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ABSTRACT

By drawing on prompt copies, newspaper articles, and the
memoirs of actors, producers and théatregoers, this study sets out
to supply a more detailed stage history of Shakespeare's three
Roman plays between 1800 and 1900 than has hitherto been available.
‘The first chapter asserts that there should be a fruitful partnership
between the scholar's study and the actor's stage, but demonstrates
that this has not always occurred. A sketch is then supplied of
the changing conditions of performance in the London theatre of
the nineteenth century. The next three dhapters discuss every

production of'Coriolanus, Juliug Caesar and Antony and Cleopatra

- which took place at London and Stratford during this period. Some
attempt is incidentally made to explain the rise end fall in
popukerity of each of these plays, and the relationship of this to
the different styles of acting and production favoured by leading
actors and by audiences. Prompt copies and acting versions of the
plays are examined in some detail, and the stage life of the plgys
before 1800 and since 1900 is also briefly outlined. A final
chapter draws together the threads, and lists some of theg points
which emerges: amdng thege are the lack of faith in Shakespeare's
gkill as a dramatist, the actor-managers' need to show a finang&ial
profit, the impact on the theatre of prevailing moral climates and
pblitical events, the enormous importance of the talents and
enthusiasms of leading actors, the influence of the new theatres
established after the abolition of the Papent Houses, the
increasing importance of dramatic critics, and the metropolitan
contempt for Stratford productions.

fphe aim is essentially narrative and descriptives the study
confirms the familiar picture of the nineteenth century stage, but
also corrects some errors in, and supplies some om\issions from,

the standard works on the staging of Shakespeare's plays.
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CHAPTER ONE

INTRODUCTION,.



. The twentieth century has seen a growing redl isation that the
world of literary criticism cannot be healthily divorced from that of
thg atage., '

Theatre eudiences in the 1960's are n§t surprised to find, for.
exemple, that the progremme for the Netiondl Theatre's controversisl

ellemale production of As You Like It in 1967 should contain quotations
frem mote then a dozen works of litersture and literayy criticiam,
ranging in. period frem Thomas Nashe to Jen Kett,. or- that the Royal
‘_ Shakespeare Company*s programme for the 1969'Pe£ig1es, at Stratford
“should include references to no fewer that. ninetef \en acadenic works
togelther wit?x a lax_'ge series of extracts from them, It is now axiomatic
that plays of eny artistic calibre meke their greatest impact in
pezf“qxﬁance rather then vhen read, Steage directors are expected to
be familier with the views of leading literary critics, and no scholar
of dramp.jﬁic literature can be taken entirely seriously unless he beses
his 1:i'.t.era:"y Ju;’lganaxts upon a knowledge of the plays in performance as
well as upon a detailed dissection of the text in his study, So many
of the sull)‘tlel'._effect,s of grouping, movement, mime, gesture, facial
"expr'essim, "business”, setting, costume and pageentry enhence the
senﬁtive-bla&goer"s understending of the camplexities and overtones of
the play that it wou].ci be a foolish eritic indeed who locked himself in

the libi'ary and ignored the stage.
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Of no pleywright is this more true than of Shekespeare, for only
in the theatre is it posgible to respond in full to his skill in
Juxteposition of scenes; his tautening and relaxation of tension, his
adept transitiqz‘s of mood and atmospherey, his almost symbolic use of

changes of costume (as when Lear moves fram the full panoply of kingship

to nakedness on the heath and thence to the fresh clothes which Cordelia

places on him in his recovered sanity), and the opportunities he so

regularly provides for an enrichment of the play's significances by
spectacle, colour, music and other visual and aural effects, All
producers of Shakespeare at the National Theatre, the Royal Shakespeare
Theatre or Chichester (for example) seek to express a thoughtful end

B intelligent interpretation of each play they direct, and often turn for

LT

same guidance to the literary critics, as did Sir Leurence Olivier when
he based his unforgettable 1964 Othello on the Leavisite conception that
the protagonist, far from being "the noble Moor" extolled by Bradley, is
in fact fatally daminated by self-pity and by "a habit of self-approving
self-dramatization"s (1) One looks to directors of the integrity and
sensitivity of Olivier, Peter Hall;, Peter Brook, Tyrone Guthrie and
Trevor Nunn for coherent yet individual interpretations of the plays
they l;andle, and for flashes of original illumination of themes and
techniques as well as of character and motives,

This link between the scholar and the stage has been strengbhened
during the twentieth century by the practical and theoretical work of
such hen as Gordon Craig, Willism Peel, Harley Granville Barker, A,C.
Sprague, George Wilson Knight, John Russell Brom and Bétrem Josgph,
to neme only a few of the distinguished scholar%lho have also feund
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found themselves at home in the thestre. It is dueto the efforts
of men such as these that the eighth volume of the Stratford upon Avon

Studies, on Later Shakespeare, published in 1966, contains articles on

The Staging of the Last Plays (by Daniel Seltzer), on "Coriclamus"y
Shakespeare's Tragedy in Rehearsel md Performance (by Glyme Wickhem),

and en erticle by Richard Proudfoot which tekes its inception fram the
records of the King's Men between 1606_ and 1613; This crossepollenation
between study end stage 1s now seen as a sensible and moderate = indeed,
as an essential = approach, yet such an smicable state of affairs has
not always existed, and there has frequently been a considerable tension
between the literary critics of Shakespeare and the exponents of his
Plays on the stage, each belittling the efforts of the other, .

Throughout the eighteenth and ea;ly nineteenth centuries, it was
common for the most distinguished literary critics to cast doubt upon
the value of stage representations of Shakapeare's plays and to assert
that only by a leisurely perusal in the quiet of the bocklined study
could one attain to a valid and comprehensive undex-stand._'mg of the
dramatist's purpose iand achievement. Pope, for example, writing in
1725, blemed meny of the faults of Shakespeare's plays on the fact
that he was an actor and "sharer" end that he was, therefore, always
inclined to seek for the easy laugh or the facile climaxs in Pope's
eyes, the actors concentrated overmuch on ephemeral success, and their
ignorance of the classical rules of literary criticism made thedr
interpretations shallow .

They (i.e. the actors) have éver hed a Standard to themselves,

upon other principles than those of Aristotle. As they live

by the Majority, they know no rule but that of pleasing the

present humour, end camplying with the wit in fashion a
consideration which brings all their judgment to a short point.
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. Players are just such judges of what is right, as Taylors ere
of what is graceful, And ¢ee.. most of our Author's faults are
less to be ascribed to his wrong ;judgnent as a Poet, than to

his right judgment as a Pleyer. (2) .

Even the most practically minded. of  all ._tl_ze_ leading literary
pritic_s of the eighteenth century, Dr.. Jolnson, agreed with Pope that
- attendance at theatrical representations would give a less truthful
‘impression of a play's merits, than could be gained.from a readings

., whereas a conedy might occesionally. be. improved by perfcrmance,

" Johnsan wa's.‘adanant that the staging of a tragedy would inevitably
detract from the effects which could be achi eved by a sympathetic and

. i.magj.natzve readings

; - A drematick exhibition is a book recited with concamitents

“that increase or diminish its effect: Pemiliar canedy is

. often more powerful on the theatre, than in the page; imperial
tragew is always less, (3)

and he theréfore concluded that there was nothing to be gained by
"attendmg perfonnances of plays, s:l.nce "a plqy read, affects the
mind like a play acted.®  (4)

" Pope end Johnson were typical of their day in refusing to allow
" to the sfége its proper part in a vigdi'ous recreation of the full
impect of a play, end thres equally femous writers st the turn of
the éighteanth to ninét_eenth century remained true = in theory, at

" least, = to this earlier tradition, elthough it must be aduitted
that two of them seemed to abandon it in practice. Coleridge,
hcvever, was quite intranmgently of the opim.on that his study of

" the plqys of Shakespeare could in no way be assi‘sted or reinforced by
seeing then in perfonnance; He ésserted that Sl{akes:peare's appeal

' was principelly to the intellect end the imegination rather than to
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the senses, and he said of theatres that
- while the performances at them may be said, in some sense,
to improve the heart, there is no doubt that they vitiate the
taste. The effect is bad, however good the cause. (5)
This bies sgainst the stage of his day is partly explained by his
feeling that, in its growing insistence on machinery and setting, it
was moving ever farther from the comparatively non-realistic productions
of Shai:espeare' om day and ever closer to mere visual and sensusl
titillation, to
that strong excitement of the senses, that inward endeavour
to make everything eppear reality, which is decmed excellent

- a8 to the effort of the present day. (6)

Consequently, he was pleased that what he sew as the inadfiacy of the
acting of the early years of the nineteenth century "drove Shakespeare
from the stage, to £ind his proper place in the heart and in the closety(7)
for hie om limited experience of seeing the plays staged had led
Coleridge to claim that he "never saw eny of Shakespeare's plays
performed, lbut with a degree of paiR, disgust, end indignation.” (8)
He therefore believed that Shakespeare's true achievient bed been to
"rely on his own imagination, end to speak not to the senses, as was
now daney, but to the mind® (9) end that the retiring scholar would
approach closest to the greatness of Shakespeare in his closet, since
"in the closet only could it be fully and completely enjoyed.®  (10)

- Coleridge represents the tension between the stége and study at its
most extreme, but even Charle Lemb, a great enthusiast for the theatre
and himself a drematisty had reservations about the value and wisdom of
staging Shakespeare's plays. Thé tendency in Lemb's time to present
these plays in sadly mutilated forms ma& well have played its part in
causing his assertion that "the plays of Shakespeare are less calculated
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for performence on a stage, that those ¢f almost aeny other drematist

o whatever,” (11) end his famous condemnation of King Lear in the

theatre ("to see an old men tottering sbout the stage with a walking
Btick ¢e has.nothing in it but what is painful and disgusting®) (12)
. may well have been prampted ﬁy the dominance of Nahm Tate's bastard

end sentimentalised version of the play which held- the stage for so long.
| But Lemb carried his attack on the staging of Shakespeare to the point
at which he claimed that it dregged down a reader's conception of the
i:lay from the highest level of the imagination to the more lovly and
imperfect reslm of flesh and blood; he admitted that performens of the
gendus of Kemble and lrs, Siddens could provide a vivid iepresentatim,
but .

dea.i'ly do we pgy all our life after for this juvenile pleasure,

this sense of distinctness, When the novelty is pest, we find

to our cost that instead of realising an idea; we have only

materialized and brought down a find vision to the stendard of

flesh and bloods Ve have let go a dreem, in quest of an
" unattainable substance, (13)
and he therefore found a perpetual 'frleshness. abéut %those pl&s of
Shakspeare which have escaped being performed,” (14)

So strong was the hold of this traditianal entipsthy to the staging
of Shakéspeax-e’s plays that even Haglitt, whose sea-iqis."shakespearean
literary critician wes infomed throughout by his love of the theatre
aﬁd by his Wto-day work as a dramatic c-.'r'i‘t_:ic, .'pa.ild 1lip sérvige to it
end stated that e do not like to See cur euthor's Plays acted,”  (15)
while as late es 1826 The Querterly Review wes also aligning itself with
the closet critics as it directed & broadside against the frivolity of

thee.fregoersz
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The theatre may-be too much frequented, and atteril_:ions to

-more sericus concerns drowned amid its fascinations We

also frenkly confess that we may be better employed than

in withessing the best and most moral play that ever was

‘ected,  (16)

These quotations testify to the fairly widespread hostility of
the literary oritics to the stage but they were not solely responsible
for the tension between the study and the stage, for certain actars
end actresses were far fram silent about the inad¥iacies of the scholars:
Helen Paucit, for exmmple, thought that they

constantly encumbered (E‘»h_anl:esxie‘a.x'ei 8) texts where-no explenation

was needed, end missed the indications which only a sympathetic

imagination could observe, and the action of the stage could

elone develope.  (17) I
Most actors; however; were content to emphasise the care and excellence
of their productions; and to claim that the interpretative skill oi',"the
actor was as valid a commentary on Shakespeare as the more academic view
of the literary criticj Kemble, indeed,anticipated the modern attitude
that these two interpretations would frequently be complementary:

What philosophical criticism had discovered to be the properties

of Shakespeare's characters, the actor now endeavoured to show.

To be a just representative of the part; he was to became a living

commentery on the poet, (18)
and Macready wes also convinced that "to illustrate and to interpret
the poet's thought is the player's province:" (19) Both these
outstanding actors strove to study the text of Shakespeare, and to
become femiliar with the views of the literary critics, while Kemble
even went so far as to write his omn volume of literery criticism on
Macbeth and Richard 111, thus being one of the first actors to make
a written contribution to the understanding of characters, motives and

emotional Gynemics within a play,
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- Graduslly, as actors became incressingly enxious to appear in
of the stage was raissed; this tension between actors and literary critics
became 1es$. acute, and each was able to admit the validity of the other's
role; until the present étate of harmonicus co-operation was at last
evolved, Notone would now deny that Shakespeare's plgyé.gain;d life ..
and vigour because they were written by a practical msn of the theatre,
immersed in his craft end constantly using his intellect end imé@.nation
in tems not only of poetry but also of stage representation, and those
scholarsjwho consistently attampt to remember this have f'cund a fruitful
field of study in tracing the stage histories of-'_Sh_akapeare's plays.
G«CeDs Odell's Shakespeare from Betterton to Irv:l.ng, AC. Sprague's
Shakespesre end the Actors, Bertram Joseph's Ihe Tragic Actor, end the

Stege histories contributed by Herdld Child and C.B. Young to each.yolune
of John Dowfer- Wilson's New Cembridge Shakesﬁeare all testify to .the.-' velue
of such work, 'and fomm a rewa:rd:l.ng link between the practical world of
the theatre end the more theoretical world of the studgs Strengely,
however, there has so far been en absence of really detailed studies of
the stage histories of individual plays within specific periods, and
this study has been written in an attempt to document three of
Shakespeare's plays in the nineteenth century theatre,

The three anén plays form an interesting group fo;- they are
almost incredibly different from each other: in corip;mxg, Shakespeare
presented a one-man traggdy almost entirely lacking in humcur and
prortraying a cold, austere protagonist set against a baldly military and
political backcloth in which few 1_:rivate scenes are permitted and from

which introspection is totally banished; in Julius Caesar, the
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interest is fairly-evenly split among three major characters snd it
is diff:.cult to dec:de vhether Shakespeare was :I.ntending to compose a
- tra.gedy or the ld.nd of ‘history vhich he had recently been writing, in
wh:.ch plots end military encounters swing the plot along at a clipping "
=pace' in g ony and Cleogatra, he poured out scme of his richest verse
in the depiction of a pair of characters vhose great love esc:lllates
between the ramantic and the sordid, and-u'l:a-dq springs from a decadent.
and J.u.mngr-'-ridden sodefy. Here are three great plays, linked by their
renncarnation of the mét Romen Woz-la and by their indebtedness to
'Plutax'ch, yet offer:mg a panoramic var:.ety of themes end emriromnmts,
“and provoking widely different critical estimates, Furthemore, their
- stage lives lend themselves to detailed study because they have all
attracted the attention of. actors and actresses of the most strikingly
d:.sparate talents, and because few pliys have expearienced such violent
.-fluctuations in theatrical popularity and successs After being almost
utterly ignored for more than a hmdred years after Shakespeare's death,
Coriolams achieved a moderate popularity i the mideigiteenth century
only to leap into pyrotechnic success between 1806 snd 1817; before
sinici.ng back intt; cmparé.tive obscurity for ‘another decade; being
revived in the 1830's and -1840's, and then relepsing into oblivion until
the. véry end of the centurys Ju$lius Caesar, on the other hand, was
performed with more consistent regularity than either of the other Romen
- plays, but suffered two periods of eclipse (1780-1810 and 1870-1890)
while vaulting into sudden end startling praminence between 1810 and 1820
and again between 1890 end 1900, The stage performances of Antony and
Cleopatra followed a very different pattern for it received only one
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production in the entire eighteenth century but reached a peak of
popularity in the later years of the nineteenth century. A table to
i1lustrate perfomances of these three plays between 1800, and 1900 will
be found.in the Appendix,
. This book will tell the story of these plays in the nincteenth .
century London theatre, glancing also.at the Stratford productions which
' began to blom at the end of that period. Eighteenth century periodicals
devoted little space to reviews of dreme, end C,B, Hogen in his
monumentally scholarly work .on Shakespeare in the London Theatre 1701 _-i&f@
‘has definitively charted the dates of performamces, the cest 1ists end -
thé box office tekings of that period. Perfomances this century have
been covered - albd.t samewhat sketchily « by J.Co Trewin's Shakespeare
on the Qggsh Stgge 1&;2 L and reviews of these perfonnances are
xfeadz.ly available in modern journals, as well as in the memories of
elderly playgoers and actors, to say nothing of the admirsble annual
revier of major Shakespeare pmductions in Shakespeave Suryeys So far,

therefore concentrate basicelly on that area. ’1_'he unf'olding of the .
progress of these three plays fram 1800 to 1900 W1l be dram fram
contemporary prompt-copies, periodicals and re_viéws end from the memoirs
of actors and'playgoers who_lived through these productions, thus
providiné a more detailed stage history of the Raman plays than is yet
available, and elso incidentally supplying specific exemples of the
general trends of development in stage presentation and acting techniques
throughout the nineteenth century,
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CHAPTER _TvO o
IHE LONDON THEATRE IN THE NINETEENTH CENTURY

(1)

The Theatres.

The stage histories of Shakespeare's plays in the nineteenth
century can only be coherently unaers'tood if they are set against a
| background of theatre conditions at the time, for the organisation
of d:jam;tic presentetions was markedly different fram the current
situatioﬁ, and; of course; vwas far from static between 1800 and 1900.
© Until 1843, the London theatre wes dominated by the Petent System
vhich legally decreed that only the two great theatres of Drury Lane
and Covent Garden could be licensed for the production of sericus dremas.
Aa early as .the middle of the eﬁ.gﬁteenth century there had been stirrings
egeinst the constricting principle of the patent monopoly, end a smell
bending of the rules at the turn of the eighteenth to nineteenth
centuries had permitted the qccasional licensing of the Hgymarket
Theatre, especially after the destruction by fire of the two patent
houses, An attempt was made in 1832 to abolish patents, the Bill being
passed by the Cammons, only to be defeated in the Lords,’tc;‘)t it was not
until the Theatre Regulation Act of 1843 that the legal basis of the
patent theatres was finally abolished and that Shakespeare could be seen
elsewhere in London. Accordingly, for the first forty-four years of the
nineteenth century the story of serious drama is essentially restricted
to Covent Garden and Drury Lane, whose fluctuating fortunes illug¢gstrate
something of theatre conditions and conventions at that time.
Drury Lane had been Garrick's great empire fram 1746 to 1776 and he hed
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set himself the tesk of ending the slackness and ind:fference which had
for so long been the keynote theree among other mnavations, he had
enforced punctuality at rehearsals, hed suspended plhye’r_s who drded up
in perf&mance, or who acted their roles iackada:lsically, and had
attenpted to abolish the mractice of allowing members of the audience to
_sit on the stage, His well-dieiplined canpany appeared in no fewer
then 28 of Shakespeare's plays during his control of the theatre, In
1776, he had been followed by K.Bs Sheriden, to wfxan the theatre was no
more than. an ainusing sideline, but who was fortunate to employ as hi-s
stage manager, from 1788 to 1803, the great John Philip Kemble, who was '
et‘fectively in charge of pmductions at Drury Lane, Kemble suffered
from the shameful neglect with which Sheridan treated his theatre, and |
had constantly to complain that the actors were unpeid, the wardrobe
neglected and the scenery shabbys During Kemble's stage-management,
the theatre ﬁad been demolishéd (in 1791) and the new building was
opened in April 1794 It was a vast and magnificent edifice, holding
sane 3,611 people in great galleries and tiers upen tiers of boxes,
while ;'Lts spacious amphitheatre near the rocf helped to confirm its
already established position as one of the two leading metropolitan
theatres, Sheridan, however, remained as unco-oparative as ever and
in 1803 Kemble disgustedly ebgndoned Drury Lane and transferred to the
rival house of Cwéxt Gardeny which he was to daminate until his
retirement in 1817, The new Drury Lene did not long survive his
departure, for it was burned to the ground on 24th February 1809 and
the compeny hed to move temporarily to the Lyceum until anotixer ornate
Theatre Royal, Drury Lane, planned on the model of the great theatre in
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Bordeaux end costing £151,672, arcse ar the seme spot in time to open
on 10th October 1812 with a seating capacity of 3,060. This new |
building was to be Kean's domein, bnt in spite of his great talents and
the skill of E;listog (who_- beceme menager in 1819), the new theatre
failed to make a profit as it é'teadfastly continued to pr'esmt ") egitimate
dramas When the. first seven years had brought a loss of same £80,000,
.Elliston begen to concentrate on Italian opera and on specteacle ratther
~than on Shakespeare, and mitiatea extensive alterations in 1822 which
wére designed to improve the a_coustics.. When Mecready became menager
-in the 1840's; Drury Lane. recovered scme of its former glory, refurniné

to serious drema and being renovated with new red cloth on the pit

- seats which were now separated fran each other :msteaﬂ of being in the

- old«fashioned "bench® form. - Macready lost money on the enterprise, and
. ‘his menagership virtually marked the end of Shake_spearéan endeavour at
th:l.s feanous theatre..

The history of 00vent Garden before 1843 had bee: equally chequered.
Until Kemble's arrival in 1803, Drury Lane had seemed to win the palm for
serious dreme, but his manageneﬁt, from 1803 to 1817, raised its fortunes
and artistic reputation, eve'n if it also included the appearances of the
child actor, Master Betty, in 1804~5, To keep pace with the growing
size of its rival, Covent Garden had been uteréd in 1782 and rebuilt
in 1792 on a larger scale than befores On September 2nd 1808, however,
it ﬁas destroyed by fire end no effort wes spered to construct en
_ impo‘sing new theatre which held nearly 3,000 spectators and cost same
£156,000: The roof of the new building was higher than in the old end
thé séata were more steeply reked; boxes were divided by Corinthian
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columns with gilt flutings-and ornements which, though magnificent
...and .opulent in appearance .and modelled. on the Temple of linerva an
the Ac;ropdlis, nonefheless tended to interrupt a clear view of the
steges This was the theatre in which Kemble was to score his greatest
triumph as actor end as producer, and in which Young was the leading
tragedisn for several years after the retirement of Kemble,

61:1y- the Hamark-et, before 1843, attempted tlo encroach on the
-terﬁtoxw of the two patent houses, but this was only in a meagre way:
in' 1797, for exsmple, it presented two performances of Catharine and
&t_. ruchio (a version of The Teming of the Shrew), two of The Merchent
of Venice and one of Qthello, while Drury Lgne had thirty-six
Shakesfearean performances spread over thirteen different plays, and

- Covent Garderts twenty~-one nights of Shakespeare drew on ten aifferent

plays, (1) The furnishings were also somewhat meagre for when, on 4ith
July 1821, a new Haymarket Theatre was opened, holding 880 spectators and
designed by Nash at a cost of only £20,600, the eudiences quickly found
that the financial économy observed in its construction had led to
certain deficliencies:

The interior of this new building was apparently uninviting and

was variously described contemporarily as "rude", "naked","chilling®,

and even "petrifying". One contemporary account says that the

theatre was "in point of architectural beauty the most elegant in

London, but for the convenience of seeing and hearing the worsé

contrived". (2)

It is basically true to say that only these three theatres mounted
Shakespearean productions before 1843; but this did not mean that Londen's

theatrical fare was limited to their stages, Until about 1820, they

held their own against the tewdry music-hall type of entertainment

proffered elsevhere, but with the retirement of Kemblg in 1817 and with
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Kean's increasing inebility to draw the cpow%, especially after the
disérace he suffered when cited in a divorce cese, the receipts at
Drury Lane end Covent Garden declined sericusly because meny of the
public were frequenting the rash of new theatres which had begun to )
eppear;  In 1806, the Olyupic had been opened as an extensicon of the
music=hall empire of Astley's, and the same year saw the arrival in the
'Strend of the Sens Pareil, which wes later to proclaim its pretensions
to inoreased status by chenging its name to the Adelphi, In ielo,
Astley?'é Royal Circus, hame of perfoming animals and music hall,
beceme the Surrey, and other theatres already established before the
ebolition of the patent syst@ were the Coburg (1816, renamed the Royal
Victoria in 1833), the Pavilion, Whitechapel (1828), the Strand (1832),
.the Standard, Shoreditch (1835) and the St. Jemes' (1835)s The
impgx_'ﬁance of these new theatres was that the entertaimment they
purveyed taﬁed to vitiate public taste and to create an assumption in
the minds of respectable citizens that the theatre was vulgar, low and
disorderly, - The middle class between 1830 and 1875 tended to turn
against the legitimate theatre, substituting for it the more dignified
world of Italien opera, In the period 1839-185(_), the King's Theatre
(Later Her Majesty's) catered to this taste for opera end
beceme the resort of the mcst brilliant and fashionsble
eudiences, Throughout Europe it was venerated as the
most brillient of social spectacles, (3)
and v’iéitora to all parts of the theatre except the gellery were
expected to wear evening dress « frock coats and coloured trousers and
cravats not being admissible,  Ladies would often appeer at the cpera

theré in court dresses, after a royal "Drawing Roam", and the interior



25=
was in no 'wey wworthy of sucfx sartorial splendburg as may be deduced
from the ecstatic ta,,e of the follouing description of the interior of
Her Majesty's wh:.ch wes included in London as it is To-day, a guide book
published by H.G. Clarke and Compeny of Exeter Ohange to celebrate the
opening of the Great Exhibition in 1851%

The style of decoration is Italian, of the time of Raphael, and
Julie Romano; the Vatican, and other peleces of Italy, furnishing
. the designs, Bach tier of boxes is differently ornemented with
arsbesque scrolls, interspersed with medallions of figures, on gold
or coloured grounds} pictures and ornaments in imitation of relief}
‘enriched with burnished gold mouldings, and subdued by amber dreperies
The profusion of bright yellow silk hengings, and the golden glbss =
iness of their satin surface, lighted by a brilliant chandelier, shed
such a flood of lustre around, that the gay tints of the paintings
are toned down to a chaste and delicate harmony of quiet hues ... the
effect is lively as well as richy, and so far from fatiguing the sense,
it is delightful to dwell upon; whilst the longer we look, the more
vivacity do the pictorial decorations appear to possess, Pale blue
end brown, enlivened with red, prevail, Red predominates in the
ceiling, to which the eye is graduelly led by a progressive diminutic
in the quantity of intense hues from the lower tier, where it is
freely used, to the upper, where there is little positive colour, and
none in messes ... the opening over the gallery is admirably contrivel
to produce a novel and agrecesble effect: - the ceiling end walls are
coloured sky blue, end this mass of retiring coolness is very
refreshing to the eye.  (4)

Polite society rallied to the operas presented in these sumptuous
surroundings and their success was such that in 1847 Covent Garden's
interior was entirely reconstructed in prevailing colours of white and
blue and with magnificent gilt mouldings, after which it turned its back
on the legitimat_e drame, changed its nsme to The Royal Italian Opera and
devoted itself to opera;, even after its destruction by fire in 1856 and
its replacement by the current building in 1858, By the 1850's the
King's, Covent Garden and the St, Jamés' were all devoted almost entirely
to opera end musicals, Astley's continued with equestrien and other
enimal acts, the Hgymarket, Adelphi, Olympic, Strand and Theatre Royal,
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Marylebone presented mainly melodrama, lime. Vestris hed 1eft the
Olympic and was holding forth in-ccmediettas, farces and burlesques at
the Lme@, 'so that attpts at serious drama could be found only at
Anderson's Drury Lane, Gi-esriick's Surrey, Charles Kean's Princess%s and -
above all « at sapier's Wells, |

Rarely cen a theatre have undergane such & drumatic chenge.as
occurred at Sadler's Wells in 1844 Entertaiment of various types had
been presentéd on that site since the end of the seventeenth century and:
under Dibdin's manaée;nmt after 180k,n§.utic;al. drzmas with real water were
mounted with such monotonous.regularity that it was widely knowm by the ti
of the Aquatic Thestre, Under the aegls of Grinaldi from 1817-28,
melodremas in the aguatic tradition (many of them by Douglas. Jerrold) were
 the order of the day, The ChiePtain's Oath, for example, being embellished
with a iake of real water and with a depiction of the destruction by fire
of the camp of Maclean, Such spectacle brought to Sadler's Hells the
roughest &nd noisiest éudiences in London,end Dickens, writing in 1851,
looked back twenty years to the time when it had been

entirely delivered over to as ruffianly an audience as London

could shake togethers Without, the theatre by night was like

the worst of the worst kind of fair in the worst kind of town,

Within, it was a bear-garden, resounding with foul language,

caths, cat-call shrieks, yells, blasphemy, obscenity - a truly

diabolical clamour. Fights took place anyvhere, at any period

of the performence. (5) |
The abolition of the patent system enabled Phelps to sct out on his
successful task of raising the reputation of Sadler's Wells and

asserting its position as the helr of the patent houses and as the

true home of Shakespearesn drema in London from 18kl to 1860, It

required over a month of unremitting ia_bour to establish decorum and
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order, for he was forced to benish fish friers and’ cestermongers from
.tt-xe'doo_rs, .$:¢.> rez;ove sellerg of beer fgan inside the_th_eatze,' to rt*;t'ixse
adnission to children in ams who l_';ad hitherto s@ieﬁ' through the |
performences, and to call for the police to enforce an old Act of
Parliement which forbade the use of bad'langiag_e in a public places With
the decks 'lf.hus_-cleared, he la\mcﬁéd into the systematic presemtaﬁim of _
a seriousi,y intentioned repertoire rooted fiximlly :_Ln.the plays of
Sh_akesgeare, turning Sadler's \Yéils for nearly twenty years into the
home of the most intelligent ané honest productions to be f‘omé in |
London. | H‘is. company ajmed. at ; homogeneity of éppz'oach and at teamwork
_xfa_&her'thap at individual display; .of bravura skilly it was

a compeny not distinguished for particular individual eminence,
but for the general intelligence which pervades the whole, end
for the heartiness with which each member eids the general effect. (6)

Unfortunately, this was entirely a one-man venture and after Phelps'
retirement Sadler'-s Wells senk once more into .delcline, becoming
spccessifrely a skat:ing rink end a pickle factory l.:efore being reopened
in 1893 as a music héll.- Phelps was the last of the actor-managers to
make a really determined effort to retain a London based company
 presenting s repertoire of intelligent plays, and although Irving at the
Lyceum and Tree at Her _Bialjesty"; mc;unted spectatlsulaf Shekespearean

productions later in the century, it is true to sa& that no London



theatre after 1862 followed a policy of regulerly bringing Shakespeare
to the public, |

In 1800, Loz.ldclmlcould boast;. three "respecteble” theatres which
all took pride in the regular presentation of Shakespeare; but in 1900,
with twenty-four theatres regularly advertising in The Tges,. it was
possible for Shakespeare to be entirely ébsent from the London stage
for ;-:‘xbremely long p.er'ioc"l_s,_'_and for the public's attention to be engaged
almost entirely witﬁ meiodréma, farce, pantomime;, opera and music hall,
Attrécted Sy' these more ephemerel and less demending delights, theatre~
goers* -interlest' in Shakespeare undervent a stertling decline in the
qourse of the century.o

(i)
Public Taste and the Repertoire
In 1799, audiences at Drury Lene had deen able to see Kemble in

three performances of Measure for Measure, i‘our of Much Ado About Nothing,
eight of Hamlet, ten of As You Like Ib, one of Macbeth, two of Rbchard III,
end one of The Merchant of Venice; in additiony at the same theétre, but
without Kemble, there had been six performences of Catherine and Petruchio,
one of Twelfth Night and three of The Tengegta . At the other patent house,
Covent Garden audiences during i799 could have attended three performances

of Catherine and Petruchio, two of Richard 111, four of Romeo end Juliet
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three, of Macheth end one esch of Henry VIII, The Mevchant of Vemice,
*Othello, King Lear and Henry IV, Pert One, While the Heymarket made a
single contribution to the year's Shakespearean producticns with a
M_erchapt of Venic%a'fonned for the benefit of an infant oxphan t:'amily..
Altogether, f:.fteen dif'ferent plays by Shake_spea:_a"e were presented at the t
fatent housews,.'tald.ng tolerably iarge suss at the box offices; ar_xd it was
gpder_sfo_od tq t_ae‘ par_t- of a'manage‘r's duty and .p]_.e_asure to provide the
public with a varied Shakespearean diet,

This situation was not to remain steble for iong, however, end a
decline in public taste set in after the retirement of Kemble in 1817
and af.tler Keen's powers begen to fade,ifx the later 1820's. By 1829,
the eez;ious drema was so little to public taste that there was even
talk :of' turning the onée mighty Covent Garden int; a circus or bear-
garden, and, in'a b:i%'térly ironic attack on the low standard of
centemporary publ:i'.-c._taste, Hazlitt asserted that, if this were to néppm,

People would go fast enough, the house irwould be crammed-full

night after night, and the delight in the noise of catecalls,

the sound of our own voices, and the chance of & public-spirited

bruising matchy would bring an overflow, which the Muses and the

Craces< 'vhich wit and genius had in vain endeavoured to effect oe.

we have no such thing as a theatrical public. (7)
As the public attendance begen to fall at serious plays, the actors and
menagers blamed each other in a series of ten_ée quarrels and rivalry, and '
then adopted the panecea of banishing Shakespeare's plays fram the
repertoire, assuming that they would be of interest only to a cultural

8lites In descr:i.bmg this situation, Hazlitt blunted the edge



of his irony end grew more melancholy

We have then a national drama, affording scenes for a display

of the most exquisite theatricel powersj but nobody (except a

few old fashioned dilettenti) knows or cares anything about thent

we have actors cepable of doing justice to these rich and varied
scenes; but we quarrel with them, or they quarrel with the menager
or with one another ... Instead of groups of excellence on the
stege .+« We have only the disjecta membra poetasg, shattered
fragments end vile disproportionst = instead of a cordieal cooperation
end lsudable embition to gratify the public, each is bent on
pushing himself forwerd or on keeping others back,  (8)

In éuch en atmosphere of public apathy and professional jealousy,
even the great actors of the 1830's turned away from Shakespeere to some
extent, eppearing instead in more modern plays and in adaptations of the
novels of Sir Walter Scott and Cbarles Dickens, MNuch of Macready's time
in the early 1830's, for example, was devoted to performences of The
Stran leXs Yerner, Rob Roy and Williem Tell as well es his Shakespearean
foles, while men of lesser talent scarcely ventured to tackle Shekespeare
ot alle Throughout 1834, The Times consistently bewailed the decline in
standards of tragic éctins since the days of Kemble and Kean, saying of

Vandenhoff, for instance,

There have been times when the accession of such an actor to our
stage would not have formed any great cause of congratulation; but
parmi les aveugles les borgnes sont rois, and situated as we now
are, if tragedies are not wholly to be 1laid aside, Mr. Vandenhoff
appeers likely to be a very serviceeble auxiliery. (9)

Four months later, The Times spoke in disconsolate tones of a stage on

which such an actor, for all his essential mediocrity, was cne of the

brighter lm:lxiax‘ies:

Tt would be an unfair as well as a most unprofitable kind of
criticism to estimate the value of this performence by a comparisen
with those of a former and not very remote period, when the stage
was rich in tragic actors of es high and rare talent as ever graced
the drema. The truth cannot be concealed that we have fallen on

very different doyss (10)
If the somewhat minimal talents of Vandenhoff placed him in the
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higher renks of Shekespearean interpreters in 1834, what of the other
ectors? Alfred Bunn, the acid-tongued menager of Drury Lane, asserted
that London now possessed "the most anti-Shakespeariasn set of actors
- that (save end except in an instence or two) evei crossed the Londen
stage", (11)- and in 1837 he felt compelled to ebandon Shakespeare
(and tragedy.in general) at his theatre on the grounds that the public
- vastly preferred musical works, such as the wiid‘Ly successful
Bohemien CGirl by Balfe, and that he had no actors capable of playing
Shekespeare as he should be played. Charles Rice commented on this
policy: "
When Bunn commenced his present season at Drury Lane, he was
attacked by a disease somevwhat similar to that of the dog's in
the manger; he engaged a company for Tragedy, Comedy, Cpera,
Ballet and every other species of entertainment, English and Foreign.
Tragedy, with its inefficient hero, Mr. Edwin Forrest, arew for a
few nights, but the public having been used to Tragedy played as
it should beé, they could not be lead to stomach a series of
Shakespeare's plays whose principal characters were so thoroughly
misrepresented, and the legitimate drama was forsaken, on the
ground of there being no one at Drury Lane fit to lead the business
in tragedy. (12)
The vicious circle revolved at an ever-increassing paces the public
stayed eway from Smkespeare because the actors were not of the calibre of
"Kemble and Keanj the managers begen to steer clear of Shakespearean
producticns because they were liable to lead to financial disaster and
because the public could be diverted with lesser works, At Covent
Garden, the Haymarket and < in the later 1840's = at the Princess'
Macready discovered that he could make a profit only fram the most sure=
fire successes among his Shekespearean interpretations, such as Macbeth

and Hemlet, and so he began to concentrate on historical tragedies such as

Glencoe and Master Clarké (:m wbich he played Richard Cromwell) and on his
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esteblished roles in The Strenger and Werner,

successes was in Bulwer Ly

comedy and melodx'ama whose

its novelty rather than to

Sheridan Krmwles,' Roman drame, Vixm us.

Shakespearean actor in the
and finanéiai success in ¢
in his S_hakeépéarem inter
more ser;i.ous performances,

from Shakespéare, as The S

pretations;

Oné of his biggest
ton's Money, e rather crude play mingling
"immediete and sustained égccess was due to
its achievenment," |
Thus, the only outstanding
Englend of the 1840's found greater popularity

(13) and another wes in

hese. curx'enfly fashionable mediccrities than

lip service was paid to his

but on the vhole public taste had moved awoy

The Spectator drily chronicleds

' 'We have twenty playho
spectable, melodrama
When this gloamy statement
Gerden was Walleck whose v
r‘evive.the former glories
change i?z climate since 18
including Phelps, Vandenho

announced the inauguration

uses in London and the suburbs,

one of them edvertises Shokspere or tragedy .. Opera and.
'and farce, are the popular entertmmmts.

00,

Yet not
(1)

was made, in 1843, the manager of Covent

al:i.entt attampt to reinstate Shakespeare and

of his theatre's golden age illustrates the

He had assembléa a strong compeny,

ff, Anderson and Mrs. Warner, and he proudly

of a grand season of plays by Shakespeares

To his chagrin (and expens

€)s the public would not attend, the company

proved rebellious, and. tallack, finding_ himself involved in a "ruinous

nightly loss", (15) dis

rged his first campeny of tragediens,

recruited another one of lighter ﬁveight, ended his stilleborn first

seasan and within a fortni

Shakespepjresn anee..

ght announced the openfing of a second non=

The Spectator intoned the funeral service over

the grave of Shakespeare w:.th supnzms relish as : it supported the

|
cause of opera and sp‘ecta'nle against that of the legitimate drames

|
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Hr, H, Wallack's attempt to give the Shaksperian drama a local
habitation in Covent c.lszaem has been attended with .signal and
speedy failures . two or threc nights' trial sufficed to demonstrate
the hopelessness of the experiment; and the doors were shut upon
Shakspere at once.« let us hope for evers The exclusion of the
"legitimate drama® from the two petent theatres is "a consummation
ddtioutly to be wished" by every lover. of, Shakspere and fine acting

thedr huge area is f£it only for opera and spectecles (16)

Unfortunatély', The'_Sg.e.otator was lm'erely echoing the pronpuncements of

fublié teste which demended farces, melodrama end miscal entertdnments

and could digest Shakespeaire only when presented with'the full penoply

of stage spectacles There was even & fondness for rather inaccurate

adeptations of trivial French plays which aroused the ire of Henry

Jemes who inveighed against the intellectual and ertistic desert into

which the London i:heatre had wandered by 1877 :

The English stage of

today .se certainly holds the mirror-as little

as -possible up to na#ure - to any nature,.at least, usually
recognised in the British Islaonds, = Ninestenths of the plays

performed upon it ar

. Prench originals, subjected to the mysteriocus

process of "adeptation®, marred as French pieces and certainly not
- mended -as English -...nrI They cease to have any representative value

as regards French
He would be wise who

ers, end they acquire none as regards English ..
should be able to indicate the ideal, artistic

and intellectual of the English drema today, It is violently and
hopelessly irresponsibles (17)

After the retirement
the public would flock to
snd intellectual demands

subtleties for the actors

of Kemble, managers gradually discovered that
those flays whi¢h made only slight emotionel
upon the. audience, and which contained fewer

40 master. This was a movent of evere

_increasing momentum, and By the 1870's it had become almost axicmatic

that productions of Shakespeare wtmati'cany lefd to financial disaster.

When managers of the high

which Drury Lane hed pinn

Victorian period locked back to the days in

ed its faith largely to the plays of

Shokespeare, they remembered that in 1814 Samuel Whitbread (the
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managey) hed camitted s "Icide, that Elliston had gone bankrupt in 1826
that Alfred Bunn had retired - pract_iqel.ly_;uineﬁ « in 1840 and hed then
lost all his money in 1850 affier a second attempt, They could also

call 16 mind that Mecready had felt forced to give up a3 menager in

1845, and that same of his successors had lasted no longer than a weeks
In 1861, Edward Ts Smith, the Drury Lane mansger, had ended in a
benkruptcy court, and had peen succeeded by Ecmund Falconer; vho had

emassed a fortune as menager of the Lyceum. By 1869, Falconer had

lost thi_s fortune; and w:j replaced by Frederick Chatterton, who proclaimed
B4 his prospectus that he would place his reliance upon a series of
Shakespearean performances; he hoped that the cambination of star

actors and Shakespeare's plays would raise the cultursl standard and also

assist him to achieve fingnciel stebility, His productionsof King John
end Jecbeth lost money; Chatierton therefore ebandoned Shekespeare,
presented Boucicaxlalt"s Fo sa, or The Railroad to Ruin, end within
five months (by Christmem 1869) had achieved a profit of £10,000, To
Justify his betrsyal of Shekespeare, Chatterton made his femous

pronouncement, “Shakespeare spells ruin', His experiences caused this
dictum to be accepted by vl'irtually every thestre menager in London until
the 1890's, and appeared to provide cogent reasons for failing to

present the plays of Shaklespeare. Nor were there many complaints frem
the theatregoing public, who had tumed to the stage for light-heartedness,
excitement and escapism t? such ean extent that as early as 1855 The

Athenacum had referred to!the poetic drama as "rejected by the

frivolous and the f‘ashiml'able" (18) vho made up the greater pert of

theatre andiences,

|
|
l
l
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This decline in the literary standards. of the London theatre

reached its nadir in the 1860%s, 1870's end 1680's,. affecting the
three Roman plays to such an extent that London say no production of
@Qoriolams between 1867 and 1901, or of Juilus Caeser (in English) .
between 1865 and 18925 since spectacle was increasingly:popular,
Antony ana Cleopatra achieved a certe;.in neasure of popularity during
“this decline. of serious drama, but, even 80, was not seen in London
between 1873 and 1890,
| Mesnvhile, more cphemeral vorks filled the London stege, and eerly
in the 1860's The Spectator ceased to review plays; no explanation was
given, but a consideration of the Index.of the plays they had reviewed in ¥
1858 swi:ftly shows that the materisal offeréd fo tl;xe drematic critic can
hafdly have made meny demands ﬁpon his professional skill, At the
Adelphi, five pleys were reviewed in 1858, and their titles (Poor
Strollers; Yankee Courtshini An Hour in Sevillej Caliph of Badad;

Our French Ladies Maid}' sean to indicate a penchant for foreign
settings. Drury Lane, tt}rzﬂng its back resolutely upon its earlier

deys of greatness, appmrsl[! to have been enveloped in a mist of
romanticism, if the two p]l.ays reviewed by the Spectator in 1858 (Cloud
end Sunshine; 'I'he-l.gxe«li’.ng| t) are any guide. Melodrama was rampant at
the Haymarket, for The Spectator's drematic critic attended The Hunchbaci,
Pluto and Proserpine, A Striking Widow, The Way to Keep Him, The Tale of
aCoat and The Tide of Time. The Olympic'é presentations in 1858 were
Ticklish Times, A Doubtﬁijll. Victory, Ge to the Bad, A Twice-Told Tale,

The Red Vial, A Thumping .I'.;egacx and The Porter's Knot, none of which can

be said to have made a permenent mark on literary or dramatic history.
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The Stiand had more plays revieved than eny other Loadon theatre, but

can hardly be canplimented| upon a discerning choicet Nothing Venture

'N'om \g Have, Fra Diavolo,| Merriage a Lotterx Br:.de of Abxgos, Last of

the Pi a:.].s The Bonnie Foshmfe, gz Aunt's Husband, The Maid and the

ggg ey ‘The Heiress and Thee Little Savgge were its offerings for 1858
Elsewhere in London, there' were also frequent presentatzons of French
plays, more then a dozen of which were reviewed by The Spectator in 1858,

" Where, then, was.the national drematist in all this? At the

 'Lyceun, there wes e production of Macbeth, ali but sutmerged emid the

" multiferious offerings of Lovers' Amagements, A Herd Strugple, Double

Dummy, Birthplace of Podgers, The Lady of the Cemeliss, Extremes end

Too Much for Good Nature. | Similarly at Sadler's Wells there was a

single Shakespearean prodyction - Henry Vo  Only at the Princess's,
‘where Charles Kean reigned, wes the standard of Shakespeare unfurled

‘more than ten‘i:étive.}y in 1858t productions of Hemlet, King Lear, The

Merchant of Venice, King John, Macbeth, and Juch Ado About Nothing vere
interspersed with less memorable plays such as Louis XI, Dying for Laove,
Thi'rtx_atm-ee next Birthdgg, and The Jealous Wife.

' ‘Such a situation, in which there were more productions of plays in
French than of plays by Shakespeare must have been dn importent factor -

in persuading The Spectator to absndon the unrewarding task of revieming
afexpectator I

" thé London theatricel scene as the whole ethos of the following decade

Eswung' aééinét'Shakespearea:n drama. - Nor was there an improvement in

the 187:0"3,' in which Shakéspearean productions were still listlessly

in the doldrums, In 1'87%,' The Athenaeum, which was still manfully
(v 22 A%TJCNACUN, Wil

sending its drametic critic to opening nights, reviewed 85 plays at 22

-



Lonéon theatres, to say nothing of the operes which now held complete

sway at Her Majesty's and Covent Garden. . Nineteen of these plays were

in Freﬁc_h_. The remaining plays appear (from.their titles) to. heve
fallen into certain categoriest same dealt with merrisge and femily
life (The Inconstent at the Aquarium, Engeged a‘.‘l; the Haymarket and- _
Femily Ties at the Strand, for example_); others were blood=-and-thunder
melodramas.such as Forbidden Love (The Duke's), Miriam's Crime and Night

of Tarror (The Folly), The Lyons Mail (The Lyceum) and Lady Audley's

Secret (The Olympic); another popular type was the historical play
represented (among others) by The House of Darnley at the Court, England
in the Days of King Charles II at Drury Lene, Sardenafius at the Duke's,

end Queen of Connaught and Violip Maker of Cremona at the Olympice

Very occasionally, amid this welter of ephemeral mediocrity, there
is a glimpse of a new production of' a drama of more permanent merit:
School for Scandal was presented at the Aquarium, and A Nes Way to Pay
01d Debts at the St. James's In 1877, The Athenaeum reviewved 85

producticns, but the only Shakespearean performance was Irving's Richard

III at the Lyceum, so that Henry Jemes, visiting London that year, was

moved to writes
The English stage ha.? probably never been so bad as it is at
present, and at the seme time thare has probably never dbeen so
- -much care about it. | (19) .
The sad truth was that, for sme thirty years, until the rise of
Stratford in the late 1880's and the advent of Benson and Tree, Shakese
i .
peare in general and the l}ioman Plays in particular, almost totally
vanished from the English| professional stage.

