHN GIELGUD

young Henry Ainley. His subsequent rendering of the same part
in a production of his own at the St. James’ Theatre, some four
years later, seemed to me far less striking.

Above all T remember the tremendous effect of the crowd
scenes. In the souvenir programme, which I still possess, I find
that these scenes were directed by Harley Granville-Barker,
whom I came to admire so greatly when I became an actor. The
few rehearsals I had the privilege of experiencing under his direc-
tion, and a number of letters he wrote me at various times, are
among my most precious reminders of his genius.

But, alas, the intervention of the 1914 War, and his second
marriage to a lady who beguiled him away from the theatre,
robbed a whole generation of a superb master of the stage. His
preface on Julius Caesar is typically sensitive and I have always
found it an inspiration when studying the play.
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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

TONY RANDALL made his Broadway debut performing the role of Scarus in
Antony and Cleopatra. A prolific actor whose credits include E. K. Hornbeck in the
play Inherit the Wind, the multi-role lead in the film 7he Seven Faces of Dr. Lao, and
the title role in the series Love, Sidney, he is perhaps best-known for his television
portrayal of Felix Ungar in The Odd Couple.
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someone o 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, cine-
matic, “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, decp 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—"T 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 up to and love.

The reason, I 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 jewelry from Caesar. (Katharine Cornell cut this scene from
the 1947 Broadway production of the play.) 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

X1V

Ty GUILD SHAKESPEARE

and Eli Wallach. Joseph Wiseman was an unforgettable Eunuch.
T'he 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 Cleopa-
tra asked him if he indeed had sexual feelings, a lifetime of depri-
vation came out when he said, “No, Madam, not in deed.”

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

SCARUS Gods and Goddesses,
All th’ 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?
scArRUSs On our side, like the token’d Pestilence,
Where Death is sure. Yon ribaudr’d 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, 'nd could not
Endure a further view.
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“great love,” their willingness to lose the world for it? Or was he
dramatizing the evils of lust and druakenness 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. Jago 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 . . . .
(ActV, Scene i), a speech that captures for everyone everywhere
the first rapture of love. And in the same scene he makes Shake-
speare’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 I think Shakespeare fails to convince us. We will forgive
anyone anything if his cause is noble, but Antony’s cause is con-
temptible and we rarely see him behaving nobly. Mostly we see
him behaving foolishly. We feel about him as we feel about any-
one who, blest 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 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,
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SCARUS 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, Honor, ne’er before
Did violate so itself.

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.
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Shakespeare probably wrote Julius Caesar in 1599, shortly after he
completed Henry V, the ninth installment in an extended cycle of
“history plays” on the struggle for social and political stability in
late-medieval England, and shortly before he produced Hamlet,
the first of what modern commentators generally refer to as the
playwright’s four “‘great tragedies.” He probably wrote Antony
and Cleopatra in late 1606 or early 1607, shortly after he com-
pleted Othello, King Lear, and Macbeth, the other members of the
“big four,” and shortly before he began devoting most of his
attention to the tragicomic romances, among them The Tempest,
with which he would draw his work to a close between 1608 and
1613.

Approached in terms of their place in Shakespeare’s career,
the two plays in this volume bracket the artistic period for which
the playwright is most widely celebrated today. Julius Caesar is
frequently described as the drama that defines his ascent to that
creative summit, and Antony and Cleopatra is sometimes discussed
as the work that signals his transition from a preoccupation with
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