By the end of the ni,lnetemth century the situation was radically
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different from the days in

which Kemble and Macready had striven to

bring to the public 2 range of 'Shakespearean productions of integrity,

end an exainination of the theatrical fare offered in London in 1816,

1850 and 1899 wiil graphically illustrate both the alteration in the

type of play performed and

also the changing pattern of presentation,

Advertisements in The Times for the fortnight 22'Jamuary = 3 February

1816 indicate that four "respectable" theatres were functioning in

London:

‘Covent Garden, with C

onway and Miss 0'Neill at the head of the

compeny in the absence of Kembie,presented'a repertoire of six major

plays, each followed by an afterpiecey; as followss

DATE HMAIN PLAY
22/1/1816 Midsummer I\Lght's Dreem
23/1/1616 Venice Prederved ,
2l,/1/1816 Midsumner |Night's Dreem
25/1/1816 The Orphan _
26/1/1816 Midsummer Night's Dream
27/1/1816 Jen"Shore | .
29/1/1816 Midsumner Night's Dream '
30/1/1816 Midsummer N:.ght's Dream
31/1/1816 ¥idsummer N:.ght's Dreeam
.1/2/1816 Jssbella |
2/2/1816 Midsummer Night's Dreem '
3/2/1816 The Orphan

AFTERPIECE

Harlequin and Fortunie
Harlequin and Fortunie
Barlequin and Fortunie
Harlequin and Fortunie
Harlequin and Fortunie
Harlequin and Fortunie
Harlequin and Fortunie
Harlequin and Fortunie
Harlequin and Fortunie

The Portfolio

The Portfolio

The Portfolio

During the same .peri.oa", Driary Lane presented a similar mixture of the

classics and more .model:m plays, each succeeded by an efterpiece end

organised on the eightesnth century pattern, as follows:

DATE MAIN PLAY
22/1/1816

23/1/1816 Love for Love
24/1/1816 The Merchent of Bmges
25/1/1816 Love for Love

26/1/1816
!

A New Vay |1:0 Pay 01d Debts

A New Way tlo Pay 01d Debts

AFTERPTECE

(vith Kean) B

Harlequin and Fancy
Harlequin and Fancy
Harlequin and Fancy
Harlequin and Fancy
Harlequin and Fancy



DATE. . . . .. . HMAIN FLAY .. . APTERPIECE
27/1/1816 . .+ Busy Body. .. . Herleqin and Fancy.
29/1/1816 A Nev Vay to Pay 01d Débts My Spouse and'I ' °
39/1/1816 . . . . The Nerchant of Bruges . . Harleqin end Fancy
3/1/1816 =~ The Merchant of Bruges Harlequin and Fehcy
1/2/1816 _ Aceusation (first performance) Who's Who?
2/2/1816 ' ANewVay to Pay 014 Debts My Spouse end I
'3/2/1816, - - Accusation . Harlequin and Fancy

Between, them, in this fortnight, the two patent houses presented seven -
pert"or_n'xanqes of a Shakespeareen comedy, four of hiassinger's most f:'amous
rlay, :one performance of # Restoration tragedy and two of a Restoration
comedy, 80 that fourteen out of twenty-four performances were devoted to
plays of-'?eat literary merit,

The othle:r two thgatrgs, however,‘ were al.i'ead.y showing significant
signs of the changes which were before long to overteke the theatre.
The S‘.tm;nd presented the seme programme throughout the fortnight, and The
King's mounted its entez_'tJJ'.nment for a week at a time, thus anticipating
:tl'ze: m_mrénent towards "rgns" and the dbandonment of the old r_ep]ertory
system; The King's with Griselda (22+27 Jenuary) end IL Ratto éi Proser-
pina (29 January -« 3 Fel_:ruary): foreshadowed the popularity of musicels
end operay while the Strand's The Inscription (or Indisn Hunters) made
full use of scenic effects and the new stage machinery. Bach of these
theatres provided a very flull evéning' s entertainment, for Grisgl_da vas
followed by a diver'tissanmt end then a ballet, while the Strend’s

progremme consisted of a. curtain raiser (The Young Serenader) before

Ihe Inscription, end cancluded with The Witch and the Owl, e pantomime.

Many theatres quicklg’r followed this lead and it became cammon to
mount_-a,production for a '.frun“ rather then retaining it as one element in
|

' |
a repertoire; Tom and Jerry at the Adelphi was the first play in
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London to run for one hundred consecutive performances (26 November

1821 « 30 March 1822), meking a profit of £25,000 for the manager, . -

Rodwell, snd quickly followed by The Pilot (adapted fram Penimore Coopes)

which ran for two hundred nights at the seme theatre, By 1850, the

new fashions of 1816 were the established mode of procedures: twelve

theatres were advertising in The Times end they all presented curtain

reisers or afterpieces (usuelly both, in fact) in adéition to the main

play. - In the fortnight 21 Jenuery - 2 February 1850, six theatres

retained the same programme throughoutt

1. Haymarkets
. _2; Lycegms
3e Adelphit
be ‘ls.;fa'Jmne's'z
5. Strend.

6. Astley'st

- Lead Year (with Charles Kean) precegded by The -
Ninth Statue followed by The Guardian ele
' The Islland of Jewels (with uIme.Vestr:LsE with a wide

variety of curtain raisers and afterpieces.

The ¥ ‘\"11{1011 Copse followed by Frankenstein and Mrs.

Bun oons

A season of French plays and opera comique under the
direction of Frederic be Maitro,

The Love Chase (by Sheridan Knowles) precegded by
Punch in Itely followed by Diogenes and his Lantern
The Knight of the Eagle Crest (or The Journey of Love)
‘also the most talented equestnan end gymnastic

artlstés in EBurope, and arle@n Yanitee Doodle Came to
Town unon his Little Pony

Three other theatres follcl:wed the seme basic principle, but allowed a

slight variationt

1, Olympict

2, Surrey:

3é Theatre Rojral'

Fashion (or Life in New York), with a variety of
curtain raisers end afterpieces, was varied on two

nights|only,28 and 31 Jamery, by Ariadne
Money (by Bulwer Lytton end starring Cres'uck),

followéd by The Moan Queen and King Night (or Harlequin

Tw:mli@t), varied by The Lady of Lyons on 22 Jenuary

and by|Viilliem Tell on 30 Jenuery
Maryleboneg a weekly repertory, consisting of The Road
of Lifé Lifé (preceeded by Hild Ducks and folloved by

Harleghin'a Fairy Land) for the first week of the -

.. periocd, and ThelMendicant San (precedded by Bark Chops
- .end followed by H.arJ.eq;u.n..B.Eauy.Land.) from 28 January=

. 2 February.




Only three theatres retained the old fashioned system of a varied
repertoiret

l.  Princess't .  a m:l.xed bag of Valley of Andorre, King Charles the
: Second, La Somnembula end Mina, all followed by King

SR -+ Jamig (or Barlequin and the Magic Fiddle) .
2s Drury Lane three performences of the Strend's success The Love
S Chase, three of Sheridan Knowles' The Hunchback
with Vandenhoff), one of The Laax——gf Lyons (with
Anderson) two of en adaptation of Scott's Rob Roy
cne of As You Like It (with Vendenhoff end Cathcart)
- two ok‘ Othello (with Anderson end Vandenhoff) .
Gurta.lin raisers end afterpieces were presented at all
P : o perfolzmances. :
' 3+ Sadler's Wellst Four performances of Henry VIII (with Phelpl as Yolsey
SR . two of Merchent of Venice (with Phelps as Shylock)

two ofC

Calynos
. two of Cercia (or The Noble Error)-

two of The Honeymoon, a comedy by Tobin, which
!  reworked the story of the Taming of the Shrew

'l‘h'eée lists show that all rllz'ama with eny pretensions to literary eminence
was cancentrated at Phclps ',;S.ad-'l'ér's Vells end Anderson's Drury Lane,
end that Shakespeare's co;ltribution was restricted to tvo performances of
Merchent of Venice and Qtblsllo, four of Hepry VIII and one of As Yoy
Like It; only nine performences out of one hundred and forty-four were
plays with any pc—mnanenﬁ literery interest,

| By 1899, twenty-four theatres were advertising in-The Times end
in the parsllel period (23 Jenuary - 4 February 1899) elthough the
s:tages were graced with the presence of actors of the calibre of
Beerbolm Tree, Louis Calvert, éerald éu I'.Ilaurier,.(_}yril Meude, George
Alexender, Cherles Aubrey Smith,. Heedon Grosémi_th, George Arlisﬁ, :
Henry Lytton, Charles Hawtfey and Merie Tempest, there was not a
single perfoﬁnance in London of a play by Sﬁakespeare, and no play of
any accepted literary merit was in prodfiction. (20) All theatres

were now organised on the system of long "runs" but the curtein raisers




end efterpicces ware beginning to &le amey, being found at only
_e,le"rqx the:atres_ qut. .{.qf .twentyf-.fqzra.- By 1899, the theatre was
essentially seen as mere escap:.st entertammt for audiencw and as

a money-Spmning venture by’ :mpressar:.os and managers. 'l‘here were,
of_ cmmsg, honourable. exceLtions to this rule, but it is Iasically tme

to say that during the nineteenth century the method of orgenisation
chenged fram a stock company presenting items from its repertoire to
the specially-cast long "'mn“;. tl‘xa-t_the type of play produced grew
eiie:tmpz-e épectacular, exciting or amsing, and 'everlless significant
ih literary termsj that Shekespeare made 1ess and less appeal to
audiences whose teste had been d:.luted, and that he could only surv:l.ve
by bm.n.g "spectamlar:.sed"g end that the medn play was only one item
in a vast evening of mixed entertainments sometimes extending « at the
height of this fashion - dver as much as six hours.

(34)

éohditims of i’erfox;nance
: 'Thz.a nineteenth centuz;.,y saw vast change;s in the staging of plays,
for the conditions of pérf‘-:ozmance were directly influenced by a
\_rariety of factorst by the rebuilding of the theatres, the.im':reased
number of mechanical devices available to actor-memnagers, the public’s
fonéness for Blpectacle_, a grqwi’ng desire emong more sericus stage
directors to attain authenticity of costume end setting.
The d@teenth ceptu:y_stagg had retained v:estiges of the
Elizebethan "apron", with doors either side and in front of 1_:he

proscenfum, With the rebuilding of the older theatres emnd the

construction of many new clmw,' this convention was abandomned, and the

increasing dominance of tl'lle proscenium arch tended to push the actors




further away from the audi
. had existed since Eligabet
behind the "picture frame®
filled the space released
Consequently, acters were

theatres_. to modify their t

oy Qe

ence,-,-.l.:reald.ng the close contact which
ngn times, = The actor was now isolated
of the proscenium m, and pit benches
by the diszppearance of the "apron”,
canpelled by the vastness of the new

echnique, and more thought was given,

for example, to entrances and moves because at first, as Besden |

comuented of Covent Garden in 1808,

feel embarrassed by the mare extended
I'here was no springing off with the
the pity, and projected right amm,
edge away in his retreat towards the

The actors seemed to
area of the stage.

. established glance at
actor wes obliged to
far wings. (21)

The

'Feeling remote from their andiences, and attempting to re-esteblish

contact with them, meny of) the actors developed a broader and often

coarser mannery in which their gestures and poses grew less

spontaneous but bolder and more theatricel. As the pattern of the

repertoire altered, so the "stock company" declined in favour of
separatcly cest plays on long runs and the "family" or "teem" spirit

was undermined to such an jextent that homogeneity of style diseppeared
and one play could contain
During the

were still outstanding p

L actors exemplifgying meny different schools

of acting, rj:dle yeors of the century, "though there

ormers, there can be little doubtg that the
general level of acting suffered,” (22) though towerds the end of the
century there were signs Tf improvement and attempts were made to
establish unity of style x:vithin each producti'on.

~ One of the most inflﬁlxential innovations in the nineteenth century
stage canditions was the replacement of tallow candles hy the easily

controlled end flexible gas lighting. The eauditorium of Covent

|
l



explosion :m a aﬁali gashol

of panic and the temporary

adopted gas in 1817, while

)2’

Garden was fi;'sj; illuminated by gas in 1817; but the smell and an

der in the theatre in-1828 led to a degree
return to wax end oil. Drury Lene also

the Haymarket was the last theatre in

London to retain candles, which were dispensed with as_late a$ 1843,

Lnother valueble effect was the concentration of light, which could

be varied in intensity and
Thl was made possible by
Covent Garden as ea.rly as

becoming comrnonplace until

colour, upon one actor or area of the stage.

the device of limelight, introduced at

the 183748 season by Macready, although not

more than two decades later. The most

important effect of the nev skill in lighting was that it drew

attention to backcloths &n

"on the work of the scene p

d scenery, thus leading to a greater emphasis

ainters whose crestions were proudly announced

in hsndbills and advertisefnents, and discussed in detail when

. productions were reviewed

in the press, so that it is much easier to

visualise the setting of performances after about 1830 than those of

an escrlier date. Macread

end < even more « Charles
were marked by great richr

historical end even arche

eight eenth century. Vhe:

The scene-shifters of

y's Covent Carden productionsof the late 18_30‘5
Kean's work at the Pr:h;lcess's in the 1850's,
1ess and complexity of set and an accurecy to
logical truth which would have amazed the

reas in 1760 en observer could complain that

ten present us with dull ¢louds hanging in

a lady's dressing-rocm, trees intermingled with the disunited
portions of a port;co, a vaulted roof unsupported, ... actors

'malu.nb their entrances thy
instead of' through doors,

lastered walls and wainscots
23

Macready and Charles Ixean’ followed end significently developed the

Kemble tradition of impressive and detailed heavy scenery, and

picturesque backcloths coir;stzucted after consultations with historians
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end’ antiquaries: - Keen's 1858 Merchant of Yenice, for exemple; derived
its erchitecture from actupl Venetiem tuildings, including the Square

of Ste Mark with cempanile

three stax_'xda_;'ds s .end views

and clock tower, the, cathedral and the -

of canals, bridges qndl gondolas, In the

Second helf of the century; Mmes Vestris played an iﬁpor’tmt part in

the creation of more convincingly designed and furnished interior scenes.

A similar movement may be noted in costume, in which there was. .

" also a clearly discernible

trend towards accuracys Garrick had been

patisfied to play meny Shakespeaz:ean cha;actérs in eighteenth cer_1tury

“costume ds Macbethy for
scarlet breeches laced wit

Lord Mayor's coachman than

instence; he took the stage in bob wig; vivid

h gold)and a gray coat, looking more like the

a Scottish thanej . his Hemlet was clothed in

an eighteenth eentury court suit.of black; with coat, waistcoat and

kneebrecches, a short wig,

buckled shoes, ruffled shirt snd the

flowing ends of an ample cravat over the chest; Jemes Quin's costume

.as Coriolamms in Thamsen's
admiration end awe? he is

version of 1749 provokes mirth rather than

shown as & severe man of portly build, whose'

nilitery pretensicns are expressed by a marshal‘'s baton firmly grasped

in the right hand; a rather d‘im‘inlltive sword in its scabbard; and a

helmet fopped_ by a flurry

|

these warlike accoutrements

of

featherss Contrasting grotesquely with

is an effeninate costume with long hanging

sleeves and e wide; ballerina-like skirt worn over pamnierss Quin‘_s

-stance, with left arm on hip and head rather quizzically on one side as

he gazes at the kneeling figures of his wife and mother; makes it

_ diff‘:n.cult to_take this Coriolamis seriously as a patricisn or as a

general; while hié lc‘:m,g curling tresses seem distinctly unRomans The







Ny
backcloth displays a medieval castle with a disproportionately large
flag flying from its central tower, and Coriolanus himself has just
descended from a raised chair of eighteenth century design to confronmt
thé la&iés, whosé costumes have Stuart or Tudor ovérbonesa ' The whole
picture is a strik.’mg indicaticn of the eighteenth cmtw.'y's l.aclc of
interest-in accurate histoncal staging and its w:ulingness to accept
a mélange of costumes and fumishugs which spanned several centuries;
Nmeteenth century productions moved, if anything too far in the
opposiﬁte direotion, a great deal of msd;rected enery being absorbed
in the len.gthy search for an accurate hilt to a dagger, or the
historically correct strap to a sandal vworn by an extra, Kemble
attempted to bring a more "Romen" atmosphere to the Roman plays; but
Macready and Charles Kean = who became a Fellow of the Society of
Antiqueries - went much further, end the scholarly designer James
Robinson Planché was an influential figure in this fields Kean's
theatre programnes would contain lengthy disqu'.tions on the historical
reasons for mount:mg a production in a certain way, of which the
following extract from his notes on the King Jobn of 1852 may serve
as en exemple?
There is little diffzculty in collecting safe authority for
the costume of King John's reign. Tapestry, illuminated
manuscripts, and tombs supply abundant evidence. The habits
of many of the principal characters are copied from monumental
effigies, care having been taken that those who cutlived King
- John, end were buried under the sovereignty of Henry the Third,
are not clothed in emblazgnedfsurcoats, such as appesr on their
" ., . respective tombs; since no instance of such ornement occurs
before the year 1250. (;m)
Sudm elahoration of accuracy has ‘been aescribea 'by Bambe:z- Gascoigne as
"laughable excesses® (25) and it is certainly true to say that this

concentration on accuracy of set and costume tended to lead also to a
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fondness for spectacle and pegearitry, and to an overuse of mechanical
devices which grew ever more sophisticated and in which some managers
showed & naive delight. ' |

.The new Drury Lene theatre, opened in 179, was equipped with the
latest sefety devices agiinst fire, which were turmed to spectacular
effect at the opening parformance (of Macheth) at the start of the
performance, & huge iron curtein was lowered and struck with a hammer -
to illustrate its solidity; it was then raised to reveal a lake of
resl water on vhich a mar; rowed in a boat, with a cascade of water
tunbling dovm at the rear of the stage. It betame quite fashionable
to select pleys for performence because they provided oppormnities.
for displaeying the new equipment, and wate'r was much in evidence in the
1813 Covent Garden Antony end Cleopatra and in the aqua-‘-dtémaﬂ which
Dibdin introduced at Sadler-'s Viells where water was brought from below
the theatre to i‘:i.li a tank covering the entire stege and in vwhich model
frigates; moved by hidden boys, displayed such scenes as the siege of
Cibreltar, or hercines plunged into lakes and were rescueé by a noble
end welletrained doge Among other mechanical effects which were
enthusiasticelly added to existing plays or written into new cnes were
snow storms produced from the flies, lifts and traps for sudden
appesrences end venishings, running streams, gelloping animals (very
populer in Mezeppa), flying effects for supernatural mcments, boats end
ships in storms at sea, stieem produced under the stage to represent smoke,
mogic supplies of wine, and ghost appearances. One of Kamble's most
successful plays was Pizarro, a @ashing, spectacular piece full of

cleptrap Geclemation and shuw, end later mensgers pandered mach less



aontrolledly to the public desire for spectacle and glumicks so that,
88 G, Rovell states in his Viétorien Thestre, "the steple fare of the
early Victorien theatie was spectaol_e eee in the form of melodrema,
opera, ballet extravaganza, or Shakespearesn pageant,” (26) end
‘the later pericd s_acrif‘iée‘d everything for solidity, realis;m (real
trees, real balconies, reel animels) and spectacle, forgetting the
theatrées ability to communicate through suggestion and symbol as vell
a8 through sctuslitys The Drury Lane production of The Sorld, mounted
in 1aeo'by't-he meneger Augudtus Harris (p'opula.rly knom &s Druriolams)
included dep:.cticns of‘ the explosion of a ship, and of a snowstorm in
Plccad:xlly c:u-cus at midnight, thus delz.g,htmg a large and appreciative
) audience.
(1v)
. The Audience

Audiences have always been en importent contributory factor in
the répertt;j.re of the theatre 'and have helped to mould not 6n1y the
stylé of production but elso the reputation of the theatre in the eyes
of polite society, - In the jid-twentieth century, it is hard to
realise that at one time a visit to a play could be a hazsrdous
undertaking in ﬁtci.ch strong limbs and a loud. veice were useful assets,
| Theatre audiences of the eighteenth century were perhaps a little more
genteel then same of their predecessors, btut they were far frem docile,
andlthe right of the spectators to makXe an uproar if they disliked a
piece was legally esteblished and freely exercised. Mabers of an
eighteenth century audience were quibe likely to pull the noses of any
neighbours who disagrecd with their opinions, and the people in boxes
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hed scmetimes taken pleesure in spitting into the pit. .Altogether,
the atmosphere wes more conducive to a football match than to the ‘
presentation of seriocus dreme, end in 1747 Garr:.ck had been so .
infuriated by the rioting. and noise of the young bloo@s at Drury Larlle
that he had attempted to banish them frem the theatrg, Howéver;, stormy
incidents contimed to_ occur and during a perfomenge of The Way oi' the
Horld in September 1751 two gellents in the audience quarrelléd 80
seva'ely that they felt ccxupelled to withdraw to the lo'b'by to fight a
duel with swords. (27) In 1755, while.the King wes ot 00vent Garden
-for la. commend performance of Ihe Chinese I'est:_.w{al by Noverre, a riot
broke cut in pit e#d gellery objecting to the foreign dancers employed
by Garricks great dsmege was done to the theatre and Garrick®'s town |
house was attacked by riotersy the situation being saved only vhen he
threatened to retire from the atage for ever if there were another such
outbreak, - In January 1763 there Was even grester uproar when both
patent houses tried to withdraw the concession whereby patrans paid
half price if they wished to see only one of the two plays pz:esen’i‘.eds.
the audience tore up the benches and smashed the chandeliers to. sucit
effeot that it toock four or five days to repair the damage ,to_ the theatre
fabric: -even .then, the spectators c‘ontimed.to hiss and laugh and
interrupt all subsequent performences until th_e managers restored the
half price concession, It wes after these stirring events that the
actors were protected by the addition of a row of sharp iron stakes

set along the front of the stage.

To same extent, as the ninetecnth century opmga, the behaviour

. of theatre endiences grew more decorcus, but in 1805 troops were called

to the Haymarket to disperse hndreds of tailors who barracked a



a pe'rfoma'nge of Foote's satire Ihe Tailars, and the ‘most f.amc'ns'
riots of all occurred as late as 1809 when Keamble raised the ﬁice
‘of ‘seats in order ‘tb help' to pgy for'_the .new theatre at Covent Garden.
The dudience turned their backs on the stage end greeted the -
performence of the Kemble family with such hisses and ﬁoots thati not a.
word of thie play could be heards This continued for several nights,
reaching its peak at a performence of'. lMacbeth on 18 Septénber 1809 at
which the eudience seng and shouted; waved placards and benners
protesting at the enormous salarics of the Kembles, and listened to
inflammatory speeches in the best tradition of the sit-in, Five
hundred soldiers were on duty in the theatre and they rushed to the
upper gallery to quell the rioters, who resourcefully let. themselves
dovn o' the lower gellery wheie they were hospitebly received by
other spectators, At last, the ringleaders were arrested, and
megistrates read the Riot Act from the stage, which so incensed the
audience that an attempt was made to rush the stage and was only
thwerted by the coolheadedness of the stage staeff who suddenly opened
all the trgpss; Greuter pandenonium then broke out a§ post horns were
sounded, pigeons were released, and workmen's whisiles end rattles
added to the din so that "for sixty-seven nights not a word of the
entertainment offered ty the Compeny could be heard in the theatre® (28)
end-Kemble was force‘:i"to reinstate the cld pricess

With g4 volatile an sudience, it is understandable that actors
should’ take thought before presenting plays of political imporf, end
there cen be Little doubt that the lack of performanced of Julins Caeser
during the period of the French Revolution is d.u'ect]y attiibutable to the
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fear that such en inflammation of the passions of an exciteable
sudience might spark off & revolution in Londn, Kemble, indeed,
partially remoulded the theatre to protect the gentry, camverting the
third tier into boxes for the élite, who had been forced to abandon
the pit, now taken over by the "lower orders", After a visit to
France, Heglitt returned to Covent Garden in 1829 to be disgusted
by the philis§tinism of the English
box-lobby loungers lolling and yarming to show their
superiority to the play and the players, slamming to
the doors in the middle of the finest passage, and much
more ready to pick a quarrel with their next neighbour
than to interchange opinions with him, or to join in
admiring the performence. This, they think, will show
a went of spirit and independence, and would be unworthy
of the manly character of John Bull, (29)
while as late as 1844 Phelps' first night of menagership at Sadler's
Wells was devoted to a performance of Macbeth which took place
amidst the usual hideous medley of fights, foul language,
catéalls, shrieks, yells; oaths, blasphemy, obscenity,
apples, oranges, nuts, biscuits, gingerebeer, porter and
Pipes so0e Cans of beer, each with.a pint measure to drink
from ... Were carried through the dense crowd at all stages
of the tragedy. Sickly children in arms were squeezed ocut
of shepe in all parts of the house, Fish was fried at the
entrance doors. Barricades of oyster<shells encumbered the
pavenent. Expectant halfeprice visitors to the gallery howled
defiant impatience up the stairs, and danced a sort of carmag-
nole all round the building. (30)
Small wonder that the theatre smacked of immorality and uncouthness,
end that polite society either ignored the legitimate drema altogether,
or attended opera insteade The arrival of greater decorum in the
1850's and 1860's, signalled by the introduction of comforteble
carpeting in tize stalls, began to inveigle the respectable middle
class back to straight plays, but it was a long slow process end it

was not until the 1870's that genteel behaviour could be expected of



| audiences at the maaority of London theatres, the "trouble-makers"
having by then trensferred the:u- a.lleg:.ance to the musie-halls. '
W
| COnclus;g&'

_ Nineteenth century pr oducticns of Shakespeare's Roman plays mst
theref‘ore be set against a background of an ever-increasmg mmber. of
theatres, mov:ng gradua.uy from the patent systan and the established
compeny with & large repertoire to the conventian of the specially
cast run for a large number of consecutive performances. While
texts, costumes and sets became ever more accurate and elaborate and
there wWas a yowing movement towards realism of scenery and
furniture, the public demended en escapist entertainment compounded of
music, spectacle, splendour and noveltys These were supplied by means
of en :.ncrease in meehanical dev:.ces, by the enormous improvement in
lighting wh:n.ch f‘ollowed the arrival of’ gas and of 1ime11ght, by a
splendour of production which tumea some of Shakespeare's plgys into
mere pageants, and sy the composition of a vast number of trivial
dremas exploiting melodrema, farce or aguatic end equestrian feats,

At the stert of the century; Kaﬁbie bent every nerve to bring
Shakespeare's pleys to a vigorous life, and Flliston (as menager) strove
to present texts of greater authenticity; in the 1830's Macready's
stated aim was as followss

'The revival of the stendard plays of Shakespeare in the

genuine text of the Poet will be persevered in with increased

activity, end without regaerd to expense in attaining the

utmost fidelity of historic illustration, (31)
end in the 1850's Phelps tried to produce at Sadler's Wells a

repertory compeny of the old style, with Shekespeare as its principal
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i:lspz.ratiom Thereafta-, until the desP:Lsed Bmson began to
mngurate the theatre at Stratford in the la.te 1880'8, Shakespeare
on the stage fell into a catestrophic decline in which the plays
were either ignored, or uséd merely as skeletons to be decked with
the gorgecus panoply of spectacle and coloure |

Peffomances Iof the three Roman plays illustrate this general
trend:. as long as actore-managers saw it as their .responaibility to
present‘jas wide a raﬁge as possible of Shakespearea'n dramay Coriolanmus was
'fairly steadily performed, rising to a peak w.v:i.‘bh= the interpretation
'of J+Ps Kemble between 1806 and 1817, but declining ut'l;erly under the
new éituation after the 1860's; Antony and Cleopatra was virtusily
1gxored until after 1870, when its potential f‘or splendou.r of
productlon brought it :x.nto prcminmce, and Julius Caesar, unperformed
dur:.ng the stressful years of the I‘rench Revolution, agein rose to
-partlcular favour :m the spectavle-riddm later V:Lotorian epoch.

A deta:!.led examination of the stege 1life of the Romen pleys
tﬁroughmxt ti’xe nine‘ceeﬁth century will incidentally illustrate thé
general pattem sketched in th:n.s chapter, but vull concentrate a
i‘:.a'cer hght upen the fortuna of ;;ust three of Shakespeare's pleys

in that pemodo
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CHPTER THREE -
ACORTOLANUS.”

D
Paxformances Before 1800,

In 1800 the Caius Marcius Coriolenus of John Philip Kezble was
cne of the dominant glories of the English stage; In the eleven years
since ho had first played this role, drametic critics had consistently
paid tribute to Kemble's ability to identify himself with the lofty end
inflexible Romen patrician, end it was slready inconceivable that the
Coriolamus of other actors should be placed in as high a category as
that of :Kenble; J’.t"t October 1796, The Mon‘l_;_hlx- =’I§i;'¥'orihad claimed that

| Coriolamus, by Kemble, is a wonder of drematic ert; 4if he

could play nothing else, it is sufficient to exalt him many

degrees above every actor living, (1)
while the response of The Times to _the same yvevivel of Kemble's
Coriolanus had been the dogmatic a_ssertiq:x that

If the Proprietors have any taste left, or a regard for their
om interest, this Play will be often repeateds (2)

This ‘usteme, metallic and shepely trs,geﬂy, compared by a modern critic
to "a great bronze statue', (3) was < in 1800 = a firm Pavourite with
Kemble's ‘sudiences wherevea' he performed ity and had been established
by his efforts as a ndteble stage success?

It had not always been S0, Fram the time of its first stage
appearance in I-so;zdon about 1608 until Zemble's production in 1789,
Shakéspeére;s £inal tragedy had consistently failed to £ind much favaur
with the theatresgoing public and, as C.,B, Young states, "No record
is lmown of the esrliest performances.® (4) The firat parformance
| to be definitely recorded was not until 1682, and this was in a risibly
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a netural death in infency". (5)

‘During the f‘irst quurter of the eigh"emth century, there were
Lincoln's Inn Pields, but from 1700 to. 1754 the mejor theatres of. -
London mounted only one production, |, This was aj Drury Lene in 1719,
with Booth as Caiug lﬁ_a;':"_cius, though.once again the text was not
Shakespeareant inspiréed by the events of the 1715 uprising in favour-
of the'0l1d Pretender, the l-ite:_l:'ary critic, John Dennis, ccmposed his
own édaptation entitled "The Invader of his Country” whic_h held the
stage for only.three perfomanceéo '

For over. "v.lmty-f:we years, frm 1722 to 1749, the plaey (in any
t'orm) lay neglected and unoerf‘oxmed until its subject matter attracted
the attentim of James Thamson, the poet of The Seasons, vho completely
:ewo_ricqé the whole .drama,. conmencing wi'i‘.b the defection of Ccri_.blam:a to
the Volocians. His version retains nothing of Shakespeare's dicta'.&i‘,-' )
and even alters tl;e nemes of same of the major che.récters. Conventionally
follm'v':iﬁg the eighteézith century fondness _t:or unity of place, all the |
é.ction of Thanéoh's versimi is restr:li-cted to thé Volscian camp, although
some attanpt is made to :m;ect an appearance of variety by stage
directicms such as

The back scene opens, and rdiscovers Coriolamus  (6)
andll .' |

The back scene opens, and discovers the deputies of the
‘Volscian states, assembled in council. (7) :

The plbt of this adeptation is clumsily hendled in a very static manner,
end the following extract, which describes the meeting of Coriolams
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with his femily after the announcement of his exi'l.e, will illustrate the
lack of drama.tz.c mmedlacy, the sentimentahty, end the prosaic banality
v_vb:.gh gz:e_ _the keynotes of so much of Themson's versiont

I follow'd Marcius home « His mother, there,

Veturia, the most venerable matron

These eyes have e'er beheld, and soft Volumnia,

Lis lovely virtuous wife smidst his children,

Spread on the ground, lay lost in dumb despair,

He swelling stood avhile, end could not spesk,
_'Th'effronted hero struggling with the mant

Then thus at last he broke the gloony silences
#'Tis done, The guilty sentence is proncunctd.
Ungrateful Rome has cast me from. her boscm.

"Support this blow with fortitude and couragep
. "Ag it becomes two generous Roman matronss

"I recommend my children to your cares

"Farewele I goy I quity, without regret,

“A city grovn en enemy to virtue," (8)

Aparf from e few melodramatic moments < as when Caius lsrcius' mother
threatens to stab herself in the final scene = Thamson's play consists
éése"ntially of this sort of turgid declemetion; the characters remain
"coldy and it is difficult to be moved by their crises of loyelty and
hOIlbul:o . .

In spite of its essentially nonsdramatic nature, this adaptation
was staged at Covent Garden for ten performances early in 1749 with the
undoubted advantage of the femoug Peg Woffington as Veturia (Thomson's
' new neme for Volunnia) and with the greut actor, Jemes Guin, as

' Coriolanus, Perhays the mo#t impressive stage' coup of this production
was the arrival of Minucius end Caminius on their embassy to Coriolenust
The back scene opens, and discovers Coriolanus sitting on

his tribunal, attended by his lictors, end a croud of Volgcian
officers,. Files of troops drewn up on either hand, In the
depth of the scene _appear the deputies from the Raman Senate,
M, Minucius, Pesthumus Cominius, Sp, Lartius, P. Pinnarius, and
Qo Sulpitius, ell consular senators, who had been his most

zealous friends., And behind them march ths priests, the
. . sacrificers, the esugurs, and the gusrdisns of the sacred things,
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drest in their geremonial habitss These advance _
slowly betwixg the files of soldiers, under ams, (9)

but this was msuff.tcient to endeor Thamson's Coriolamus to the public
and it ha's never been revived, However, it -did not totally lose its
influence for, aJmost J.rmnedmtelJ, '.l‘homas Sherldan, author of ‘an early
#nglish dictionary end i‘ather of the creator oi' The Schoo; for Sg_a_g al,
found himself 80 drawn to the characters of Ca:.ue Marcius end his sterm
mother that he decz.ded to - - o
: preserve to the theatre two charucters which seemed to be drawvn
in as masterly a manner as any that came from the pen of: the
inimitable Shakespear. (10) : :
With this aim in mind, Sheriden reworked Shakespea';'e.'s play; fusing it
with Thmnson"s version wh.:.ch - in Sherideﬁ's words - "fvanted business, "(11
Sheriden's unhappy emalgemation of 'the disparate talents of
Shakespeare and Thomsén was ridieuls-’éed in The Yonthly Review as "a motley
tragedy" which _ B
hae aomfea Shekespear and Thanson as awkwardly uogeﬂer, as if
a man should tack, to the body of one picture, the limbs of another,
* without considering what an uncouth figure they might make together,
ho"r well soever they appeared separate, - (12)
but it was to zenain the standmvd stage version until 1789 and, having
' tried it out in Dublin in Pebruary 1752, Sheridan had high hopes for the
~ success of his production at. Govent Garden in Decanber 175‘} « He was to
-~ pley the 1eading role m.mself and his prepr—rration.: viere we:l.l advanced '
when, to his horror, he lesrned that the greatest actor of the age, David
Garrick, was arranging e production of ShakasPeare's Coriolamus at the
rival ‘R;heatre of Drury Lane in November ]_.7511. -~ one moath bet‘ore Sheridan'
_ could bring inis owﬁ adeptation to ﬂae stage.; Garr:.ck duly presented his

shortened, 'but Shekespearean, bext m.th Moscrop as Caius Marcius fox' e:lght
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performances which wetre sufficiently sueccessful to prove to at least
. one spectator that the oviginel Coriclamis was .

the'mo'st xriobba:ng, huzzaing, shewy, boasting, drumming,
tmmpeting Tragedy I ever saws (2 5)

' Somewhat diaconsolately, Sharldan pushec’l on with his preparations and
“puff'ed" his play to the town in antz.cination of h:.s on appearance on
10 Decembe.r 175&-, only twelve days after the md of the Drury Lane "run",
But even a spectacular process.:.on, called The Order of the Ovation, the
| talents of Peg Woffmgton 8s Veturia (1. R Volwnma) and en exhibition
of aancmg, by a Mr. Poitier coula not buttress this production against
fm.lure, so that, in the contemptuous words of a contemporary review, it
' ~merely “cravled for six nights, to no extraordinary audiences®, (14)
Perhaps Sheridan consoled himseLf‘ in later years with the fact that
whereas Carrick?s production saw the stage only onee moré, in April 1755,
h:Ls version was to be performed on ten further occasions in the next
thirteen years, He himse?l.f vainly tried once more to engage the
~public's interest in what = with due deference to the foreeful character
of Veturia-Volumnie< he had sub-titled The Roman Matron, but his
| appearances on 27 January and 31 March 1755 made only the slightest of
 iupressions. Between 1756 and 1768, Smiths Who had been trained by
Garrick; tried to rouse Sheridan’s sppor.ific version into liveliness by
eight more eppearances at Covent Garden, but the public ramained
stea‘.df"astly unimpresseds

The comparative leck of succeas of Coriolanus on the stage « until

Kemble's life-breathing production of 1789 = can easily be seen by setting
it in the'context of performences of other'Shakespeare plays between

1701 and 1789, A table will cleerly indicate its poor showings



PLAY E NUMEER OF LONDON PFRFCRMANCES 1701-1788
. Hemlet 525
" 'Mecbeth . : e 4B6
Richard III 468
.Romeo and Juliet - - co o i,
- King Lear : : 346
Renry IV; Part On ' : ..+ 332
Herry Wives of Windsor ' 322
Merchent of Verice . 1 X
The Tempest a3
‘Coriolamis’ - ' - SR e B (15

Indeed to judge from:the mimber of stage performences, Coriolsnus came a
lowly 26th out of 36 in the order of popularity of Shakespeare's plays
during th:'i.s periods
At Pirst sight, this would perhaps eppeer to bo surprisings it
might be expected that eighteenth century taste would respend with
enthus:fasm to a play set in classical times end with a strong political
content. This was, after all, the neo-claessicel age, and a period of
- keen « if satiricel - interest in politics, and G.M. Trevelyan hes
stated that
:'he men of this "classical” age loaked back with a sense of
kinship to the far«off ancient world. - The upper class regerded
the Greecks and Romens as honorary Englishmen, their precursors
in liberty enc'culture, and the Ramen Seénate as the prototype of
the British Parlisment, The medieval period «.s Sank for a while
below the horizon of study and sympathy, so that the eye of taste
could range back without hindrance across the gulf of time, and
contemplate an its further shore the only civilizaticn vhich could
claim to be as classical, as poisedy as enlightened, and as
ertistic as the fortunate present.  {(16)
Buty of .ourse, Shakespeare's Coriolamus gives a very different picture
of encient Rome far from presenting the early classical world as
"poised e..» enlightened, and.sce.ortistic”, he portrays inflexibility,

‘harshness and a- sense of constriction in two parallel societies (Rame

and Antium) which both strive tc inculcate in their loysl members a



distorted and inhumen attitude towards honour and war¢ There could
have been ],?{tqlq camfort for the Augnstan men of teste in Volunnia's
. dehght in butchery, .or for the man of sentiment in what Ian D. Suttie
_ has called her "tsboo on tenderness”. (17) Neither would the
. ariStocracy.snd squirearchy have had mich respect for the claims of
, Shéke,s.pgare'.s R,m_ian-,x'nob to-pa;liamentaxy representation, or for their
willingness to rise against their sccial superiors, Even on.purely
literary grounds, Coriolamus could not reslly eppeal to the eighteenth
c'entpryz before 1750 or so, its defiant rei‘uéel to observe the so-called
 Wglassical rule'of the unities of time, place and action put it beyond
the pele; it also menifestly failed to perform the didactic function «
allocating reward to the virtuous and punishment to the wicked  which
many cighteenth century writers saw as an wséntial elenent in the drama,.
In 171.,2; John Dennis had underlined his age's liking for the présentation
of *Justice" in drama, end had used Coriolenus as an illustration of
.'S'hake'\.Spéare's failure in this directions
" The Good must never £sil to prosper, and the Bad must be alweys
Tunish'@ Otherwise the Incidents, and particularly the
Catastrophe which is the gréat Incident, are liable to be imputed
rather to Chance, then to Almighty Conduct and to Sovereisn
Justice. The wont of this impartial Distribution of Justice makes
the Coriolanus of Shakespeer to be without Moral.  (18)

. Other low estimates of Shekespesre's achievement in Coriolamus came

: ;‘rqn two potent figures who camplained about the play's weakness of plot |
and structurel Thomas Sheridan felt impelled to alter the play because
it "in gencral, seemed but ill calculated to representetion” and it had
“little or no plot", (19) while the eighteenth century's most respected
and influential Shakespearean scholar included the following dictum in

his HoteS on Shekespeare
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There is, porhaps, too much bustle in the first act, end
too little in the last, (20) |

Coriolamsy tﬁen, offendeéd eighteenth century taste by presenting
a barbaric Romé and a power<hungry citizenry, by failing to live up to
some of the rules adumbrated by the literary critics of the period, and
by appearing to be deficient in dramatic and structural skill.
Consequently, it had never had much chance of seigzing the imagination of
a theatre audience during the first eighty-fiine years of the century.
By 1789, howsver, any attentive eighteenth century gentlemsn could hear
the unmistekably ominous rumblings of revolution on the political scene
end of romenticiem in the artistic world, and Coriolemus suddenly essumed
a greater relevance to the ethos which was approeching than it had
possessed for. the one vhich was ebout to be erodeds At this very moment,
the sté,ge was fortunately able to provide an sctor whose talents,
appearance and technique suited him < as no previous actor had been
suited = to underteke a supremely satisfying interprei:atidn of the
cold but texing role of Caius Marcius Coriolamss
Nature had endowed John Philip Kemble with an imposing physical
presence which combined a graceful clessical dignity with a ramentic
fire, energy and passion. At the height of his feme, Kemble's
commanding and 'stately physique was extolled in The Lady's Magasine
in the folloving reverential wordss®
Kemble has a very graceful, menly figure, ié perfectly wellmades
end his naturally camanding stature eppears extremely dignified ...
His face is one of the noblest I ever saw on any stage, being a
fine oval, exhibiting a hendsame Roman nose, a well-formed and
closed moutht his fiery and somevhat romantic eyes retreat, as it
were; and are shadowed by bushy eyebrows: his front is open and

little vaulted; his chin praminent and rather pointed <+¢ his
physiognomy, indeed, commends at first sight, (21)
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It 4s tempting to dimmiss this adulatory account as merely so much
hero-wership, tut confirmatory evidence of Kemble's power to reincarnate
& Bense of the greatness of the past cames both verbally end pictarielly
_from elsevhere. R
Hazlitt, a most experienced dramatic critic who sat night efter
night in his beloved corner in the second circle at Covent Garden, saw
in Kemble
@ stately hieroglyphic of humenity; a living morument of
departed greatness; a sambre conment on the rise end fell of
kings. We look efter him till he is out of sight, (22)
and Meadows" femous engreving of Kemble as Coriclams (based on Sir
Phomas Lesrence's 1ife sige painting) also conveys the patricien dignity
end aloofness which the actor brought to his most famous role. He
stands commendingly, tell end fimm; gesing idealistically into the
distance. He is alone, and the picture gives a strong sense of that
isolation with which Shakespeare surrounds Cedus Marcius, Kemble is
portrayed as mffled in a derk toga or military cloak, beneath which
(at the shouldér) gleams the warlike metal of a breastplate, Through
the murk of the shadowy background cen be dimly distinguished the shape
of a building or memorial, while tongues of fire < doubtless suggested
by the growing insistence on flame and fire in the last two acts of the
play = menscingly erupt from behind Kemble's dominating figure. The
artist has captured the sense of superiority, of nobility, of inflexibility
end of soliteriness which may be deduced fram Shakespeare's text and vhich
theatre audiences between 1789 and 1817 saw kindled into glowing life
by Kemble, Withal, there is also a sense of pathos - a certein sadnese
* in the eyes, a fecling (engendered, perhaps, by the sandslled foot
. pointing purposefully forwards) of a men stesdfastly heading towards
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destructions. The intensity of Kemble's-perfo:"mance is strongly
camxmmcated by this picture, especially by the passion of the eyes and
by the sense of barely contx'ollec tautness in the erect body,

Meaﬂaws' engraving cleaz'ly shows that Kenble's physique wes en
:l.mportant element in his portz'ayal of the aloof Romen patrician, but
it cannot, of course, z.nd;.cate that his particular technique of act:.ng

~wes also of powerful éssistance in his' interpretation, Kemble's other

‘great suc‘éesses “-as Penz-;xddock, Cato, fhe Straﬁger end Rolla « were
ali ch:a;.racters dominated by a single unswerving centréd. ;paSBion, and
Coriolafms was ‘another in the same mould, Calus Marcius is reared by
his mofhez_v in a ruthless and possessive way so that he worships the
:‘Ldeas of sfrengl:h, of toughness, and of a direct and simple h&:esty

wmch is repelled by politicel expediency and doubledesling. In
| battle, he leunches himself directly &t the enany and mrls himself

along within the city walls of Coriolij in politics, he betrays a

siniley self-assertive intransigence and is determined to remain true

to his beliefs and ideals even if this will involve the dest;ﬁcgion of

Romes

Let them pull all about mine ears; present me
Death an the wheel or at wild horses' heels:
Or pile ten hills on the Tarpeian rock,

That the precipitation might down stretch
Below the beam of sight§ yet will I still
Be thus to them, (III ii 1-6)

His pride and inflexibility cause him to remain consistent ‘in his
respfnses to stimuli® when his soldiers disappoint him, he curses thems

All the contagion of the scuth light on you,
You shemes of Rame} (I iv  30-31)

~ and when the citizens re:)ect his consulship, he again resorts to oaths
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and to magnificently alliterative abuses

You caunon cry of ‘curs!  whose breath Ihete -
As reck o'th'rotten fens, (III iii 120-121).

Tmmt the plqy',' hié--teﬁper rises uncontrollably vhenever his
enemies .dad;?pusly prod him vz-i‘bh certain inflemmatory wordss  “Shall®
(III 1), “Preitor" (III 313) and "Boy® (V vi)s Above all, he is
consistent in his devotion to his mother, vshe‘ther', a8 in III :i.i, she.
is shattering his integrity ory as inV ﬁi, she is impelling him
towards death, | .
N Such a character was tailor-made for Kemble's.om technique
~ because as 'l_he Lady's Magacine commented. at the time of his re.tiranmt.
| " The range of characters in which Mr. Kezble more particularly
shone; end was superior to every other actary were those which
consisted in the development of same cne solitary sentiment
of exclusive passion oss Where all the passions move round a
central point, he stood unrivalled, (23)
The actor;s technical ability to drive unswemringgl,y, yet with growing
intensity; tﬁrough the unfolding evenis of the play was one of the main
reasoﬁs why his Coriolanﬁs c;arx-ied sucﬁ conviction,
Another wes the skill vhich he hed showm in adapting his text to
the stage, for ﬁe‘nble renained true to the gradually dying tradition
of raﬂicaliy altering the Shakespearean texts He had taken as his
starting point S_he.z?-idan's' version of 175#, which was itself en
amal gemation of’plays by Shakespeare end Thmnsdn, and he had worked hard
at the task of increasing the Shakes;pearean cox;tr:nt of Sheriden's text,
end of assisting ease and smoothness of pez'foménce. For the first
three acts, Kemble drew anly m'Shake;speare; and he seens to have had
four things in mind, first, he wished to reduce the large mmber of
si:eak‘ing characters, end to 'th:i_.s end he excised several parts (for
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example, Titus Lartius venishes altogether end Comindus in I 4 spesks
not. only his.omn Lines but also those of the First Ser ator); secandly,
in order to allaw t:une for spec’camﬂ.a.r pvoc@sa.ons, he shortened the
plqv by pruning a large mumber of specches (i‘or example, the fable of
the belly inli is an:.tted, and Menemus- cmvcrsat:.m with the "
Tribunes in the second act is cut fx-un 8, lmes to 45), th:.rd]y, for
ea.sc of sta,gmg, Kemble amalgmatea several scenes, cspec:.ally thoae
deplctmg the battle in Act One, f‘ourthly, he was concemed to direct
: attention to the star role by, fox- enmple, advancing his ovn initieal
entry f‘rom 1ine 1=!4. to line 30 of the first aCu, and by brmg;mg donn the
world elsewherc&"

. For ‘the Tirst three acts, Kemble's version of Cordolenus, though
.by no means as cholarly text, is remarkably "aithf‘ul to Shakespeare, is
notably drematic and swift-moving and

the nberties which he tock with the orlgmal were far
-inferior to those which had been formerly taken with ite  (2)

1t catches the spirit and intention of Shakespeare's play, if not -every
deteil of its orgenisation end expressicn, and has dravm praise frem
G‘iCéDo' 066113 . . !

‘Seldom has & play been =o bountifully, so lavishly cut %o
the quicks the kernel is retained with intensity supreme. (25)

The Pourth and F1£th acts, howevers fail to meinteln this stenlerd as
they drew o '.l‘hcmson's flaccid verse to mtroduce the character of '

_ Auf:.d:.qa, to chart the Volscian plot against caius Marcms, and to
portray the death of the protagonist, Their weakness lies not anly in
thn juxbai:osition of' Shakespeare's matu.ﬁe and econamical poetry with the

.o T
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mellow, and Yndistinguished declomation of Thomson, but elso in.the
retention of some of Thamson's absurd meiodrema, &8s vhen the stately .
Volumnia threatens to steb herself, | _ |

| In defence of Kemble, it mist be urged that his ravages were less
extreme than those of other eighteenth century edaptors, end that,
although his "scissors end paste" version shows ‘scme insensitivity to the
subile x‘-}':jtl;mis'_of .Shakespea're's verse, it swiftly brought Coriolsnus into
an§ enthusiastic theatrical popularity which it had never hitherto

experienceds In the eleven years before the first performance of - -

Kemble's version in 1789, Coriolenus had not once Sbgen p erformeds
during the last elevén‘ years of the century, Kemble's fourteen
performances raised it to 18th in the order of popularity of Shakespeare's
plays in the theatret no other play enjoyed such a spectacular rise
in popularity during the same period, . o

. " Kemble first presented his production at Drury Lene on 7 February
1789, ond it would undoubtedly have réceived meny mare then fourteen
pérfoménceé ‘before 16860 :ha.a it not so closely a'nte-dad;ed the start of
the French Revolutions Within o fov weeks of the £irst sevan
successful a@péai'ances of Kemble as Caius Marcius, the citizens of.' '
Feris rose in revolt, stomed the Bastille and effectively reduced the
power of the menarchy. The story of Coriclanus bore too close a
relation to these events, and was too capable of fomenting revolutionary
feelings in the citizens of London, to make it a wise choice for the
stage at .this time, and Kemble discreetly retired from his new success,
turning his attention for the next three years to the less politicel
roles of Orlando, Benedick, Othello and Richard III Sigmficmuy,
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between 1789 and 1792, he also appeared aixbeen times in the .
'mtamely patriotic role of Henry Ve
By the Sprmg of 1792, the’ situation in France eppeared rather more

steble, and Kemble end Mrs, Siddons were emboldened to revive Coriolenus
. for :I:wo performances before "crowded and brillient” (26) andiences at
the Heymarket. The. box of fice recordeé very much higher takings than
for any perfomance of the play in 1789 (£377 138, s opposed to £230 (R
in 1789)[27) ‘and it seemed that, cor:lolm might noz sefely return to the
| repertoire.. But luck was against Kemble, for in Aug.xst of 1792, vhen

" hewes preparing for a fresh season of plays, news reached England that

| the French mob had risen once -more and, stomming the royal palace and
overthrowing the monarchy, hed issued a rallying call to the other pecple
of Eurcpe to follow thelr example; clearly, in such a situation, any
further performences of Coriolams would have been political stupidity,
" and Kenblé's omn royelist sympathies may be deduced from the fact that
he 'clbsed his theatre vhen he received news on 2 .J’emzaryl 1793 of the
- guillotining of Louis XVI, The false calm vhich temporarily followed
this decisive act seems to have lulled to sleep Kamble's fears that
Coriolanus might inflame the anti-monarchicsl element of the Londan
Myulation, for on 23 Febmary 1793 he risked one repeat performance
with a further sin.gle.perfomance on 21 May, but the stert of the real
Reign of Terror in France only two months later sppears effectively to
have frighténed Kemble aray from this role ._i'Oz- the next three years,
By April 1796, he was determined to present Coriolamus once more,.
and he had found a way to ensure that it would not inflame revolutionary
foeling in Englend by deliberately portraying the Raman mob as
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contamptitle turncoats and by treating mob violence as a ridiculous
forei.gxx barbarism to which Engl:.sh qm'nnor.z_sense could never stoop, he
was able to use the plgy a8 a vehicle for expressing the justice of
"the established structure of society ‘eand the foolishness of mass
revolutionary movements, While twentieth century readers might be
more inclined to agree with Coleridge that Shakespeare had impartially
shom thg rights and wrongs of both pabm.c:.an end plebeian standpoints,
Kemble could have defended his bisssed presentation by reference to such
caments on Shakespeare's play as _

the plebeian malignity, and tribunitian insalence in
Brutus and Sicinius, = (Johnson)  (28)

+

and
when we see in vhat colours he paints the tribunes of
_the peoplet he seans to have no other idea of them tham
as a mob of Wat Tylers end Jack Cades, (Uptom) (29)
Kembleh adaptaticn of Coriolenus lmd alrea..:y weal.ened the case for

the citizens by amitting the scene in which the patricians use force to
~‘beat in the people end the:u tribunes, but he now "slanted” the
production even further to depict |

the haughty mind of a hero ncbly born, who had served

end saved nis country, e and the contracted, selfish,

covardly species of public spirit, vhich characterises

ané assembly of oseo ung'atef‘ul, and self-conceited

electors. (30)
He debased the citizens to "an unoiscmmmatmg rabble" full of uns
meaning criticisms a_nd bqls‘!g_eraus clamours® (%) end emphasised vhat
The Times celled "the mutable aduletion of popular clemoury (32) This
was to the liking of the Drury Lane eudience who swiftly took his point
and, allying themselves with the patrician values, gave immediate proof

of their patriotic scorn for the French revolutionaries:
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There never was a higher test of English sense then that
laugh of contempt which &4 companied every eppcerance of
‘the rabble;. "that would to clip the wings of eagle
authority”; and Tullus Aufidius's description of the
Romans; .bore so strong a likeness to the savege barbarity
of modern Frances that it rushed through the House like

lightnings (33

The success of this approach, which drew £4,75 5s to the box
office, (34) had caused Kemble to give two repeat performences
in-October 1796 and February 1797; but then the sternfss of Britain's
struggle with revolutionary France had effectively dissuaded him

-+ frem presenting Coriolamus in Londemn for nearly ten years, lrs,

Inc.hbald's introduction to her 1808 edition of Coriclams (in

the fif'th volume of her memmoth 25 volume Britiah Theatrg) expressly
stated the reasons which hed caused Kenble to withdraw fran his

most promismg role%

: -_-Th:l.s noble dremey in which Mr, Kemble reaches the utnost
-sunmit of the actor's art, has been withdrewm from the
theatre of late years, for some reasons of states When
the lower order of people are in good plight; they will
bear cantempt with cheerfulness, and even with mirth; but
poverty puts them cut of humour at the slightest disrespect.
Certain sentences in this play are therefore of dangerocus
tendency at certain tima. (35)

Had the political s:.tuation been less aangerous, »here is little
aoubt that the opening years of the nineteenth centm'y would have
seen a long succalion of perfomances of the role in wluch -

in Hazlitt's words = Kemble consistently

exhibited the seme ruling passion with tle same unshaken
firmness, he preserved the same haughty dignity of demeanour,
the seme energy of will, and unbending stermess of temper
throughout; He was swayed by a single impulse, His
*  tenaciousness of purpose was only irritated by opposition$
I he turned neither to the right nor to the left; the
' yehemence with which he moved forward increasing every
. instent till it hurried him on to the catastrophe, (36)
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But, as it was, the nineteenth century theatregoer had to wait until
the Winter sesson of 18067 before ke hed en opportunity of thrilling

to Kemble's histrionic powers in Coriolenus,

(i1)
Cocke, Kemble, Young and Conway, 1800-1817

However, before Kemble resuscitated his Coriolanus, another
actor proved less sensitive to the dictjtes of political expediencys
anfong.Ke_nble' s Covent Gerden company :m the eai'ly years of the new
.century was Gec;rge Cooke, who played .Ealstaff' to K'emble’-s Henry v 9
Iago to his Othello, and Macduff to his Macbeth;. Cooke was a man
'of strong constitution end impulsive energy, who made & notable
 Richard III, but he wndemined his talents by an opinicnated
... hyper-critical and sarcastic approa:'m to 1ife-énd by systematic
intenperance which reduced him to "a fioisy, brutish bacchenal®s  (37)
Wihen soben; he exhibited all the attritutes of a perfect gentleman,
.yet
N let him swallow but one drop beyond the wholesome limit, snd

the honey wes turned to gall; the Bottle Imp mastered his
better nature; end he became vulgar, no:.sy, intolerant, and

intolereble, (38)
Cooke appears to have been jealous of_ Kemble's primacy in the theatre
and, being particularly proud of his powerful vaice, felt a
corresponding contempt for Kemble's comparative dnficiency in this
department. Cooke's strength of voice was "a pre-eminence over his
| rival in which 'lfie absolutely'z_'qull‘ed, and never omitted to exercise
.. vhen he found an opportunity,”. (39) and Kemble's lengthy withdrawal
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. fron Cariolams provided just the opportunity in which Cooke
| delighteds in Mgy 1804 - seven years after Kemble's previous
perfarmance « Cocke ventured to appear as Caius Marcius at a benefit
perfor‘mance et Drury Lane. Predictebly, this first production of
the play in the nineteenth century was not a success: although
Cooke was excellent in portraying "the stogn of a violent pessien®, (40)
hdyas found to be less elegant and distinguished then Kemlle vho |
"displays, comparatively; a much superior degree of delicacy throughout
his acting than Cocke"s (41) Comparison with the vivid memories
which were retained of Kemble's interpretation proved fatal to Cooke's
attempt to supersede his manager's Coriolamus, end, as Genest drily '
camented; "Cooke never ected Coriolanus a 2nd time in London,"  (42)
so that the field was left clear for Kemble's returns.

By drawing on Kemblé's prompt books and on contemporary reviews,
it is possible to convey same idea of what was to be the most
brilliantly successful interpretation of Coriolemus during the
nineteenth centurys The curtain rose to disclose the mutincus
citizens whom Kemble directed to give three shouts (43) at the
cutset of the scenes A few lines later, during and at the end of
the First Citizen's last specch before the entry of the patricians,
these shouts were re-echoed off stage by the soldiers who were
waiting in the wings; and an impression was created of a turbulent
city, Ceius Marcius, entering fram the left, then mef Menenius who
had ccme from the opposite directions Kemble strode across the
stage, glaring with patricien pride at the crowd of Romen plebeians,
end expressing strength; courage and heughtiness with every inch of
his body, so thet on his opening line (dhat is the matter, you



dissentious rogues?")
~ "the crowd of mobRanans fell back as though they hed un
against a mad bull, “and he dashed in emongst them in scarlet
pride, and looked, even in the eyes of the endience, sufficient
'to beat forty of them's” It was "impossible", we read, "not
to admire the noble proportions and majestic contours of his
- figare; the expression of his face 'sss his right amm erected
in conscious authority; his chest thrown forward, end his head
Slightly back;. his right leg fearlessly advenced, and firmness
in all his attitude.”  (44) '
As Caius Marcius completed what Derek Traversi has called his
"characteristic cutburst of uncontrolled and misdirected energy" (45)
with the line "As high as I could pick my lance", the plebeian fear
of Caius' formidably expressed Scorn was underlined by the crovd's
withdrawal awey from him, further emphasised by the simultaneous
advence of Menenius tovards his friend, Having thus highlighted
the internal struggle within Romg, Kemble next introduced & small
'emam'ple of the sort of spectacle for which he was famoust vhere the
First Folio stage direction reads simple’ "Enter Sicinius Velutus,
Anmnius Brutus Cominius, Titus Lartius with Other Senatoura", Kemble
supplied en impressive processional entry and stately progress
acress the stages His manuscript comzents indicate that Ceminius
entered from the stege right, followed by twelve Lictors bearing
fasces without axes, This small procession moved across the stage,
and the Lictors esteblished themselves behind the Roman Officer, who
was almost in the wings on stage leftt thus military authority and
magisterial dignity were seen to renge thamselves behind the patrician
Consul, on that side of the stage fram which Caius Marcius himself had
entered only a few moments earlier. . The political clash in Rame
was further underlined in a visual menner as B_rutus and Sicinius

remained stage right after their entrance, and joined the crovd of
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plebeians which was elresdy grouped in that area.

The audience's attention had been seized; the tragic hero had
been introduced in vehement mood, end same processional splendour
had been introduceds Now it was the turn of Kemble's sister, the
world=f'amous Mrs, Siddons, to dominate the stage in the second scene
(Shakespeare's I iii) which provides such a revealing glimpse of the
Spartan austerity of the home which Coriolanus' mother had turned into
ng parade ground for training in leadership”s (46) Sarah Siddens,
the greatest actress of the age, possessed a physical appearance which
eminently suited her to the portrayal of dominating tragic roles such
as that of Volumnie2 the very qualities of dignity, energy, power and
hardness which had made her interpretation of Lady Macbeth one of the
theatrical wonders of the years since 1785 were just those which also
created a Volumnia worthy of Kemble's Caius Marcius, Boaden's
éescription of the appearence of Mrs, Siddans in October 1782 emphasises
not only her gracefulness and the force of her stage presence, but also
the flexibility of her facial expression and the wonderful range of her
vbica'

There never perhaps was a better stage figure than that of

Mrs, Siddons. Her height is above the middle 8ize ... and

her attitudes are distinguished equally by energy end grace,

The symmetry of her perscn is exact and captivating ... So

great, too is the flexibility of her countenance, that the

repid transitions of passion are given with a variety and

effect that never tire upon the eye ..« Her voice .0 denotes

a being devoted to tragedy; yet becomes at will sonorous or

piercing, overwhelms with rage, or in its wild shriek

ebsolutely harrows up the soul. Her sorrow, too, is never

' childishy, her lamentation has a dignity which belongs, I
think, to no other women. (47)
After this quiet yet strong domestic scene, Kemble completed his

first act by running together the I vi and ix of Shakespeare as a
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contiruous battle scene; linked with the edded stege direction

Exeunt - A loud Flourish, - A Battle, = A Retreat sounded,

It was stirringly introduced with shouts, drums, trumpets end wind
instruments from the theatre orchestra, and the entry of Cominius'

army, consisting of two. standards of S.,P.Q.Rey two standards of

Eagles, twelve Lictors, six soldiers bearing spears and shilLds and

a further six bearing swords and shieldss Kemble directed in his notes ¢
they all range R" to indicate retreat in front of a backcloth
representing a woods No sooner had the audience absorbed this piece
of pageantry than Kemble made another drematic entry, covered with
gore, launching himself eagerly on to the stage from upstage left, and
giving full vocel value of Coriolanus' thrilling-cry, "Come I too late?"
His conversation with Cominius, after the second section of the battle,
was set in open country and was embellished with no fewer than four
formal flourishes of trumpets end wind instruments « each signalled by
the raised hand of the Ramen Officexr « before the first act concluded
spectacularly with a march.

Kemble's second act - like Shakespeare's = opened with the
preparations in Rome for the return of its latest military hero and
soan reached its'peak of excitement and splendour. Determined to
please his audience with scenes of pageantry, Kemble retéiﬁed the
lengthy a.nd eye~-oatching procession with which Sheriden'had garnished
his 1754 version of the play. Proudly entitled The Order of the
Ovation, it consisted first of i 'Civil Procession of priests,
flamens, choris‘ters, senﬁtor's., triﬂunes, virgins, matrons, and the

mother, wife and child of Coriclanus, all marching in procession to the
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.sounds, of ﬂutes and soft instruments before taking up their
positions to line the route of the militery procession. This wes
merely an hors d'oevre, howevu-, to the sumptuous main course of
the grand militasy procession, which demanded the services of
epproximately two hundred extras and actorst . first ceme the
twelve Lictors and two Aedilesj then fourtgen-musician_s: "nexty, a
religious section incorporating six priests, four incense burners
and a rem adorned for sacrifice, - A Roman Eagle heralded the |
militery centre of the procession which included twenty-four soldiers,
.trﬁz;fy?two standard bearers, twelve slaves? _s-i.x gladiators, a mass
of spoils end booty, and a large mmber of Volscien prisoners,
At the cuhingting point of the Order of the Ovatian, Coriolanus
himself entered the scene, precegded by an eighteen=piece military bdand
and -_f'lanked by an Eagle, two standards and the two consulsj misgelleneous
soldiers and mob completed this memorable Triumph, which provided the
general public with music,; colour, movement and pageantry.

Mrs.. Siddons seized hég-opportunity in this great scene and, in
spite of (or perheps bec'a'uae of‘) the blatent exaggeration of her
movements and reactions, exercised a remerkable influmce over the
aud:lenéeg as Jlohn‘ Forster testified when recapitulating a &mversa?ﬁ.on
which he had held with Charles Kenbie (John Philip's younger brother),
Charles Dickens and a Mr, Kamesé:

Her Volumnia esceped being vulgar only by being so excessively

grend, But it was just what was so-called "wulgerity" that mede

its appeal to the vulgar in e better meaning of the word, . When
she first entered, Harness sald, swaying from side to side with
every movement of the Roman crowd itself, as it went out and
returned in confusion, she so absorbed her son into herself as
she looked at him, so swelled and emplified in her pride and
glory for himy that "the pecple in the pit blubbered &ll
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round,” and he could no.more-help.it then the rest,... (48).. ..
Harness' recollections in 1849 corroborate the earlier memories of
the leading actor, Young, in a letter addressed to Mrs, Siddons' second
biographer, Campbells |

%I remember her," he sqyé,'"cmning down the stage in the

triumphal entry of her son, Coriolamus, when her dumbeshew

drew plendits that shock the building., She came dowm,

marching and beating time to the music; rolling cce. from,

side to side, swelling with the triumph of her son. Such

was the intoxication of joy which flashed from her eye, and

1it up her whole facey; that the effect wes irrestible coe I

could not take my eye fram hers Coriolamus, banner and

pageant, all went for nothing to me; after she had walked to
her place."”  (49)

The trumpets blaged forth in flourishing style and, as Kemble
halted, three shouts rang out. Boaden, the first biographer of
both Kemble and Mrs; Siddonsy was particularly impressed by Volumnia's
expression of puzzlement at her son's new neme as she raised him from
"his kneeling posture before hery and he strove to indicate her stressing
of the line by italics:

' What is't? Coriolanus must I call thee? (50)

" 'As. the great procession re-formed for the end of the scene, Kemble
used enditory effects to the full, as his manuscript notes indicate

Let the Musick contimie same time after the Scene closes on
the Ovation =« then three Shoutsy with all the Drums and Trumpets.

The other memorable scene in the second act of Kemble's Coriolamus
was scene iwf (taken from Shakespeare's II ii). As the curtain rose,
Coriolenus, Menenius, c‘o;xin:lus, the two Tribunes, sj.x Senators and two

Officers were "discovered” in the Capitol; The spectecle wes heightened
by the Consul's cheir raised on a pedestal, by benches for the Senators,

and by the colourful backing of an Eagle, Benners and twelve Lictors,
One of Kemble's aims in his Shakespearean productions had always been
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"to bend every nerve to make them perfect beyond all previous ‘exemple,” (51)
mad he was eager to.achieve greater historicsl accuracy in costumin.g his
actors than had hitherto been the case; to this end, lie éven consultea
the antiquary, Douce, while preparing his productions of the Roman plays, -
and brought to thé English stage a closer epproximation to the Ramsn
 toga then it had yet seens = The costume in this Senate scéne made an
impressive impact and _ 3 )

his togas....% ,\the theme of universal admiration. They were

‘pronounced faultless, minutely classicel, even to the long

disputed latus clavus, severely correct, and beautifully graceful

beyond precedents (52) .

During his scene in the gerb of humility, pleading' for the "voices"
‘of, the citizens, and'in the tenpestucus third act pc.rtray:mg the strugg].e
‘betwem Coriolanus and the plebeians, Kenble seened to become the
chapacter created by Shakespesre, snd the draiatic critic of The Times
saw his performance as definitive and inimitebles

He does not act ",\é is « the Coriolanus. conceived by Shakespeare,

. It is impossible to imagine a more hercic presence = a purer
patricien dignity « a military ‘fire more irriteble - more

unquenchable « a filial reverence more true to the nature of a
Romen = or sarcasm more biting - or irony more lofty, contemptucus,

and provoking. (53) !
The tension generated by Kemble's mterpretation was enhanced by an

astute handling of the crowd in the third act? for example, the
inflammatory effect of the Tribunes' speeches was enphaS1sed Just
efter Brutus' line |

 Pursue him to his house and pluck him thence,
by the menacing; move "All rash tumultuously towards L" The curtain
descended to éreat applause on the shattered _Ooriolams' "There is a
world elsewhere’, delivered with a mixture of defience end pathos as

his lonely figure moved off stage Right, to be followed by the
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triumphantly shouting poplulace._-,«_

The fourth act, alternating between Rome énd Antium es well as
between the diction of Shakespeare and Thomson, contained only ane
moment to which coi;tenporary writers paid ¢3pe¢;a1-tr1butez this was
the first eppearance of Caius Marcius, (54) "discovered” standing in
solemn silence in the house of Aufidius N

at the foot of the statue of Mars, himself another tars (55) -

a teblesu which excited the admiration of no less a critic than Haslitt,

In the final act « that mighty conflict bétween.‘l:wo resolute
characters - the talé-_nts of Kemble and his sister almost overcame the
ludicrous smalgem of Shekespeare and Thamson end trensmuted it into
great “thgatre'i,- The scene was the Volscien cemp, '-with two ch_airs raised (
a p'edes'tgl‘,- and to a flourish of drums and trumpets Coriolanus, Aufidius
ané Volusius led in a procession of Senators, Officers, Soldiers and
Stenderds; Inmediately, to Soft music, at first distent but growing
louder by degrees: the embassy of Romen ledies came slo_wly into view
from upstage Right, advancing towards the pedestal and bowing in turn,
As Virgilia acknowledged her "Lord and sband" she advanced a timorous
step and Coriolanus « aware that he is ™ot of stronger earth than others" .
left the rostrum and ren down to her, his pentsup emotions breaking
uncOn‘l-;,z"ollably forths Then Mrs.Siddons took command of the scene, her
supréne moments coming in the lines which Kemble had extracted from
Shekespeare's "Nay, go not from us thus"; Boaden referred to her
delivery of

There's no men i'th'world
More bound to's mother§: yet here he lets me prate
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Like one i'th'stocks,
and

' Bhen she, poor hen, fond of no second brood,
Has cluck'd, thee to the wars, and safely home,

"end.

- I'm hush'a until our ‘¢ity be afire, -
And then I'11 Bpeak a 1ittle,

. as the "ne plus ultra of dramatio power". (56) The scene then

degenerated into 'J.‘homson's declamatory verse which Kenble em.ived

o with a g-eat deal of act:ton. As Virgilia pleaded with her husband

0 pem:l.t me,
' Po shed my gushing tears upon thy hand,

‘Kemble instructed her to expriess her emotion by advancing "fearfully"s
" his 'z-e'sﬁonsé to her plea was the stern comnand, “Leave me", at which
‘ 'V:i.i"g'ilia:‘ starts, like one who never heard such a word bef'ore." and,
. although obeying her husbend, she heart-rendingly, "Going - looks
back" &t hime Volumia then advenced before Virgilia and crossed
1eft to the pedestal, ceusing Coriolanus to rise on his speech
'‘Cease, cease, to torture me "
You only tesr my heart, but cenno 1\ake :|.t.-
. By ‘the immortal gods,; =. '
" Having raised Virgilia "sternly" from her imploring posture on her kneesy
Mrs, Siddons gave full melodrematic force to the lines with vhich she
' prefeced her atteaipted suicides
| Go, bar'brous sonj gos double parricide;
Rush o'er my corse to thy belov'd revengel
‘Tread on the bleeding breast of her, to whom
‘l‘hou ows't thy lif'el = Loy thy first victim,
(She drews a dsggers
. fhe Spectators then watched with pity as the Volsciens developed

their plot against Coriolanus,; end they thrilled to hear Kemble's
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slightly asthmatic voic¢e rise to majestic power es he lashed Audifius
with the words of scorn which Thomson hod written, Boaden claimed that
Kemble delivered this passage with "sublime effect" and attempted to
convey, by means of cepitals and itelics, the vords to which the actor

devoted spec:.al emphasis?

¥Pis not for such as thou-so often spared

By her victorious sword, to speak of ROME,

But with respect; and awful veneration,
Whateter her blots, whate'er her giddy factions,
There is more VIRTUE in one single yecar

Of Roman story, than your Voscian ennals .

Cen boast through ALL your creeping dsrk duration. (57)
As Kemble drew to the climax of this quarrel with Aufidius and reverted
to Shakespeare's text, the intensity of arrogance and vituperation
increase’; and he accompanied the femous lines

" Like en eagle in a dove-coie, I |

Flutter'd your Voscians, in caz-im, |
Alone I did it = 4.

vith a moving end graceful gesture which, according to Hazlitt, “eave

double force end bssuty to the image". (58)
Caius Marcius is doomed by this tirade, but cne of Kemble's finest

moments was still to came! "~ Bertrem Joseph, drawing on Scott's article
sbout Kanble in the Quarterly Review of 1826, indicates that Kemble's
outstanding physical centrol made the sudden and brutal death of

Coriolams a truly memorable event:

A fine example of :the muscular control was Kemble's death as
Corisdiasuss Scott considered it one of the most striking
exzmples of his canmand of muscle and limb; the three Volscien
essassins seened to pass their swords through the bedy of
Coriolamis: "There wzs nc precaution, no support; he dropped
as dead and as flat on the stege as if the swords had reelly met
within his body.? see Although it had "the most striking
resemblance to actual and instant death we have ever witnessed®,
it was restrained at the seme time; it "saved all that rolling,

gasping and groanmg which generally takes plece in our theatres." (59



As the body of Coriolarus dropped to the ficors .:thé Senators "started
up ~R", but were calmed by Aufidius®''last speechs. Finally,,the
solennity of the funeral procession was marked by more than .the drum
referred to by Aufidiuc in the printed text; as the Volscian general
. spoke '.l‘hanson's line |

As the most noble corse, . that ever. herald
Did follow to his um,.

Kenble required Muffled drums and Trumpets®s then, es the text.
returned to Shakespeare's "Beaty. beat the.drum", Kemble asked for a
"roll and blow" and thé ordered fhe muffled drums and trumpets to
continue to the end of Aufidius’ speech, at which point the theatre.
orchestra sthack up a Dead March to form a-mu:i.dally.'_- as well as
_-visua.lly, moving climax to the prodiction:. T

Thil wes ' the interpretation which, at considerable expmse,
Kenble restored to the stage of Covent Garden in his first nineteenth
-century appearancé‘ as Coriolenus on'3 Noveuber 1806,. In spite of
nearly ten years' sbsence from the play, Kemble's old magic and
accustomed skill still shone forth, and, es £he, drema edvenced towards
| 4ts climax on the first night, so Eemble's acting increased in intensity
and helped to esteblish Coriolams as Covent Garden's most popular '
offering during the. next month.:. A tribute by The Mont Mirror was
characteristic of the praise which was lavished upon the return of a
play which was '

revived with prodigious pomp and' expenses. Kenble's Caius
. Marcius is a chef d'oeuvre. He might build his fame
. on this éharacter, if he hed never played eny otheXecee
Here he is "HIRISELF AIONE". If there is a sublime in

acting, as there is in poetry, Kemblels Cor:.olams
certainly merdts that epithets (60)
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" One of the Auium performances (' 18 Nuvember ) waé marred by an
unfortunate incident during an impassioned section of the playt while
-Mrs.Siddons'was supplicatirig her son to save -his country, en-epple was

| throvm ‘upon the stege, f:lling between Coriolarms and his mother. -
Kemble ;v'as so incensed that he broke cff the perfornence, stepped cut
of character, and in lus capaczty as manager- offered one hundred guineas
"¢o eny man who will disclose the mfflan who has been guilty of' this
act’ (61) His pride was salved when he was assureé that no msult head
. ‘been intended to h:.mself or to h:.s sister - the apple ha.d been hurled
. from the gallery at sane disorderly fanales in the boxes who haﬂ been
d:_.s,traci;ing g@:taz_tion_ fram the play, and it had only by accident fallen
.on tﬁe stage;' on Kemble's assﬁrance to the gallery th;t the riotous
wamen would be kept in orﬁer, peace was restored ana the play resumed.

Portuuately, otha.' performances managed to ma:.ntain a more Roman
d:.gxity and Boaderl sew this revival as the high po.mt of the 1806-7
seascn - perhapss of modern theatrical t:.mes. '

THE WINTER SEASON OF 1806-7 had one proud di.sti.m:tion,
great beyond all modern rivalry, the revival by lr.Kemble,
of Coriolanus. It has g:.ven a cognomen to Kemblej end
remains at the head of his performances, and of the art
tself, a8 one of those felicitous things where the actor
is absolutely identified with the part, and it becomes
impossible to think of either the character or the men
" without reference to each others (62)
~ Safe fram revolutionary disturbances in France, Kemble's Coriolenus
proudly merched across the boards of Covent Garden throughout 1807,
After en illness inkhe Spring, be pleyed Cedus Marcius again on 18 May
1807, with red!.}ced strength but with no impeirment of his histrionic
powexrs. Its fi.lnai-pm-foménce for the season, on 25 lMay, roused Kemble
to such an enoti;aﬁal pitch th&‘t he showed disgust and abhorrence for
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the plebeiens rather than a cold contempts The Monthly Mirror paid
tribute to the ';clags:lcal 1‘:aste" of the settings and costumes, to the
"1ar‘ge' share of grand and interesting effects?; to Mgs,Siddons'
"extreanely 1_’ine" VOlum;ﬂ.a, anc'i to Kemdble's deportment which afforded
"a characteristic dignity to his personification of COx'io}axms not to
be excelled"; nevertheless, it also expressed the view that Kemble's
displaa_r of _excessive repugnence for the modb

takes away from that nobility of mind possessed by
Coriclams (63)

At the start of the Winter season of 1807-8, Coriolenus was once more.

;'eceiving. eriticel ecclaims

“With the Coriclenus of MreKemble the eye is perpetually
deligxteg'.': (64) and it would doubtless have been repeated in each
succeeding season of Kemble's management had not Covent Garden Theatre
tumed down on 19 November 18083 sinée this celemitous event was followed
three months later by the similar destruction of Drury Lene (2i February
1869), the serious ¢rama in London was almost simultenecusly deprived
of its two leading theatres, and of most of its costumes end scenexy,
The new Covent Gerden opened within a year; (65) but it was not until
1, Decanber 1811 that Kemble felt ready to preseant a new production of
Coriolamus which demended the expense and trogble of entirely new scenery
and dresses, Since Coriolerus was his moﬁ famous production, Kemble
expended considerable time end energy on this rév:i.val, end his new 1
scenery impressed The Times by its representation of "a succession of
Roman architecture, which exceeiz any we have witnessed the triumphal
arch scene in particular®. (66) Kemble's attempt et greater historical

accuracy was in keeping with the genersl movement of that time in the



‘theatre and the seitings were undeniably Raashj they were thus much
truer to -hiétori::a; fact then the majority of "Raman" settings
perpétrated in the eighteenth century; but they stili'-lapkéd absolute
eccuracy end were "made up of buildings of every style end period, which
had hardly any feature in common save that none of then existed at the
time of the Volscian wars"s (67) '
AMudience and eritics in 1811, however, were not inclined to carp at
historical inaccuracy, end they thenkfully united in praising Kemble for
the rctum of this much-loved product:lon.

. There is perhaps, no part for which Mr.Kenble is more fitted
‘then this Ronen heros His features, his figure, his gestures,
and his ettitude, all combine, in en eminent degree, towards
the represmta»im of such a character. Even his voice,
vhich is frequently faulty, is not so unfavourable to him

" “here, and it ves with much pleasure, that we found it so
much more readily «id efficz.mtly at MS command that it
sometimes is. (68) '

- MrsiSiddons’ Volumnia found similer favour, end the Order of the
Ovation continued to delight, Kembie, indeed, had made only one
-'mscalqzlat:.om in an attempt to restrain expend:.ture he had cast very
‘minor actors in all other roles, tenporar;ly disPensm.g with the seconde~
inecommendy Young; end with his brother, Charles. Poorly supported by
‘Bgerton s a weak Aufidius and by Cleremont as a truly dreadful Volusius,
. the famous brother and sister were unsble = despite the excellence of
“thedr own interpretations - to make en artistic success of the production
‘as a wholes Nonetheless, it found popular approval, being performed
five ‘times in Decasber 1811 and being repeated a mumber of times in the
first half of 1812: The last or these performences (22 June 1812) wes a
rather sed occasion foii it was the final eppeerance of lirs.Siddons as

Volumhiae She wss réplaced in most of her roles - including this cne «
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by Miss 0°'Neill who fell far below the levcl of the more femous
actress; That inveterate theatregoer, H¢ Crabb Robinscn, seeing
Miss 0'Neill replace Mrs. 5iddons in a minor play called Isabe}.la—in
December 1814y commentsd?
. I wished not to see Miss O'Neill first in a character in which
I had seen lirs, Siddons for who coulC b such a trial? eee
She wants the indispensable chemms of a powerful and sweet voice,
(which she renders medddious cnly by effort and for a short time
only) And of en expressive face., (69) -
Hazlitt olso felt that Miss 0'Neill's talents were far inferior to thosé
of Mrs, Siddons.
From June. 1812 until January 181%, Kemble wes away fram Londong
spending most of his time in Be_zthl (where he presented Coriol,éxms on
25 and 31 December 18i2) and .in irelcads  During the mM's ebsence
from the.' sceney two of his subjects vainly essagyed to ascend his thrane;
since these appegraﬁces were all at Covent Garden, it is possible that
they haﬂl received his blessing; but they aié no‘!.: win much applense from
the ¢éritios, The first appéarance. was in Junf 1813 by Kemble's self-
effacing seco:id string, Young, and ren for two unremarkable performances
which were ignored by thé journals; the second and more importent |
attempt waé qade in,December of the semé year by the'Dublin actory
Conway, whose two performances v}ere evidently rather restless for it was
said that he
must alweys be tracing a circle with one leg; while the other
acts the part of a pivot; when he stoops to lift the child; in
Coriolamus, he stretches his limbs, end protrudes his posteriors

with the air of a losus naturae engaged for exhibition, end stemps
end heaves, and clesps his hands to the measure of one, two, three

and a hops (70)
His movements <« though graceful & were as mechanical and repetitive es

those of -a countzy dancer rigorously following the diasgrams in a manual



i-‘-86'-5

or of a professionzl master of postwg:; lle_cez'tainlj'-ﬁos_sessed
"perpetuel rotundity of movement®, (71) .but this was not in any
' way integrated with the essential nature of his role, and he too often
indulged in meaningless and expansive gestures.. The constent selfe
imitation of Conway's movements ammoyed the critic of The Theatrical
Inquisitor who scathingly attacked the "undiscriminating epplause, by,
which he was received” and the "presumption" (72) which had caused so
me@iocre an actor to risk comparison with the depth, originality end
intelligence of Kemble's interpretatione
_ Fortunately for the future of Coriolenusy Kemble retumed to
Landen the f'ollowmg month, anél naturally elected to make h:.s first
appearance o8 Caius Marciuss OCn his entry, on 15 Jenuary 1814, he
'vas greeted ecstat:.cally by long-continued bursts oi‘ applause and was
treated as "a sovereign prmee restored to his lawful dominions®; (73)
the vhole pit rose simulteneously to welcome himl and, as he bowed in
graceful acimonledgement, & circlet of laurel was throm at his feet
fran the boxes. H:is subs-equent performence that night was warmmed by
this welcome and The Times, in selu_;ting "the powerful and skilful hand
of a great master“; asserted that |

On no occasion have we &er seen him in better health, better

spirits, more activity and energy, or more truly identifying

himself with the character, (mf
Bis intexpretat;m mede a notable and salutqry contrast with that of
Conpvay, end iribute was paid to his gbility to unite into a homogeneous
performance all the varied attributes of an outstaﬁdihg techniques

While we adnire the majesty of his step and the expression of

his eye, we listen with deep attention to his aggu.s;te delivery,
and admire the power by which his actions, his elocution, end his
look, ere bl-nded to perfect accordance with each other.  (75)
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., Thus encouraged, Kemble repeated his Coriolenus cn a further three
occasions during the f':.rst tvio mo;_lths of 1814, following these with a
single performance ;n_,_t!:;g.ﬁay in vhich his;h_and,l:i,ng of his final scene
before the yqléj.m army particularly imp_ressqd Thomes Barnes, ﬁe_ .
drematic cr:i_.t:l‘cl;:of The Tines, with its skilful ningling of "studied
respect eae bursting irritationy o.. hatred, .+ and irres:l.stib].e
exultation.” (7). Indeed, Barnes went so far as to claim that
Kemble's acting in thi final scene

formed a combinetion of natural and adopted powers that hes
been seldom witnessed on the stages (77)

Hypa"'boie seems to have been the order of the day in May 1814, for

The Theatrlcal Ingp_:.s:_;,tor called it
A noble and unequalled performance, Were it possible that

any thing humen should be r::fect, that praise might justly be

given to Kemble's personation of the Ramen here.  (78)

The incessant plaudits at the end of this performance encouraged
Kemble to present Yoriolams parly in the Winter season of the same
yeary 'gi.ving-fseveral performences as Caius Marcius in the last three
months of 1814. Thonas Barnes returned to Covent Garém to see the
first of these and found -his enthusiasn for Kemble in no way éiminished,.
However, slthough he referred to "the practised skill and original
gendus of the '"Master of the School'", (79) Barnes was less satisfied
with the historical insccurady of the setting and with the shortage of
"extras" which meant that an "unhappy paucity wes to be found in the
populace at the oo ‘convass of Caius Marcius", (80) end that the
femous Order of the Ovation passed across the stage without so much as
a single Ramen citigen to.view it, and with enormous gaps between each

Section of the procession, Kemble was beginning to rely too much



upon his a'm mtstandmg acting to cax-ry the dqy and was tending to
economise on all other aspects of the plcw, to the detriment of the
product:.on es a whole the expensive rebu:.ld:.ng of Covent Garden wes
teking its toll of artistic standards, '

In May of the f?oilowing year (1815), there vere two' further
performances of Coriolarms ‘at Covent Gerden, Accord:mg to C.B. Young,
in the 'Néw.'c'embr'idée Shakespeere edition of the 'ﬁle&, Kemble wes ill
with gout at th:f.s tme, and h:.s pluce was taken by the contortim_v.
Irishmen, Conway; the advertl.»anents in The Times (wh:z.ch did not reviex
the pexfommzéés) made no reference to this substituticne

' The seasan of 1815+1816 was of greater importence to the London
theatre ti.en any preceding season in the nineteenth century becsuse it
included the second centenary of the denth of Shakespesre, Kemble's
suécess with Coriolanus in the Autumn had beén described as possessiua
"o matchless beauty"s (8l) &0 that, when it was decided to commemorate
the aétual day of the death (23 April) with a Sholespearesn performance,
this was the obvious choice, . One can h&rd]y'imagine that at any time
between 1616 and 1816 g_g_z-_:._g_;.‘_m would have been considered a successful
enough achievement with which to honour "the Bard" end it is a considere
eble testimony to the genius of Kemble that his Caius Mercius hed by now
become the natural choice as centrepiecce of a solamn end importent
commemoraticns The Selection was popular as well as natural, the
performance being. repeated on 29 May 1816 snd.on meny other occasions in
the Autumn of the seme year. William Hazlitt attended at least one of
these performances and revieved the production for The Fxeminer, At

this time Hazlitt was moving towards the clarification of his vicews on
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the characters and plays of Shakespeare, and he devoted the bulk of his
review to o lengthy assessment of the p.ay vwhich he was to incorporate
' ' theé foilowing year in his accomnt of Coriclamus in The Charscters of
_Shakespeare's Plays, The critic recognised the greatness of the actar's
* interpretation, even though he was less pleased by the Volumia of Miss
0'Neilljvino fell far below the level of Haslitt's ‘adored Mrs, Siddonst
- Mrs Kemble in the pert of Coriolenus was as great as ever. Miss
0'Neill as Volumnia was not So great as Mrs, Siddons, There is
a fleshiness, if we msy So say, about her whole menner, voice and
person, which does not suit the character of the Ramen Matren, (82)
Hazlitt's politicel principles_ were a:f‘fz'mtedi by the way in which Kemble's
px'oéucticfn heid up the pl_ebeiqns to ridicule, and he éomplained that
Shekespeare “spared no occesion of beiting the rebbie (83) The power
of Kenble's acting and of the "right 'rol;val“' (84) poetry mede Haglitt f£ind
: thht, rathe:!r‘against his will, the provegonist was engaging his sympathiess
"In 'fhe_a Ghargct.e:s'of Shakespeare's Plgzg,. he usgd four different arguments
to explain this érosion of his political ideass First; he blemed it
on fhe ef‘f‘ecf of the verse, because

The language of poetry naturally fells in with the language
of power; (85 =

then he decided that the mob were too cravenly submissive to attract
sympathetic attentions tk.irdly, with Kemble cleerly in mind, he stated

that’

We teke part with the lordly beast, because cur vanity or scme
othsr ‘feeling mekes us disposed to place ou¥selves in the situation
of the strongest party; f

and finally his memories of .the scenic splendour of Kemble's production
caused him to assert that

Wrong dressed cut in pride, pomp and circumstance, has more
attraction then ebstract right. (87)
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The power of Kemble's acting is clearly shovn in this ability to ceuse
. .ti'_le' radic'a.-]. Hazlitt to feel sympathy with tl}e archbrea.ctibna:y aristocrat,
Ico.ri'ola‘xﬁxsa end in the way in which some reminiscences of the "pride,
:-p'omp and circumstance” of Kemble's production crept into his literary
eriticims
"Barly in 1817, Kemble tock his producticn of Coriglams to Bath

once more, performing there on 14 Jenuorys Thet great emateur of the
L araxna, John Geneét, was présent and commented

He was truly greai; on this evening - he said himself that he
had never played the part so-much to his own satisfaction, - (88)

but age was creeping towerds this matured interpretation, and 1817 wes to
be Kemble's 1as§ year on the steges He appeared in Coriolamus in
‘London on 26 April and 10 May and then took a reluctant farewell of his
 public in a "last" eppearance on 23 Mayj 1like other actors of his
generation, however, Kemble ps_ea the word "last" in a loose way and was
easily persuaded by popular clamour to reappear as Caiﬁs Marcius on
23 Jime, this "being the 1sst time of his sppesring on the stege®  (89)
in eny rolé, As might be expected, the dramaisi«: crities of London
attended this finsl appearsnce in force and left a full and moving account
~ of the actor's last performence,
| Hagzlitt had been present at a performence of Kemble's cqriolanus
same twenty years earlier and still remembered it distinctly; he was
delighted to testify that, on his last sppesrance, |
" the most excellent actor of his time ... played the part as
well as he ever did <« with as much freshness and vigour. There
. was no ebatanent of spirit and energy = none of grace and dignitys
" his look, his action, his expression of the character, were the
seme as they ever weres they could not be finer ... On the last

evening, he displayed the same excellences, and gave the same
prominence to the very same passages that he used to do. (90)
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During the perfommence Kemble wes understandebly tent end nervous,
but his vast experience of the stoge enabled him to control his nerves for
~ the grester part ‘of the time so that Boaden, sitting in the orchestra just
' l?elow the stage,
saw ond enjoyed that amazing power, by vhich the actor is
enabled to subdue even his nerves to the terjwrary demend of

the stege, and, legy himself campletely aside, to be resumed like
‘& stege rmval, oL

' But in the great scene of reconciliation with his mother Kemble's emotions
_ menifested themselves in a loss of control over his notoriously unreliable

voice which "scemed to faint end stagger, to be strained end cracked.” (92

-The eaudience recognised the reasen for Kemble's weakness at this point end
sympathised with his o'vexwrcugﬁt state until his professionalism reasserted
itself and he gathered strength for the final qxarrei.q, with Aufidius end for
his spectagcular _aﬁd sué&axldeath. Ludwig Tiéck,-' the Germen critic end
trenslator of Shékespeaxe, was in the audience and singled out the last

' moment® of the play for especial praise:

 Greatest and most e:':cifing was the closey, it might be pronounced
sublimes (93)

When the curtain fell after the culminating dead march, the audience's
response verged on hysteria, campletely astonishing Herr'fieck, who
.supplied a vivid account of the scene:

Such were the plaudits, the cheers, the shouts of rapture and
tears of emotion given to the noble veteran, the honoured favourite,
whom the public were never to see again. The loudest ocutburst I
had ever heard, even in Italy, wes but feeble, campared to the
. indescribabl@ din, which, after the curtain fell; arose cn every
side. There were thousands present, packed closely together; and
the huge area of the house was changed as 4if into one vast machine
which produced a supematural clengour end Jubilation, men and wamen
Shouting, clap*u.ng, smiting the sides of the boxes might end main,
with fans and with sticks, while, to add to the tumult, everybody was
. malcing what noise he could with his fect. (911-) '
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Kemble, deeply moved and in tears, came forsard to address the
audienc-eg but the clamour snd tumult incressed so that he could do no
", move tfxén bows After several attempts to quieten his admiring spectatars,
Kemble uttered a fem sentences; with much emoticn and incoherence,
breaking dovm on several occasions. The sudience heard him without a
sound = l_"Se:ve from many points a suppressed low seb" (95) = as he spoke
of his highsminded epproach to his profession; his desire to bring to the
stage la dignity of interpretation and a splendour of production which
would be wdrthy of the works of Shakespesres |
"No exertions on my part have ever been spared to improve our
dizmatic representations with respect to their splendour, both
as an actor and as a manager, whose object and accuracy, has been
to add to the dignity of the stege; but more particularly in
bringing forward the works of those of our divine Shakespeare," (96)
As he referred to Shakespeare, tho ector's voice faltered, his tears becam
visible once more, and he was forced to summon ell his self-control to
complete his farewell speech without bresking down completely. When he
| _ceasea speaking; the storm of applause broke forth again in full force, an
"bowing with graceful and profound respect" (97) Kemble diseppeared from
the stage for the last times
And s0 en era passed ~ an era in vhich the public had been
strikingly shown the power end excitement which could be generated by
Coriclamiss Kemble had taken o play which had been resritten and
adapted on four occasions within less i;han.eighty years end, by
returning more nearly to the Shakespearean text than the previous
"improvers" and by utilising his own knowledge of the theatre and his
own unrivailed histrionic expertise, he hed _brou.ght it glowingly to life

for a vhole generation of playgoers, Since one of those playgoers was
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Williom Hazlitt, who was at that very time preparing to compose his
Shakespeareen literary criticism, this was en importent echievanent.
Pedantt. may object to Kemble's departure from the authentic text of
: lShakespeare's play, but a sensible professional motive ley behind
most of the alterations, and the greatest justification of Kemble's
version of Coriolanus was its practical success in the theatre end
the populerity with which it suddenly endowed.a play vhich had hitharto

lain neglected and unappreciateds

(iii)

Mocready, Kean, Vandenhof‘f‘ and Others 181 7«18L8

- Kemble had been the lest really great ector of the eighteenth
'cmtﬁry "classical” school and his controlled, stately intensity was
now no longer in fashiont the romantic fire of Keen and the down-tos
ea.z'th'nahwalness of Macready were already inaugurating a new éra in
which Kemble's style would have seemed an anechronism, While Richard III,

Macbeth and Qthello probebly geined from this development, Coriolanus

certainly did not.

At fivet, the shade of Kemble hung threateningly over the role of
Caius Marcius ané no-one dared to assume the toga which he had just leaid
ssides A Mrs; J. Rimsell strove to keep alive the memory of Kemble by
' providing a series of imitations .of same of the more famous mcments from
his stage successes; among them bis reaction to Aufidius® teunt of
Mthou boy of tears" in the last scene of Coriolenns, and over a year

‘ af_t_,qr Ke_mble:',:s retireament, Bleckvood's Magazing paid tribute both to
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the mtat:l.on and to Kanble's actmgz the imitation
_was ca'ta:mly very correct, end forcibly recalled to us the
pleasure we used to receive from that great actor's most :
- masterly performance which we can scarcely hope to see equalled,
certa.mly never surpassed. (98):
Conway then brough""the medioerity of his powers" (99) to a further
‘single pérformance of Coriclerus at Bath in Jemary in 1819, but it was

not unfil the end of the same year that any actor was bold enmugh to

.- venture comparison in a London theatre with Kemble in his greatest role.

This producticn stood every chance of succesé, for the enterprising actor
was thé- young Mecready, a promising nescomer who was destined to become
England's 1adz.ng tregedian and who vas Jissesme- to repeat his |
._intex-pi'etation of Coriolanmus on many occasions during the na;d: twenty
| years. |

Macready could hardly fail .Jbo reelise that his perf'onnancé would
inevitebly be campared with that of Kemble emé that he lacked some of
Kemble's attributest lMacready was not blessed with ‘the good looks of
Kemble ("Macready a most horribly ugly fellow" (100) had been the
verdict of Crabb Robinson two years before) and he was enxious not to
suffer by comparison with the patricien dignity of his predecessor's
movements and ménnero Accordingly, the aspiring young actor worked hard
at his task, end his insistent use in his Reminiscences of such
expressions as "I went to work", "I studied", "practia.ed", "no leisure”
and "intent on mastering" clearly conveys the conscientious sericusness
with which he attempted to equip himself for his tasks

I stood at disadventage, with the recollection of Kemble still

'fresh in the menory of the play-going public; but with a full

consciousness of the difficulty of my task, I went to work. To
add dignity cnd grace to my deporiment I studied under D'Egville
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 the verious attitudes from the antique, and @ actised the more
stately walk vhich was enforced by the pecutiarity of their dress
. on the g,enu togata. I sllowed myself no leisure, intent on :
3 mastermg ‘the patncmns cutward bearingy and under that giving
 full vent. to the unbridled passion of the men,  (lol)

;,acr_eaﬁy's.pa_:lr;sta':ing preparation brought a measure of rewards
he was already:mald{._ng a name for himself as Richard III and on his first
entry as Coriclams 'on-'2.9 November 1819 his reception “was that of an
acknowledged favourite," (102) As_‘the play progressed, the applause
| grew in volume and the actor's moat embitiocus hopes were exceeded when ,
°fran the death of Coriolams to the £all of the curtain the house
‘resounded ﬁit_h applause” (103) and, in his performences of Coriolamus
end Richard ITI et this reriod it became '

the fashion to hail him with shouts of applsuse, waving of

hatsy, & ¢y and calls for him to come forward and give out

~the play after he is "dead in law", = (104)

The crities, hgweva-, tock & more étringent__view, and the:&
_-cdxmnmt was less ropturous than the audience's response to the new
Coriolanust :cer'l;.einly,_ The Morning Eerald praisei the scene of entreaty wif
Volumnia for its "proofs of variety, flexibility, end power rarely equalled
end absolutely unexcelled” . (105) and liked Macreedy's handling of the
querrel with Au_fid_ius, vhich 2lso attracted admiring comment from -
Leigh Hunt and from Blackwood's Mapazine. But there was disegreement
‘ebout the value of his lessens in deportment, for whereas The Morning
Herald loyally asserted that Yacready's attitudes closely approached thé
 physical granden® of Kemble, Leigh Hunt found then selfsconscicus,

_ artii‘ic';a;, over-j-é‘l__:ately and utterly unmilitary., Hunt also objected to
Macready's manner of‘ delivery and the sudden alterations of tone and

¥olumet
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.He is also apt to be too sudden end thsatrical in his contrasts,
from 8 1oud utterance to a low cne  (106) -- o

one of' the i‘ust sie,na of that d:.stressing descent frcm elevation to
naturalness w1‘1ich was.‘_to be ck_xaractenst:.c of'_ 50 m:uch of.' Macready's

| sﬁbse@eﬁf wox-k. O;x.balance, Hunt felt that thé young actor hé,d not
done just:.ce to the complmty and varlety of ijs: part, end rather |
patroms:mgly remarked that |

In Conolanus he rather gives additicnal proof that he deserves |

to have good parts allotted to hig in general, than exhibits

enything particulsrly characteristic of the part. (107)

The cr:.t:.c of Blackwood's Magagine went further then this and found that
there was an air of’ plagierism in Coriola.nus' attack on the Tribunes when
he is baxu.ahed and in his quarrel with Aufidiuss

‘This first was a facsimile of Mr. Kemble's voice and manner in

the seme part. 56 much so, .indeed, that the resemblance actually

startled use The latter part of the lest scene was performed

exactly in the menner of Mre Keans  (108)

Macready and hvis managers sppear to have been more influenced by
the luke-viarmness of the dramatic critics than %y the exuberant enthusiasm
of the audiences-,‘ f'qr this production survived for only two performances
at Covent Garden.(29 November and 6th December 1519) and Macready did not
return to the role for four end a half years,

However, Macready's courage in being the first actor to attempt to
break the Kemble "spell® on Coriolanus in London did not go unnoticed by
the man who was now undisputedly the leading English Shakespearean actor =
E-amzund Kean. - .In 1820, Kean was playing the major roles at .Covenf Garden ,,
under the managenent of Elliston, and was delighting playgoers by his
full blooded romenticism which formed such a fiery contrast with the

aloof classiciem of Kemble. Elliston's policy - revoluticnary in its
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dey = was to present Shakespeare's Plays untrammelled by aﬂditim-eriﬁ
adeptai';ion, end he def:emined that Kean should eppear in e production of
Corolanus which relied an an entirely Shakespeareen text = the first
such production since Garrick's venture in 1754, Elliston realised
that Coriolanus was z;ather_ too long to be presenfed in ifs entirety
(along with the obligé.tory éurta:inaraiser), but added

though we cénr;ot bring upon the stage all that the greét poet

‘has written, there yet appears no just csuse.for interpolating

his text with the warks of others, Any altermtion dut that of

cnission sems a §in ageinst the majesty of our poet. (109)

.'.[‘hiﬁ would be an unexcgptionable aim in the'twentieth century but
audiences in 1820 hed grown accustomed to adaptetions of Shakespeare's
plays in the theatre and there was some i‘eeiipg egainst the reinstetement
of é.more accurate texi, S0 tﬁab? whf;'le The Times adnitted that Elliston's
endeavour was ls;t'udable in theory,

it does not follow that such a restoration would be at 21l times

Judicious ss¢ There are many reasons why into almost every play

of Shakespearé it has been thougif'fit to introduce alter_ations,

but the principal is the absolute necessity of studying stage.

effect, (110)

After the swiftly-moving inevitability of Kemble's simplified and
-reorgenised versiecn, the greater camplexity.of the Shakespearean text
seemed to lead to & loss of dramatic power and The Literary Gazette
decided that "the old readings and arrangements ... are not effective
upon the whole,”  (111)

This may pe philistinism, but it is also an impressive tribute to
the stage effectiveness of Kemble's text and to the affecticnate
memories which were still evoked by his Coriolenus two end a‘ half years
after his retirement. . lfore striking still is the series of glowing

tributes to Kemble which were prompted by Kean's performance, and vhich



illustrate how impossible was his task in attempting so soon to follow

in Kemble's é_teps; The Lady's L;[agg_g_i_.p_g_, for exaﬁxple-, dedicated a long
paragraph to an enmneratioﬁ of the qualities of Ifenxi)lé's interpretation =
his "just discrimination ,.s e&.zisite !quledgé' of the human passions eee
grand and imposing Qighity seo measured mode of act:mg ose correct
declamation and noble deportment" < and, hawi.né asseftéd that "To have.-'.: _
seen Mr, Kemble play Coriolanus was an event in every man's life",
further undermined Kean's attampt by otating that the public "had
identified the charecter with Mr, Kerbles there was but one conception,
end cne way of executing it." (112) '

The evidence would certainly appear to suggest tixat, in spi%e of
his meny telents, Kean's asppearance a.ri style of ecting were basically
unsuited fo the pert of Caius Ijarcius; for he wes not cast in the Roman
mould which wes n'uw indissolubly associated with it, FKe Ppossessed a
finely expressivé face and was sble to deliver piercing glances frem his
eyes, but he had en ugly mouth and tended to projoct his nether lip
ungrocafully, K. Crabb Robinson hed complained of him in 181, that

his most flagrant defect is the want of digiity ... I think he

will never be qualified for heroic parts; He wants a cammanding

figure, (113), '
end The Literary Ga zette found similar fault with his first and only
attempt at Coriolanus: _ : ¢

There was no dignity in his scolding, no superiority in his

reproofs, ro mind in his rage, and no conflict with pride in

his humenity .o Mr: Kean hes done most unwisely in attempfing

Coriolenus. (114)

' If' possible, Blackwood's lMagasine was even blunter in its assessment:
| Mrs Kean has played Coriolanus, and he played it very badly ¢ee
Mr; Kean cm no more rcpresent Coriolamis then he can Apollo,

Nature has fo-bidden himesos IIre Kean is exactly the last person
in the world to play Coriolarus; and, accordingly, his performence






was a total failure «es He was hot vhere he should have been
cold =« vehement where he should have been calm -~ angry where
_ he should have been contemptuous - passionate where he should
have been proud ¢e. Mr.. Kean knew that he could not play
Corioleruss 50 he pleyed scmething else, (115)
while Hazlitt compleined that. his. proud retort s "I banish you®,
displayed only "virulence of execration and rege of impotent despair®,(116)
Although this is partielly corroborated by Genest's comment on
Kean's mmall statures

Kean ought not to have attempted Coriolamus - his figure
totally disqualified him for the part, (117)

 these entagonistic comments were; in fact, less than fair.. The critics®
essessmea:t of the role had been conditioned by Kemble's Coriolanus, and
they séen to have been expecting a replica of this spproachs conseq;ently\
they experienced diseppointment when Keen adopted an criginal line of
app:;:'oach vwhich was much more regpid and vehement in manner then Kemble's
deliberate majesty, Kean was introducing a néw style of declamation
which vas more natural Lut less flowing then that of Kemble, end his
distinct separation of words end syllables seems to have upset some of
the critics,; while ~ by contrast with the controlled scorn of Kemble
his bursts of passion were seen &s mere tetchiness, The portrait of
Kean as Coriolams. shows ‘that he was well aware of his great predecessor,
for he has placed himself in en identical attitude to that of Kemble,
‘btut the total effect of the picture is very different: the brow is
‘higher, thte gaze less soulful but more intense, the cheeks thinner and
zmore ascetic; he is, perhaps, a more credible man of action then
‘Kemble, but it mist be agreed that much of the dignity and alocfness
have been sacrificed. . Significantly, when Kean'came to the final two

acts of_'. the p_laj he was able to .make his effects much more successfully,
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This wes because Kemble had departed furthest fram Shakespeare in
this pert of the p]_.‘ay' and therefore Kean, '&ho used an authentic text,
no leuger suffered f‘rom such direct c;mpgriso'n, The critics felt that
~his true telent began to amerge in these final sections and The Ledy's
Magazine claimed that here |

he evinced extraordinary genius, Indeed, from the commencanent
of the third ect to the conclusion, his acting was of the very
highest kind,  (118)

Kean was also hanpered by inaﬂﬁﬁgte support in the other roles:
ilrse” Glover's Volumnia wes far fram stern, being "addicted to whining and
tears",u ,(11'9) and Mro, Menley's Aufidius

must certainly have been formed upon smné éctraordinary mis-

conception, He delivered those passages that rell to him with

a most melancholy tone, as if hic crested pride was quite fallen, (120)
Indeed, the only aspect of tihe production which won unqualified preise was
the lavish scenery, with ner scenes, dz-;sses and decorations, vhich
included four diffsrent views of Rome, thé whole thing being "got up with
considersble magnificence". (121)

These four performances in early 1820 were to be Kean's only
attempt at the role of Caius Marcius, and it is to be regretted that they
fell so completely under the shadow of Kemble, Certainly, Kean was far
fram the ideal Coriola.rms in physique or tempersment, but amdiences less
loyal to Kemble's conception of the part might have found much to
commend in its greater naturalness and freedom.

Keen's failure appears to have deterred other actors from
attempting to dispel the shede of Kemble, for in the next ten yoars there
were only two London productions of Coriolanus, The first was at Covent

Garden in Deccmber 1820 when the young Vandenhof travelled from Liverpool
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_ in an attempt to stomm the capital with m‘s talentss he failed,
his two.performences in Cordolams being ignored by the pres} end
d‘isconsdiately returned to the provinces for another decades The
second was vhen lMacready returned to the play for two performances at
Drury Lane in June 1824 Presumably, his interpretation wes dmilar
to that of:;im%ppearances and it does not appear to have arcused much
enthusiasm; at all events, he retired from the role for a further seven
years; during vhich interim no other esotor had the temerity to attempt
t0 rival.Kemble's most lended interprétatia During the last eleven
years of Kemble's stage career, there had been more than fifty London

performances of Coriolanus; and there would almost certainly have been
more had it not been for the burning down of Covent Garden theafre.

During the fourteen years after his retirement, the play received only
ten London performences, so that it is fair to say that rarely has a play
been. so completely identified with one actors Even his death, in 188,
did not break the spell, and as late as 1831 he was still sufficiently
renenbered for John Galt to say of his Caius Harcius '

Had he only acted in that character he would have been deemed
the very greatest male actor ever seen: (122)

Tha yaor of Gults +v\L bo alse caw Ha ~tloumm of Hauule’ & He same
role. By 1831, he was the acknowledged king of tragedy on the London
stege and was preparing himself with meticulous care for leading parts
in Shakespearéan end non-Shakespearean pleys. Macready made en
mmecm epproach to his acting, carefully studying the text and
the literary critics before embarking upon a characterisation, end
striving alweﬁ to achieve a naturalness of techniques Since his
earlier modest success in Goriolamus, he had gained his greatest laurels

" 4n Macbeth, and it was not until lay 1831 that he chose to return to the
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Roman play. Regrettably, The Times did not review Ma.oreaqv's two
appearences (on 27 May and 17 June 1831) and the actor's Reniniscences
contain no reference to what was perhaps an mrenarkable pmduction,
'whose ma.in significance 11es in the fact that 1t appears to have
reld.ndlea Macready's interest in the pley, for two years later he
-detemined to mount a'new productiom As usual, he made careful
preparation throughmt the period of rehearsal, and during the ten h
days bef‘ore the opening m.ght he tr:.ed to ensure that he was ﬁx]J.y at
v -hane :'m his role end that the other members of the cmnpany were
adsnpstely rehearsed. On 5 Decanber 1833 he stuaied the pleay: on
'13 Decenber he rehearsed all dgv with the fu.u compamr, but on his |
._ return to this task the following day he discovered that the production

was -

In so disgraceful a state that it was useless to bestow a
' wcrd upon the mise en scene; | - (123)

.- He spent the mt:tre da,v in efforts to improve this state of affairs,

~ but had not time to try himself in the f‘eeling of his c'm part, and

me.rely succeeaed :'m exhansting himself and in undemm:\ng his o
conf‘idence. _

The first perf‘onnance of this productim took place at Drury Lane
' on 16 Decenber 18339 and, on the preced:.ng mght, Mecreadw attempted to
bolster h:.s confidence by reading Plutarch's account of the life of
coriolamse His own view of the opening night - ana Macreaqv wes
elways an introspective assessor of his ovn interpretatiom- was that he

acted languidly and- inet"fect:wely most of the first two acts

of Coriolenus, but in the third act I assumed the character,

and in the last blazed cut, - (124)

This slow and uncertain beginning wes caused partially by the actor's
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responsibilities as manager, which distracted his full attention from
kis ¢m role; but more importently by his lack of confidence in the play
jtself and by his consciousness that he would inevitably be compared with
Kemblé, His diaries indicate that he was ama.ous to make a mccés of
‘this dominating role, but they also contain an expression of his fear
that .

‘the uninterestmg nature of the story and the recollect:.on of
. Kemble are objections too strong to be overcome,  (125)

.. '_ It.was. aixteen years since Kemble had retired from the stage, tut his
interpretation of CQrial'amxs still cast an inhibiting shadow end,
al'thméh Macready felt that the audience had been excited by his power
in the lest act of the play, his confidence (never very great) seems to
have been sapped by his lack of faith in the play and by his fear of
_ Kenble's reputation,so that his second performéince (on 20 December)
failed to achieve even the moderate success of_the open:.ng night,
Mecready suffered from a perpetuel insecurity which often led him to
" feel that his s@poﬂihg actors were trying to undermine his efforts
end to steal the limelight from hin, so he blemed this deterioration on
his Audifiuss

Acted Coriolams not as well as on Monday: ..o gave too much

voice to same speeches in the last sceney, chiefly through that

pleasent actor, Aufidius, purposely disconcerting me. (126)

Unhappy end irresolute ebout these two performences, vhich vere not
reviewed by The Times, Macready then sbendoned his Coriolemus for four
‘@a a half years, His natural introspection 4 which aided him in his
presentation of the scul-tormented Macbeth & was %ositive hand:?.cap in
approaching the character of Shakespeare's most resolute tragic heroy
and the one least given to dissecting his mind and motives in soliloquy.
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Ho: Crebb Robinson's desciiiption of Macready as "a man of riga
carmestness of character in his features and air® (127) perhaps
| indicates. that one i‘urther reason for the camparative failu.re of _
‘this Corjolenis wes that the actor had "too much of the milk of
yuman Kindness® to identify himself with the almost autcmaton-1ike
Ry . o
| Macréa&r"!‘s" cd:fidmce aid not 'ina-e'asg,.;a_xlﬁ in 1834 he went on
tour in the prqvihces; apﬁearing at Bristol, Exeter end Knaresborough
among other. placess Since Edmnd Kean died in the seme yea:;,' the
Londen st_aée was almost simultaneously deprived of the services of
its two leading tragediens, and it sank into a state of lethargys At
Covent Garden, Werde was now' the leading actors; but « perhaps fearing
~ camparison with the interpretations of Kean and lMacready - he turned

' his back resclutely upon Shakespeare to concentrate upon such hi_\.storical
dremss os Custeyus the Third, Into this vacuum éme Vendenhoff for
his second onslaught on the stages of the capitals although originally
deétined for the Romen Catholic priesthood, he had been dravm to the
stage by en inborn longing for tragedy end had first made his mark in
Salisbury at .the age of eighteen; then, afte_r same years of popularity
in Liverpool, he had brought his Coriclems to Londén in 1820 enly to be
rebuffed by-th'e cri'l;ics and the public b_egmsekh_e.v_as not ke_nb].e.
Disheartened, he hadfreturned to the provincé, and For meny years before
1834 had constructed a considersble reputation for the intemsity of his
tregic performences in Manchesters his second attampt to attain nationel
rather than provincisl ac'claim wes thus ‘backed by meny years experience.
His basic technique was competent, but rather old-fashiaoned, end his
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digm.ty linked him with Kemble's style of actingt Westland Marston.
whose chief passion was the theatre, seaw him as o

the last prominent tregedian of the Kemble school, having a

good dedl of the stately carriage and bold cutline of his

predecessors, without, I suspecty quite the same tenacity of

 feeling end mimiteness of suggestion. - (128)
Although this more "clessical” style of acting wes the basic strength
of Vandenhoff's technique, he was aware that such stateliness and
. eloofness w'as! samevhat outmoded in 1834 and he thm‘afjore strove to
update his performences b;; adding samething of the romanticism of
Keon and the naturslness of Mecready in the hope that this woild find
favour in Londone .In'a Summer season at the Haymarket in 1834, he
therefore leunched himself £irst of all intd Hacready's most famous
role (Hacbeth) quickly following this with one of Keen's triumphs
ichard TIT); ‘to these, he added other roles particulerly associated

with these two popular tregediens = Williem Tell, Joseph Surface, and
Adrastus in Jony finally; he dared to provoke comparisen with Kemble by
appearing in Hamlet, The Strenger and Coriolenus.
g The opening performance of his Coritlarus ocn 16 June 183 gave
conclusive proof that this pley ‘still belonged to Kambles ZIhe Athenacum,
for example, devoted almost the whole of its reviey to reminiscences of
Kenble as Catus Marcius, referring to his’ ":l.nées;cz":i.bable grace and
yénﬁan-", asserting that "it was an eppearance never to be effaced
from the-menozjilgs of those who saw it", and claiming that “Shakespeare
st have hed some kind of prophetic feeling, that John Kemble would
ane day exist, or he would never heve written the part?, (129)
Tributes to Kemble were so much to the fore that this review only
glanced in its last two or three lines at the performance of Vandenhoff,
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whose nane ‘wes. incorrectly printed end who received no more then =
cursory praise, ‘since
Tried by such-a standard, eny body must have been found
wanting < but, as far as we say , Mre Vendenloff was
Judicious-and sensible, He has had great experience, end
seams to understand his business thorough]y (130)
Howevery his atten;éts, to imitate the deliberate and dréismecut sty'le of
delitéry vhich had charecterised Kemble's acting amounted only to

a slowness of utterance, slmost a hesitation, which dmmished
the effect of‘ many of the passages, (131)

and hlS derivative copying of Kemble's handling of' the i‘:.nal scene
with Aufidius c].early showed that he could not eqxal Kenble's delivery
of the word "Boyl" or his gesture when referring to the eagle in the
dovecotes |
- .The two famous scenes with Aufidius were the wors&' of his
.. .. ePforts 'sse In the last, the violence of the exasperated soldier
was not adequately supported by a noble bearing; He applied
the epithet "meesureless liar" to Aufidius in a noisy, scolding
manner s++ ond in his reiteration of the epithet "boy", his rage
at the indignity, and his supreme contempt for him who offered
it, were not expressed with that grend indignation which is
forced to:stoop to notice insult, The ection with vhich he
a.ccampamed his triumphant enswer to this affront =

" 2ecee Like an eagle-in a aovecote, I
Fluttered your Volces (s:.c) ess®

was positively ludicrous. (152) o _

It was, indeed, the newcma-'s lack of dignity vhich placed him
at the greatest disadvantage by canpmson w:.th playgoers' memories of
the stateliness of Kemble's Cajus Marqius Coriolanus, for Vandenhof'£*s
was a “brqad" po:trayal with _"A want of gracefulness end ease in his
gesticulation". (133) Iwhich caused him to lack the sense of inbom
dignity and ttxe j:nperims air v:hich ought to be]_.long_to é. proudl
patricians - Thus;? :ln. sp:ite of. such _manifest adventages as a menly
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presezzéé,;'a étrﬂdng and well-proporticned figure, a powerful voicey
diligmt stu&y and wide expenence, Vandenhoff*s coriolams lacked any
spark of genius or dept,r,', of subtlety, convey:i.ng only a mi].itary vigour
and ener@. His talents could canpass the roughg hmest hardiness
of Caclus Marcius btut they were inademxate for a memorable portrayal of
' the deep-seated digmlty and superclliousness whn,.cl_x hed lain at the

- fmmdation of' Kanble's workz
His contenpt for the people did not seem to be merely the
o irrepressible overflowing of his prida and superiority. His
. gestures of disgust, when he craved the voices of the plebeians,

g were a 1ittle too ostentatious. His sneers partook somewhat
of peevish discontentj and this pervading expression of his

face wes too strongly markeds ' His rage when he was baited by -
the tribunes; was too shellow and noisy, end wanted the check

of dignity, (154)

L Apert from the Volurnia of Mrs, Sioman d.who hsd appeared in the
'seme role with Macresdy in the previous year - Vendenhoff received
llttle support fram the rest of the company, vhose strength, according
~to The Times, did not 1lie :.n tragedys He seens to have been afraid
that the public would not respond wermly end emicebly fo his of fering,
and hé therefore packed the house en the opening n:i_.ght with a claque
of h:is friends who led loud and mthn_siastic appleuse throughout the
j . performance with suqh success that the menagement were persuaded to
present four further performances between 18 June and 10 July. Iore
importently, Vendenhoff's venture at the Heymarket at lest brought him
. $he metropoliten recognition which he had been seeking since 1820, end
" he was engaged by the Covent Garden menagement for the Winter Season
of 183&4-5.. , _

The opaning night of this season (2 October 1834) brought the
first pa-fomance of Cordolams at Covent Garden for fourteen years, but



Veandenhof s inteszretat-'ion haa not growm e‘my more subtle; graceful
.. or dignified since his Summer season, end The Times noted that
its chief merit. consisted in the intelligence and feeling he
displayeds and in the energy w th which he executed the difficult
task he hed:-to fulfills Its faults were a want of gracefulness
end dignity, the momotony of his declematim, ‘end the avlavardness
of his gesticulations, (135) A ,
. This Iwoi:lananlike but iminspired Goriolanus received only cne f‘urthez'

repetltion at c°vent Garden (6 Octoba') before be:mg mthdram from
. the season‘s re;pertoire‘ '

... Worse things were to follow in two end helf years, vhen the
- Covent Garden managery OSbalazston, found himself in the desperate
_ plight of being without & leading tragedisns In February 1837

Macready ves. on tour in Dublin; Vendenhoff had tenporarily returned to

o his more: famha.r and responsz.% provincial pesturegs end the only

rana:mng tray.c actor « the secma-rate Wallack - had disg'aced
- himself by sppearing at the Victoria Theatre on Wednesdays end
Fz*:ide,ys without Osbaldiston's permission end had therefore been
forbidden to appear at cOvent Ga.raen until the mansger's wrath hed

bem chspelled. In this unhappy s tuaticn, Osbaldistan engaged a
visiting American actor, J¢S. Hambl.l.n, and dragged out the old ware
horse, orig_l uSy onto the Covent Gax-den sta,ge in late February and
early Mareh to suffer the greatest indignity it ever endured in Londons
He almost succeeded in turning Shakespeare's play_ into a burlesque in
wh:.ch Mmeniué :wa.s played as a f‘az_-cica'l. character, C'Gmin_ius was ineudibley
Auf:n.dius rented in the most ridiculous menner; Virguia was a genearation
' younger than Coriolamus and the minor charaoters wére plgyed on the
level of‘ recitations by schoolboy} The inveterate playgoer, Charles

i
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Ricey recarded his unflattering impressihns of Hamblin's Cadus
Marcius, qas_tigating po'i:h actor and menager for a ludicrous performance
to a small and unapprec:natlve mdlence:

" Mr; Hemblin, a gentlanan whom Mr. Osbaldiston has been foolish
énough to engage &s a fit person to succeed lir. Vandenhoff,
performed the part of Coriolams last night to an exceedingly
sparing audiencey both es concerns mmber and applause; a
compliment to which he proved himself fully entitled by his
miserably tame perscnation of the fiery son of Mars! <+ he has
no idea of the part; end, had he the power of conceiving rightly,
his physical strength is insufficient for a full development of
_the Raman warriors. (136) o

Surprisingly, this fecble px_'oc}ueti(m survived for four performances,
after which Vallaglk wes once more pearmitted to appear at Covent Gardens

Drury Lane was likewise not without its difficulties in 1837 emd

~ these were slso solved by an inadequate presentation of C'orig;ama.
The menager discovered that he possessed scme heavy and expensive
* Ramen" scéenery which had been designed for the now defunct Caractacus
and which was in too goodha. condition to be destroyed; accordingly,
. Butlgr was cast as Caius larcius for a perfommance on 23 November in
which the scenery was utilised but in which Coriolanus was reduced to
the level of .e'.. strutting and noisy braggart: '

Caractecus has run his career; but, as the gilt is not warn off

the gingerbread, Coriolanus is to drasg the cumbrous rubbish on

the stage againd and Mrs Butler struts and bellows through the
perte.  (137)

Fortunately for the honour of the London stege, Macready returned
' . from hi%ours and in 1838 embarked upen the most important and
embiticus production of Coriolams since the retirement of Kemble,

In spite of his mediocre success with this play in previous years,

" the enterprise had long been in Macready's mind end he had been
preparing a text for the play since at least 2L November 1837,
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The opening ennouncement for the new season at Covent Garden; of -
. which he had just assumed the manegament, stated his oversll aimss
The revival of the stendard plays of Shakespeare in the :
gemiine text of the Poet will b persevered in with increased
activityy; and without regard to expense in attaining the
utmost fidelity of historic illustrations-  (138)
However, in spite of this i:old claim; Macready's 1838 Coriolanus wes
not entirely Shakespearean end wes far from being a full and scholarly
texts in the first act, a lerge mmber of lines were excised and
consolidated, and «less ep&;sably % there was considerable alteration
" of the positica .Bf"spéeches and of sections of speeches, A'_sﬁmi_lar
. 'teékmime was faollowed, to a lessér extent, in the ranain:lné acts,
but the least understandsble weakness of Macready's adaptation was the
N retention of scie twenty lines of Thamscn's verse, scattered throughout
a hali’l a dozen speecches and serving to connect the fmal scene with that
" 4n whicﬁ Coriolanus ﬁelds to his mbther‘s entreaties, Nevertheless,
Mam'eaq'y";s teib was bas:.cally Shake‘spea:"ean and, in restoring to their
| orlg;i.ixal 'imporfance the roles of Volumﬁie., Menenius and Aufidius, it
reduced the glaring light which had been «oncentrated on Caius Marcius
in Xemble's scissors-and-pasie emalgemation; it also brought back the
| shape and géneral proportions of the pley which Shokespeore had created.
If thare wa;s sdne exaggeratioh in Macready's reference to "the
. genuine text of the Poet", his other claim was magnificently justified,
. His desiré for a sumptucus setting end a large number of superriumer-ar:les
was doubtless governed essentially by the prevailmg theatrical fashion,
but it may alSo have been en attempt to closk what he felt was an
uninteresting story with the gorgeous splendour of stege decoration.
At 21l events, in February 1838 Macready worked hard on his preparationa



of ' the ‘Scenery and costunes, pinning his faith in remericbly’solid

" and substantisl stage edifices of birick énd wood which were supposed to

emlate ‘the Doric simplicity of esrly Rames . The 'f':irsj-:'_ ‘scene’ .

represented the ;%ity' seen fram thg re_agztbawe'sp'siidé_ of ‘the Tiber, which

formed part of the foreground, and was described as follows in John Bull:
Beyond the river rises the steep height of the southern summit
of the Capitoline hill, crowned with its Arx and templesj under-
. neath, to the right, are seen the Cloaga Ma:mng, and the Teample
of Vesta; whilst the remainder of the picture is occupied by
the Paletine; cr crested with a fer larger mansions, but with its.
. shelving side, up which a rude street winds its wagr, densely
crowded with the thatch-covered huts.  (139)

The second scene was set in the atrium of Coriclenus' house which wes
lighted through its campluvium end. adorned by the tesselated
floor, end shining brickework of the periods The sguarée
lintelled doors; the one candelebrum; and the extreme simplicity
~of the compartment are'in excellent taste, (140)

_’l‘he scene of the tx'iumphal return to Rome fram the iattle at Corioli was

graced w:Lth a masm.ve gate "framed of alternate br1ck, and large blocks

_ of perperino,” (141) while another setting which attracted favourable

coanment was the Scnate scene _ _
held in the temple of Capitoline Jove; with its assembled

 fathers seated in triple rows on their benches of stone, the
hghted altar in the midst, the Consul on his curule chair,
backed by. the bronze wolf to whan@ Rome owed her founders, with
no other ornament then its’ simple colums end the vaulted heavens
seen through its open roof, ' (142) o
which Forster felt was "a reflection of the great heart of Rame”, (143)
, These solid and historically accurate buildings were viewed against
unprecedentedly beautiful end convincing ba‘hcloths_ vhose painters
excelled in the repx'-esentat:_i.onai_ styles Among others, there were two

views of the Forum,
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" ‘the one displaying the Tritunal and the varning statue of
Mersyas in fromt, whilst high sbove tower the Arx,the Tarpeien
rock, and the fane of Jupiter Capiftolinus, which rises in '
Doric majesty end stretches with its hundred pillars, end massy
porticos, half acr.ss the scene; the other showing the Forum
lenghhwise, looking towerds the Temple of Vesta, which 4s seen
through a centre arch,  (144) o '

and a striking backeloth of the port of Antium with its pharos: the
mole stretched into the sea beneath a star-covered sky, with the last
stresks of twilight brightening the horizon, end roused "rich poetic
feeling" (145) in the critic of John Bull, _
‘In his detezmﬁiziation'td present a rich and sumptucus spectacle,
Macresdy wes no less exacting in his demends ¢én costume designers end
property-makers than he was on his scenic artists, and scholars vere
" consulted on these matters S0 that even the Senators’ sandals worn by
" extras were historically eccurate; far from be:mg stagily tawdrx, the
trophies end standards were in keeping with the sevemesimplicity of
early Rame, as were the ‘uba palmate of the'trﬁ,i:nph_er' end the eagle~
cromed sceptres of the consuls, As for costume, "the robes and
togas were full and am;lale'vestments, clessically cut" (146) so that

the figures clothed in the toge (whiéh ve never saw so clessically
worn on the stage before) look like enimated statuess  (147)

The staée was crowded with such figures, for the production called for -
the deployment of massive mmbers of extras who were diligently coached
by Macready with en impressive attention to detail, as was witnessed by
J.Ro. Anderson, the Aufidius of this production, who wes later to become
the manager of Drury Lane:

The citizens of Rome were mumercus encugh to fill the stage

canpletely « and every one of them was taught to act his part
as if on him rested the success of the plays  (148) :
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The results of this « care with the crowd scenes were espec:.ally obvious
at three po:m.ts% the opem.ng of the plays the x'etum to Rome of‘ the
victorious Coz::.olqms, and the e:nbassy of the ledies to :the Volscian
cerps .As the curtain first rose, the adience 6ould hesr the Tosr of
the mob offeéstage gradually swelling until the angry citizens burst onto
the stage armed mth a; Var:.ety of  staves, mattocks, hatchets end picke
axes and prov:mg thems..lves so formidable ‘that, as Forster said, they

were now for the first time shown upon the stage, on a level
with the withkes in Yacbeth, as agents of the tragic catastrophe, (11+9‘

On coriolanus's retu.m from battle, the stage was f‘:.lled with crovds of
la].l social classes, a forest of laurel boughs clutched in their hands,
the whole Sceney accox-d:.ng to Forster, 'be:.ng not "the gorgeous tinsel
of an ill-imitated grandeur" tut Ythe grandeur iteelf, the rudeness and
“simplicity, the glory and the truth, of Lifes" (150) The finel
Séene was no less impressive, for the long files of the Volscian

emiy literslly filled the stage, the predominent red of their uniforms
relicved by the golden shields and helmets of the chiefs, and by the
steecl which glittered on caj:s and snear-tips.- | This scene contained
two menorable tableanxz first, the entry of Volumnia and } :u'gilza

on thelr embassy,’heading a long train of blackﬁclothed ladies vhich
threaded its way through the red masses of the Volscien armny; secondly
the finsl procession, in which the body of Coriclamis, laid m a bier
which wes formed fram the spears and stendards.of the sold:.ea's, was
borne through the Volscian renks, his shield and helmet on his chest

as his only trophiess and the soldiers trailing their pikes in hamages

| George Schax;i"s dravings 6.? this production.have preserved a vivid

impression of the elaborateness; megnificence end realism of Hacﬁea_.@'s
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Coriolamus. The sets for the triumphal entry to Rome and for the
Senate House scene look massively solid, and there is en impression of
a vast ammy of extres and of a fondness for spectanle and 'crawds, while
the use.of the correct toga and tunica of classicel times is a
convinoing example of "the high classical fidelity sustained throughe
outs® * (151) | o

Such lavishness of presentation was in fashion at the time end drew
the pimdits of theatregoers and dramatio critics alike, as can be
deduced from the detailed attention given to the sets by John Bull,
The Spectator elso hailed it as

without question the most perfect and imgres:sive clasaic
spectacle ever seen on the stage, (152)

John Forster assessed it as

the worthiest tribute to the genius and fame of Shakespeare
that has yet been attempted on the English stege, (153)

and even lacready's steadfast enemy, Alfred Bunn of Drury Laﬁe.
reluctantly joined the chorus of tribute to the menner of presentations
But disclaiming all perscnelities, and indulging in no
predilections, I cannot deny, that Coriolamus was put upon
the Covent Garden stege in a manner worthy of any theatre
and any menager. (154)
At long last, after twenty-one years, it seemed as though the ghost
of John Philfip Kemble might finally be laids
Alas for such hopes, however, for unfortunately the quality of
the setting was not equelled by the calibre of the actings; end there wes
moré than a suspicion that "the decorations were better then the substence.’

(155) Almost without exception, the critics still harked back to
Kemble's intérpretation in their attempt to assess this new production,
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end, whereas Forster found -that-f‘-the-fc&z'}parism.wm- in Mecready's .
favour, three .pqwerml-voices- were raised in disagreenents ' !I.‘h_é Spectator
nentioned that Meoready " ) ' o
lacks the stately figure and comnending edr, which aided Kemble
8o powerfully in expressing the lofty dignity of the patricien
hero, (156)
énd The Athenaeun cleimed that Mecready's portrayal lacked the hauteur
end frigid insolence which his great predecessor had brought to the
role; it wes ' | | ‘
throughout a substitution of towering rage for digﬁi’ied
contampt he gives way to sheer passion until it almost
chokes his utterance; «... he placed himself on a level
with the tribunes and the mob, as if he were quarrelling
with hie equals; whereas, Mr. Kemble delivered his taunting
and contemptuous speeches to both, as if his fest were
‘higher then their heads. (157) . .
Alfred Buiin also invoked the shade of Kemble; but went even further
4n his condemnation of the acting?
When the principal character in this 'noble Play wes represented
by the late Hr. John Kemble, the people flocked in shoals.to
see it, notwithstending it was unable to boast of any such
excellent preperation, "Blessed is he that expecteth nothing,
and he can never be disappointedl" Nothing wes expected of
My Macready's persanetion of the.noble Romen, .and no
diseppointment was expressed. at nothing being achieved, (158)
There was more then a gexm of tmth in his malevolenée, for
Macready was- far fram ideally suited- to the role of Caius Marcius.
Wheress Kemble had insisted on grandeur and dignity, Macready's talents
coaused him to portray Coriolamus with naturalness, roughness,
soldierliness and ruggedness, and to sacrifice the overall dominence
of the role as he sought with especial care for the minor details,
Thus, although he generated a sense of warmth,end a genuine end

pessionate humenity in his reletions with his mother and in his
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tmxptestums rivalry with Aufidius, his
N ‘mimts style wes altogether unfitted for the Romsn patndan,
. his petty irritebility had nothing in common with the
~° aristoaratic impatience and heroic daring of the patriot and
_ the soldders  (259) | | o
This view 5 expressed by The Illustrated Londin News at the time of
Ma.creaﬂy‘s retiranent in 1851 ~ has been echoed by Bertram Joseph who
_f‘eels that in his more heroic Shakespearean roles Macready merely
. aimed generalls at the heroic, with which he then mixed.

not too happily his éelebrated snatches of "femiliarity” «e.
Macready's individualistic style was found too mimite for

Cordolamis,  (160)

There were else other reasms for Macrea_ﬁr""s lack of success in

" his 1838001'101M ', he lacked the noble classical build which had
Stood Kemble in such good steads his rough, fiery and passionate
conception of the part was so rad:.cally different from Kenble's

' dolder and more aristoovatic interpretation that 4t was inevitably
doomed to meet the hostility of critics who still sew all Roman parts
4n temms of the esrlier actor; again, the retuin to something near
the authentic text diverted fram the c:entral f:lgui;e same of the bright
limelight which Kemble's version haﬂ— sﬁmé upon it; finelly, Macready
himself, vhose faith in the interest of the plot was only minimal, was
in a state of ezhaustion with the strain of mounting a taxing production,
80 that his veaiiness end overmrought nerves took sevage toll of his
interpretation, - It is nof surprising, theiefo'ré, that Macready, the
great Macbeth, Tago end Shylock of the period, should fail in a role
‘8o different fram these, but he was nonetheless very depressed by the
aidiencds lack of intérest on the opening night (12 Merch) and confided

to fxis‘: &iarm




117+
‘The house was. very. indifferent; this was a blow «es I gave
up a1l hopel s¢s Acted parts of coriolanus wells parts, not
- to satisfy myseli'. (a61) _

He boldly persisted with this proﬂuction 1n spite of the lack of public
erxtmsiasm, and ratha' desperately strove to recwp the considerable
in the abortive venture. The e:lght perfomances between 12 March
end 2 April constituted by far the lmgest mn of M since the
days ort’ Kenb].e, but clearly the pro&uction was a success only from the
scenic pomt of vie:v. . _ o

When the next seascn (183849). opened at Covent Garden, Macready's
confidence in his Coridlonus wss ihsufgi&mt for hiw to wish to appear
in it; yet, his dilauma wes that he possessed a fully rehearsed play .
together with a quantity .of expensive scenery and costumes, . His
solutich %o the difficalty wes to cest Vandehoff in his place for the
opening performence of the season on 2% September 1838 and for a
succeeding. éppearance on 27 Septembero.. The eritics noted that the.
production was___already femiliar to them, and once morq.paid tribute to
the "suctession of grand and aenimated tablea_fux,. ees Sculpturesque
draperies, and pimes@e_grmpings" (162) which had characterised
its first appesrance five months ‘eatﬁeﬂ - The handling of the crowd
scenes was es thrilling end es expertly controlled as.before, presenting
a vivid _pich’xre,of popular vacillétion es the excited populace weas
vhirled to and.fro by the d@me of the major characters:

Thé mod » the meny=headed monster of as meny minds « e nov

furiously vociferous, and enon sneaking s7ay with ta:u between -

its legs, and heng-d0og look' = was as good as on the first night. (163)

This efféctively evoked background of shifting loyalties could not
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‘disguise the éontimuing weakness of the production; and Vandenhoff
presented a disei:p’bfmt:mg interpretation of Caius Marcius, Macrea&y's

' performance had been luke-uam, but he vies at least a great actor;

= Vandenhoff, on the other hand, 'possessed talents of a lower order, end

* acked the skiil or power to sustain so mighty and dominant a role
80 :that',' Just as Macready had ‘seemed rough end lecking in dignity by
comparison with Keible, 86 Vendenhoff had not a tithe of the
passianate sincer'ity which Macréady had brought to the parts
He is a robust, mde, Roman soldier, and his pride and scorn
of the mob Seem impertinences in a men of 'so hane.‘l.y a natures
in a word, ke is plebeian, not patric:.an. 6 1A
He pamted in primary colours, mthmt depth or subtlety% The
| Sunbeam Bpoke of his "broed, dashing outlin®, (165) saying of his
pa.-foz'mance that
the excellence is in the outline, There is no delicacy in
‘the fillingsup; but a dsring recklessness regerding it,
confident that the breadth of the general figure will commend
. affniration, end the vehemence of ifs action, produre applause.
In a word; the style of Mr, Vendenhoff is strong but coarsej

he has much pover, but less refinanent$ ' mary advanteges of
nature, but fen of cultivat:.on. (166)

One of his wealmesses wes a heavy a.nd ratha.- unresponsime voice
Which prevented him from achievlng a].:l. that he attanptedz

Mr; Vandenhoff seems to menege his voice, which is naturally

penderous, with difficulty, end sanetimes to be deluded

. altogether in its effectsy Often we perceive what he designs,

"but feel that he fails in éxecution, (167)
‘His best moments were the scene in the gown of lumility, and in his
great speeches to Volumnia in the final act, He delivered "measureless
liar" to Aufidius in the last scene with stupéndous vehemence, but
" overall Vandenhoff's perfomence lacked refinement end tenderness,
showing "inferier teste and elocution" (168) by comparison with
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the interpretatimns’ of Macready and Kemble. The Times Pelt that he
had been elevited above the level warranted by his ¢a;'>a'bmties:
His acting calls forth no partlcular comment, 000 HE is a useful

actor in a companys but he is certainly not fitted to sustain the
weight of an entire tragedy. (169)

In sp:.te of the vigcur of a spectacular pz'oductmn and the solid
honesty ‘of Vendenhoff ‘end Mrs; Warner (his Volumnia.), this Corioclenus

' merited no moz'e then tlie two perf'omances it received, but there was cne

other ‘point oi' mterest abcut i, for it included the first appearsnce of
young Smmel Phelps in a Roman plagr i.n London. Phelps had made his
Londan debut as Shylock in Augist of the previous year, and he was later
to e@pear in 811 three Romen plgys; on this oocasion, hmever, he had

to bé content with the small role of Aufidiusi, in vhich he made very
1ittle impression for The Athenacum did not mentian his performance,

The Sgectator sa\v nothing of interest :'m his portrayal, and The Times
, Stated that "the Au;'iaius of Phelps was uttlg _e;l:se then mouthing”, (170)
An inenspiciéus beginning « but Phelps wes destined for greater things,

‘When Mdoreadys in his cigucity'as manager, realised that Vendenhoff's

" Goriolanus wes even less remerksble than his own, he withdreéw the
expensive production frim the stege until 6 May of the Pollowing year
when he: ‘made a.final attempt at the pert himsélf, On this occasiony
he canpletely exheusied himself by ove::%:ehears.‘gg during the day, énd;
in spite of a rest, was in a state of nerv&;s tension when pe a;-rivea

at the theatre for the perfoqnan'ce, His a]’.i-eaﬁy limited confidence
i.n.t_he,mer:.tts of thg p_lay was still further undemmea vhen _he. cast a
glence at the eudience on his first entry end "wes auite st:_-ut.:.k, es by a

shock, on.seeing the pit not full at my entrence,” (171) This
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depressea the seneitive Macready, who gave & mediocre perfomance
which left him so campletely dzssatzsfied that he ranaineﬂ lowespirited.
"even whax the aud:n.ence callea for him at the end. This ezperience left
1ts seaz's shocked by the apatt\v with whioh h'l.s m‘bl:lo greeted his

| \. interpretat:lm, d:.sappointed by the mild praise c-f the drsmatic critics,
' financially anbax'rasseﬂ by the costlineas of his spectaoula.r production,
| : end lacld.ng a:w real entmsxaam for the plag itseli‘ or its hero, _

| Macreaﬂy tumea away for ever frmn COn.olams and, to sane extent; from
i Shakespeare, inm'easmw appearmg thereafta' in con‘l:enporary plays
'(oi'ten of‘ startlingly little merit) and :Ln a l:uuteﬂ repertoire of his
‘most successf‘nl Shakespearean roles, especially Macbeth. Thus,
. or:lolgg fell into a state of desuetude While Englana's greatest
| 'trag:xc actor of the dgy concerned himself 'with other projects, Apart
frcm Charles D:Lllon“' pm'i‘omance at the Theatre Royel, Haryle’none,in
” 18!;3, neax'ly ten years vere to elapse before the Liondon 'hleatre sen

| another Cgr_ﬂ_a_x_ng

(sv)
Phelpe and Others, end the Declins

During the sane period in vhich Macready was restricting his
Shekespearean appearances Samiel Phelps, now ménager of Sadler's Wells,
- was-initiating & very different policy in vhich he attanpted to present
every play which Shakespeare had written, appearing in most of then
himself. Dur:lng his tenure of the theatx-e, fram 1844 to 1862; Phelps
was-indeed able. to mount pro&uctims of a].l but three of the plays in
_the Shakespeare ¢enon, thereby esteblishing the hitherto despised
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S_a‘di.e"i':f"s.'wfells' as a_byﬁord for care end excellence of stagi'ng._. So
succeseful vere his endesvours thet G.C.D, 0dell has clained that
This reﬁérkehle héuse, under the leadership of Semuel Phelps,
probab]y d8id moré to popularise Shakespeare in the course of .

eighteen years (1844~62) then did any other theatre in the
whole damain of English theatrical historys . (x72)

o "J.‘he style of the man who achieved this was closa' to Macreaw than
to I{anble in that he tended to escheﬂ the class:xcal end hercic approach
in favour of the more dmvn to earth "famhanty" to vhich andiences
haﬁ grovn acaxstamed. Bertrem Joseph deseribes Phelps as

en ector of mtelligence with a f:mé. technique of voice and
" body, tut whose pliysicel limitations prevented him from reaching
‘the top flights of tragic acting, (173) . _

Like Macready, he brought a background of understanding and of careful
study to each of his roles, emong the most famov.s of vwhich were his

" Macauff, Falstaf‘f and Shylocke He strove to deliver ‘his 1lines with
intelligence, Juavanmt end.clarity, ‘and-« while his pace would
pi_-obably' scund -too deliberate to twentieth century ears + his tone and
giction possessed both varisty end fecling, These qualities 81 not
dutanatically suit hin to the role of Coriolemis; end he waited four
years before attaupting it, He plened to open the 1848 season with
his first appearance as Caius Marcius, end ennounced the initial
pez‘fom'x@ce for 25 September only to £ind that he had underestimated
the complexity of the production which he then delayed for two nights
56 that he could orgenise additional reheersals, Even so, some of
‘the eritics noticed a slight unfamiliarity with the text on the part
of & fev members of the cast, but they could hardly fail to £ind meny

' things which were very familier, for Phelps had quite openly based this
new® .proadction.f of @__ig]‘,—g_@g_m Macready's 1838 performances, in which
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he had :pla"a.red Auﬁ.'di\ié. 'I'he text used in 181.8 was the one. vzhich
i Macreaw had prepared for hlS performances tm years earlier, and |
several af ‘the strok.es of product:.on vere obviously :mdebtea to the
more :E'amous actor' for exemplé, the scene in the Roman Senate
| | cons:.sted of an august vhite-robed assc:nbly, ‘with the old volf in the
_‘ backg;cozmd, wh:.le the az-r:.val of the wanen in the Vollm.an cemp
cons:n.stea ocf' "the tra.m of weeping ma.trons in solann black threading
| thedr way through crowas of soldiers“ (174) and the tuteler deities
| on the hearth of Auf’idius' hane in Antium seanea re.markably famliar.
Phclps mjoyed orgemising large mnnbers of extras and his
e:ncit:mg handlinc. of the :msurreetim of the mob a‘l.so owed much to
acz'eaﬁy, a3 John Oxenford of The Iimes was quick. to notices _
'I‘he principle of giving am.mation end mearfing to the mob,
. which was' adoptéd by Mr, Macready when he brought cut -
- Coriclenus with great splendour at Covent Garden, has been
‘successfully epplied by Mrs Phelps, who has formed an
efficient corps of livaly end bustling rebble; (175)
Bff:lcient organisatlon was a.lso evident :.n the attention which had been
| ps:id to details of costume and acces-or:.es, and in the excallence of
- the mtlraly new _seenery, wm.ch included the by now obligatory views of
- Rcme and Antium. The most significant sinilarity with Macready's
| pro&uction was unfortunately that the acting of the maa.n role did less
'. 'than justice to the acmra.cy end splendour at‘ the mise en scenes Fhelps
| was less mtrospectlve and insecure than Macrea@, but he was too
.‘gang,ling to BSPJ.Z'G to diglity, his voice coulc‘l become monotonous
at t:un@, Westlma Pﬂarstm descr:.beﬁ him as
scmewhat tell end spare;’ with en ample forehead. He mansged
to throw much expréssion into his face, in spite of the closeness

of his eyes 'to each other; end their want of marked colour. His
voices though decp and powerful, Wanted at times variety in

-serious delivery. -(176)
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‘These ave riot the sttributes of a Caius Mercius and his Iim?.féd:stock
'of petéidian dignity blought fras The Speotator the damning cavent that
probably could riot have selected in' the vhole Shaksges«.n range
a character less sdapted to his histrionic me.:'its, than that of -
the Roman’ patricien, (177)
. _Phelps h:unself was :ntelhgmt enough to be aware of lns om limitations
- .and - was unwontedl,y nervous throughout the whole of' the first performance
in w_h:.c.:h' he maqequ to comey ef‘fect:.ve}y the mgetuouaness of Caius
mérciug"bﬁe _s.tmggl'e_ :m the hero"._'s mind during the begging of the
"goices", and'the pathos of his tragié ends Peihaps his two most

sudc‘éssful mcxnents-were ix “he has:'azigue, "I ba’iﬁsh you'ty which

'possessed a crescendo of fierce sarcasm, ‘and in’ the climax of the last
. _"_scene in which he lashed l'ﬁ.mBelf into ﬁu'y and = perhaps in iﬁxitatian
'of Kanble's famous gesture at the seme poi.nt ‘% made a memorable effect

. as he came to the word "fluttered"

which came after e seaningly enforced pause, snd with that lifted
emphasis end natural break in his vo:.ce, remembered, I dare say,
by all who heard him in’'his prime, Lifting his erm to its full
height above h:.s head, he shock his arm to end fro, s in the act

of start]a.ng a flock of dovess (178) '

Phelps' interpretation found cne entmmsiastic mpportei-, vhose
opinicn was of particiler distinctiont 4n the aidience’on the first
 night of ‘the new production was Cherles Kemble, the younger brother of
 John Philip, and the veteran Antony from meny productions of Julius
Cacsar, whose praisep for the new Caius Marcius was glowingly recorded
by Phelps’ nephews

Never shall I forget the veteran's look on seveiral occasions;

when he turned round to me after all my uncle's great scenes,

and said, "That vas very fine, that was very fine?, That’
from the brother of John Kemble I thought the greatest proof
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|— I.could have of lirs Phelps's excellence in this character, (179)
Other critics, hovever, were less polite and there was general agreement
that his lack of innata_ dignity end lordly deportment made Coﬂo;l.axms
one of his less happy. assumptions; a3 Westlend Marston 2257

Mach éa'mc.:t be said .,f'or his Coriolamus, He was,t'oo impetucus
end excitsble for the men who stood in lofty disdain of his kind, (180

These camments are corroborated by the draving of Phelps' Coriclemms
fdr the Reddington Toy Theatre "penny plain? series in vhich the vhole
stonce is indicative.of acticn rather then dignity: the legs are
widespread, the body bent in prepératim for an impetucus dash forward,
'th.e sword is in process _of' being drevm end .everyt}ﬁng is redolent of the
Qaius Marcius of the battle scenes, He eppears in full dress as a Roman
officer, with bresst plate, battle skirt, impressive helmet, and a cloak
wh:i:g:h 1eﬁves the right arm free for vigoraus swofd-play and creates a
_stz'-g-r;g feeling of military efficiency; ¢to moé_e’m eyés, en incongrucus
note is struck by the very Victorien moustache, and by the tents in the
background vhich seen Plantagenet rather than Ramen, and the daminent
smpression is of ection rather than of patricien authority and aloofnesss

The hero eppeared to have inherited his leck of dignity from his
" mother; The %mu_ania of this'produéticm was Miss Glyn, who was to emaze
the dremetic crities in the following year by her cutstending interpretatic
of Cleopatra, but in the role of the Ramen matron in 1848 she lacked the
mature end dignified bearing which Volumnia demends in representation,
end she marred her pa'f'oz_mance by an excessive stiffness and unnaturalness
of gesture which she utilised as a substitute for these qualitiess

She ha§ evidently been trairied in the school of suiting the

action to the word with extreme definition of gesture, and she
is earnest end painsteking throughout; But her tuition still
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too visibly adheres to her, and she hes not acquired eas
in her art; (18) A

She did; hovever, atteupt a slightly new interpretation by throwing

. more tenderness into Volunnia'e maternel aﬁ'ectmn then audiences had

grom to expect from Mrs: Siddans, Miss 0'Neill and Mrs, Warner, end
the public responded to her innovetion and -

forgave in her ecting scme imperfection for the seke of the

obvicus design and general merit, Passages of pathos and

force wore frequenty » littlé perhaps being wenting but more

stege confidence. (182) _

Phelps® manly impetucusity snd Miss Glyn's depiction of a
. mother's tgndemesa appealed to an early Victorian mudience, end this -
. productian enjoyed the longest run of eny Coriclams s__ince’Kani:le's
t‘ia',v", achieving a total of twelve performances between 27 September
- -.and 10 October 1848, so that to Phelps must go the honour of rescuing
the play frem the oblivian into which it had disppeared since lacready's
unhappy efforts ten years before, _

In 1850, he revived this productian at Sadler's Wells for a
further six performances but :aly The Athensuem bothered to review this
recepitulation of en esrlier attempt, finding thet Phelps®

personation of the hero has undergone little change; bdut

Miss Glyn's Romen mother was marked by increesed decision *

6f cutline and more perfect filling up of character and colour,

Her lest interview with Coriclamus wes distinguished by pathetic

" delivery end statuesque dignity. (183)

Phelps' revival of Coriolams would appear to have brought the
play to the attention of other actors, for it was promptly followed
Ly two new productions, the first of vhich wes in December 1850 when
Creswick played Caius Marcius on four occasions at the Surrey Theatres

He wes an ector vhose power of emotion and sustained strength in the
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exemtim cf lrn.s roles made h:un somevhat similar to a pale copy of

' Edmnd Kean, end h:.s or;olm wes a well-mounted and respectebly
ected produc‘b:.on at an unf‘ash:.onable theatre. Most of the Journals

. ignored it, tut The Atlnenaetm, in report:mg that the aud:l.ence ‘called

' Creswiek. bef‘ore the cu.rtam at the atd of the th:u'd act, stated that

- this was "an honoar well merited by the intelhgence with which he had
supported a d:ﬁicult assumption. " (lah) The phx'ase "a diff:.cult

| .e.seumptz.on" is sxgﬂ.ficanh for it indicates that, already, the

': ccmplaa.ty of the z-ole oi‘ Gono].ams vias beg:iming 1.o be a bywwords

! since Kenble's ret:.renmt, no actor had mcreased h:ls stature by

| appearing as Ca:.uu Ma.rcius, a.nﬂ it was becami.ng almost impossible to

see it a3 a part in Which to e...tablish a reputa*:lon. This was
equelly obvious in the followdng month (Jamary 1851) when Anderson,
who was try.mg to make a name for h:imself as 1ead:mg tragic actor at
| !Dmry_Lane, chose Coriolerus as one of his vehicles for this task,
ap;pear.;i.ng' twiicé as (‘a:i:us Marcius, Hé went to cmsiderable trouble
| to pz esent a manorable pz'oﬁuct:.on so that 1t wmld be
in every way werthy of the euthor, The plagr was strongly

. east, the scenery mostly new ... and the classical costumes
entirely so. (186)

In his autobzog'aphy, Andersm speaks of the flatterj.ng success achieved
| .'by these pm.'formances, but this was perhaps no more than wishful
"thinhng for the receu.pts amounted to less than the expenses, and none
of the leadmg per;od:.cals reviered it; Anderson was, indeed,as far as
ever from achieving his aesired status as the ackmwledsed successor

of Ma.cn'm who wes to retire the following year.
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The danpargtivgulac._l_: of success of Creswick and Anderson perhaps
deterred their colleagues and rivals fram attengt ing the role of Ceius

. Mareius during the reét of the decade; and there .were no more London
: performances of the play until Phelps was at'ficially ebout to retire

in 1860; = By then, it was nearly eleven years since he had last
essayed '-this role but, ignoring his advencing years end emboldened

by the éﬁccess of a single appearsnce in March 1860; Phelps appeared
a further seve.h times 'as COriolama at S‘aj&er's Wells in September
of the seme years only to be ignored by the magor:.ty of the mtelligent
;oumals. - Por th:.... production, he canmissioned new scenery end threw
himself into the pert with vigour, showing fire and energy in his

o performa:zcesa However, he had not radically alt&ed or deepened his
iﬁitial conception of a role to which ki was basically unsuited and,

: although he wes appleuded, his final appearances vere far fram
remerkable, his most moving ma:ienﬁ being the way in vhich he "let his
wrath have way" (186) when he recoiled fram the word "Traitor” in the

. third acts In thirteen years, he hed played Caius Marcius twenty-six

times, and had been the first actor since Kemble to make a determined

- ePfort to become identified wiih the play, In spite of the superfice
jality of his characterisation; Phelps deserves credit for preventing

Coriolanus from sinking into total obscurity after Macready's 1838
production, though his efforts seem merely to have shovm not only that
he was himSelf en inedequate Caius Marcius tut ‘also that the London
tfxeatre‘ﬂgoing‘ public of tﬁe mid-nineteenth century found 1little to
interest fiém in this perticular playe

It wes @thw seven years before any further attempt was mede to
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restore Coriolanus to favour, end the manner in which it was done is
significant, for it 1lustrates the distrust vhich was now _faf in the
theatre for ‘ShakesPeére‘ s plays In 1867, Loraine presented three
, perfomaﬁces at Sadler's Wells (187) of a plé.y wh:.ch wis billed es-
| Coriolenus but whose euthor was not. mentioned, In fact, it seeﬁ's
. .possible that Loraine & in a last desperate effort to inject fresh stage
-1ife into“this play = had returned to a toxt based on Kemble's
sdeptation, for it was described in The Athenaeum ‘a8 bedng

encunbered with Themson®s interpolations, which were properly
discarded in Mre Macready's end lr. Phelps's revivals. (188)

'Like Keiihle, Loraine wes dram to this pley by the classicel dignity
-of his physical appearance which admirably fitted him for the portrayal
of patricien roles and which hed already helped to bring him success in
‘another Romen pley = Virginius, The critics ag,reef‘.!- that "in person
and figure he locked the noble Roman” (189) and his interpretation
was éJ_.so ajded by his pdﬁerml voice, which brought him comparative
sﬁccess in the scenes of declemation end in the quarrel with Aufidius,
‘which Loreine bed retained from Themson, His resonant voice
commended repested plaudits, which were well deserved both
by the skill and the vocal power displayed in the delivery
6f saue of the finest and most vehement passages, (150)
but he was conspicucusly unsuccessful in the quieter sections of the
pley end presented only a brawling end noisy hero who lacked true
intensity, finer feclings or ony Semblence of resl passion. . Indeed,
Loraine wes so proud of his virile .pﬁ&sigue that he gave the impression
of an dthlete rather then of a patrician, and was so exclusively mscular
and robust that he was
wanting in that nervous force needful for the full moral impression
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which poeticeal dzaa.ogue is.s0 well qzalif;ed to convey.

. Ve missed, therefore, the intensity of the- egotism, end
the petulance =0 characteristic of the heros (191)

.Loraine's ina.dequate acting vas not helped by a rather slovenly

"production ana an maxfﬁc:.ently grand settmg, 80 that th:.s revival

) surv:ived for only thx'ee perfomances. This damp-sqlub of a production
- in a mutilated text, closed the theatncal h:.story of Coriolamus in

- England for twentyus:.x years "not w.xth a beng but a whimper" end was,
' in i'act, the last London performance of the play in the nineteenth
century Lorame's ;a:.lure, following tnose of Cresmck end Andersony
a‘zia the slight success of Phelpe end Necready, px'obably played its part
" ‘in u:u.senchant:.ng actors end ediences with Corlolarms, though, in any

' ca.se, the -tem eusterity of the pley ran counter to the growing fondness

‘for melodrama and sentimentally romantic love stor:.es, placing its

| class:n.cal mascmlim.ty at . a. sevére disadvantege in the London theatre of
the 1870'8, 1880's and 1890'8, The lzterary critics of the Victorian
“ period Bpent much of their dlscuasion of the play in insisting upon

the unattractiveness of the '-f,-'-mtagonist, and phrases such as "a haughty
' end pass:.ona.te personal feel:mg, a superdb egoism,” (192) "his irascible
end tornado d:.sposn.t:.m" (193) and "hig scoundrelly exultation® (194)
.may well indicate e tendency for the later Victorisn age to turn away
fran a hero who "in the fi‘z'st scene.claims no sympathies ..+ we fedl no
love for him" (195) . and whose prigde is "z"endor.ed al_togethé;' inflemmable
.and uncontrollable ﬁy passion.” (196) Whatever the cause, for over a
. quarter of a century, Coriolauus was to receive no importent professional

D peu.'f‘oz"m_anc'e,in Englend,
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(v)

Benson.

_ Tbg man who was bo],d enough to rescue the p]:ay from oblivion was
" F.Re 'Bensen, whq provided Coriolenus with its last two producticns of
_' the,ﬁi;ietéa;th century, both at the recently established Shakespeare
. Festival at Si';ratfbrd, .and not destined to .be seen in London until the
fum of the canturys o |
o In': ‘l_:l_'x,_el '139_0"8, Frenk 3enson gathéred round him a compeny of
| éoﬁpe%egxf _' &;t rgigti’velylmﬂnwfm Shakespearean _lactors and ectresses for
| the ennuel festival which he was'entlmsiastiéa;llj orgéniéin,g at Stratford
and j»-vh:i;ch, though it Was to be the forerunner of the Royal Shakespéax‘e
Gcmpany, ﬁas céntenptuoizsly ignored by e.'lmost 211 Londen drematic eritics
| -' fc';r the firét_ fifteen years or so of its existences He planned to
perforn Coriolemus as the "birthday play” on 23 April 1893, but vas
prevented fram this when he contracted influenza end was forced to
cancel a1l performances that week, delaying his first appearance in
the play until August of the seame year, when he perf'_ormed to a large
‘audience in intense summer heat. Bérl‘son had mounted an elaborate
producticn with scenery painted from designs by the fashionable artist,
Almefadena, and with a large mmber of supermmeraries for the crowd
~ soenes, 80 that

the play was staged on a scale of great ¢ompleteness, the
Roman ammour, dresses; and appointments being on a lavish scale. (297

The only léading Lonfon journal to review the producticn was The Theatre
whose critic was surprised by the high standards of this provincial

© productions
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Scenery and stage-management were of surprising elaborateness
end excellence, the latter, indeed, recalled the best achievementl
at the Lyceum and Drury Lene. (18)
This critic's surpnse at the level of Benson's handl:mg of the crowds
ldoubtl ess stemmed from the prevall:mg att:xtude in London towvards
: theatr:.cal events elsewhere, The Lendon critics viewed with contempt,

or; at best, with an alocfly superior condescension, Benson's efforts to

: ésfablish Stratford as a centre for worthy productions of Sh_akespéaie's

- 'pla(vs, 'regarding him as a foolish emateur. For this reason, The Times,

Bunch, The Atheriaéwn, he Spectator, The Illustrated London News, and
'.fhe Sseturday Review contained no ccaments on Benson's vork at Stratford
in 1893.". The metropoliten attitude to Benson was clearly exenplified
" ‘.'.sax'ie' years leter in Max Beerbolm's femous review of Benson's Henry V,
‘ :m which the Bensonians were ireated as a group of Oxonian' emateur crick-
eters who hed taken light-?hearted_ly and unsuccessfully to the stages

Max's derastating wit is certainly amsing, but such cozments as
The fielding was excellent, and so was the batting. Speech
after speech was sent spinning across the boundary see AS &
branch of University cricket, the whole performance was, indeed,
beyand praises But, as a form of ecting, it was not irpressive, (199)
”ind:.cate the prejudice against an educated actor, and did Benson more
harm than the reviewer could ever have .Lmagmed or intended,

Benson possessed man,y talemts wluch ought to have made his

| COr.n.olanus a menorable one he was tall, strong and ethletic, with a
| steel-km.t frame, b:.a.fee.t\;res were fz.m_e, noble and handscme, with a
definitely"™Roman® cast; he had comidm'ablé presencé, and conveyed
without qrtifj,cé_the impression of a traneparently honest and
incorruptible personality; his f;orth;'ight attacK easily encompassed

" the idea of the inflexible and undeviating Coriolanus, and his fine voice
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was an asset in passages of declemation, '.l‘he Theatre bel:.eved that
Benson. had many of . the attr:.butes which had graced John Philip Kemble's
Caius Marcius, and claimed that he was a "natural" for the rolet

Given the stateliness of "John Philip", the graceful limbs,

the studied poses, the sonorous uttersance, and Coriolamus is

already three parts playeds Now Mr. Benson has ell this and

samething more, There is a natural note of aristocratic.

» exclusiveness in him s.. and be acts the noble that he locks, - (200)
With such an array of natural assets, Benson made a convincing Coriolanus
on a faily uhcompliceted level and, elthough his cutting of the text. .
-gave him a heavy.eﬁd_exacﬁing role 4 so that he was on the stage the
whole evening with the exception of iwo scenes w, a local paper was able

;s“_'to ‘remark that "his impersanation throughout was characterised by mch
dash end vigour,” (201) especielly in the final fight, in vhich he really
- ‘seemed to relish getting his man to the ground. His method of approach
was

to ccnceive the tempersment of the character, and then sllow

its various attributes to crystallise arcund, and talce from it

their colour and direction, (202) : .
and the careful thought which iay behand the perf'ozma.nce wes ev:.dent
to the critic of The Stratford Herald, who was nnxch impressed by the
polish of Benson's intarpretations

It was finished and of symmetricel proportions, and a

masterful intelligence wrought it to a conclusion which

‘aust be prenounced highly succeseful, (203)
The greatest manents were the "fine :.ntellectual .mca.e:.on“ (204) of
his def'lame of the tribunes, and all his encmmters w:.th the Roman mob}
tne line "You common cry of curs" was "spoken with ecath_mg bitte;-ness
snd power" (205) and he brought down the curtain on the third ect with

the "trenchent incision" (206) which he poured into "There is a world
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. elsewherel! . He seens also to ha.v_é excelled in all the spoeches
.efter His desertion to the Volsciens, 11 whic;h. he conveyed both the ,
-1melipe§s,ap§_ the destructive force of th_e.p_:lz'otagonista He follomed
Kemble's lead by turning the v.lctgri&us procession in Rame into e
. magnificent sacrifiéi'a.]. procession with'prisohexi's}_ and spoily and
towards the end of the pley he made the fullest possible use of his
. rescunding voice, so that one word in particular echoed and re-echoed
a3 an expression of his patrioti=m , . _
Now he spoke &s he had hardly done before, letting the trumpets
ring .., He sat in gold, his eye red as 'twould burn Rome. And
‘he geve the weight that it demnds to this greatest monosyllable
of them alle Rame shakes the werld, Benson's "Ro-o-mme” kept
. the world rocking,  (207)
_ | ':_'..l‘his_' f‘:l.rst Stratford production of Coriolenus appears o have been of
' hig,h standard, and to have came closer to an ideal performance of the
: ﬁlay then anything seen on the English stage since: Kepble's retirerent
in 1817s London, however, remeined essmtiall&: ungwere of its
| exi.stmée 'qnc'l_l of -'Bgnson_'l_s._ intention, five years later, of presenting
ell thrée Ramen plays in his 1898 season at Stratford. In Jamary 1898,
. The Spectator demonstrated its ignorance of Benson's past achievement
and of his immediate plens by malci..ﬁg a plaintive plea for the
resurrection of Coriolsmus in the theatre |

We have only one more word to edds When will Mr, Trez or

some other menager revive Coriclamis? Thet is a play as

full of political ection as Julius Caesar, and even more

full of politicel criticism, 12083

The Spectator was not alone in its ignorance! not one major
London periodicel reviewed any of Bensan's performances in the three

Ran pleys at Stratford in 1898, For his Coriolamus, Benson spent

some t:_ixhe in ensuring that the dressing and mounting were correct in
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detail, -and he carefully chose the actors who were. to play the. .
twenty-two spealding parts, the Aufidius (Frank Rodney) and the
Menenius (Lysll Swete) perticularly distinguishing themselves, Benson
himself seems to have-repeated iis successful interpretation of 1893,
- and the Bimmingham Daily Post coxmnmtéd on his suitebility for the role
end on the merit 'of his achievement:

* Of Mr, Benson's Corioclams it is only necessary to say that

he played it with all his wonted energy and skill, his
copabilities -for the part appeared in almost every line.  (209)

The Birminghem Daily Genette agreed that "Mr, Eensan_seans by nature
designed for the heughty Romen patricien," (210) and The Stratford
Herald spoke of his '

symmetrical, commanding figure, a strong Roman head, an

inveterate power of will, the unconscious poise and slow

deliberateness of strength, and an impetuous spirit, (211)

- which made him an ideal choice for a classical role; HNot since the
dayn of ‘Kemblé had an actor's prysique so fitted him to play Caius
Narcius,

Benson's interpretation cmphasised ("with subtle. intuition end
affluent artistic felicity" (212)) the selfish love of glory which lies
behind the patriotism of Coriolanus, end he "displeyed much passionate
intensity, touchod with glittering scorn end pathetic bitterness" (213)
throughout the plays His best scenes were those which portrayed ais
conflict with the plebeians and their tribunes, in which his acting

displayed histricnic ge.nius which seemed to place him in the

right and his enemies in the wrongs There was something in

his presente, his voice, and his fine reserve that bore testimony

to his splendid executive ebility, ' The scenes between he (sic)

and Brutus were merkcd by fire end animaetion which infused a life

~ dnto the tragedy which closely rivetted the attention of the
. endience,’ 214)
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Altogetha?, The Stratford Herald was convinced that this was the
finest of Benson's three Romen interpretations in 1898; for the first
time since 1817, Coriolemus had found en interpreter worthy of its
qualities, o

Our knowledge of this production must be based entirely on
pi:-ovincial papers, which might easily be accused of neaive over<enthusiasm,
: Folondew, im Meg wafropolifon

© but fortunately in 1901 Bensan brought Coriol amis Arecognition, and it 1s

possible to gain a campleter picture of lis interpretation frcm the
comnents of the drematic critics on that occasion. Like so many of
his predecessors, he had.cerved out his own text which was entirdly
Shakespearean and which trie’ to include all the best poetry of the
originalj. it was, hdbver, considerably shortened and there was much
rearrengement of the order of. the scenes, vith tie intention of
emphasising the directness and simplicity of the story. These -
alterations ran counter to the contemporery movement towards a purer
text, but were blessed by The Times on the grounds that

Coriolanus is never likely to became a really popular play-eoce

Its dremetic interest is too scrappy for the great publis to

delight in it, es they delight in Hamlet, for the plot, The

persons of the plgy offer but slight chances to actor-menagers,

seelring parts in which to electrify the world .. (There is an)

sbsence of plot, ebsence of love story, Scrappiness of

situation, (215)

Benson's interpretation started with a humorous contempt for
the plebeians, but his inordinate caste pride graduelly turned this
into a settled rage of indignation, thus &isp__laﬁng a development in the
character of the protagonist, which & together with Benson's powerful
delivery of his lines - made Caius Marcius a daminating, impressive end

interesting character who begen to conquer the initial apathy of the
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eudience, ' A key factor in rousing their cmeai:h:,r and emti:zs;aam vias
. the caref‘ui handl:mg of' ‘the crowd scenes which Benson ‘manageg.. S0
empertly that -the mob .of citizens seemed to be acting spontaneously

and with na’cural :unpulsee

It was really the crovid that last night worked a cold house upy
first to warmth and then to enthusiasm. (216)

These comments refer to the 1901 London producticn, which lies
outside the imediate scope of this study, but -they probsbly convey &
reasm'lxably' accurate impréssioh of the 1898 Stratford performences of
Coriolanus which were thé last nineteenth centufy‘ appeerance of this
play ok the English steges Benson's talents brought him closer than
any ‘other actor since 1817 to a successful recreation of the qualities
bf Kemble's Caius Marcius, though his straightforwerd épproach threw 1ittl
new light on the character or on the pley, whick, in itself, lacked the
softer qualities and the love interest which in 1900 were regarded as
indispensable to success in a costume plgy.

(vi)
Conclusion,
In 1500, 68 one mundred years before, Coriclanus was still a one -

men plsay indissolubly &associated with the neme of John Philip Kemble
and still prompting 'ﬁlﬂmm to remerk that "until same actor discovers
the secret which inspired John Kemble, Coriolanus will not be often
acted” (217) - Actors of such varied talents and capabilities es
Cooke, Young, Convey, Keon, Macready, Vandenhoff, Hamblin, Butler,
Ureswick, Phelps, Anderson and Loraine hed all attempted to repeat
Kenble's success, but ‘not one of them had merited whole~hearted acclaim.

This is partly explained by the fact that Kemble's appearance and
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technique did in fact uniquely equip him for the rolej part lay in the
lack of enthusiasm -with vhich most of these later actors.anproached a
| task which they tended to regerd as a duty rather than es a pleasure;
again, the_tele’xiaﬁce of the plot of Coriolamis to.nineteenth century
political e_,rqemps in Eng,lmd perhaps faded 'as memories of: the French
Revolution grew ever more dim and as successive pa.rl:.amentary
representation made h-nglish 11fe mOre Sj _,mpabnet:.c’:o de;nocratz.c ideas.
Then, the growing taste for serxtmenta].;ty and melodrama st have
played a part in bam.sh.mg from the stage one of' the most markedly
'unsent:.mental and austexe of Shake"\-care's plays.

In fact; Coriolamus was not seen in London, in a recog'xisably
"xhakeapearean text, between the retirement of Phelps in 1860 and Benson's
attempt to storm the capital forty-one years later, A few wecks af'ter
Benson's production at The Comédy, Henry Irv:mg, with the s;upport of
Ellen Terry, Alma Tademels scenery and Alexander Mackenzie's music,
strove to resuscitate Cori.olarms in a coﬁdensed version at the Lyceum,
but Caius lMarcius lay cgtsic’l Irw_ng's highly individual range of‘
charocters, and the production detracted from his ;-eputation rather
than adding to it. |

Only F.R. E¢nson's two Siratford productions seem to have come
_anyvhere near to recspturing the excitemcent end dignity with which

.Kemble had invested the play, and it is particulerly unfortunate that

.the London periodicals should have adopted so superior an attitude towards
these ventures and left them so disappointingly undocumented. The
nineteenth century stege hed found little satisfaction in Coriolanus:

the pley was qaétigated for its lack of interest and wes almost always
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presented in en aaaptea fom; actors were 1ittle dz;a\'m to dt,
and only Kenble had unaual:.i ied faith in its ablllty to thrill an
aud:n.ence. As spectacle, sentimentality and love :.nterest became the
popular themes of the 1ater nineteenth century stage, so o";olg_l_t;
was doomed to be viewed w:.th gpathy and to fade mto disregard, In
the thmt:.etn century, only Benson (before the First World \’Jar),
Olivier (in 1938 at the 01d Vic and in 1959 at Stratford) and Ian
Richardson in the 1967 Stratford production have attained any real
measure of success in a play which will for evexi be inextricably linked

with its successful interpretaticn by Jom Philip Kemble.
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- GUAPTER TOUR
"JULIUS CAESAR"
(1)
. Berformances before 1600
- From its eérij;eét_days in the theatre, Julius Caeser swiftly
established itself as a favourite with mudiences, growing to be a
relisble "stock" ploy in the repertoire of many stege campeniess - Its
inoisive narrative line, its three strongly contrasted leading characters,
and its skilful blend of history and tragedy brought immediate success to
the production at the Globe in 1599 which was admired by the Swiss visitor
Thomas Platter, (1) CeBs Young alsc drews attention to its popularity .
at Court before the Commonwealth pericd, and to its inclusion in various
lists of stock plays after the Restoration, Frau 1684 orwaxds,
Betterton's Brutus won him many leurels, especielly for his steady
control of emotion in the famous quarrel scene with Cassius, and he seems
to have established the tredition that the "ster" role was that of Brutus.
Tvro great actors cantinued this tradition during the first helf of
the eighteenth century, considersble rivalry being generated by the
performances of Booth &nd Quin as Brutus. Booth was first on the scene
having played Caesar at the Queen's in 1707, he graduated to Brutus at
Drury Lane in 1709 and became so firmly established in this role that he
played it quite definitely on 23 occesions between 1709 and 1728; eabsence
of cast liéts for _other performances makes dogaatism impossible; tut it
seems highly likely that the actual number of Booth's performances as
Brutus in these years at Drury Lene was 48. (2)

Meenwhile, His rival, Quinf, having played Antony early in 1718,
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progressed to the role of Brutus which he undertook 18 times at Lincoln's
Inn F.‘J.elds between 1718 ana 1729, 324. times at Drury Lane between 1734 and 17
and 2k t:unes at Covent C—arden between 1742 and 1751 « a grend total of
76 perf'ormances as Bmtu.s in 33 years. (3)
The achievenent of Quin and Booth helped to establish Julius Caesar
"'es ninth in order of popularity of Shakespeare's plays in the first half
 of the eiéhteenth century, (4; and the influence of these performances
"by two great. actors may also have spilled over into the world of
_ schQIars}’iP° While Booth and Quin were bringing Julius Caesar to life
on the London stage, a ;aeries of editbrs of varying degrees of scholarship,
' was graduelly esteblishing the cenon of Shakespeare's work, end arriving
étha reliable text of each of the plgyss Capell, whose edition of
Shakespeare was published in 1767, lived through the period of Quin's
eppearances as Brutnié, was a friend of Garrick end was thoroughly in
‘touch with the theatre of the period, He therefore added to his
‘considerable scholarship a lively .awaz'eness of the dramatic potentislities
of the plays and was eager to essist the reader of Shakespeare to visuaslise
the 5tage action of the plays by

marking the place of action, both general and particulari

supplying scenical directions, ‘end due reoulatmg of exits

end entrancess (5) .
Capell felt that the Roman plays, in particular, had gained from his
' add:.t:.ons, and claimed that light had been thrown especially on

the battle scenes throughout' Caesar's passage tc the senate=

house, end subszguent assassinztion; Antony's death; the

‘surprizal and death of Cleopatre; that of Titus Andronicus}
and a mltitude of otherse (6)

A br:.ef exammation of the way in wh_ch various editors tackled the

initial mtry of' Caesar in I i, ana the assassmat:.on of Caesar, will show
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the extent of Capell's additionsy; and the degree to which he was . - °
followed by later cditors, - Pcrhaps he was influenced in his additions .’
- ‘by the perfo_zmancés «of Quin; - cerfbainly, Capell's pioneer work did not go
. disregarded by Kaﬁble- whes he ceme to ccmpose.his ovn adaztaticn of
Julius Céesar in 1812,
Pope's 1723 edition of Shakespeare presents 'th_e first appearance
of Cagsar with the follow:mg rather bare stage directionst
Enter Gaesa1;, Antony for the Course, Calphurnia, Portia,
Decius, Cicero, Brutus, Cassius, Casca, a Soothsgyer; ofter
them Murellus end Flavius, - (7) o S '
- In spite of his bitter rivelry with Pope, Theobald used exactly the ,
ssme form of stage direction in the second edition of his Shakespeare
(1740), except that he amitted any reference to the Tribunes. (8)
Hemmer's eccentric edition of 1745 wes identical with Theobald's except
- ¢hat; on grounds of historicel eccuracy, Decius became Decimus. (9)
' This, then, wes the traditional direction until Capell came on the scenes
Cepell's 1767 stage direction attenpts t-o enphesise the dramatic
. end spectacular value of the eniry: he insists on the music which
. accompanies the procession, and draws attention to the size of the crowd,
with the Soothsayer in its midst, thus helping a more vivid nental
realisation of the scene o

" SCENE II, The Seme. A publick places IEnter, in solemn
Procession, with Musick, & ¢ CAESAR: ANTONY, for thc Course;
CALPHURNIA, Portia; Decius, Cicero, BKUTUS, CASSIUS, CASCA, & c.
a great Crowd followgng; Soothssyer in the Crowd, (10)

By 1790, . the great. editor, Haione, hed accepted the value of Capell®s
additions, and his version rant

The Same, A publick Place, Enter, in procession, with musiek,

CAESAR; ANTONY, for the course; CALFHURNIA, POKRTIA, DECIUS,

CICERO, ERUTUS, CASSIUS, and CASCA: a great Crowd followings -
emong them a Soothsayer, (11)
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. tlws retaining the ideaf;_ = of a procession (no longer “"solemn"), of
, mﬁsic_,, g_f'.a_ great crowd, __m“;a of the positioning of the Soothsayer among the
crowd « which had £irst found expression in Cepell's edition. Malone's
edition appears to have been more influential, then Capell's, for whereas
the second edition of Johnson and Steevens® Shekespeare of 1778 (eleven
. y,'em"S. after Capei]‘.)'_ réve'r:ted to a bare outi_ine:
The seme, Inter Caesar} At'ltoxw, for the course: Calphurnia,
Portia, Deciusy Gz.cero, Bz'u‘bus, Cassiusy Casca, A Soothsayer, & Co
(12)
their fourth edition of 1793 was phrased exaotly in the wards of Malane's
edition of'.thlree- years previously. (13) In 1812, Kemble was to follow
" thé lead of Capell at this pcint, as will later be shcvﬁu
The moment of the assassination shows’ thét’d:.*.peli- gave a similar
impetus to the visualisation of the scene as it might be presented on
Stages Pope, (14) Thecbald, (15) and Hanmer (16) all supplied
 ‘the seme cryptic éta,g_e é',ireéfion, "They stab Caesar", leaving any further
" development of the scene entirely to the imagination of the reader,
" producer or actors. Capell, on the other hand, took immense trouble
to bring the scene clearly and vividly to life, and to mark its maments
pi" cl:.max: his ;stage;direc'i:ions during Caesar's .Joumey to the Senate
House give every indication'of a speétaci.\la_r scexjme on stage, for the
Senate are gathered in force in the Capitol, and, after the flourish
to herald the arrival of Caesar, there is the opportunity for an
impressive end stately procession: ' '
III io The Same. The Cé.p:.tol- Senate sitting. In the
Entrance, and, amid a Throng of People, Artemidorus, ené the
Soothsayers Flourish, and Enter Cuesar, attended; Brutus,

‘Cassius,. Casca, Cinna, Decius, Metellus, and Trebonius,
Pop:.l:.us, Lepidus, Artony, and Others, (17)
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In III iy ‘et line 135 Cepell emphasised for the reader the two moments
of immediat-e.dehger. to the conspirators' couse by adding
Artam.doru.; is push'd back, Caesar, and ‘the vest, enter
. the Senate.‘ the; ‘Senate risess: Popilius presses forward to
" spesk to Caesary rr” possing Cassius sayst ("I wish +oday ...")(18)
He aleo clevified the drawing aside of Antony: '

" Exeunt Antony and Trebonius, conversinge - Caesar tokes his.
_seat; the Senate, theirst end lfetellus advances towards Caesar, (19)

-, end the consp:.rators' preparatlon for the attacks

. The COnspuators range thenselves about Caesar; .Casca, an the
right hand of hig Chairy behind, (20) -

‘" s Casca strikes the first blou, Capell supplied the reader (and the
-actoz' playmg Ceesar) with full details of the ensuing momentss
: Stabbing him in the Neck, Caesaer rises, catches at the Dagger,
and struggles with himt. defends himself, for. a time, against him,
and- against the other Conspirators; but, stabb'd by Brutus,

CAES: Et tu, Brute? = Then fall Caesar, (He submits; muffles
up his Face in his Mentle; falls, and dies. Senate in Confusion.

- (22)

(A13 Cppell's additions cen be justified from the text, and from e
sensitive rgcreét:lbn, of the scene in_t_k}e imegination; he here showed a
, | liveiy sense.of thé.thc,ea_.t_;-ical potency of the essdssination scene, and

 heppily united ;,choig;ghip with dremstic insight. Agein, the secand
edition of Johnéon and Stesvens retained the conventional "They stab
Caesar®, _ (22) but gda;éne tqok, c’ognisax}xce of Cépel‘l"s efforts, though
shortening them considerebly: -

. Casca stabs Caesar in the neck, Caesar catches hold of his
armmi He is then stabb'd by séveral other consPJrators, end

ot lest by Harcus Brutus; (23)
.. he was followed - vez"bau:.m by the fourth ea:.t:.on of Johnson and

. Steevens, (2)4.) and also by Kenble, who prefaced the dirﬁctions with

ane e.drhtional sentencee
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~ Metellus loys hold en Caesar's robe, (25)

. Capell's detailed stage directions.not only help a reader to
_y;i.sual,_ise the scene of the;_gs§&s$§.nation, but also are of assistance in
the theatre; too qf_fen, an incamplete visualisatio_i':'. of the dga‘i;h of
Caesar, and ﬁ:nperf;e;t.planning of actors! positions end moves, can iead.

" 40 confusion on the stage. Perhaps Capell he_,f:i witnessed the sort of

: prdﬁuction described by Thomaes Davies, end wﬁs anxious to play his
part in preventing the recurrence of such an undignified scrambles

From the great number of persons on the stage during the

representation of Caesar's murder, much difficulty in the

action may erise, unless great sccuracy is observed in the

direction of those who are amployeds The seversl conspirators,

- pressing with eagerness to have a share in stabbing the victim,
must be So regulated as to prevent confusion,  (26)

.._A'.drni:m's of the "order" of the ancient clessical age natura;ly rejected
the pbséibility that the essdssination of Caesar might actually have been
a confused ond undignified effair, and, as will eppear later, Kemble's

. reverence ror Roman dignity led him into en over-formelised presentation
of the death of Casser which mey well have taken as its starting-point
the stage directions of Malone, which in themselves owed s.o mch to Capell,
The great editor's work wes thus of enormous significance in a production
which was first mounted fortysfive years efter the publication of his
efition of Shekespeare,

However, if the warlds of the actor and the scholer seemj to have
gremn close together in the work of Capell, the eighteenth-century theatre
took 1%ttle cognisance of the _.B'chol_ars' work in eﬁ%ablism a genuinely
3ﬁakespeareen text, Nearly ail the really populer Shakespearesn plays
were presented to the tﬁeatre-going public in edapted versions, so that

the period grew accustomed to Davenant's Macbgth, Cibber's Richard 11T,
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Dryden, Devenant ,a_x;d_’.-_?_npja_ﬁv'rell's Tenpest, .and Tate's King Lear,
Gon_sequ_eqtly,‘ 11'. is ﬁo\r_xgore_ than characteristic _of' the period that
,JuliuSl Caesar appeared on stage in various guiées. In 1677, Sir
Ghérle_s S.ed].qy'al*::.'e.r.ejd and revised the play; in 1684, en anonymous
adaptation established the precedent of allocating Cicero's lines to
Trebonius, and 'Ma;ullus' speeches to Casca, At the start of the
eighteenth century, there was a further 1.rersion of the play « attributed
‘to Davenant and Dryden, but unlikely to be theirs = in which Casca added
to his own part the lines of lfarullus and Titinius, the parts of the
Scothsayer and Artemidorus w_e__z'e; _amelgemated, and the Poet, who
interru_pts the quarrel between Brutus and Cassius, vas omitteds In ..
N addi_tidn to this reduction in the number of dremetis personfas, the
"improver" added four lines of his own which provided Brutus with a
rousing exit line efter tie Ghost's appearance to him in the tent:

Sure thiey have rais'd same Devil to their aid,

And think to frighten Brutus with a shade,

But e're the night closes this fatal Day,

1'11 send more ghosts this visit to repays
'This version of 1719 = which also included a second eppearance of the
Ghost in the battle scenes = was that which become a favourite stock
play in the early eighteenth century, with Booth as Brutus and Wilks as
Antony, and it firmmly eatablished the tradition of a reorganisation and
amalgamation of thelﬁxultifarious minor charaooters of Julius Caesers

Thé fourth of these early adaptations was brought out in 1722 by

the Duke of Buckingham, and was based upon anly the first three acts of
Shakespeare's pleye.. Buckingham changed many individuel lines and rurged
a good deal of '_l:k_x_e authentic textt on the grounds of uridue lightheartedness
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.(end enticipating Dr. Johnsan's dislike of Shakespeare's "quibbles"),
. he, ;eofci.sehd_ the slight j._ev.i.ty of the crovd of artisans in the opening
scene, andAntony's apparent pun in the funersl orations

" If it were so, it was a grievous fanlt,
., And gri..vously hath Caesar answered ite

Bucl:i.hgha_m seans :to have taken an austere vigv: of classical dignity
and decorum and 'he.was' "méat anxiocus to polish the 'x;ude lines' and
'wood-notes wild® of the gar'xtlle Shakspere", (27). 'imposing upen the
. Play the neo-c:'!.assical, ideals of politeness and gentlemanliness tc such
an extent that he sepped the qqglity and \‘rigour.of the original text.
In the same year, Buckingham gt;blished ano;c,ha.?r pley, The Death of

Marcus B;u_tﬁs, which drew upon the final two acts. of Shakespeai'e's
. Julius Caesar end in which = to eipend the action to the desired five
acts s hé was obliged to introduce such new characters as Junia (the
v:ife' of Cassius), Dolabella and Varius.

' However, the version of Julius Caesar which wasrost frequently
' performed ::.n the second half of the eighteenth century was that which
was eventually pfinted by Bell in 1773 This version is similer to
" the 1719 adeptation which has already been mentioned, and it included
Brutus! extra four lines on the Chost and an addition to his death
speech (2lso in f‘r&e 1719 version) to underline the selfless patriotism
of Brutus:

| Scorning to view his country's wrangss
_ Thus Brutus always strikes for liberty.

P Poor slavish Romel. Now farewell,
Bell's version also contiﬁuea the tradition by which Caseca ::sorbed
‘the spe;ec;l_e;s of larullus end Titinius, and i% further reduced the

" dfigmatis persanae by cmitting the entry of Caius Ligarius in II i, end
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by dispensing with the scene in which the poet Cinna is challenged
by the inflamed mobj Decius Brutus also took scme c;f the specithes of
Flavius and Trebonius.

- This was the version of Julius Caesar which was used in the second
half of the eighteenth century and which provided Johr-f Philip Kemble with
the basis of his 1812 adaptation of the plgy; it remains recognisably
Shakespesrean and maintains the clarity, logical con'stmction and forwarde
ﬁov:ing movement ;)f' events which characterise Shakespeare's pla&, which
meke it dremeticslly cffective, and which eppesled to eighteenth century
"reason® the bulk of the alterations are merely practical measures

designed to reduce the iai'g.e, confusing and expensive number of spesking
. pertse . , '
Although Bell's odeptation was less savege in its slterations thai
were vérsions of some other Shekospearesn plays, it did not find the
popularity with which Quin and Booth hed invested Julius Caesax. Carrick's
urmillingness to risk camparison with the Brutus of Quin meant that
Julius Caesar ﬁa.s not .seen at Drury Lane fran 1747 to 1780 Just 28
Kemble's superb achievement in Coriolamis ef fectively dissuadeG his rivals
end successors fran attempting to emlate himy so the! dominance of Booth
and Quin as Brutus down to 1751 helps to explain the play's decline @t
in popularity after they had both retired from the stage. Frem 1760
to Quin's last appearance in 1751, Julius Caesar was seen in London on
166 occasions; between 1752 and 1800, there were only 20 performances,
routus being attempted by Sparks (6 times), Sheridan (2), Welker (5),
Bensley (1) end Palmer (6)s

The leading actor, "Gentlemen® Sﬁdth, was associated with twelve of
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these 'pez?mear;cés, He played Cassius at Covent Garden five times in
1766 and 1767, but in 1773 he switched to the role of Antony for a '
single performence, With Bensiey as Brutus; Smith also played Antony
in the 1780'Drury'-Lane production which ran for ‘six performances, and
which appearé to have been the most successful Julius Caesar in the
second half of the eightéenth century.

. Smith haed been trained in Carrick's methods, and was a famous
Charles Surface; .he appears to have used the unvaried stivle of delivery
‘and tone of voice which had became predmrﬁ..zﬁnt cn the English stage of
 the period; BPBoaden described both the clarit.y end the x:ionotony of
Smith's utterance: |

One uniform cadence seened in him able to convey the most
striking opposites of sentiment and character,

He spoke the obvious meaning of the text, and satisfied
common enditors; but this he did in one unvaried song,
in a tone of measured power. (28)

Smith was, indeed, more remarkable for his gentlemanliness, his wide
experience and his prodigicus memory than for the calibre of his tragic
interpretations. The illustration of hiwmas antony shows him declaiming
to the' people, with hands outstretched in eloquent appeal; his high-waisted
costume % la Romaine, with short sleeves end a pleated skirt, emphasising
a rather protubsraut stomach; he appears to be wearing a short cloak, N
and his svord hangs at his side, It is perheps just possible to detect
3 little fire in his eye, while the untidiness of his heir indicates his
haste and emotion without zreatly detrecting from a thinefeatured face
of sane dignity; one can imegine such an Antony quelling and then
rousing a fickle mob, but unfortunately there seems to Live been a |

widespread silence sbout these early p;_oéuétions of Julius Ceesar, and
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even The Ann_a_ls of Gpven'_l;_ Garden Theatre contains no details of the

f

This is a,pi'éy since the Brutus of the 1773 production was Bensley,
who would seem to have been admirably suited to-the part: he had a rather
Btiff gait which lent'to this inte:;aretations. a certain gravity and
+ dignity, and he totelly lacked affectation, His power of conveying
- getmine sincerity was most marke;i in his performances as Eustace de
St. Pierre in Colman's Surrender of Calais, and would also have been
ca -va.].uable attribute of his Brutus, while his tremendous voice, which
- was likened to a trumpet call, ﬁould have izeen_ an invigorating influence
iﬁ the Forum scene and in the quarrel with Cassius. In the 1780
production, Bensley chenged to the role of Cassius for four of the s.ix
. perfonnances, wiile Palmer played Biutus. |
| Palmer - known as "plausible Jack" - seems to have been a much less

suiteble c¢hoice for 3rutus than Bensleys His careur had started slowly,
for Garrick had refused to employ him, and Foote had permitted him to
sppear only.in camedys; ﬁew}ertheless, in spite of a carelessness vhich
frequently caused him to appear on the stage without inowing his lines,
he became a competent feneral actor, being especially praised for his
Joseph Surface, Face, Sir Toby Belch, Captain Absolute and Volpone. A
strange choice, hovréyer, _to play Brutus to the Cassius of Bensley and the
Antony of Smith;

" The only i:erfomance of Julius Caesar between 1766 and 1780 in

~ which Smith did not participate vas mounted at the Haymarket Theatre on
11 September 1769, with Thomas Sheridan « the adapter of Cordolenus
‘as Brutus; . the major rcle of Antony was entrusted to an absolute tyro

' called Miller; in his very first appearsnce on the stages The illustration
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of Sheriden as- Brutus shows a distinctly unar:mstocrat:.c and tullsnecked
flguz'c, atte:npgmg to look soulfully stoicel, but falln.ng to ‘convey much
.dignity or mt_el;zg,q;cg, _He too weexrs the elg,htemth century stage
costume & la Ramaine, enst svpears excessivel:} encumbered by a flowing
Gloak which trails on the ground behind hinm and hezpers his gesticulation
'b;v tying his right arm to his chest, leaving only the hand frée to move
e:q)réssive]y. Beneath the cloak, Sheridan wears tl'.le hsbit of a Raman
| soldier which is mo.rk.edly more accurate than that of Quin as Coriolamus
twenty years earlier‘. The whole cestume, hdvever, Seens an wieasy
§ompfomise between the ﬁarlike gart gppropriaste for the battle scenes,
‘end the flowing folds of the “toge. which one' might expect in the lese
militery scenes in Reme,
o Jemes Boswell visited this performance of Julius Cassar, and his
éonunents throw a revealing 1ighi; upon tfxe theatrical conditions of the
time, leaving little doubt that this particwlar prouction failed to
scale the artistic heightss

One of the players, I forget his name, 1 shall cell him Carey,

was always laughing, Meny peovle around me grumbled, but 48id

'no more, “"Come", said I, "I'll stop him." So, as he was going -

offy I called quite out, "Carey, you rascal, what do you laungh

for?" This made him as grave and sericus as a bishop. The

people eround me thought me a great man. (29)

Presumebly the performances of 1766, 1767, 1773 and 1780, ‘in which
Smith participa‘lbed, were marked by a greater seriousness of purpose, as
befitted an actor trained in the Garrick tredition, After the. success
of the 1780 production, however, there was a gep of 32 years in
perfermances of W__ before, in 1812, John Philip Kemble
__"br_qggnt___p_a_\gg _T_g]___:ms____C_g._;e_q_:—_J_.z. to the stoge, and raised from his ashes the

. living Brutus"s (30) This descent into oblivion can probebly be
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explained by the thegg__ of the play: the depiction of a conspiracy
leading to the assassination of a ruler would be no more suitable than
the theme of Corioclenus for ensctment during the period of frightening

revolutionary activities in France. Mrs. Inchbald's preface to her
printing of Bell's edition of the play in 1808 confirms this theory,
for she refers to the abundance of "real conspiracies, assassinations,
‘end the slaughter of war® (31)_ in the current world, and says that
‘it has been thought adviseable, for soame years past, that this tragedy
should not appear upon the stege.” (32) In her characteristically
snobbish way, Mrs. Inchbald stated that a theatre audience is so socially
mixed that the undiscriminating elements among it might draw the wrong
conclusions from the foreeful representation of the overthrow of a
powerful and autooratic leadext

When men's thoughts are deeply engaged in public events,

historical occurrences, of a similar kind, are only held

proper for the contemplation of such minds as know how to

distinguish, and to appreciate the good and thé evil with

which they abound. Such discriminating judges do not

compose the whole endience of a play-housej therefore, when

the circumstances of certain periods make certain incidents

of history most interesting, those are the very seasons to

interdict their exhibition. (33)

However, in spite of this justification for censorship, Julius

Caesar ~ described by Davies in 1784 as "now laid eside and almost

forgotten" (34) = was shortly destined to become once agein a
févourite play in the early ninettenth century repertoirej as with

Coriolenus, its return to favour was entirely due to Kenble.

(i1)
Kemble's "Julius Caesar"
Kemble's success as Caius Marcius since 1789, and the meny glowing
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" tributes to his megnificent "Roman" eppearence and physique, probably

encouraged him to approach the role of Brutus and to revive a play which

had lain in negl_eot for such a long period. The version which Kemble

- brought to the Covent Garden stage in February 1812 was one of his om

! concoction, but closely followed the text pubhshed by Bell, which was -

in its turn - much 'influenced by the 1719 aﬂapt'at_ion‘ attributed vo

" Davendnt end Dryden. - An examination of his text, which was mrinted

by Mrs. Inchbald in her collected volunes of The British Theatre in

"' 1824, (35) shows that Kemble's version remains basically Shakespearean
~4n conception and expression. '\'lhét'Bo_aden.lal_eséi-ioeﬁ as Kemble's "very

: ;judiciai 'élférations and arrangements" (36) v’:én'e',gs followss

| Artenidoms and the Scothsayer ere merged; Merullus' lines in I 4 are

'allocated to Casess the first forty lines of I iii are excised, thus

-dispensipg with the character of Ciceros Caius Ligarius does not appear;

the scene containing Cinna the poet vah.iéhe, ‘a8 does the proscription
scene (IV 1) containing the only major appesrance of Lepidus; the Poet

is excluded from the femous quarrel scene} Metellus Cimber adopts most

‘of Lucilius' lines, and Trebonius is merged with Messala; the battle

sceries -are much reduced so that V 1 69493 (the reference to birthdays

‘and mighty eagles) sre dispensed with, as are Brutus' six lines beginning

"Ride, ride, Messale® in V ii, and the opening £ifteen lines of V iv
(the cepture of Lucilius); Brutus' final speech retains a varient of
the resounding lines from the 1719 text, and reads: '

This was the jnstest cause that ever men
Did drew their swords forj; and the gods renounce it, =
Disdaining life, to live a slave in Rome,’
Thus Brutus strikes his last « for liberty!
- (He stebs himself,

Farewellp
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Beloved country! = Caesar now be stills
I kill'd not thee with half so good a will,
o (Dies,
The text, theny. is essmﬁimy_that of Shakespeare, with
_omissions, but with no importent additions. The most interesting -

omission occurs just ‘after the assessination, when the "Stoop then, .

© - 'and wash" speech is excised, Kemble probably felt that such an

action was too undignified or melodramatic to be performed by Raman
B 'pa._tricians; . Kemble's ptmctilioﬁsnes in 'redeét'iné most of the non=
Shakespearean lines to which the theatre had grown accustomed cen be
' seén in his deletion of. Brutus' additionsl line ‘(at ‘line 63 of the
£amous q;érrel. scene), "No, for your scul, you durst not", a small
“alteration which, according to Thomes Davies, hed been made by actors

e nfrom time immemorial®s (37)

‘It is easy to 'understand Kemble's motives in preparing this new
versicn of'Ju]_.ius .c_é.ésars- first, in line 'wi'th his general policy, he
" wiched'to return to a more genuinely Shakespearean text; secondly he
wented to reduce the time of performance; thirdly, he wished to cut
the mmber of minor speaking parts, in orde:x' to lower the expense of
his production’ finally, he hoped to streamline the battle scenes,
wh:.ch are a constant headache for any producer working in the realistic
modes His alterations helped him to achieve all these objectives, and
'yeﬁ pamitted theatregoers to se¢ a play very closely resembling
'Shakespeare's original Btngepkion, and markedly more eccurate then the
vers:.ons of Antony enad Clecpatra, L:h;g‘  Lear, She Tempest and Coriolams
which were then current. In fact, there was only one practical deficiency
" in this versiont it was too long in performence, especially when stoged
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in corijunction with a curtaineraiser or after-piece. The Times
stated that the first performance ook up nesrly five hours, = too . -
long, and too much confined in its. ind.derxts:, nbt fo be tedious in
ite present form." (Go) . | T

" In spite of ‘these 'st'riciuz?e'é,' this new prddﬁcfion was both
mémorable and speétaculare An exemination of Kemble's pr:mpt CLDYy
"‘which is in the possession of the Garrick Club in London, makes it

' 'péésibié tc;; rédoﬂstmét some of the highlights of the performance, -

When he prepared his production of Julius Casser in 1811, Kentle wes-

a very experienced stage director, end his memiscript additions 'to the
| tm give veiy clear evidence of his agta'ﬂea' plenning of the pageantry
" which he grafted onto its The cpening pége is ennotated with details
of 'thé_'réédmces on which he could drew for scenes of spectaclel. |
32 Men end 6 Boys as plebeians'an'd general supermheraries, 4 Priests,

6 Senators; 4 Matrons, 6 Virgins, 12 Lictors and 12 Guards were
colourfully supported by 1 Star, 2 Golden Esgles, 2 Silver Eagles and
2 Stendards of S.PsQ.R. -

" Kemble cculd herdly fail 'to be eware of the immense popularg._ty of
the Order of the Ovation in Coriclems, and hie orgenisation of Caesar's
processions in I 44 of Julius Cacssr seems to indicate that he wes trying
" %o provide a similerly grendiose spectacle; his notes also show the
‘cereful and detailed thought which was essential in planning the moves
end positioning of his cohorts of extres, o

At the start of I ii, the orchestra played, and the curtain then
' rose to disclose an arch at the rear of the stage; upstage left, the
Sopthsqyei' was "discovered” at an alta.‘r. Then from the left, ceme the
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‘elmost. regal rrocession of Caesar and his entouraget first, 2 stendards
of S4P.Q.R. which moved upstage to the arch to form Acolourful backing
" at the rear of the otage, and which were inmediately joigmd there by
. Lpriests ‘end 6 Senators; then ceme Decius snd Metellus, who crossed

. right, to be followed by Cinna and Popilius Lene, by the solitery: .

o béssiué_,l and b"y' Trebonius end Cascaj the 1eft of the staée was then

'* filled (in pairs) by Clitus and Servius, Strato and Pindarus, Titinius

" ‘end Flavius.  Twenty=five members of the processicn were now éistributed
" round the stage, and’.-il:lie moment had come Por Kembie's own entrance as
‘Brutus; " because the last six actors had moved left on entering, Kemble
‘wes eble to drew ettention to himself by the simple device of walking
" alonie abfdss ‘the i\x]J. breadth of the stage to join the group of
patrzcians elready assembled on stagé_right. The next two characters,
:- Lud.ue end Varro, moved left on entry, and then ceme Calpurnia preceded
| by 6 Virging end followed by 4 Matrons. Umsug;;y, Kemble cmitted to
" record axw positioniiaé 'move for this female group. At this point, the
' soldiers shouted thrice, and the indispensable 12 Lictors, with fasces,

: entered and moved.upstagé left as.a preliminary to the arrival on stage

of Cacsar himself, flanked by Lepidus end Antofw. The procession was

" mmptucusly completed by 12 Stars, 2 Golden Eagles, 2 Silver Eagles and

12 Guards, )

. ' The First Folio ‘allows for the entry of twelve named characters
‘at this point (including “he Soothsayer); Kemble thronged his stage -
with 72 actt.:;-s and extras « even without allowing for any spectators of

" the pro:éeSSiori, to whom there is no reference in Kemble's notes. Kenmble's

¥
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‘elaboration of this entrace scems to have been justified, if one may
.judge by the entlusiasm of the caments of contemporary critics,.which
' stressed that he hed pedd every attention to Scenic splendour and
" ‘clasaical. costime, which could Fepresent the dignity of 'the old
| Hevoic time'" '(40) - md claimed that "the splendour of the decoraticns®

' _ensured that "an imprese:.on 'is left upon us of" Roma.n ma.nners and gz-?at;xess.
- .. : Ll

Howevex', when he came to organise the spectacular scene of the

_ ,assﬁssination of caesar, Kenble's deedre, for clarity and dignity Seems

. to have betrayed him 1nto a cea.'tain over-stylisation, which caused an |

'_ 'eye-witness, Luaw:.g 'I‘:Leck, to ﬁnd it "a grotesqze piece of sta,ge business.

g ()
. & the curtain rose on III i1 (the III 4 of modem editions), the

. - ._senate was discovered in session, Kemble having disPosed his 52 actors

; and supermm\eraries in vhat, Herr Tieck describeﬂ as "a well-defined
pyx-amid, of which Cagsar fox-med the epex, while Brutus e_tood well forward
in the pu'oscenimn to the left.” (43) '1‘1eck's menory is confimea by

. the caret'ul plan whmh Kemble :.neerted into h:.e prompt copys

. 12 Fasces . . _
a ' : 12 Guards - ' Silver
. Sﬂver Eagle GO].den Eagle SQP.Q.R. Star s S:OP‘,._Q.'R. Golden Eagle Eagleo
o . Great Eagle ' '
. .2Priests - ,  Chair and c. 2 Priests
3 Senators . Caesar ' . ' 3 Senators
.. icSiemen , (with pepers & Stylu.s) _
" '3 Chairs Lepidus * ' 3 Chairs
.. Declus Casca
Antony ‘
. . . Trebonius , Cassius
Cinna
Metellus o o Brutus

At the moment of sssessination, there is scme conflict between

Ludwig Tieck's comments, which leave Brutus dovnstage 1eft, and Kemble's
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next plen, which shows him b,‘y .Caesa'r,"s chh;zg aocording to Kemble's
notes. _th‘e. pyremid wes now simplified to becomsﬁ. . . |

_ : Cagsar
. Cassius Brutus
Deoius ©  Casca
- Cinmna S Metellus :
R LT o ' L

while Tieck's description of the over<formal assessination makes the
| re-politioning of Brutus unlikelys . |
Casca. is the first to stab himj then ca.esar tuz'ns to the
~pight and receives a second dblow from the second of his
enemies; again he steggers in affright to the left, a few
steps forward, and receives a fresh wound; then the seme
' to the rightt now the free space on the stege grows larger,
and this strange movement of the mortally wounded man
becomes extraordinary end unnatural, but he still goes on
staggering across the stage five or six times, so as to be
stabbed by the conspirators, who remain quietly standing
until he receives his death-blow from Brutus, and falls
forward, exglaiming, "Et tu, Brutel" This scene, arranged
like the most formel ballet, lost allidignity and it was
rendered outragsous by its pretenticus solenn:.ty. ((¥9)
Perhaps Kemble rev:lsed his onginal plans in rel'learsal, or perhaps
' he made a 8lip of the pen in transoribm his plan, as he was to do
shortly efterwards when he confused stage left and stage right in his
disposition of the actors aftea' "A general and violaxt movement of
congratulation emong the Oonspirators" which he (as Bmtus) had inangurated
at
Let's all cry, Peacel Freedom! and Liberty!
One final example fram Julius Caeser will serve to illustrate Kemble's
care in planning the effective enbodiment on the stage of pageantry and
‘ spectacular tableaux. His diag:- for the last curtain of the plgy ranges
42 actors in a visually impressive climex, with the body of Brutus in the

dominant upstege centreposition:
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‘ The 8tar
Gomen Eaale Golaen Eagle 238.P.Q.Re Gomax Eagl.e Coléden aagle
. 12 Fasces . _
_ 12 Cuards
Strato  Clitus , Flavius  Servius
) Varro _
Brutus .
Iumcius _ Uetallus
: . Qotevius I
- Anteny
g . . _ . . 'y

" ‘Kemblé's memuserdpt notcs also chow that he supported the vicual
Ampsct of speotesuler mouents in Julius OpeSar by the eddition of musical
effects, His fondness for emphasieing his om entrieo with a tivmpet
call or same simdlar drematic coup wes alluded to in en article vhich
dealt with the Gato Strect conspiracy of 1620, Kemdle, the authorr cleinod,

vas so studicus of giving proper &ffeot to his appearance,
that he rarely entared upon the stege; vithout a flourdsh
of trumpets, %o onngunce somcthing grgat was fortheomings (15)

This claim is carteinly borne cut by ad exemination of Kemble's
treatment of the entrences of Brutud, end a comparisen with the relevent
stage direstions in T.S.Dorsch's Arden edition of the play (1955)
Kexble made ten entranses, es follovst

‘16 I ii e a membor of Cacser's processian, olroady describeds
2 II'll in his garde. His cotry is pyeceded by the
' Stago direction "Fhunder end lightning”, vhich finds
no pleco in the Arden editions
3, II iii Cacscx's palece. An unremarikable axtrme in
the compony of Caseas
4e III 11 (the modein 1II 1) The Capitolo. AS the curtain
- gises to disclose Cacsay, Brutus and the other Samtom,
thero is “A Flourish of ‘Instruments®. (Arden editdons -
. "Flourish, Bntcr Cocoarses")s
5o IIX 441 (Tho opening ten lines of the modern XII 41)
Brutus enters as the Plebeians shout, e will be
' saticfiedi” (as in the Arden c@ition).
6o, IXI iv (The modein IIZ ii II onwards) in affed non-
' Shekespearesn (but sttnticn-seising) shiout of "Silencel
Silencel™ from the plebcdans as Brutus re-eaters.
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7. IV i (the modern IV ii) The Camp of Brutus. "4
Flourish of Trumpets.” (Arden editiont "Drum").
8¢: V i The Plains of Philippi. "A Flourish of .
oo . Trumpets® as Cassius end Brutus enter; leading a
i procession of 22 other ectors, a red ersign of
.+ . battle and en unspecified mumber of standards,
. -(Arden edition: "Drum"),
. 65 - V. i1 (The modern V iii) Battle, A processional entry
~» -+ with Titinjus, Metellus, Lucius, Varro end Stendards,
. ... S:PiRiRey Silver Eagles, 6 Lictors and 8 Guards. (The
o .. Arden -edition precedes the entrance with "Alarum® but
- . includes enly five other actors).
10.. V iv (The modern V. v) Battles YA Retreat scunded"
.- inmediately before Brutus' entrance, (No such
. -a:.rectim in the Ardm etht;m).

.
’

L Thus, of Kanble's te'n entrances, only one (mmber 3 abmre) wes not
: assooiated with musio or noise, and seven of his arrlvals on stege were
B ' marked in a more Btrild.n.g end heightened menner then is warrented by a
'. modem scholarly echtion. Their stage et‘fectiveness in drawing
| 'attentim to the star of the perfomame cen hardly be disputed, however.
i - "enble's producticms did much to fccus attentian upon himself, end

co Harold Child has: shotm (Aﬁ) that su.ch a purpose 1ay behind many of the

- cuts maﬂe by Kemble 1n lus aﬂaptations of Shakespeax-ean texts, The
pranpt-books of Julius Caa:ar a.nd Coriolarms cont‘im the fact that
Kemble Was suprencly intem-ested :.n his own role, and lss 80 in .those
of his colleagues, ext'ep‘b where they d:.rectly imp:mged upon his, For

example, whﬂ.e the quarrel scene between Brutus and Cassius, which
cdws about 120 lines in Kemble's ad.a;::'l_;a-tion,! contains nine stege
directions in .Kem'ble"s own handwriting, in -addition to being prefaced
with the comme.nt, "ok Mime®, the even more famous speech of Mark
Antorw in the Forum (to be del:.vered by Kemble's younger brother,

. Charles, and encompassing about 176 lines in Kemble's version) remains

entirely without written cémment fran the producer in the prampt copy.
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If Kanble was. attempting to exhibit his confidence in his brother's
ability, this was sadly misplaceds

- We will not advert to the maaeqzacy of the performance
(of Charles Kan'ble) farther then to remark, that in the
well-known passage where Antony refferts to the pretexts
for Caesa.r's éssassination «

"But Brutus oays he wes ambitious,
- .And Brutus 4s an heénoureble mans
S So are they &ll, all honourable men, <"
Mr. Cs Kemble utteped the sentiment with all the gravity

. of an entire:ecquiBcence in its force, :We should have
thought the suiteble action quite the oppos;te of serious
admissions (h-?) ,

--It", on. the other -hana, Kemble was hoping‘that his -ovm-sPeech from the

L pulpit would cutshine Antozw s oration, it would apoear, from Leu.gx

- Hunt's conment, that his lack of attent:.on to h:.s brother's great

C scme haﬂ the des:.red effect, for Hunt ccmnented of charles Kenble'a

mterpretatzon that "the great fault of languor rendered its effect
. inferior to that. of Brutus," (48) while John Genc:t, attending
the production when it visited Bath cammented thet "(John Philip)

. Kerble was very great when he spoke fram the Rostzun”. (49)
Kenble was not always 6o self-centred in his producticns, and,

' on occasiong-was very w:lling to mark in _'the' prompt copies the reactions

. . or significant moves which would enhance the drematic :impact of crowd

scenes or oi' individual speeches. It is noteworthy, however, that such

directions almost alweys occur in those scenes in which the star himself
wes presmt upon the stages In Julius Caesar, his written instmctions
.conceming other actors seem to rise above stra:.ghtfomard moves and

pos:.tiom.ngs on -only two occas.tons. -In the d:.scuss:).an between Brutus

. ud Cassius in I i::., Kenble noted "Cas.u.us is going to speak" after "I

sholl recount hereafter" halﬁvay through Brutus' speech beginning
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*That you do love me, I am nothing Jea‘laus" In.the quariel scéie',
- Kemble noteéd, "Cassjius advances very angrily“ on his line "Is't possa.ble?"
‘The Shakespeare Centre at Stratford upon .A.vcn possevses a Copys
made by R, ‘and 8, Jones, of ‘ancther of Kemble’-s "prcmpt books of'
| Julius Caeser wh'ic‘:h’ includes: rather more detail.then that which is in
Kanble's o hends these edditicial coments are accepted by lir
Sha.tmck in The S.hakesmare Promptbooks es én autherxt:.c record of Kenble's
‘production, - I this copy, details ave supplied of the arrival of the
‘conspirators at ‘Brutus' house .they enter the orchard _
All with their feces muffled in their goms except Cassius =
. They remain a little behind while Cassius edvences to Brutus,
Trebonius end Decius umuffle each his face when Cassius :
presents him to Brutuste Casca, Cinna, and Metellus unmffle
thmselves ell together when Cassius sgys - "This Casca & o .
The death of Brutus is also given ﬁxller an_notat:.on in this copy: after
driving the sword into himself, Brutus allows it to drdp, end

Hearing his sword fall they (i.e. his followers) look
towards Brutus and run end support him. .He sinks on

the g.:"oundo
Varro (kmeeling)
(Kneeling) Lucius Bmtus Ketellus
L | R

The prempt bocks indicate the care taken by Kemble to supply
" bis Julius Cassar with dignity and spectacle, with variation of pace
" end intensity of emotion, end with relevent lighting and misical effects,

- /This care was rewarded at its first performence an 29 Februery 1812 at .

Covent Gairden, i‘qzj it was greeted with-ivanh epplause, -and won many
camendaticns fram the critics, Leigh Hunt, who detested Kemble, felt
: :i:hat the Cassius of Young was "the n'x_f;slt_ praminent attraction ses It is
full of fire, end yet merked with the nicest discriminations®  (50)
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Inhis rendering of Cessius' speech, "I know that virtue to be in you",
, Young' cpened Leigh Funt's eyes to the caplexity and variety of |
. Cassius! approach to Brutus, ceusing the critic to say

This speech is & string of varieties, from the commonest
" colloquial: femiliarity to the liftiest burst of passion;

.. and Mr. Young passes frou cae to another with the happiest
instentaneousness of impréssion = from an air of indifference
to one of resentment, fram anecdote to indignant comment,
from the subdued tone of sarcastic mimicry to the 1éud and’
impatient climax of a jealousy wrought up into rage ... I do
not remember a speech delivered on the stage by which an actor
more nearly approaches to the ideal p:.cture of -the ‘persen he
repreh,ents, , (51)

' 'thus gving the lie to lr, Rowell's assertim that Yamg was an actor
"in whan power of lung vas su'bst:.tuteﬂ for subtlety of intelligence.” (52)
‘ Hunt's comrents camot be. explained anay as merely ean expression
| of h:.s bias agad.nst Kenble, for Crabb Robinsan, vho want with Mrs, Collier
to the perfomance on 10th March 1812, felt that _
| Young 1n Cass:ms surpassed Kenble in Bmtus as an actor ..
'On the whole Young seemed to be the favourite, And where
he instigated Brutus to concur in the plot he drew down peals
of epplause. (53)
-Kenble, only five years away from retuenmt, seemed to lack
, ‘energy: Robinson claimed that "Kemble's whole performance was cold,
Stiff and pedentic”,  (54) and Hunt was lrritated by the affected = ~
- mennexr of speech with which Kemble attenpted to coavey the stoicism of
- Brutust - .
This artifical actor does so dole out his words, and so
drop his syllables one by one upon the-ear, as if he vers
. -measuring out leudenum for us, that a reasonsble auditeor,

who is not to be imposed upon with the multitude in generaly
has no alternative between langhing or being disgusted, (55)

. Hunt had sufficient justice, however, to admit that

ir. Kemble's.performance qeé' is excellent as far as philospphic
appearance and menner cen make it so, and his general conception
- of the character is just and. impresszve, - (56) -
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= a.view ccnﬂ.med by The Times' praise for Kemble's hendling of the
.qxarrel seene (in which he followed the traﬂ;tion of Booth rether then
that of Quin, remaining "cold, calm and sto:.cal" (57) and for his
. _m'lgerpx_'be"taj:l;:_lon'o‘f‘ _Bxptx_xs,_' quedz to .the crowdy in which he evoked a
dig,;xiﬁys tendemess end interest which "deserved ell the spplause that
they ﬁr.e;a_i'veﬂ-" . (58)

o As already mmt:xoned, Charles Kemble's Antmy ~ a role which he was
to pla,y f'or a further 2y years « lacked drive, end subtlety, and Robinson,
who t‘e.lt that"ce Kemble as Mark Antony, neither gave nor. received any
glpr,jy"',i (59) paggrt‘_ed_. also that "The. two orations from the Rostrum
g pz.'o:duc;e'_q no ffect whatever.” (60) . Indeed, the ecting in general
seams o have lacked the flemboyant éxcitement associated with Kemble's

Coﬁéiama.: ' Q_q‘s‘_t\m'xa and setting attracted praise for thelr accuracy

T -"'sl;nd dignity, though The Times < preferring abgo:hite historical accuracy

to stage "atl‘fectiVe_nes_s - vas somewhat annoyed by the rostrum's obvious
function of prOVld:mg a dominant upstsge position for the oratorss

We cannot. cee 'pas over the forn of the rostrum without

scme disepprobations It appeared to us made merely for.

the exhibition of the actor; and quite unlike the form

of the ancient rostrum as it appears on basereliefs and

medalst the beaks 'of the ships might be mistaken for any

thing else, an¢ the whole erection was coarse end

. unsuiteble fo the scenes (61)
, &and Robinson objectéd to what he called "the blankets with red borders” (62)
'worn by the senatorse.

_But, if thé critics had reservations sbout the quality of this
‘new_production, the theatre-going public appear to have had none, for
.they welcamed back Julius Caesar to its former place as a stock play
.in the succeeding three months, it was performed on no fewer then

seventeen occasions at Covent Garden, and was also taken to Bath at
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Christmes, -
i Each"year,' “thereaf'tery until his retirement in 1817, Kemble

Lo révivéd' this productiony but unforturiately Tha.'_Tiin_e_sl révieved none

of these.performances;. indeed, fram now on until 1881 The Times seems
. to have‘.ado?_téd ‘a-rather cavalier attitude Lowards productions of this
‘pleyt it is'understendsble that the large mmber of single "benefit®
perfoxmences should be ignored, but there is'a similar silence sbout
several of thé-longer “mris""of Julius Ca.esar"," onée kenble haﬂ.r'ei
.'establz.shed :I.‘cs populanty on the stage, 'l‘hg Times seems to have treated
it ratha' coolly as a familiar plaw, -worthy of comment only on 8pecia'l.

: "occasions,, or whe_n there was a dramatlc critic to spere. Thus;

- although Kemble appeared in London as Brutus at 1léast 37 times between

L .March.181,2- and June ;.817, The Times steadfastly dignored this

interpretation, even during the three "last" appeerances he made in the

* role in Mgy end June 1617 The onlj pccgs;',ion-_on- which The Times egein

referred to Kemble's Brutus wes when he lost ‘his voice on 6 Moy 1816 =nd

" was compelléd to act the entire role in @umbeshows

This wes ‘perhaps less than just to Kembles Most of the

: 'contanporaxy'c'ritics: appear to ha'.ve'been insensitive to the éffects
‘which the actér attempted to convey in this interpretationt he saw

'Brutus as a men, struggling to control his pas;imate temperament by

the rigogrous application of a cold, aloof stoiciems ' The stiffnéss

‘which merked sl) Kemble's ecting was here a positive adventage, tut only
Scott (in his review of Boaden's Life of Kemble in 1826) seems to have

understood Kemble's aims

The temperament of Brutus, for example, is naturally warm, as
eppears in his quarrel with Cesaius; naturally effectionate,
as is displayed in his scene with Portias But his stoic mien «..
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. -draws a vell over both feelings; and his effections are
subdued, tho! not hidden, by sufferance, enjoined by his
. philosophy oes Those who have heard him ( Kemble) pronounce
the few words in Brutus,
. No men bears. sorrow better - Portia's dead,
will at once understand our meaning - to others we almost
. despair of expla.ming it, We would further remarky; that
whatever might in same characters appear tardy, and even
. 8tiff in Kemble's modc of acting, was here natural and
propers The pause showed the time which philospphy
claimed to obtain her victory over nature; the delay,
_ elsewhere censured; was in these parts not merely
- . eppropriates. the suspense itself agonized the audience, (63)
The coolness of Leigh Hunt, Crebb Robinson end The Times to
Kembvle's Julius Caesar mst. not be ailowed to obscure its meritst Kemble
brought back to the stage‘ a play which hed Seen ignored by the previous
gmerationS; he increased the Shekespeareszn content of the text; ile
won the esteem of London's theatregoers, and achieved popularity both
for himself and for tr.e play; he also presented an interesting and
coherent interpretation of Brutus as a men whose stiff stoicism found

@ifficulty in controlling his naturally passicnate personality.

| o (a13)
Pérfoﬁnénces of "Julius Caesar" 1817183
Aftez; Kq_nﬁle's, with&amal from the stage, there w2S a respectful
pause of moz_:e. then a year before any other actor veatured to assume the
toga of Brutus; o'i;cg again (as with Co:_:_-iolams), Conway was associated
with _thi; préduc‘hiori, fc;;' he played Antony to Warde's Brutus on 21 April
1819, This.j:e'rf"omance, however, vas at Bath,
On 8_J\ixhe of the same year, Young, who had so frequently pléyed
Cassius to Kemble's Brutus, end who was to be Covent Garden's leading
tragedian for enother ecleven years, was bold enough to adopt Kemble's

former role in London < enother illustraticn of the fact that Brutis
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wes seen at this time as the dominent role. Young was cast very much
in the Kenble nould;. indeed, ho wes st tines criticised for 00

. elavishly imitating his Pamous predecessor in mamer of emnciation and
stiffness of acting. ~Lecking the touch of lg‘a;.iu% which hed mede Kemble
en outstanding é_ctdr, Young's interpretations tended by caﬁpériéon to be
_Ilabaured ana artlficial, over-decluatory and oold. Nevertheless, he was
'a. perf‘ectly cmnpetent actor, of Some power and ekill, being noted not
. only for his fine, senorcus ﬂvoice_ (in which he markedly excelled Kemble)
_but also for coﬁgéieptiq;s ;and cor;gezxt:r;'ated étu_ay of the roles he under-
took. InlBlZ,L@.gh Hunt'.s dislike_bf K'eﬁb].e hed causgd him to_
._ prophesy that Young wwld . |

soon oust ¥ Kemble fram the throne which his grave cant
" has usurped, and place in it a proper being of flesh and blood,
. vho feels and speaks like a susceptible creature;  (64)
| : .the 1819 productisn allcwed Young to seize his opporiunity as Kemble's

| heir, and it certainly esteblished hin s the lesding Brutus of the
next thirteen years, t‘or he was to éppea_r in eight of the ten
g .produqticns of J\:tiius Caesar between 1817 and 1832, meking this role
““peculierlytis om thraughout that period, |
: Part of Youn.g's success as Brums is perhaps attmbutahle to his
. studious copyﬂng of Kemble's interpretation of the same rolej this mst
have be_a; a fairly easy task for Young, who had played Cassius to Kemble's
Brutus in every one of .Ka;.xb__lle's_Lpn.don sppearances in the z;la,y. It
. appears that Young was able to move his eudience at the end of the
quarrel scane with a technique which owed mich to Kewble's interpretation
of the seme momeg;;t:_ .','_'aIMr._.I Hackett ettended Young's performence es Brutus

at Covent Garden on 1 Qgtqpe’r 1827 and, at the end of the quarrel sq_e'ne,.
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‘Hackett was profoundly moved by Young's mamner of "turing
slowly and i'ac..ng Cessius" as he uttered, "0 Cessius; I am

sick ‘of ‘many griefs,” . "and then slowly approaching him,.
taking cne hend within his own and resting the other on
Cassius's shoulder and peausing a little and fixing +is gaze
upon the face .of Cessius, and then with a faltering voice,
-and a suff‘used eye ses 0dded «'Poriia » is « dead!' end
closed his eyes;"

Po Hackett's compliment after the performance.(inl827) Young
, *modestly remerked" that he owed his conception "o the late
-+ ‘Mre Kemble's perfomance of Brutus." (65)- - -

. Young's Cassius in 1819 was the young W.C, Mecready, then at the
- opening of his long end successful career, - The part of Cassius wes a
. »golden opportunity for the young actor, and one for which he felt a
perticular attraction. At the height of:.his career, he was to follow
- convention by pleying the "star" role of Brutus, but he still remained
érawn to Gassius, and returned to that role during h:n.s last we.-ks on the
. .stage, stating that i% wasl '
2 part in the. representation of which I have through my
professicnal life teken peculiar pleasure, as one smong _
Shakespeare's most perfect sPec:Lmens of idiosyncrasy, (66)
. It ssems possible: that the seeds of hn.s Later, very famous, mterpretations
of the ambitious Hacbeth anﬂ the Machiavellian Iago were sown in this
. early performence as the discontented Cassius, which was repeated on
14 June 1819, Neither of, these performences was revieved by The Times,
-whose drematic critic seens to have been unaware of them, for he grected
'the next production of: W with the cament that since Kemble's
retirenent Unowone till now hes dared to attempt it." (67)-

This comment referred %o the Drury Lane production of Caesar in

- Decanber 1820; Wallack then played Brutus, with Booth and Cooper es his
. Cassius and Antony, .axid.,' although three-and-s~half years had now passed

- gince Kemble's retirement, the .critic felt bound to assess Wallack's



o) T’
interpretation by camparison with that of his great predecéssors
Predictably, he decided that
the London stage has reared but one actor capable of -
realizing the personification of Roman character in all
Lo its lofty attributes ... Kemble furnished the first
o ‘Amage the moderns hed seen of the mind of Brutue, ?us)
Measured against this stenderd, Welleck wss found wenting his
appearance was relatively well suited to the dignity of the Raman
patriot, but there was apparently a lack of depth and an unfortunate
careiessness to mé.r the performencet

Wellack is a clever, but not a profmma, actor, His

exterior is imposing, an8 he even discovers, at intervals,

an gpproximation to dignity of demeanour; but this is

transient, end is sometimes succeeded by a carelessness of

menner, the reverse of true euse, (69)

The reviewer found little to commend in Wellack's delivery or in his
_ ebility to convey with any degree} of conviction the high-mindedness
' of ‘Brutust | |

The cadence of blank verse does not alwgys seem familiar

to his ear, nor the utterance of lofty and impassioned

sentiments to his mind:  (70)

In the face of such hostility, the production survived for only two
performences, end Wellack abandoned the role until 1835,

A few dgys after Wa‘._!.lack's first appeari.aice as Brutusy, Young
chanced his armm once more, with Macready as c'assius, and with Charles
Kenble_;in'-his accustomed role as Antonys This time, he performed in
the _cqursé of a winter seascn at Bath, but his appearance there on
18 December 1820 4ic little to plpasé John Genest; For Genest, Marcus
Brutus was still igredeanabiy,identifieﬂ with John Phili;i Kemble. He

peld tribute to, Yumg's ability as Cassius in Kemble's productions, but
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sorrowfuily 1améztéa that he should ever have been tempted to emilate

" his more talented predecessor. The opening lines of Genest's caments

may perhaps -_hév_e qeﬁxsed Young to \\;onde:r. whether he would ever be able to

' obliterate fran the critics' minds their vivid memories of en earlier

" Brutusi

“Young's Brutus was very good indeedy but not equal to Kenhle's,
for which reason he ocught not to have given up his old part of

Cassius « no person living had seen 8o good a Cassins as Young,

end in all probability there never was a better - whereas all

frequiaters of the theatre had seen Kemble in Brutus. (71)

Young obstinately réfused to cofver before the shadow of Kemble and
on 22 April 1822, supported once more by Macready a.nd Charles Kemble, he
appeared aga.m at Govent Cardens This was to be longest "run” of

_ Jul:;us Cagser between 1812 and 1836, euctendmg to en.ght performences
between 22 April end 3 Juney, and it is theref‘ore,partimlarly disappointing
%o £ind that it was ignored by The Times. - Macready thoroughly enjoyed
these appearences and felt that his interest and enthusiasm helped him
to ach:.eve a striking and real:.st:l.c portx-euturet

| I entered con emore into the study oi‘ the character of Cassius,

. identifying myself with the eager ambition, the keen penetration,

- end the restless envy of the determined conspirator, which, fram
that time, I 'made one of my most real perscnalitiés, (72)
Eighteen months later, in December 1823, Youn.g played Brutus once

| more at Ccvent Garden for a single performance, and the pro&uction was

revived for a furthm' two na'fomances in Mey 1825, Although Macready
rel:.nqu:.shec. Gass:.us to Cooper for these performances, the change of cast

.:, did not inve:.gle The Times 1nto a revierv.

In Scptanber of . the same year, while Young vas aways the ssme

production was sgain presented at Covent Garden for four performances,

- in vhich Werde pleyed Brutus, Warde was m%c_to_zf of fewer talents then
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 Young he wes a campetent supporting estor, but unfitted to play the
tragic heroj The Tires felt that he was "not ex_ceJrlent = not an actor
who will ever carry an sudience through an evening, of his om merits,
o unassisted’, (73) ~ and the contemporary .pic'll:ure of Werde as Brutus
confirms this fi.mpres_sié?n, fp; if .shows a rat'her, worried end melancholy
men with a lachrymose gase; there is no sense of dmmination, end he
seems a pathetic rather than a camending figure, lacking the stately
dignity which Kenble brought to the role

1

His action and general deportment, without being such as

can properly be termed ungxaceﬁ:l, went that elegance as

‘well as commanding dignity ‘'which we look for ina lead.'mg

actor of tragedye (74)
Although Warde mede a campetent job of -his two great scenes = the speech
in the Forum and the quarrel - he could not rival Young's pexrformances,
‘and the whole productions lacking the stimilus of a leeding ector at its
. heart, wes rather lackedaisical, end forced The Tims to comment

Excepting lir. Warde's performsace, there wes not much in
Julius Caesar which demands notices (75)

A year later, Young wes back at Covent ‘Gardeny, and Werde gracefully
" backed down from the star role to pleay Cassius to Young's Brutus for two
performences in October 1826; ° Charles Kemble ‘contimied as Antong..

. _ _The seme team opened the ,].827&'8_seasax; at vamt Garden on 1 October
1827 with a single pe:ri’bm_imce of the seme producticn, which ves by now
50 thoroughly femilisr ¥ The Times Stated’that "there was no immediate

novelty in the opening bill"; Young showed his "usial teste end
judgement” as Brutus, and Warde "was n-x'ore then respectably good in
Cassiuse” (76) These are not the phrases of entiusiastic delight:

' Caesar had by now became a mere "stock" play, to be drawn upon for
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: bgngfit mghts, openmgs of the seaséo_xi', and es a gap-filler while new

‘productions we;'e ‘being mounted,
The costumes for this production = andy presumably, for seversl

. precefding ones @.were as follows: -

+ » Julius Caesars - o scariel toga, buff hose, scarlet sandals

Mark Antonys ' white toga, buff hose, black sandals, and a
Do secend costume of scarlet and gold Romen uniform
' Octavius Caesar' Scarlet toga end ‘searlet sandals '
Brutus and all the ‘White toga, buff hose and black sandals, and
conSpirators. o & second costume of scarlet and gold Raman
- S uniform
Lictors: ' " ‘Secarlet Roman costume, trimmed ‘with orange.
Plebeianst , dreb end brown common dresses
Calphurnias ' ' vhite and silver
. Portice o . vhite and gold, with a scarlet robe (77)

Two years later, Young appeared as guest ster at Drury Lene for
two pérformmces of .Tulius Caesar, .with Cooper as his Caseius and
. Wallack as Antonys | This was Young's se;renteenth London appearance 8s
| Bmtus, end by noh - twelve years after Kenble s ret::ement = it was seen

es "a 'part singulerly well su:.ted for h;s peculiar style of declamation", (78

and he wes praised for aot:mg "in his bes’ étyle" (79) and conveying to
the eud:.ence Bmtus' "cool phllosvfphy ces’ h:.s higheninded singleness of
purpox-:le - his scorn of every object meener than ‘the freedam of the
connnor,mealtha - (80) Wallack's Antony, though generally praised,
was censured for his poor delivery of the celebrated oration, "+hich was
by for too temely uttered.” (81)

By 1832 Young was nearing his retirement, and decided to appear in
a series of farewell performances at Covent Gerden, Naturally, he chose
Juliu g Caeser as ane of the pleys in this series (others included Mecbeth,
. Hemlet, The Stranger, The Man of the World and Yenice Preserved),
.appearing in it -twice in April 1832; On the first occasicn, Thackersy

was a mémber of the audience and recorded in his diary his delight in the

"
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mtcéiiénce of the acting of Warde and Charles Kéﬁble, but he was
" less satisfied with Young's Brutus:

' To Covent Garden to see Jul:ms Caesar < all the par*s vere
admirably filled = Warde's Cassius was as good es Kemble's
Antony vwhich'is giving it very high praise » Young I did not
very much admire oeo Co Kemble had a most eplendid silver
helmet and shiéld. - (82)

. The secorid odcasion, ‘which wes Young's "Lest appesrence but Seven

. previously to his retirement from the stage", (83) was on 30 April,

" but netther of these pexformences was noticed by the London drematic

critics; even more surprisingly, there were no references to his last

eppearance, and no triblutes'to_ his carcer in The T4mes, The Spectator

- or The Athenseum, = Young had been an efficient and conscientious leading

tragedian for meny years. He was perhaps too inflexibly of tl'e Kemble

r ééﬁbb].' of ecting, by now samewhat old-fashioned, and he certainly lacked

" the stzmp of genjus; but he had been en Lonest and worthy member of his

| profession, and had certainly played 'th majo_z- role in keeping Julius
' Cagsar on the stage after the retiraﬁerxt of Kemble, and it is disappointing
to f£ind so little comment on his finel appearences;

This absence of aocumentation seems to have led C.Bs Young into
érror in his stage history of Julius Caesar in the New Cambridge
Shakespeare, where he states that |

Young acted Brutus in five seasons between 1819 and 1827, and
is lest recorded as playing the part in October 1829 in Drury
" Lene.  (84)

‘This sentence contéins +wo ervors: the above ‘ecéaunt hes shomn that
Young appéare_d as Brutus in six éeasong- between 1819 and 1827 (Details
will be found in the Appendix); again, although Young certeinly appeared

in October 1829, he was in fact to repeat his Brutus once more at that
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theatra and twice more at Covent Garden,

l"ith Young's retirement in 1832; Dulius Caeser also quitted the
London Btage.‘for'nearly three years, but in 1835 and 1836 its very "‘bitt;.r"
- history a’r. this period was contimied with f‘our smg‘l.e perf'omances. Yost
. of the journals of the d'ay unferstondebly ignored these benefit end
me—nightastang appearances, 80 thaif there is an unfortunate ebsence of
comment on most of them. .Thus, when the ageing Walleck played Brutug
- .on 19 January 1835 at Covent Garden (his first appeerence in the role for
fifteen years), and when, the following month, Vendenhoff made his
first I.ondon a.ttenpt at the same p&l‘u, the dz'emat:.c cr1t1cs of The Times
were too absorbed vith otﬂc.r events & reviews of romantic melodx'amas at
the Queen's and th: E:trancli on the first occasion, and the Queen's visit
to Covent Garden on the second = o be able to cf.mment. an these two
. interpretations, . _

. The uemme was-trus of two other ringle performances of Julius
Caeser in the following year (1836). On 30 May, the Covent Carden
‘mansger (Osbaldiston) chose this play for his omn benefit performance;
casting Sheriden Knowles as Brutus and Hacready as Cass:h:;.s.;. Macready
still felt drewn to this rale, which he had previously played in London
in 1819, 1829 and 18223 on this occasion, he felt that his _
interpretation was a worthy one, and he expressed his pride in his
. ebility to w:.n the sympa"'“':v- ettention of a rather recelcitrant

The audience were rather noisy through the early scenes,

but I was not disposed to yicld to tham see I acted Cassius

in my very best style, and made the sudience fedl it. The

audience were rapid and vehement in their epplause o0 I wes

certainly pleased with my own performence this evening; it
was fresh, cheracteristic, and majestice (85)



=100

It is pmbable that Macready’s Cassius would have become ane of his

. greatest rol&n. his apaearence and style suited him to ity and he

‘thoroughly enjoyec'l playmg it, however, by 1836 Macreauy found himself
in the. posn.tlon of lead:mg tragedian in London, and thereafter bowed
to’ the establi_.shed .convention that the "star" role was that of Brutus,

'l Before. he ‘transferred to it, however, there was one other single
performence of the playe This wes on 30 June 1836 when Drury Lene staged
a remarksble evening's entertainment, consisting of a violin recital by
¥r, Ole B, Bull, Julius Caesar with Paumier as Brutus and Warde as
Cassius, and two other plsys (The Cabin Boy and the old favourite,
Popping the Question)s it is perhaps understandsble that no comments
seem to h.?ve survived about this ragsbag of theatrical divertissementss

This period had.been a @ifficult one for J:lius Caesar, in which

© 4t hed steadily lost the leading position to which Kemble had restored it.
In ‘spite of homest effort, Young had ailed to generate mich enthusiesn

‘or excitement by his appearances as Brutus, end the play waé_r;mv-revived
elmost entirely for samerhat mediocre individual azipearmces, which The

- Times rarely reviewed,

Onc-.j reas:;n for Young's comparative failure was the impact of a new

- actor end a new style of achingg Kemble had been undisputedly the
greatest actor of his age, but after his retirement the pendulum hed
predictably smmg against¢ nis school of actihg, which was aduirsbly
suited to "Reman" roles., After 1817, London's leading actor was
Bémund Keen, whose talents and appearance were ra&ically different from
those of Kemble, bringing him his greatest successes as Richard III,

Shylock end in Othello, - The absence of a.great actor with interest,
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and appearance directed towards the Roman plays was the greatest single

factor in the decline of Julius Cgeser efter 1817, Perhsps this would

have been inevitable anyway, for the Romentic movement tended to place
& lower value on the claési‘cal_.a;stq:rity of pla&s like Corialanus and
Julius Caesar, preferring instead the more personal emotional crises of
Macbeth, -Othello and Antony and Cleqpatra.

' The period between 1617 end 1836 seems to have confirmed the-
" establlsl'nuent of Brutus as the leading role. ' Young had moved fram
" the part of Casaius to that of Brutus es soon as Kemble retired; -Varde
backed dovm from Brutus to Cassius when Young retumed to Covent Garden;
' Mecready, whése first lov: was Cessius, switched to Brutus when he
becane England's leading tregedien, " This tradition was 0 remain
unquestioned until F4Re Benson's Stratford cproduction of 1892,

| As Brutus m:reased in importsnce, so Antony seams to have declined,
" Thackeray' s comme.nt. was one of the fe- laudatory ones on Charles Kemble
‘in this role. He was assessed by Boaden, Leigh Hunt, Macready, The
-m and Crzbb Robinson as an éctor of little talent in the role,-yet
he wes dominent as Antony for no fewer than twentyefour years. This
perhaps explains the comperative silence of contemporary dramatic critics
"sbout Antony's famous speech in the Forum, and their tendency to
cancentrate on the much less impressive speech by Brutus, It may
be relevent to note here !:at most eighteenthecentury literary critics
had tended to ignore the character of Antony a;za :l:o make little or no
reference to his great speech, Instead, writers like Mason, Warburton
© and Mrs, Mont,u.gu concent_rate,d their attention on Brutus® oration to the
: mob and spent much time. aml effov-t in oomplmm.ng of its paltrmess as

a speech, and in Seeing it as saneth:mg of an insult to the oratorical
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‘akill of the real Brutus. ‘Even Hazlitt, who was .fanr.ilibr with

I_{enble'ls production, did not refer to Antony's speech, which Seems

'to #éinforcé the view that literary critics and ectorsmensgers aliks

saw Brutus as the reslly centrel character, With rather inafequate

" ‘actors in.the role of Brutus between 1817 and 1’856',' it 18 hardly sSurprising
that gul:i;s_Caesa_i' ‘should fall irun the position of esteem to wiich Kemble

‘had reised ite ’Eaci-ea'ay obtimiéticél]y-hoped" to reverse this trend,

- (dv)
The Age of Macready 1826-18_21

" As his fzme increased, and he became the chief attracticn at
Covent Garden, Mecre:dy conscientiously attempted the portrayal of a
wide ronge of Shakespesrean roles, and it was decided that in 1836
;'hé -should make his first appearznce a3 Brutus. This was to be the
first major production of Julius Caesar for many years, and a strong
- cast was assenbled, with Vandenhcff as Cassius and < inevitably < the
. veteran Charles Kemble as Antany, After at least fiftyenine London
-gppearances as Antony, Kemble was presumsbly thoroughly familisr with
the part, but by 1836 he was a comparatively old man and, althzigh he
still possessed the family physique which. suited him to Ranan roles,
The Spectator camented that

Cs Kanble's Hark Antony has not the fervour and energy of
his younger day. (86)

An even less fortumate link with the days of Kemble was the scenery,
for the manager had economised by resuscitating the rather tired and
_ dingy architectural effects which had been used in the days of the elder
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Keuble*s glory, | ' '

As he was to do in his production of Cariolerus in 1838, -
Macready pleced c;onsider'abl_e emphasis upon the part pla&ed by the
citizens, and he provided a vocifarous andiajl_ce of thirty plebeians

' for the femous speeches in the Forum.  lixs dener;‘s examination of
ecready's prompt copy in the Folgér Shakespeare Litrary shows (87)

" “that Brut{zs' ‘asgent to the rostrum was accampanied by & -"low mummring
" “emong the citizens" who were ranged to right and léft of the stepss
" fhe exit of Brutus coincided with the arrival of the body of Caeser,

C and Antmy.'s. great spesch was punctuated by such movements as

" Several of the Citizens extend their hands to Antony &
press forward towards him,

when he produces Caesar's will, snd
. A movangnt of surprise and Joy by all _
_when the mob are told that they are the heirs of Caesars At "0, what
. fall was there ,..", "Some of the Cit(2ze)ns here incline their heads
! sorrowfully, ofhers put their hands to their eyes, é&c", while the end
of 'the speech provoked a memorsble climax to the scene
All vocifersting togethers; as they cross R & L < Exit at
the diff(eren)t ent(rance)s, as rapidly es possible. The
Tunmult is heard dying away in the distance until the Act
drop falls.
This skilful handling of crowds brought to life the central
" section of. the piay, anu wus characteris.t.‘.ic oi‘-ﬁanready’s careful planning,
but the'ma:‘m interest , of course, was centred on Hacfeatw's Brutus,’
He hed been vezy mmlllmg to forsake the part of 'Cassius, and felt he
| had been granted ‘Jf..ns‘z;f_fq'.gie_nt. tj.:ﬁe to prepare 'é. satisfactory interpretation
" of h.:i.s new zjq_;flc-f.,'”:_ f}I,is_ d:.ary ef ter the-first perf‘ox-mahce on 14 November

' i836, gave a mélané:hola} estimete of the production, and verbally lambasted
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the managert
Lcted Brutua in Julius Caeser very, very feebly cmdely -
badly « I was not prepared for it and ought siot 6 have yielded
to the desire of the stupid and ignorant menager, . I am . .
punished for my: folly by a complete failures Such a thing I
have not known *hese nany -4ays «eo The pley altogether was bad. (88)
'Part of the f'ault, however, . lay witk Macreedy himself, . 4s with
Coriolanus, his style of ,acting,ﬂaa.__essent_ially unsuited to this role.
'+ He baged his interpretation upon en emalgam of intensity and quiet
. familiarity, overleying this blend with a highly artificiel and
. €leborately formal - not to’ say mannered - diction and presence.
Although his Brutus posseszed "moral dignity .. clessic grace oo simple
-earnestness", (B89) thesc qualities were confused with others which he
* hed incorporated in his portrayals of the radically different Cadsius.
. It took Macready a long time to rid his Brutus of the cheracteristics
. which he had delineated in his preferred role of Caszius, and as late as
18,8 George Vendenhoff (the son of ths Cassius of this 1836 productienm),
who appearcd in'America as the Aitony to NMecready's Brutus, claimed
that elements of Cassius were still evident in ite
His Brutus was an entire mistake} tﬁere was none of the
philosophy of the Portico about it; no contrast to the
impetuosity of Cessiust in fect, it was Caseius with a

different "makesup"s; the mental cherscteristics exhibited
were the seme. (50)

Macready seems to have realised his inadequecy for the role, end

_ he retreated intc the ses sort of excuses in-which he had found refuge

three years eerlier when justifying his leck of success as Cajus Marciuss
Tt is one of those characters thet requires pecul:.ar cere,

which only repetlt:.m ‘can give, but it can never be a part
that can .Lnamre e person with an eager desire togo.toa

' theatre ‘to see represented.  (91)

However, in spite of ‘this lack of confidence in the efficacy of



~1e56
the rdle,'ﬁacrea@y’s second perfomsence on 18 November was more assured,
and aftér_ the third performence on 2L Novewber, for which he he.d prepared
by canpl.e'tely xfe'read:inQ “the pert of I_imtug" during the ‘day, he felt that
he had "Acted the part - partially well &+ not 'aitogethég-"a' (92) on
this occesicn, The Times sent a critic to Covent Garden, but his
.presence sppears td have been due not so much to the interest of Mgcr'ea@-.'s
‘Brutus as to thie first perfommence of the néw after-piece (I ebd) to whict
‘the reviewer devoted thirty<six lines of his review, his @y reference
to the major production of Julius Caesar being that it wes “extremely
’__"g;l;t'ractive. " (93) o H
: '~ Three dsys later, Macready was growing more satisfied with his
'::f.nterprefatim, end felt that he had warmed to his roles

Acted Brutus very welly, better on the whole than I think I
had done before, (94)

end by 10 December, efter a further two appearances, the actor felt
that at last he.had came to terms with the charecter of Brutus = pertly
es a result of the presence in the audience of same of the nobilityd |

Acted Brutus particularly well, Ledy Blessinghem end Count

D'0rsay were there, and I tock pains, I felt the part; I

think I may say "J'etols le perscnnage:” = (95) '

On 15 Deca_nbgr, t.hipgs‘dia not go so well. | YNacready suffered
from a searing jeslousy of his fellow-actors, and was constantly under
 the impression that they were striving to steal from him the '11_11'1;.1_1@‘&
to which he felt he was entitled (literally and figuratively) as
Englend's lesding tragediean., His diaries frequently eccuse his
colleagues of. 'p;ractilgin_g__.upqn, him tpé most unpleasant tricks wﬁ.i.le
sharing the stage with him, ©. Hi$ insecurity ceused Macready to feel
. that Vandenhoff hed receitly been attenpting o deprive him of his
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deserved acclametion fram the yublics he held Vandenhoff's Ramen
Catholjciam agains't him, and, on 15 Docenber, retalisted, Small vonder
that Vandenhoff was "d:.scon‘cented", end uhat C‘harles Kenbles nearing his
-.'ret.rcment, was “g’l.oomy or glum"‘

Acted Brutus moderately., WVas weak encugh to retort on Mr,

" 'Vandenhoff the tricks to which he has nightly resorted in

- Othello, and latterly in C:osoius, to deprive my effects of
their apolaise, He wanted the hint end I gave him a strong

~one; he is a most unfair actor « a regular Jesuit < he was
very angry, but dered not show it beyond his discontented looks
C. Kemble seans very gloamy or glum, (96)

Morale continued to decline, and worse was, to cone at the final
pe.ri‘ormanéé of the year an 20 Decénbe_r 1836, = Hacready's d:;.ary accused
_ Vandenhoff of maintaining his "dirty tricks", but the more famous ectar
' ‘had found a new way of -demonstrating his supcriority:

Lay domn cn the sofa and read part of Brutus; Acted the

pert well « with energy, dignity end freshness, I was

enxious to do so, and I felt my ovn superiority. Lire :
Vendenhoff agein resorted to his dirty tricks of endesvouring
to impede my &ffects, and teke the appleuse fram them, but I
left him to the enjoyment of his unavailing efforhs, end mede
ny character stand consp:.cuously foremost in his despite, (57)

This ssme night saw the last' performence of Charles Kemble's leng
. interpretation of Antony. The Mmes advertisemeat for Covent Garden
.o 20 December remérked that this wes

.most positively the last night of his ever performing that
chaa-actex' (98)

‘ _md the veta'an was understandably detemined to make the most of it =

to the f\u'y of Macreadys

At the end of the ple.v lirs Kemble lingered :ln a ridiculous
menner sbout the scenes, so that I wes forced to pass by him,
I heard Bome noise afterwards and sent to see if the audience
were not applanding on the occasion of iir, Kemble "going
forward"s The prompter came to say that the audience were
' calling for me, Mr, Kemble having gone onj I merely observed
that I should not go, I cannot believe that the sense of the
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. endience (:.f sense were indeed among them) could be in .

favour of paying a compl.i.men.. to the worsad& emong the leading
actors of the play, and for such a misersble performsnce es

is the Mark Antony of ir, C. Kemble, and that at the expense
of those who stood before him.  (99)
- Macready's diary for that same evening also contains his considered -
Judgement. of Charles Kemble as a5 actar; . his low opinion of his.
+ colleague was obviocusly biassed hy his own neurotic insecurity, but
there was probebly more than « grain of truth in the estimate, for
'Leigh Funt had stated in 1812 that "Mr, Cherles Kemble oo is most
probably an actor becsuse the rest of his family were act’ors, (100)
" end Macready's estimate is similerly demning
I heve performed for the last time with lir, Co Kemble = my
professionel account is closed with himy, and I part with
him without regret or esteems. As an artist, I think him by
canparison good in second end third-rate charectersj ¢e.. but
canplete in scarcely anys; great in none, and very bad in
.those of a higher class. There is no character, no assumption
in enything he does - the only difference between the serious
scenes of Cassio and Mark Antony are, with him, a Raman looking
dress in this and in.the other doublet end hoses  (101)
These comnents meke it easier to understand that the comparative
silence of the dramatic critics of the early nineteenth century about
Antony's Forun speech could be pertially abtrituted to the limited talents
and outdated style of Charles Kemble,
Macready's dislike stemmed partly froam the fact that Kem'™e's style
'of acting was by now an enachronism in en age which - under Macready's
influence;r_fas beginning to devote itself to reslism and to the "mimte"
in characterisation, Kemble's approach to a role wes broad end general,
while his deportment and diction belonged to an earlier epoch in theatrical
history, rather es if the Donald Wolfit of the 1930s had lived to act

alongside the Paul Scofield of the 1560s.
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'Cherles Kemble's performence as Antony was very different from
that of his successor in the role, ‘the popular playwright, Sheriden -
Knowles, vho was engaged to appear in Julius Caesar with lacready end
'Vandenhof_f when this production was repeated at Covent Garden in April
‘of the following year (1837), By now, the costumes and the scenery,
handed down fram John Xenble's dy, 7ere decidedly the worse for weer so
that, in spite of ‘Ehe_dignity of llacready's Birutus, the rest of the
performance was an amal.gemation of

dingy scenery, dii-ty dresses, shobby gppointments, and

subordinates cmnposed of the sweepinga of the provincial

stage. (102)

_;.T_-hg nevicomery Knowles, was a haﬁg‘nty ond rether boisterous man, with
.'..Iétz-ong but coarse features, who played all his roles with the seme
mlliéle;mg style, mariced emphasis, and heavily underlined theéttrical
effects whici'x made his Antony‘ a rough ené homely man very different fran
the mennered inte:z-pr’etati'on of Charles Kemhle,

The Spectator was rather annoyed that Knoviles failed to pleese

" the sPectaf:ors at the three performences which were given:

It is superfluous to add thet the audience was scant and

cold. Knowles did not even get the applause that he well
deserved for the feeling vhich geve value to his homeliness,

Bis personation wes the very reverse of K-mble's; DLeing es
rough and natursl as that was polished and ertificiale {103)
The failure of this rather tired production ensured that

" Macready relégated his Brutus entirely to benefit performances for

the next six yeers: Tbetween April 1837 and May 18L3, this production
of Julius C'aesaz_'l__v_:g;s__ seen :-..n London only for three single performances.
The fﬁsﬁ of these was on,20 May 1837, for the benefit of the Box

'Bookkeep'er at Covent Garden; the second was on. 22 February 1838 for
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_the benefit of a Jewish charitable institution, and was marked by the
first gppeavance of Semuel Phelps os Cessius, "displaying same feeling
‘a1 d much kn_ow:l_.edge c.f"_eff'ecj'c“ (lOI+) in his'poszrayal of a hasty and
' 'petulant Cassiusj the third individual péi{fqrmance was for Vandenhoff's
“benefit on 27 April'1839 at Covent Garden, aftér which = disillusioned by

" "the lack of popularity of his 1838 Coriolamus, the mediocrity of kis

" support in Julius Caesar, eid the theatre-going public's decreasing

" interést in Shakespeare = lacready t-u_rned' away for the next two years to an

- .incressing number ¢f more modern plays, among them, Clencoe; Master Clarke,

The Stranser, Werner, Money and Virginius.,
There appears to have been on.jl.y' cne other production of Julius
g;a,_igf._,__gr_ in London at about this time, but there is same little doubt about
o -_i_té:; exact dat'e._. The performance took place at the Victoria Theatre, for
" "‘thé'benef'it of the tr.agedian, George Bennett, and starred Vandenhoff as
' Brutus, Phelps es CGassius end Knowle: as Antanye According to Westlend .
Marston, this perfommance took place in Holy Week 1839, but an
éu:am:ination'of theatre advertisements in The Times reveals no such
performance: @uri_ng the'actual Holy Week, the Victoria ennounced
'performances for two evenings only (the Monday and the Meundy Thursday),
as follows: | | ¥
The entertaimments will camence w:.tr'x thé astonish:i.ng perforaances

of the Monkeys, Goats and Dogs ... After which, A Roland for en
Oliver. A variety of darcing, with the wonderful evolutions on

the tightrope «se To conclude with The Miller end his ffen.  (105)
. It isy of course, quite pqsgiblé that the Victoria Theatre varied this
.. heterogeneous. theatrical .fa.re. even further by slipping in a single :
.. performence of Julius Caesar on March 26,27,29 or 30, anitting to

edvertise it in The Times. No such performence was advertised Bor 1838
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or 1840, 80 Marston does not appai* to have beeﬁ in error about the year.
On this occasion, Phelps played Cassius in a dark ‘neard end a bald wig,
which maﬁe him look about £ifty-five years. c>1<iz however, he displayed
enomous - vitality end impulsiveness, and John.Coleman felt that. . .

. Phelps hed very mich the bést of it in.the ecting; his. .
rugged; fiery, and mpetuaus mode of attack carried everythmg
before it. . (106) -

Westland mn-ston, who was only eighteen at the t:une, was much impressed
by the young actor's mterpretation of Cassius' bittemast
In my young judgnent, Phelps easily bore off the palm, ..In
' the expressicn of discontent and injury as Cassius, there was
mingled with his caustic, fretful tone an impetuosity wh:lch
B indicated "that rash Iumour which his mothe.r gave him. (107)
Vandenhot%las stately, if scmevhat turg:ld, &5 Brutus, while Sheriden
Knowles played Am:oxw in an Irish brogze as thick as butter'
. The orati.cn over the body of Caesar was dehcd.ms. The
opening lines he introduced after this fashioms -
"Pri¢nds, Romans, Count p lind me your ears,
I come to bury Caysar, to praise 'emi”  (108)
The rest of the performance was comic rather than tragic, end it is easy
to understand why The Times so frequently ignored “benefit" performences
if this was characteristic of thems The minor role of Popilius Lena
was played by a well-known pentomimist, known as Joegy, who hed nevery
previcusly performed in Shakespeare and who was terrified at the thought
of delivering his aminous two lines before the assasasination of Casesar.
In an agony of stage=fright, he was pushed onto the stage, tut
| Just as the unfortunate pentomimist reached the centre he
caught his foot in his toga, and down he went on his noses
When he got up Phelps, Vandenhoff, and Bennett glared at
him savagely. . The lenghter subsided, and a solemn silence
ensued, amidst which the noble Popilius locked round to see
that no-one was listening, then, beckoning the conspirators

around him, and putting his finger to the side of his nose,
he said, confidentially =
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: "I vish yer luck!"
The yell which arose on all sides at this ingenuous
expression of sympathy, and the portentous grimeces of
the enraged tragedians, perfectly paralysed the poor
little many, who locked hopelessly round for a moment,
and tottered towards the wing; but ere he could make
his exit a wag from the gallery celled ocut =
"Never mind Shikspere, Joey; give us
'Hot Codlins$" _
‘l‘his was the most striking effect of the night; even
the tragedians yielded to the general infection, and
langhed as poor Joey bolted, eclaimings
: . "0hy, b Shikspere! I wish he'd never
been born$®  (109)

-Julius. Caesar bhad indeed fallen on evil da\vs, and it was left to
Macready. to attempt to resurrect it with dignity. After 'desetting

' Shekespeare for two years, he tentatively returned to same well-tried
roles ( Macbeth, Hemlet, Jaques and Shylock, for example) in 1842, and

mounted three performences of Julius Caesar at Drury Lane in May and

June 1843. On this occasion, his Cassius was once more Phelps, but
Knowles was dowmgraded to the role of Casca, and J.R. Anderson undertook
Antony, bringing to the funeral oration such a power of sustained
declemation that he received lang eand enthusiestic appleuse,  Phelps
" contimued to highlight the impetucus irritability of Cassius, enjoying
' himself so mach in the role that he began to overact in a self-indulgent
manner. The centre of interest, however, Was Macready's Brutus.” As
the actor's insight into the part developed, he tended to increase the
tendeimess inherent in the character of Brutus end to sct "with adnirable
delicacy end fecling"s (110) This wes particularly evident in the
querrel sceney in which warmth and dignity went hand :ln hand so that

By his quiet dignity of bearing, he reduced the storming

Cassius to a point of humiliation which it was almost

painful to witness; but then his generous advance towards

- reconciliation came like a healing balmy, and rendered the .
character as amiable as it was admirable. (111)
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Ai'tisticaliy, this was a great advance on any London production
of the pley simoe 1836, but it was very little to the taste of the public,
which was swinging resolutely away fram Shakes;bearg. This wes the period
in which Wallack wes campelled to abandon his grand project of
Shakespearean plays at Covent Garden 1n fav-cur of the immediate opening
‘of a second séaspn of nm-Shaheépearem dremas.. The public had begﬁn
. mightily to disrelish Shekespeare and-ﬂx__._e_-_ép_e_c_tggg posed the questioms

" where Macready had failed, could Wallack hope to sugceed?

. No possible mode of spportioning the principal parts in

" Othello, Macbeth end Julius Caesar between Messrs, Vandenhoff
Phelps, and Anderson, would have mede these tragedies popular,
If Macready's Shaksperien revivals, which incladed the
attractions of his neme end talent, aided by a mise en scene the
most camplete and splendid ever witnessed, were unprofitable,

it is not likely that representations every way inferior would

. prove remmnerating, (112)

".During the later 1840's, in fact, the banne:r of Shakespeare in the

o London thestre ves steadfastly held aloft by only two leading tragediens:

.MacreaQV constantly appeared as guest star at a variety of theatres in
the four great tragedies of Hemlet, Othello, Macheth end King Lear, and
Semel Phelps, at his revivified Sadler's Wells, was bringing to that
formerly undisting:ished stage a g'owing reputation for carefully and
canpetently presented performances of meny Shakespearean plaws, among
then Jqlius _Ca.e.sa;'.'
. Phelps haﬂ already made some reputation as Ca_.srs_ius,_but he

' followed convention by switching to the role of Brutus now that he was
‘4n ‘conmand of his om campeny, trying himself first of ell in a single
. performance on 5 May 1846, the last night of the season. | Satisfied with
his echicvement on this occasion, Phelps launched into a series of

. /
performences of Julius Ceesar at Sadler's Wells in the sumer of 1846,
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alt'ernaﬁ:lhg these with his higfxly sch:ceSsﬁ:ng_ux’ Ej . 5 ; in vhich
he pleyed Falstaffo At first sight, it would seem unlikely that the
seme actor's range would include both the irascible Cassius and the
dignified and selfless Brutus, but Phelps' two strong points were the
 depicticn of enger-and of pathos, end his Brutus ®which, for quiet
- _Péeling and celm hercsm is en examplé to be studied" (113) wes en
instent success, Westland Marston, who had a&nired his Cassius, was
‘surprised that Phelps could also encompass the radically different
Brutus, and he suggested that Phelps perbaps med his suceess to his

' -gbility to portray Brutus.es exectly the reverse of his interpretation of
" Cessius, (114) The other roles in this production were played

_conscientiously, end the production was mounted with all that care and
" sbtention to detail which wes beoaming the hallmerk of Sedler's Wells,
'It- help'ea- to restore public interest in the play; which ren for six
_pa'fomames in August 1846, |

Encouraged by Phelps? success; Macready returned ance more to

the role of Brutuss In 1848, he wes appearing as ster attracticn at
the Princess's Theatre, which worked on the sssumption that a big "name®
would draw the crowds end that it wes therefore unnecessary to teke
. trouble over setting, production or supporting actors; thus, Macready
was left to bear the whole weight of the performance himself, and
towered -head_a.nd shoulders é.bove his colleagues and the mise en scene,
In his thres performences. of Julius Coesor in April 1848, Macready
maintained his usual high stendard, contimiing to emphasise the
tenderness of Brutus' natures



The Brutus of Mrs; Macready is a highly finished performances
characteriged by the praminence he gives to the recorded
mildness of the Roman patriots. A more emiable version could
not be imagined,  (115) ,
He himself was increasingly satisfied with his omn interpretation, and
wrote in his diary efter the opening night '

Acted Brutus in a very masterly mamner; I do not think I
ever acted it with the same feeling, force and reality,  (116)

Soon after these three performences, Macready undérstandably abendoned
the Princess's in favour of the Theatre Royal, Merylebne, where he
appeared in the four great tragedies before departing for the U.S.As

It was enother yeer b?fqré the London public had an opportunity
of’_ B'eeir‘xg Julius Caesaxr agqin, and this was m‘er_ely a recapitulation of
Phelps' femilier Sadler's Wells production, For these six performances
in April 1849, Phelps repeated his successful interpretation of Brutus
("one of Mr; Phelpé's best essumptions® (117)) with Marston once more
as Antcnys but he replaced Creswick with Bennett - a vigorous actor « -
as Cassius, Howevers there“was no other novelty about the production,
which was ignored by most of the contemporary drematic critics..

The following year was a notsble one for Julius Caesar vhich wes
presented in fc;u_r separate productions in Loh_d(m, in addition to the
special performance by Macready at Windsor Castle before the Queen and
Prince Albert on 1 February, First, there was a Drury Lane product.ion,
with Vandenhoff pleying Brutus for the first time ( in London) in six-and-
e~half years, JohnIOxmford, drematic critic of -The Times, reported
on ite merits, camenting that M_p_ggs_a;_ _"has been so seldom
performed of recent years that its production last night excited same
degree of curiosity,® (118) For a drematic eritic, Oxenford sppears
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$o have boen remarksbly isclated fram the world of the Landon theatres
in the preceding thre;e-"-and"-'a-'-half years, Phelps had appeared in London
as Bmi;zs on thir_tegn occasiona; and Macready three times. Oxexx_tlford
_fended '.!:.o. review..ozﬂ-,y the_éro_dt.tgtions which appeared at the fomé
| patent h?usesg iéxor;ng even Phelps'. work at _.Sadla-'_s ?iells, and his
strenge comment wes possibly caused by the thought that theré had been
‘no noteble pew p:l-oduction of the play at either Covent Garden or Driry
Lene &ince Macready's venture in 1836, |
As for the new prodiction, which made its first _appeafancé 6n ‘1l
Februery 1850 (mistakenly ascribed by G.CoDe 0dell to Jamary 1850)°
Vendenhoff's age was undermining his physicel end vocal strength and he
wes sble to make little more of his role than "a quiet, mild, and
sensible Brutus, (whose) delivery is marked by good taste and
inobtrusiveness"; (119) while Cathoart < a follover end imitator of
Keon « was fai fram an ideal choice for the role of Cassius, end allowed
his undoubted fdrceﬁxlneés_ end intelligence to be swamped by & péculia:‘:
tone of voice which gave a "most singular effect® (120) to the longer
speeches;  Antony was played by the theatre manager, JuR.: Anderson, who
at this time was rathee desperately attemjting t6 build himself a
reputation as a leading tragic actor in such p].aurs es Ign, The Lady of
Lyons, The Elder Erothe: end Othello; he presénfed an Antony cest in a’
rough mna, and tried to seizé his opportunity in the Forum scene by
enphesising évery ward, sé that "the sloﬁ nemner of utterance
ﬁnnecessari]y"lengfhaﬁ out the fsmous oration;? (121) which; nevertheless,
was impressivel& delivered with carefully managed.variatmns of feeling,

On the whole, therefore, the ecting wes unremarksble, and the production =
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though efficient = was rather totobvicusly indebted to Macready's menner

of handling crowd s_cer,xes.-' -
. The second knd third productions of Julius Caesar to be staged in
1850 eppesred almost similtaneously .and each.mey have cencelled out the
. other"s chance of‘- .success. - . The production at the Swrrey 'fhatre in
October 1850, with Creswick as Brutus, survived for. six perfarmences in
-sp:.te of being ignorcd by all the leading journals, and it seems to have
taken away some of the interest fram Fhelps' revival which appeared at
Sadler's Wells. two days efter Creswick's. opening night, and which received
only two performeances. - The Shakespeare Ce'ntre at Stratford upon Avon
possesses Creswick's prompt copy for his productlon of .mlius Caesar at
the Theatre Royal, Liverpool in 1845, which was pmbably very similar to
the 1850 pz'oductiqn at the Surrey. Interestingly, Creswick worked from
fhe copy of Kanble's prompt book which hed been made by R and S. Jones,
aﬁdmg his owm memuscript comments in a darker ink, Basicelly, he seens
%o have followed Kemble's text and producticn, but replaced several of the
Shakespearean lines which Kemble had exciseds Among the resuscitated

lines were

Now is it Rome indeéd and room enough
When there is in it but one only man

in the first act, and .
| Whet other bond
Than secret Romens that have spoke the word,

And will not palter? and what other oath
.Than honesty to honesty engaged

in the orcherd scene, to which Creswick also restored the finel
conversation between Brutus and Ceius Ligarius. For his 1845
production, Creswick eut Kemblé's V iii (Antony receiving the news of
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the capture of a supposed Brutus) and syalgemated V ii and iv into a
éingle Scene, He aléo added a small mmb& of stege dj.i_'ections, among
then three shouts before the rise o-f the curtein on I i, and a hendshake
between Casca and Cinna at "There's a bargain made” in I iii. After
‘the quarrel with Cé.ésﬁs?' on his line
| Speak no more of hea.;, _ _

Brutus "Takes his hend and turns away.” Essentially, however, Creswick's
' Liverpool production was fimly rooted in Kemble's conception of the plays
pz-eemabiy, he remained faithful to it in his 1850 performences in London
which attracted no comment £rom the critics, '

| Fortunately for the honour of the play, the final producticn of
Julius q_a_.g_s_a_r_ in 1850 wes incomparsbly ‘he greatest of the four, " T It
' was presented et the Haymarket in the course of Macready's series of
farewell performances as; Pearing retirement, he threw himself with
entiusissn into his most famous reles, notebly in Leaw, Macheth, Hemlet,
Qthello, The Merchent of Venice, Wemer and Virginius, On 18 Novenber

he tackled Brutus, with Davenport as his Cassiuss He realised that,
for most of his eudience, there would be no further opportunity of
_witﬁessing his interpretation and so he acted with vigour, deliberately
dreing attention to |

the gentle, loving; self-subdued mind offrutus vhich I tried

%0 make manifest before them; The gentle touches were done

with great care, end; I think, with skill, (122)
' Macready himself was delighted with the results of his portreyal end felt
that this interpretation was "far beyond any performence I ever geve of
the character’s (123) Indeed, words failed him when he noted in his

diary the excellence of his acting; in certain key scenest
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The remonstrances with Cassius in the third act zbout
Caesar's funeral and, in the fourth, the quarrel, were =—} 1a)

Elated by h:Ls succ&s on this first night, Mameady dem.ded to give
himself a reti_;ganent present by returning to the role of caggms, vhich
had been his first love in this play, end which he hafl not performed in
London since 18363 unfortunately, by 23 November, when he end Davenport
wa'e to c—n:chahge folés, Macready's mood had altered and hg wes filled
mth depression end- uncertainty' characteristlcd. 1y, he explained his
cmnpaz'ative fa;lx.re as cassius by blaning his coneagues, especially
Davemaort as Brutust
' Acted Capsius, tried to carry through the tuming SEirit of
the impat:.ent republican, but moved with heavy weights hanging
to me in the actors of the play o.¢s The Brutus was very bad.

Forster thought that he neutralized my perfomance « especieally
in the quarrel, (125)

- _After?\ghrishnas recess at the Haymarket, Macreaﬂy made one further
attempt to play Gassius) which - to judge fraln the silence about it in
bhis diary # can hardly have been any more successful then the first.
There‘fore; on 24 Jamary 1851, he once more exchanged roles with
Devenport, eppearing for "the last time for ever" (126) as Brutus,
Again Macready emphasised the softer side of Brutus' nature, convinced
that this wes the best route to an ideal interpretation of the role:
The tenderness, the reluctance to deeds of violence, the
instinctive sbhorrence of tyranny, the open simplicity of
heart, and natural grandeur of soul, I never so perfectly,
s0 consc:i.msly, portrayed before, (127)
The sudience were moved by his performance, and the actor himself was
patisfied that he had never acted so well in this role, Rather
surprisingly, Oxenford of The Times mede no comment on Macready's final

appearance as Brutus « a role which he had assumed some twenty-five times
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in London. (128) He had never touched the greatest ‘heights in 11’.‘,'
h:.s style of acting mposea upan him certa:m lm:.tations in Roman |
(:mdeed, in Shakespearean) roles, and his peculiarit:.es of da].ivery -
" } notably his oversuse of the pause, and his sinldng into a familiar style
I'of dialogue « forced bim to sacrifn.ce the masic, rhythm and fluency of
the verse; thus, although he canveyed to an sudience the ideas and
' pesnin ng of his spee.ches with impecceble clarié{y, he tended to secrifice
them ,\Mcf ua.tic q.anJ.t:.es. Nevertheless, Macreedy had conaistently and
g msrl“»ﬁ\"muf 1y striven to portray the dignity, the honesty ‘end = cbove
all ‘= tne nenaemess of the Ranan patriot, and had played a2 leading part
in keeping Julius.caesax' on the Landon stage between 1819 and 1351._ He
was o Keable, however, and the mnap;ge- pictorisl tribute to Macready in
he Illustrated Lgxgon uews on his retirement in February 1851 shows

that Rcman pacrts were not to be remembered as emong his greatest
: Igchievemmts: the centre of the page is devoted to a large dx'aning of
Mogready as Macbeth (his most femous role) which is flanked by mich
smeller pictures of him in Richard II, Virginius, King Lear, Richelieu,
King Jo_hﬁ and Herner; evidently, the artist did not consider his Antony,
Goriolenus, Brutus and Cessius to be worthy of this exalted campeny. '

(v)
Phelgs = The Only Remaining "Roman®Actor
Wifh the retirement of Macready, Semuel Phelps was the only
leading actor in London who wes willing < or, perhapsy sufficiently
talented - fo appe_ar'regularly in major Shakespearean roles, but even
this dogged and determined éctommémge;- found it increasingly difficult,
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in the philistine state of the mid-Victorian theatre, to mount °
successful productions of the Ramen plays. - While Macready bad been at
ﬂm height of his powers and reputationy _Phe'll;s had plz&ed Brutus
f_ifteé times :m Lgn(l'idn,l but he realised thatl : mbﬁc taste made it
- unpropitious to retx{;n to this role in the 1850" 8«  In November 1856

he ven'turled' a sing;e performance at Sadler's Weﬁs ‘in which he "preserved
-thé equanimity of the patriot and the stoic with his usual tact and

: 'j'u_agnmt", (129) in en e’ficient if unremarkable performance, but
 public apathy towards this sppearence persuaded Phelps' to withdraw
Julius _Caesar. from his theatre's repertory until ‘he was sbout to retires
In the Autunm of 1862, conscious that he was sbout to take his farewell
" of the stage, he reappeared at Sadler's Wells in meny of his most
successful Shakespearean roles, notably as Shylock, Hanlet and Othello.
For his fmal sppearence, Phelps chose Brutus, but John Oxzenford preserved
his usual majestic silenée about Phelps' endeavours, and no eccount
a;ipeared in The Timeé of what was supposcd to be Phelps' finel
appearance on the stage. ' This silence is all the less canprehensible
or- justifisble in view of the fact that for nineteen years, almost alane
among the London actor-managers, Phelps had resolutely maintained a policy
of pr'esenting honest "pmdﬁct'i.ons of Shekespeare's plgys, He had been
the f#st impressa.r:i.o. to take advantage of the abolition of the patent
system and his work at Sadler's Wells had given to that theatre the
réputaﬁibn of providing artistically reputable productions of a wide
‘renge of Shakespeare's plays; " indeed, as The At_henam seid, "it would
heve been in vain to have goné elsevhere for Antony and Cleopatra, Timen

' of Athens; Pericles, and Love's Labours Lost", - (130)
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o E’grtm’xp.tely, Phelps 6 like Kemble before him « found it @ifficult
.tq abéndm} the st,age, and so' he contimed to appear at various. theatres
for the r_;e;‘rt_tl:xreé yeers, In 1.865; he gppeared as guest star in
- dul .gg_s Caesar At Drury Lane, with the menager, Anderson, as Antonys
The f:i.z"s'p .appez_a'rmce was for a single performance on 6 April and was
max'red by en a.ttack of ixﬁ'luénm which struck Anderson and left him so
'weak that he could scare€ly struggle on to the stage; however, an
- appreciat:n.ve auda.ence helped him to recover sufficient strength and
'voice to support Phelps effectively, Since this was en individual
performance (a. benefit for Anda_rson)_, the newspapers ignored it; tut
there wers brief reviews in two journals of the last production of
: %s Caes er in vhich Phelps eppeared. This was for six performances
in Oc’cober and Novanber 1865, end was rather perfunctorily staged

| apparently es a medium of filling up the week's interval
bei‘ore the production of Xing John, which is to be brought
out on an extensive scale, 21315

With so mundene a reﬁson for the revivaly, it was hardly to be expected
that thié Julius Cagsar would reach the histrionic hm’.ghts, and the
camments of the critics were appropriately luke-warm, paying testimony
to the fact that it was "effectively performed” (132) with "acceptable”

actings Phelps plgyed conscientiously, as everj Swinbourne, as cassggf)

"brought out the fiery nature of the Splenetic republican", (134) and
Anderson, reveliing in his fine voice,l delivered the funeral oration
with .élans‘ Nevertheless, this was no more then a mediocre production,

and was an umworthy setting for Phelps' final appearance as Brutusj
perha_ps this explains why it is not mentioned in CiB. Young's stage

history of the plgys Over meny years, Phelps had brought to the part
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of Brutus iess dignity and a smaller amount of technical skill ‘fhan his’
more femoué and talented predecasdrs; Kemble end Macréady, but he had
identified himself with the rale mich more effectively then the other
leading Brutuses of the nineteenth century, Young and Veadenhoff, 'He
had at all times .atyenpted to present an honest, sinc;aere and' thoughtful
intéipretation, -set in 'a workmanlike production, and had steedfastly
continued %o appear in Julius Caesar (and many other éhakespearéan'plavs)
when the whole theatrical current of London 'wias flowing strongly against
' such & venture, Without the work of Phelps, it seems inevitable that
this play wozﬁd have vanished from the Victorien stage same fifteen years
or. so before his final appearance as Brutus.
| Sane: siz weeks after Phelps' retirement, Anderson appeared at
Sﬁwed:.tch in a benefit performance of Julius Caesar vhich vas to be
the last time for twenty-seven years 1';h§t_ this plgy would be performed
in English on the London stage. It wes not an mspicious end to this
chapter in the pléy's life, and Anderson's eutobiography castigates the
inadequacy of this one-nighte=stend, in which he played 4Antony to a
tremendous and enthusiastic sudiences '

The tragedy was villainously acted and wrétchedly put

_upon the stage; being for one night only, there was no .

time for preparation. (135) .

Until 1892, English actors ebendoned Julius Caesart the
:inéreésing daminance of the "stexr" system made the play, with its three
leading roles, unacceptable to same of the actor-msnagers; the audiences'
taste had tumed awgy from the stoical mascul:.mty ot‘ this episode of
Romen history; the comparative lack of success of re‘cmt product:.ons

deterred manegers frmn vieving Julius Caesar with favour.
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(vi)

.. PJulius Caeser" in Theatricel Oblivien 1865-1892

. During thé twentysseven years which separated the disastrous
Shoreditch performence end Frank Benson's revivel of Julins Caesar
&t Stratford in 1892, it was left to a company of Gemen actors to
rening London theatregoers of the power inherent :m this once popular
.-play._ In May 1881, the Sam-iemingm Compeny arrived at Drury Lane
t'o' present a series of German plays and of Shakespearas's plaws translated
. into Germen, Their seasai in London extended fram 30 May to 23 July

and.they were so confident of thé excellence of their Julius Caesaer that

they 'chose this pley for both their opening and closing performances,
éresentﬂ:g it altogether on thirteen occasions during the two months of
‘their visits They worked from a trenslation by Tieck and Schlegel vhich
.followed Shakespeare with such typical ly Gemman thoroughness end
punctilicusness: that it brought to the attention of London managers end
playgoers a new standard in Shakespearesn presentations. The trenslation
follcwed with mimite £idelity the original oider of the scenes, and took

. detailed account of every stage direction which had been added by

. reputable editors or vhich could be deduced from the text: as Thg Times

1

. said

There is no exit; no entrance, no flourish of trumpets, no
acclemation of the people which is not mntly realized upon
the stage.' (136)

This accurecy was umsual in the London theatre of the later
Victorien period, end so wes the German compeny's absence of vstars®,

- Since the days of Garriclk, English playgoers had been accugfstomed to the
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ngtapt system, with e.ctors_such as Quin, Kemble;, Mrs; Siddons; Kean,
Mecréady and ?helpé towering abore their colleagues m an absolute
_ dqninance of fhe sfége., | The Gexman eempany, on 'the eentrary, hed no
Ygtars" but prided itself upon attent:.cn to detai.l end a met:.culms care
" in the handlmg of crowd scenes e.nd the mterpretation of minor roles.
'hcmogﬂeity of style was their watchword Thue, Julius Caesar, with its
Ithree equelly i-mportmt central characters, its multiplicd.ty of very
: impor‘&ant secondary parts, and its emphasis upon the cutizens of Rame; -
was ta:.lor-made for th:.s corpoz'ate approach, and was regarded by the
.Saxe-Md.nin.gm Canpany as "their favourite chévl de betaille.  (137)

Thoreugtmess was everywhere ev:xdents uhe costumes, designed by
' .f:u.'s -class e:ctists, vere e.xaet cop:.es of entique originals, and the
eenators had been trained to drape thed.r togas in the manner of anci.ent
statues; evry minox actor had been g0 drilled that he really appeared
| to be e.Rcman transported bodily fran the classical age to the London of
1881, and there wes

. a total. absence of that lumping of masses, the.t rigidity of

form and feature, which chills the spectator at ordinary = ¢

,pe&‘fomances. (138) :
The highlight was Antony's speech m ‘the Parun, vhich was "a
masterpiece et' scenic arrangement, such &s has been .seldom witnessed
| upon the Bta.ge;“ (139) and which wes notable for the delicacy of
| gradation in the feel:mgs of the crowd as Antony tumed then against
| the consp:rators, and for the sudden outburst of mob fury: at the

climax of the scene, so that
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thése forests of hands; 4000 these staccato shouts, that
. brillisncy of emphasis, the whirl and rout and maddened
~ frengy of an excited moby urged to avenge the death of
esaxr, certal did meke a starthng effect upen the
audxence, (MO

elm.c:.tmg from them the utmost enthusla.sm.

The i.lmstration of the scene in the Forum clearly shows its
spectamla.:; eﬁ'fect:iveness, and the care teken with members of the mob,
A solidly Teutonio-Looking Antony, hemmed in by a large crowd of well-
differentiated individuals, dramatically holds aloft the cloak of Caeser,
exposing the dead body, which eppeéars to be resting on a wellepadded
littéers The grouping of the scene shows evidence of careful thoughts
the outrtretched bands of the men in the left foreground lead the eye over
the lower figires of the knecling wamen to the dominant tulk of Mark
AQtony, who has adopted a strildng pose, with dms wide cutstretched in
appeal, at the centie of the scene. The crowd is large, and yet the
artist has. conveyed the impression @ noted by the dramatic critics - that
it consisted of a group of separately characterised individualsy there is
a .dif'fa'ence of age, of dress, of stance and of expression which brings
' each supermmerary to individnal life.

Only The Athenacum felt that the careful drilling of the actors had
resulted in sn unnatural snd over-formal artiﬁiciaiity, so that

The violence of the cutbreak seemed out of lﬁeeping with
the quesi-symmetricel errangement of the tableaux, (141)

Other joﬁrnals were unanimous in their praise of the total effect produced
by mimite exactitude and meticulous attention to detail: The Standard's
cament mgy be taken as typical of their enthusiasms

Lest night Julius Caeser wes played in Englend for the first

time as Shakspeare had conceived it, We have scen great actors
' -in England before now, but never until yesterday evening had we
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‘Been & great Shaksperian drama represented with perfection -
in every detail, (L42) '

Thus, in spite of the German canpany' s attempt to bfeak away fram

the "stap! systan, the:u:- 1881 product:.on drew the attention of |
theatregoe s t6 the dcan:mance of the part of Antony and may well have
helped to esteblish an attitude which encouraged Benson’ and Tree to
_adopt Antony, rather them Brutus, as tﬁe -}-zey role, - It weuld appear
.that the Antony of this Ga'man productlon cams the closest to the
Engllsh convention of acting and that he tha'ef'ore stood out fram the |
more reserved and academic style of the other actorss The homogeneity
of styl_e did not appeal to all the critics, and Ths Athenseum t.vent 8o
far as to say of the ectors that "none can be said to havé in striking
degz;ee individualized the part he played", (143) The Times also

' 'found difflculty in edapting itself to the foreign style of production
and actings

The Germen style of action end emunciation is more conventional,

.one might sey rwademicaly then what we are accustomed to in this

country ..+ A certain keynote was struck almost at the beginning

of the pexrformance, eand fram that there was little or no(dev:;ation.
' , 14,

But whatever its shortcomings, this careful, thorough end honest
production in German was the only opportunity between 1865 end 1892 which
was afforded to London playgoers of seeing Julius Caesar on the stage.
Why wes there tﬁis neglect of a pléy which hitherto had been popular and
successful in production? It seems likely that the absence of a star
roie, aclipsing. all others, mey have deterred embitious actor managers,
as The Times camnentéas

There is in it, indeed, scareely a character which a Salvini,

a Rossi or an Irving would be likely to chooses; Julius Caesar,

in spite of its neme, is the very reverse of vhat is known as
& one-part play. Brutus, Cassius and Antony divide the interest

at about equel shares. 145) B
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Secondly, Julzus caesar contains a largs mmber of important minor parts,
'danandmg considerable skill in effect:.ve perfqrmance, ideally, first-
rate exoe:rz;.enced aetors shoﬁid underi-:ake the roles of‘- Casca, Cicero,
Titinius and the Trlbunes, but it is difflcult to persuade actors of high
| calibre to accept such suall charc.cter-studies, espec:.auy when they
Iare not menberl of a stock comparw presenting a wide repertoire of plays
¥ :m which they can displqy their versatility; yet, an inexperienced or
. untalmteﬂ actor in one of these roles can detreet substantially from the
_ overall success of the playo Kemble hed tmea to overcame this difficulty
by excision and emalgemation of characters, but by the 1860's there wes
suff‘icimt_ respect for the text of Shakespe_are's pleys to deter any
manager fran such an attempt unless he ere m'otiva.ted by the desire to
.supply spectacle,
Thirdly, the style of acting prevalent at this time militated
. egainst the successful assumption of Roman roles, KI')J.e had been
* the last great exéonent of the classical style of acting; with Edmurd
 Kean, the bree.th‘ef-Romantician blew upon the stege, and Kemble's
. gpproach began to eean stilted, artificial and o;.d-fashioned._ By the
| 1860%s and 1870s the ramantic style was deminant, being about to reach
its apotheosis in Irw.ng. BoLe Joseph's elcpnsition of the characteristics
of the Ramantic style of tragic acting mekes perfectly clear that it was
inappropriate for Shakespearean tragedy, and partlmarly for those
tragedies vn.th aRome.n setting '
Romantic tragic ecting was essentially a compromiset it
adapted rather then absndoned the heroic¢ conception of
tragedy, so that charecters lerger than life could be
- made to seem life-size, while verse-speaking retained
a poetic glow on a stage increasingly devoted to spectacle
and realistic effect. Romantic tragic acting was

particularly’ successful in superior melodrama ... But this
acting 8id not really suit Shakespeare. (146)
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.. Above d1, es vas illustrated in ChepteriTwo, the ssmal
condition of the'Londdn theatre in the 1860s and 1870s veiy iarg;]y
eéxplains a relucténce to anbaik on Sﬁalwspearean productions of eny kind,
and all fhe Romen pleys suffefed an eclipse during this périod. |

(vii)

Benson and Tearle

In fact, there was to be no London production of Julius Caesar

- until 1892 end none of any distincticn unt-il 1898, thirty-three years
after the previous London pet‘fofmance in English, 1In 1889, however,
the Stratford Festival was in process of being estebiished, and Osmnd

' 'Te_a._;-le produced Shekespeere's Julius Caesar as one of his offerings.

. Kanp end Trewin state samewbat too benignly that the play was "done

with competénce” (147) but the performances were not chronicled by
the metropoliten press; Stratford had yet to make its neme as a home of
professional Shekespearean dreme, and The Times, Ths Athenaeum, The

. Spectator, The Saturday Review, end the Illustrated London News all
ignoréd Tearle's pioneer effort; even more significently, The Theatre
(a monthly periodicsl devoted exclusively to reviems of current stage
performances) made not the slightest reference to the Stratford season
of 1889, although it allocated four and half pages to the analysis of an
embitious amateur production of Julius Caesar at Oxford in the same year.
It is théefore necessary to turn to Tearle's prompt-book ( in the
possession of The Shakespeare Centre at Stratford) and to the provincial

press, in order to discuss this production, to which there is no reference
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in C.B Young's brief stage-history of Julius Caesar.
' "Thg’ text wes an umusual and very unscholariy one, for Tearle

' warked from o highly inaccurate acting edition in French's series, He
divided the_pl.ay- (printed in five ééts) into six acts as followst Acts
One end ‘I‘wq.were 'éréwvn'from the conventional act division of Shakespeeare's
play, but v:itﬂ the amission of II iii (Artemidorus) emnd II iv (Portia's
‘conversation with the Soothsayer); a few other lines were also
 secrificed (e.gs I ili 91-7 "Therein, ye gods é.s lacks pover to diamiss
itself"), Tearle's third ect consisted of the usual 111 i,_and his
'fourth act was the mejor portion of III ii (the Forum scene), cmitting
‘the first tem lines (so that Brutus was "discovered" onstsge emid "Great
clamour") end the final ten lines (Octavius' servant greeting Antony).
The usual III iii (Cinna the poet) end IV i (the proscription scene)
vanished, and Tearle's fifth act wes devoted to the conventional IV ii
("Ride, ride, Messala seo") and V iv ("Yet, countrymen +..")s Altogether,
then, si.x scenes were excised, end III ii was lopped of its opening end
closes The final speech by Octavius was also cut, so that the curtain
fell on Antony's “"This wes a mani"

Tearle elso mede slight alterations to the text: same of the
charscters were amalgemated, so that, for example, Titinius becanie
Trébozﬁ.us, the Soothsayar greeted Caesar with "Hail, Caesar" in III i, and
Brutus' "This is a sleepy tune" before the appearance of the Ghost was
inexplicably gltered to "This is a mournful tune", MNore seriously,
the first entrance of Brutus and Cassius was held back until after the
departure of Caesar gnd his entourage to "see the order of the course”y

thus necessitating the reallocation of their first speeches to Antony.
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Tearle also incorporated the extra lines in Brutus' finel speech which |
had been a part of stage history since the eighteenth century,

The prampt-book indicates that the production mede some use of
spectacle,notably at the moment of Caesar's first entrance, Tearloe hed
followed Creswick in causing his supernumeraries to raise three shouts
before thé first rise of the curtainj then, as the mueic approached,

heralding the arrival of Caesar, Teerle noted = with a characteristic

lack of punctuations

The Citizens go up steps R and L they stop when they hear
the music and range on Terrace - they shout at intervals
as the pmcession passes = very loud when Caesar appears
' Order of Procession
From the Palace R
Of ficer
Guards Spears and Shields
Tvio Stendards Eegfe (sic) SP:R
Lictors
Caesar an@ Antony
Calphurnia
Ledies
* Guards who have gone off and Return
At the seme time from platform above the palace Enter the Senators
all the characters excepting Brutus and Cassius, Soothsayer
Enters a (sic) goes to the Altar C.

After the procession had passed cut of sight, Tearle ceused Brutus and
Cessius to appear for the first time "on Terrace and down Steps R.
Cessius goes to Arch Brutus down R". On the return of Caesar, Tearle
merked the isolation of Cassius by causing him to cross to the left vhen
everyone else was on stage; he sat there, at the foot of the stairs,
until Caesar's procession left the stage.

In thue battle scenes, Cassius was -provided with another effective

k.
moment! The battle opened with

Soldiers discovered in conflict beaten off Rand L a
soldier with flag met by Cassius who takes it fram him

end slays him.
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Then, to music, Cassius grasped'the eagle in his hand and- launched
into "0y looky Trebonius, lock, the villains flyl" .

Music piayed en importeant part in this producticng Brutus' speech
in the Forum was interrupted by music announdng the arrival of Antony
v7ith Caesar's corpse; and the Ghost of Caesar was assisted by both music
and limelight; the seme scene ended with a slow curtein drop to the
sound of distant trumpets insugurating the battle scenes of Tearle's
final act. ' Brutus spoke his ledgfheneﬂ death speech to music, at
first '.'v'ery Piano" and then Forte; "very Pieno® music wes also heard for
the final twenty-two lines of the play.

The prampt copy conveys the impression of a production histrionic
| (not tc say '-‘ﬁam") to a degree, and even the local papers, judging it
by provincial stendards, found that the Portia lacked téndemess, devotion
‘end dignity, end spoke her words without feeling, The Celplurnia
(darie Fraser) was far from ideal, and also failed to show fecling and
earnestness, while F.B. Gonwa;v's Antony was disappointing especially in
his big s.-cer'ze' in the Forum, in which

His action wes undignifiedy his delivery wanting in earnestness

end impressiveness, and some of the noblest passages in the

speech were flippantly spoken.  (148) .

o Tearle himself reached a sumevhat higher level than most of
his aééociates, his depiction of Brutus being

‘good in texture, bold in treatment, and almost pre-Raphaelite
in its attention to even the smallest detail. (149)

He conveyed intense passion in a lively and colourful way, full of
movement and action, and was so imbued with energy that he "seemet’’ to

" take the action out of the domain of art into that of absolute realism®(150)
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He was physically well suited to his role, end his best moments were in
t_rl_s ﬁ._;fs"t_ scene with Qassius_ and his farewell to Portia, The Cassius
of Edwin _Ifevexf_ showed_ sp:u":lff apd diapriqnination_ end together they made
all‘m:i.:ghlight of thg _q.za;’*_rel, vwhich .' o !
for ‘r,efin.em,ent and strength wes seldom, perhaps, surpassed; -
Sone ‘old playgoers and critics, moved to enthusiastic
. a@miration, .affirmed that nothing had been seen to equal
it since the days of Macready, and the audience teéstified .
~ %o its excellence with repeated plemdits. . (151) :

. Thus The Sporting Drematics but The Stratford upon Avon Hersld,
:l.n__l;a .’I.o_n_ge;' révigw, was less L_agdatory, ',and this seems in fact 'fo have = .
been a mediocre production which perheps helped to perpetuate the
iden, current; in that period, that sua&oga was the home of amateurish
Prodt_zct‘:i.qn_s.- : . ' | |

. Better =thing§ were to came, however, for by the fdlﬁim year
F.I;; Benson wes in comnand at s,traitforq. His aim wes to follow the policy

c;.f.' Samuel Phelps and = by presenting as many pla&s as possibie, with
ffrecpen_t chapgés of programme = to allow the puplie té‘_ appreciate sanething
of the range of Shakespeare's gchie_vanént. He tried .to essemble round
him a pérmanent company of actors (the Bensoniens) who had been trained
in the delivery of blenk verse;, and who had already scq-ired same
experience of acting in Shekespeare. He believed firmly that even the
most m:l.nor end ‘appaz'e.xrllzly msj.gxﬂfican_t parts should be gi-ven to
campetent actqrs,l and was opposed to Irving's policy of centring attention’
upon the "star® by using inferior actors in suppdi't’ing'. roles. Although
he could on occesion present a lavish and spectacular-prodimtion, on
the vhole Bénson believéd that scenic enbellishment should be simple

ad inexpensive and thet it should be subordinated to the play's dramatic

intereste
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. These were eminently sensible and resPonsible-_ aims,; | but at this
stege of his career Benson was tather scornfully. rggarded by the London
dramatic critics, end by same of his fellow actors, as a mere amateur.
His t‘ondnels for sport, and for such escapades as swimming or rowing in
the Avon during the long ebsences fram the stege of such charact_ers as
- Hemlet and Leontes, attracted ho,stil-e. comment, ané drematic critics seem
] to have 't;een-unwillmg to travel int.o the Midlands to attend his
parformences, In 1892, under the patronage of the local brewer, Charles
Fldwer, Bensan opened the Stratford Pestival at Easter with three
performences of Midsummer Night's Dreem, three-of Iimon of Athens, and one
of ng‘ th Nigh 1t and Julius Caesar, but even The Birmingham Daily Post
. _-' gave no more than a pérfunc'tzory glance in this direction, merely esserting
" that | ..

‘. . The "Compeny of Players" ( Mr. F.R. Benson's) played with
excellent taste snd skill in this chamming theatre, (152)

"while the leading metbpoliten Journels (including The Theatre) had not a
word to say about any of his 1392 productions, |
It is therefore necesséry lto rely on The Stratford Herald for an
assessuent of Benson's achievement in this Juligé C-aggar, in which he
had insisted on teemwork end plla,yiné well together as 'a‘jcompat\v. The play
was set in appropriate.and -rat.ional scenery, and careful
attention was bestowed on the details of dress and adjuncts
to give form, colour, and coherence, and to make a rounded
and complete picture, (153)
" and - apart from the heavy cold which prevented Ersld.ne Levis fram
doing Just:.ce to Cacsar « all parts were competently filled.
The most interesting feature of the production was Benson's
" choice of the role of Antony, to which his fine physique especially

suited hims
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His elocution, while facile and feelingy exhibited an

abundence of light and shede, He was particularly

powerful in the Forum scene, where he delivered the

grand and stirring oration over Caesar's body. His

action was dignified, his delivery was marked by intensity,
intellectual keenness, and impressiveness, and altogether

.1t was a fine study and a striking example of effective
-and impassioned oratory. - The transition passages from

his love for Caesar to his compact with the conspirators
- wére mede with admirable sharpness of outline,  (154)
- The voice, intelligence, emotiocnal power, and fine physique of Benson
made bim a memoreble Antony. He was supported by an impetuous Cassius
frea William Mollison which was "good in texture, bold in treatment,
e:n;ellently conceived, and worked out with thorough earnestness and
finish® (155) and which mede sensitive use of voice,facial expression
~ and movement, Lyall Swete's Brutus was a little halting at first, but
gremw mor:e effective in the tent and death scenes.

This wes altogether a better acted, more professional, intelligent
and artistic production that that of Tearle three years before, and it
received clemorous ovations from a crowded house. One can only regret
" that critics of wider experience were not present to confirm its merits.

Undeterred by the apethy of the leading periodicals, Benson
resolutely contimued with his Stratford productions, mounting Julius
Caeser once more in 1896, His experience in 1892 hed confirmed him in
his decision to adopt Antony as his own role; - since Kemble's assumption
of the role of Brutus in 1812, Brutus had consistently been regarded as
the most important of the three leading roles, and this study has shown
how actors "graduated” to it as they echieved stardom. Benson was the
first leading actor to break this long-standing tredition, and his

innovation almost certainly influenced the more famous Beerbohm Troc ai
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the very end of the dentury. Helped by his Roman profile, his
athletic form (which looked taller than its actuil five feet ten aiid-
ashalf inches) and his rescnantly powerful voice, -
" he ‘ren on during’ the firsf Scene, in goatskins, "for the
" course”, and leughing among the crowd, he showed in every
movement the quick spirit that was Antony. (156)
‘A Birminghen peper reelised in 1896 that Benson hed fcund in Antony
a character admirably suited to his style; and in which he
- achieyed a distinot triumph. His performance was marked by
leinevabedhe-etsentisl liveliness of character in the opening scenes,
and afterwards by the pathos and stern declamation arousea by
the death of Caesar: (157) °
"' His greatest moment was, of course, the Forum scene, and no effort
‘Was Sﬁtjéa'to méke it memorable, Everyone who could be freed fram duties
'backstage was press-ganged into the crowd, the set being that which Alma
Tadene hed designed for the amateur production in Oxford in 1889 Bemnsan
‘had 'beérx much impressed by the crowd in the Sexe Meiningen production of
1381 and he deliberately based his menagement of the Forum scene on this
' ‘earlier model, carefully reheersing the rising' Wt of the mobe A%
‘the end of the scene, he tossed off the full black mourning cloak in
" which he had delivered the greater part of his oration, revealing himself
splendidly ammoured in gold; with drewn sword, he stooi impressively
ebove Caesar's funeral pyre, which was then drematically lighted, (Kemp
end Trewin state that, in bis later years, Bensan said of this coups
Gne menagement that tried to imitate e.s nearly bumed down their
theatre®.) (158) Bracelets and jewels were cast into the rising
flemes, while round the fire the excited mob threw stones, broke staves

and hurled benches into the air to close the scene in a furious crescendo

.of noise and flemes, 'T'his apocalyptic moment "called forth the unbounded
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enthusiasm of the eudience”s  (159)

_ .'.l‘hg scene was not. merely a spectacle, howe‘v'e;, for Benson showed
throughou“h such a "sp‘andj.d cpnception.and_ grip cf the pa_rf, and a
_'powerm delix;eatic_m of it," _(160),thaj:,the critic of The Stratford
Hereld comented of the Forum scenet N |

Here Mr, Benson was superb.. Antony's lofty eloquencey
the blazing fire of his passion, the intense subtlety of
his argument; the incomperable skill with which be pleays
upon his audience, and the complete reversal of feeling
.. which he produces were workéd out with consummete skill,  (161)
Benson's’ only weakness as Antony was a tendency t&uds "stégeiness" in
his. lamentations over Caesar's .body, end in his speech of praise for
Brutus in the final scene, . _ _
o I_?':I'anl:'R_odney's' Cassius contuined scme really fine moments,
notably during thg quarrel scene, anc’. the Brutys of Oscar Asche was
-giffted mth a deep, sonorous voice and‘clliguf:.led bearings .he
exhibited tragic powers of a high order, end wan his spurs
so far as Stratford is concerned. No actor has made greater
strides ..o He looked a leader of meny, and especielly in the
Forum spoke with the fire and passion of true eloguence. (162)
Benscn had reorgenised the text slightly into four actst Act One
concluded in the middle of the conventional II i at "Rénder me worthy of
this noble wife?, Act Two ran from Caesai-'s debate shout meeting the
Senate to Antony's lamentatibns-over Caesar's body, Act Three was the
impressive‘Foi'uh scene, end ‘the final act "contéin‘eﬂ the battle scenes.
The later firé at Stratford destroyed Bensan's prompt copies; so it is
aifficult t6 be sure vhether he had used this text befare, or whether it
was nevly arrived 'at‘for this production, but it was an effective acting

text, more than competently presented; end Benson's production was

worthy of some attention from London=based critics,
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In the seme year, Osmund Tearle ( #low the temporary menager
of The Olympic Theatre in London) brought out a Julius Caesar in which
he himself played Brutus: Presumsbly, it was at least first cousin to
his Stratford production of 1889, but it was not sdvertised in The Times
t-.'?.‘ld it is therefore difficult to be sure of .the-dates'and mmber of the
_performences,. It opened on 16 April 1892, end The Illustrated London
Nens stated that it was "for a fow nights” onlys (163) The few
comments extunt seem to indicate that this was rather a "stop-gap"
' prddizc'i:iong and that it made no advance on Tearle's mediocre efforts at
Stratford three years before two journalé menticoned it briefly, though
nftgther lavished on it eny significent praises The Athenaeum = perhaps
because of the production's genesiis at Stratford « surmised thet the
actors who supported Tearle were provincials

" various actors, better known, possibly, in the country then
in London, in the remaining characters, (164)

while The Thestre commented that Tearle

prodiced it witn appropriate scenery and dresses, but without
going to any extraordinary expense. (165)

This seems to have been a somewhat shoddy production, but Tearle himself
. wes more than campetent, and he appears to have seized l.is opportunities
néar the climax of the play:

Mr. Edmund (sic) Tearle's Brutus was a sterling perfarmence

throughout but he made his special mark in the rel with

_ Cessius, end in his death scene at Philippi, ?;gr)

, Nedther of these critics mentioned the Anteny or the Cassius of this
very minor and short-lived production.

Four years later, in 1896, Benson again mounted Julius Caesar

at Stratford, and was once more totally ignored by the leading journals;
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even Clement Scott, who wrc;t'e a regular article on "The Playhouses"
for the Illuystrated London News, mede no reference to the Stratford
Festivel of 1896,

-In-1898, -8till trying to attract the attention of the drematic
critics, and under the shadow of Tree's London success in Julius Caesar
in January of the same year ( a success which was pertly indebted to -
Benson's piocneer work), Bensen mounted all thres Ramen plays at Stratford.
The\_critics, however; remained steadfastly in London, making no attempt
to take hin seriouslyt even in 1900, when he brought his Antony end
Cleopatra to London The Athenaeum, in very superior memner, stated that
the production went

same way towards relegating Mr. Benson's experiment to the
emoteur level from which it eppeared to be issuing (167)

- a poor reward for eleven years of devoted and unremitting labour at
St‘ratford in the cause of Shakespeare, but a good illustration of the
condescension w:.th which Benson's efforts were viewed from the capital.
The Times, ;_ruh_g_g, The Illustrated London News, The Snectatox',' ZThe

Athenacum and The $aturggz Review contain no reference to any of the three
Raman plays presented by Benson at Stratford in 1898, and it is therefore

necessary to rely upon the views of the local critics.

The Birminghan Deily Post stated that the pley wes now regayded

K -as."one.-c)f Mrs; Benson's stock picces" (168) and had "for scme years

been accepted as one of the best of the Benson repertoire.¥  (169)

Alma Tedema's scenery was still much in evidence; and Brutus and Cassius
were still in the cépable hends of Oscar Ashe and Frenk Rodney. According
to the Birminghem paper, the most effective moments ceame in the

conspiracy scene in the first act, and in Portia's appeal to Brutus to



divulge his secret. . The crowded theatre showed great appreciation,
-and "a very scholarly and finis.hed representation was 'glven oeo Julivs
' Cagsar has rarely received a better interpretation.® (170) - These

viens were confimed by The Birminghem Daily Gazette,

which also reférred to the "admirsble drilling of the '_c'roi;:d" (171) end

the excellent delivery of the famous ‘oration,' :

' There is; of course, no means of knowing whether these crities
had seza an zven more important production of Juliué Caesar which had
taken place a few months earlier in London, when Herbert Beerbohm Tree
" had mad_é so successful a first appearance in the i)lay that Benson had
' bandoned his plen of bringing his Stratford Julius Caesar to London

later in the year,

(viii),
'J_.‘ree'.s "Julius Caesar" of 1898 and 1900
Irbn'icgliy', Tree = whose proGuction scored en immediate success =
was a much less professional actor than the overlookeé Benson, He
lacked intensive vocal and technical training, depending for most of
his effects on the impulse of the moment; being thus : ' the mercy of his
mocds, he was _essent:l.ally an incalculable actor. Like Benson, however,
(and unlike Irving) he believed in sﬁrrmmding himself with h:lghly
skilled colleagues, and he was most anwious that his first production
of a Romen piay should bring renown and credit to his new theatre.
Tree hed subscribed £10,000 of his omn money towards the cost of
this .buil@ ».which was opened on 28 April 1897, and nsmed Her Majesty's.
'He had intended to open with a spectaculer production of Julius Caeser,

]
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but had found it imppssibl_e to assemble a strong encugh cast, end
therefore 'pos_tponed this production for nine months, During the rest
of 1897. Tree was disa{.ppointed to find that complete success eluded him
in his initial productims at ‘this costly new theatre, and he vias
aetem:.ned that his first appearance in 1898 would be a tr:mmphant success,
He was not to be disappointed, for his production of Julius Caesar was to
Wi Widespread critical acclaeim, to run for over 160 performences, to be |
toured in the Autum of 1898, and revived in 19005 not lesst, 1t wes to
br}i;xg Tree a clear profit of £11,000, Thg wealth of comment on his
performences is gnother testimon,y to his success, end make; a drematic
contrast with the paucity of documentation of Benson's achievements at
Statford, _ |

A significant feature of the production was Tree's choice of his
om role, Pérhaps under the influence of Benscn's experiment in 1892
end i896, Tree departed from established tradition by playing Mark Antony
himself, and turning it into the "ster" rale, He chose Antany because he
felt that in physique, temperement, and ecting style he was more suited to
it thaR to Brutus; he also believed that Antony,especially in the Forum
scene, is the character who makes most impact upon an audience, and is
most readily remembered by themt in his notebﬁék, he wrote

For the scholar Bmtus, for the actor Cass:l.us, for the
public Anteny. (172)

: 'I_.e..ay_ Tree also claimed to have been instrumental in influencing her
usbarid®s choice of roles In her memoir, Herbert end I, which forms a
large part of the book of essays on Tree which was coll_ected about 1920
by Max Beerbohm, she states that she entreated Tree to play Antony rather
" than Brutus; unfortunately, she gives no indication why she preferred to
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4@ see him in this role

It was only between Brutus and Marc Antony that he wavered, . -
and, owing, I think, to my entz'eaties, he settled on Ma.rc
Antony. : (173) )

Stiaw's review of this production contains an enalysis of the major
: characters, and goes a long way towards justifying Tree's choice of
Antony as tﬁe central figures
Brutus is nothing but a familier type of English suburban
preachers politzcally he would hardly impress the Thames
Uonesrvency Board, - Cassius is a vehemently assertive non=
_entity. It is only when we come to Antony, unctuocus
voluptuary and' self-seeking sentimental demagogue, that we
find Shakespeare in his depth; and in his depth, of course,
ke is superlative.. (174) S '
- Trec's decision to play Antony himself affected the text fram which he
' worked, and = indeed = his whole oresentatian of the play, Although
'he liked to be supported by campetent actors, Tree also loved the
limelight to be concentrated on himself, end, unlike Bensan, he deftly
| reorgenised Julius Caesar to throw the maximum attention on to Mark
Antony, a cardinal point of this reorganisation being to give himself
the "curtain" at the end of each acts Since Antony does not have a
major speech until well into III i, Tree compiled the first act of his
1898 production from a‘all éhakespeare's material up to _ud including
Antony's apostrophe over the ‘;bleeding corpse® of Caesar, Even with
some slight cmissions, and-with the transformation of Flavius and
Marullus into two senatorsy; the five scenes of Tree's first act ran
for an unprecedented two hours < "surely the longest known." (175)
The second act wes devoted b0 the Forum scene;, and the finel act (from
which the proscription scene was omitted) encompassed the quarrel (uncut)

and the battle, in which many of the speeches were reduced or omitted.
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This version had "the mansgérisl advantagé of enabling Antony to bring
do.wn.ai:he curtain on a sensational bit of 'ran.t" .(176) at the end of each
'aétg This made Antony "in NMre Iree's dramat;c sd\ewag the centz'al
fi@.u-e of the plqy.. Th:.s arranganent certa:.nly e,dds to the conspicuous-
'ness and importance of Antoxw." Q7
| Several of the oritics praised this sdaptations The Spectator
| cialma that Tx'ee had not lacrificed the Play but had "still preserved
the stately mareh of the great Roman drmna" (178) The Times spoke
of the “scrupulous reverence“ (179) with whlch Tree had treated the text,
| and Shaw pa:.a himself ana 'l‘z-ee a complimextz
'Befoz-e going to Her Maaesty 8 I was curinus enough to
- block out for myself a division of the play into three
acts; end I found that Xr, Tree's d:.v:Ls:.on corresponded
exactly with mine, (180)
' Only The Athenseum -was perceptive enough to realise that Tree's
. a.e,@ta:tioh gave the play a different ethos, end that the concentration
.of attenticn on Antony:

- conveys an impression that the play ceases to be a tragedy
since it leaves the pnncipal character victorious at the end, (181)

Having arrived at his tex'l., Tree set about prepating a series of
| drénatically end scenically -exciting coups, and put 1:he play into
réhearsal_. Part of his unprofessionalism was often evident in the lack of
| discipiine and orga-nisat"ion at rehearsals, end even backstage during
performances’ Hesketh Pearson draws a cleax- plcture of the cheotic,
noisy confusim which relgned as Tree and his stage manager tried to
cope with the huge ocast ana the vast number oi' stage hands during one of

the dress rehearsals for this Julius Caesers _

At one po:mt durmg a dress rehearsal the crowd got completely
out of hand, the scene shifters were arguing, the scenery was
swaying, the assistent producers were bellowing, and the stage-
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menager; Herbert Shelton, was distractedly rushing hither

and thither, waving his axms about and yelling at everybody.
Overcome by the general hubbub, and moved by the contortions

of his stage-manager, Tree knelt on the stage and offered up

a prayert ‘"Dear Lord, do look at Bertie Shelton powl® (182)
.But in spite of this preparatory chaos, Tree's 1898 Julius Caesar
. was outstanding in its effective stage presentation, The curtain rose
for the lengthy first sct on a set by Mr, Harker: - through a towering
archway, the audience could see the front of the new Forum snd an array
of imposing temples; .into this scene came the gréna procession of Caesar,
mth lictors, musicians and a patrician escorts The ordinary citizens
wor@ dfeb tunics and short blouses, but the Senators were gorgeously
. and colourfully robed in ‘red-trimmed togas and écarlet mantles designed
by Alma Tademsa One of Tree's original touches ceme when aefter the
'Soothsayer's warning, "Beware the Ides of March®, a girl fram the crowd
threw & handful of blooi=red roses in Caesar's pgth—,- ceansing him to start
at the omen, | -

' The assessination scéne it_self was camposed with the skill of
é.painter, great attention being peid to groupingt Caesar himself was
raised high on a" chair of state; the conspirators = as his friends -
were grouped round him; gradually, they moved in upon him until he was
~ stabbed in the back as he sat; he stumbled forward, and dom the steps

which le§d from the Qeis, receiving dagger strokes on eitker side as he
| -came, until he fell into the emms of Brutus, who dealt him the finishing
%lowe As Caesar fell, muffling his face with his cloak, the conspirators,
some of ;.v'hose hands were red with the diétatog's blood, clashed their amms
in triumph, The Spectstor felt thet the staging of this scene contained

lessons for gtherproducers:
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~ The stage arrangements are masterly, and if ectors and managers
would only note, it would show them that it is not scenery, and
not even rich and beautiful dresses, but wellegraced human
groupings that make up the cham and beauty of the stage=spectacle,
(183)
The picture of the assassinatien scens confirms the effeotivenesn of
"well-graced humen groupings" as the upraised hands of the encircling
Imot of conspirators are echoed by those of the heawified senators on
one side of the stage and of the statue at the other side. It also
11lugstrates the solidity of the sets, the use of different stage levels
and the rather self-conscious "compos:Lt:.on" of the groups of senators.
Left aelone with the corpse of Caesar, Antony gave a"leugh of bitter
_ mockery as the crowd diseppears" (18l|.) end then suddenly sbandoned
h:mself to h:.s grid‘ a8 he knelt beside the body.
In th@& seccnd act of Tree's version, the Forum set (designed by
Mr. Hann) was flenked with sta.tely uildings which, as cen be seen in
the ulultratmn, gave the J.mpressn.on of "the marble palaces of the
etemal c:lty beg:.mnng to abandon itself to lummy *  (185) Tree
real:.sed that this scene would establish the dramat:.c ascendancy of
Antony, and he therefore carefully drilled the mob which alternately
hooted and applauded him in his great speech? his success was considerable,
" both emotionally end pictorially:
This is an impresscively real crowd s.e Their excit=:wnt is
contagious to the house; their execrations thrill; one feels
the irresistible force of this seething and surging mass of
humanity. 4#nd slways. the picture presented on the stege =
the elenents, the grouping, the colouring end in a word the
composition = is that of an ertist. (186)
_ Tree's handling of the oration was felt to be worthy of the setting,
It reached a grand climex a&s a funeral pyre was lighted, as Calphurnie
entered to attitudinise over the corpse of her late lusband, and as the
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mob excitedly 1it their torches at the flames; cldarly, Benson's
earlier productions at Stratford were not unfamiliar to Tree! The
' Times, unaware that Benson had set this precedent in 1892, felt that
This scene along justifies the preference shovn by !Mr. Tree
for the opportunist Antony over the nobler but more r;hetorical
‘Brutus (187) o _
~ and claimed that the effect of'the avenging mob lighting their torches
at thé ;E\meral pyre 'had probably néver been surpassed upon the stage.

 The 'J’.'luss'izx‘ati_on' shows the solidity of the éettixig', and the
caréﬂai grouping of the actors: the lines of the composition flow
amoothly down from th.e' left, and in from the extremities, in a series
of three triangles, whosé apexes meet at the commanding fign-e of
Antony who holds the cloek of Caescrs Tree himself played the scene
fairly quietly = his'style wes not suited to declemation - and tried
to underline the irony of Antony's remerks, The Times felt that he
succeeded in this, but The Illustrated London News asserted that “he
scarcely suggested the necessary sarcasm in the great funeral speech," (188)
while Shaw claimed that any effect produced fz-an this speech was the result
of Shakespeare's skill rather than Tree's, because "it%s effect is
inevitable, and Mr. Tree neither made 'jthe most of it no¥ handled it with
a.mlf pretence of mestery or certainﬁy;"' (189) Nevertheless, the
.aludience were roused by this scene to such a pitch of excitement and
enthusiasn that everything thereafter seemed en enticlimax. The
uattle scenes, in particular, proved ineffective: Tree showed the two
amies confronting each other across a ravine, and skirmishing in a
fashion which some spe¢tators found confusing. Tl_\e Times complained

that



=2 2w

The closing episodes of the play are teme »o: The battle

itself seems ineffective in comparisen with the issues involved ...

One sees no tactics, no disposition of forces, no generalship;

merely an aimless rushing to and fro of small bodies of combabents

belabouring each other's shields, (190)
but was kind enough to explain this inadequacy in the depiction of battle
Scenes a5 "ome of the ineviteble limitations of the stage’, (191) ' while
T.h:e Illustrated London News blemed the fault on Shakespeare's lack of
drematic skills |

That is the bard's and not the maneger's fault. (192)
In fect, the main point of interest in Tree's final act was the appearunce
of his wife as Lucius, and her rendering of Sullivan's ultraenineteenthe
century "Orpheus with his Lute? to a piszicato sccompaniment which
ennoyed the muéically conscious Shaw because it was "supposed to be
played on a lyre w.:'.th eight open and unstoppable strings, a feat

completely end sbsurdly impossible.”  (193)
- The shove account shows that Tree had lavished an immense amount

of time, attention end care on the successful setting and steging of
his 1898 Julius Caesar; unfortunately, he had been so occupied with
these aspects that he had left himself insufficient time to supervise
end mould the scting in quite the seme detail, with the result that the
interpretations of the major roles were barely adequate, and seem to
have fallen a long way below the level of Benson's achieviauente Lewis
Waller played Brutus, and The Illustrated London News, ewere of a lack
of subtlety and colour, forebearingly hoped that time would develop his
performanc,e; Shaw was more outspoken snd more detailed, complaining

of a temeness end a lack of sensitivity which are utterly alien to the

' divided mind and struggling conscience of Brutust



-227e

Mr, Waller, as Brutus, failed in the first half of the play.

"His intention clearly was to represent Brutus as a man

superior to fate and circumstance; but the effect he produced

was one of msens:.b:.hty. Nothing could have been more

unfortunate, for it is through the sensibility of Brutus that

the audience have to learn <. the terrible momentousness,

the harrowing enxiety and dreed, of the impending catastrophe.

Mr, Galler 1eft that function to the thunderstorm. From the

- death of Caesar onward he was better; ... but at best his

sketch was a water-colour one.  (19).

Cessius was undértaken by Frenklin McLesy, who was a deliberately
“sfagey" actors ~ His technique betrayed him into "extravagant and
melodramatic violence" (195) in the quarrel scene, and he "died the
death of an incorrigible pose{m, not of a noble Roman.” (196) His
wasy nonetheless, the finest performmce of the evening, and he
‘displayed vigour in the earlier scenes,

The main interest; however, was centred on Tree's Antony, which
was far from an asﬂred success, In a luke-warm phrasey; The Illustrated
London News spoke of his interpretation as "a decidedly pleasant end
interesting one," (197) and Shaw credited it with certain negative meritss

He was not stu=idy; nor inane, nér Bard-of-Avon ridden; and he

contrived to interest the sudience in Antony instead of trading

on their readysmade interest in Mr. Beerbohm Treey  (198)
but these were swamped by many ina.dahacies and wealmesses, For a -
leading actor, Tree had a novoriously poor memory, and (on the opening
night é_t least) he forgot a large mumber of his lines; his emateurish
approech was evident also in his lack of techniquet

A good deal of the technical part of his work was botched and

haphazard ..+ I cannot recell any single paessage in the scene

after the murder that was well done. (199) .

Above ~)l, there was a leck of music end vecal variéty in his performence,
The Illustrated London News spoke of "the actor's obvious lack of

declamatory force and painful vocal monotony", .(200) and Shew lembasted
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all the actors for theﬁ.r unprofessional mability to convey the
_ Shakespea.rean mus:.ce the actingy he claimed, wias

fiddle, but hed no dcubt he could if he tried. Without

oratory, without style, without specialised vocal traning,

without any Ix'actice worth mentioning, they assaulted the

play with’ cheerful self-sufficiency, ~(201)
Shew had wanted to hear “the full organ, ... the sixteenfoot pipes, so
ths snnobled tone, end the temps suddenly steadied with the majesty of
deeper purpose; oo those moments when the verse ¢o. rises to its most

brilliant clengour and rings like a thousand trumpets,” (202) but he

found Tree's production unvaried and insensitive to the dynemics of the

. yerset

What is missing in the performance, for want of the specific
Shekespearean skill, is the Shakespearean music .+« If we camot
have these effects, or if we cen only have genteel drawing roam

- arrengements of them, we cannot have Shakespear; and that is what
is mainly the matter at Her Maaesty'ss there are neither

"tiumpets nor pedal pzpe%here. The conversation is metdcel

end emphatic in en elocutionary sort of way; but it makes no

+ distinction betwee: the arid prairies of blank verse oos and the
pleces where the morass suddenly piles itself into a mighty
mountain.  (203)

‘To-Shew's ears, McLe#k's "tone throughout wes dry, and it never véried ...
: '.,lfhe"= best lines seemed to him no xh_ore than the worst .. Yet he was not
- inferior in oratory to the rest", (204) wiile Wall:r's Brutus "kept
at much the same level throughout, and did not at eny moment attain to
" enything that could be called grandeur.”  (205)

Tree's quictly sincere spproach was effective in his £inal speech,
but he made A@i;q:ﬁ;y"'lfxpa_t_hetic, genuine and selfless @ clharacter then
could be justified from the Shekespearean text, He recognised his own
vocal limitations and placed restraint upon the volume of his voice,

* except on ‘ene occasion, when his attempt at a more robust style of
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declemation brouglt disastert

Mr; Tree, except for e conscientiocusly desperate effort to cry -

havoc end let slip the dogs of war in the robustious menner, with

no better result then to all but extinguish his voice, very

sensibly left oratory out of the question, and tried conversational

sincerity, which enewered so well that his delivery of "This was

the noblest Raman of them all” came off excellently. (206)

As this wes the first major London production of Julius Caesar
in English since 'Phélbs‘ eppearance at Drury Lane in November 1865, some

of the critics addressed themselves to an assessment of the play in

general., ‘Ihe Times suggested that

The comparative unpopularity of Julius Caesar in the theatre

in recent times may be due to two causes - its camplete lack

of “female interest", .., end the tolersbly even distribution

of interest =smong the three or four principal male characters, (207)
end then went on to state that it "has not been performed publicly in
_-I_.-ondon and in English for 50 years", (208) a statement which mekes the
not inconsidersble cmission of Pheips in 1849, Vandenhoff, Creswick and
Phelps in 1850, Macready in 1850 and 1851, Phelps in 1856, 1862 and 1865,
Anderson in 1865 and Tearle in 1892

The criticy of The Athenacum obviously disliked Julius Caesar and
expressed his surprise that Tree had bothered to produce ity stating that
"the courage of the proceeding is as conspicuocus as its piety.® (209)
He was confident, however, that this rev'iva; #fails .se to raise Julius
- Caesar to the position of a great scting pley"; (213; inlesd, Tree's
production convinced this critic that Julius Caeser

gains lés_s then almost any other of Shakespeare's dremas from

stage rendering, and the megnificent declamaticn of Antony and

the sublime devotion of Portia appeal to us as much in the

printed text, as in the spoken word. Julius Caesar is, in fact,

in the anomalous position of a play without either hero 01(' he;oine.
211
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Four nximi:ﬁs iatef, when this production - whatever its limitations =
was still drawing appreciative-wd_:i.ences to Her Majesty's, the seme critic
esserted that this success "°urpasses precedent end almost surpasses
balief® (212) and remsined faithful to his claim that the play had

generally been presented out of loyalty to ShakSpcare rather .
than with any ffﬁ.th in its attractions for ti.e general public. (213)

Other critics, perhaps ranebexing the position of Julius Caessr as a
popular and successful "stock pley® for over a century, recogmsed as sound
common 8ense the public's fonuness for it. . The Sg@a‘tor_ called it "a
great acting play" (2l4) and Shaw saw it as "the most splendidly written
political melodrame we possess", (215) He also praised its cutstanding
effectiveness in performances
| Regerded as a crafty stage job, the play is a triumph! rhetoric,
cleptrap, effective gushes of emotion, all the devices of the
popular playwright, are empl:yed with a profusion of power. (216)
The public of 1898 egreed with Shew that this was an exciting play,
end < in spite of the comparative weakness of the acting in Tree's
production « they packed Her‘ Ligjesty'g fram the opening night on 22
January until the closing nighty; over 160 performsnces later, on 18 June
1898.
'l‘z'ee's commercial and popular success with this play, which he
al o took on tour in the Autumn of 1898, led him to izviv~ the production
two years later at Her Majesty's in Sgptember and October 1900 = the o
last performence of Julius Caesar in the period to which this study is
confix;Led. On this occasion, certain changes were made, the most
import::.% being those which involved the battie scenes, . The camments
of the critics, and the waning interest of andiences after the quarrel

scene, had shown Tree in 1898 that his staging of the battle was inadequate
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and in the 1900 production he sccordingly discarded Shekespeare's
scenes in favour of a set tableau which won the praise of The Time'sz _

The new teblean in.the battle scene will doubtless gratify

" those playgoers who are not affronted by the interpolation of

tobleaux in Shakespeerian texts. An interpolated tableau

is certainly not more ebsurd than the emthentic scene in which

the opposing armies cell a truce in order to exchenge schoolboy

gibes from neighbouring hill-tops. (217) ' |
Another minor change involved Mrs, Tree; who abandoned the role of Lucius
for that of Calpurnia, but the most important chenge. in perscnnel had been
caused vy the death of Franklin lMcLeay, who was replaced as t_‘:assius by
Robert Teber. This new interpretation wes cursorily praised:

Mr, Taber is the most Koman-looking of all the aristofcrate,
and the restless, plotting nature of Cassius is well shown, (218)

Mr, Taber's Cassius is a splendid example of declematory acting, (219)
as was Waller's "thoughtful and virile study of Brutus' (220):

Once more Mr, Lewis ¥aller presents a Brutus of marmorean
simplicity end dignity, instinct, as the part should be, with
sweetness and tenderncss, but, in the quarrel with Cassius,
glowing with sudden fire., (221)

Treets Antony win still the centre of critical attention, and The
Times < although praising the mob in the Forum scene, = ccmplaixied of an
affectation in Tree's delivery which prevented his words frem
achieving t.heir full impact?

The Romen mob ... gives the perfect illusion of a natural force

let loose. Now it resembles an avelanche, now & wiid beast, now

a raving meniac. It ululates, undulates, dashes itself against

the rostrum, subsides hushed and spent .. The sight of Ir. Tree

as Mark Antony, riding in the vhirlwind directing the storm, is as
stirring es evers It would, we thiuk, be even more stirring with a
litile less deliberation, The peuse is an indispensable oratorial
jngredient, but it may be abused - as, for instance, when lr. Tree
takes some mimates by the clock to say "And none so poo-oo=oor”
(rallentando) ™o do him" (six bars rest) "reverence". (222)

' This aff'ectation (noxt always absent from mid<iwentieth century
5

' interpretations st Stratford) was also noted in The Athensenm which
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cqnplgi,:_xed of a deterioration in Tree's Antony, "the pauses being |
even longer then before,”  (223) | _

Unfortunately, Sh_aw was no longer drsmatic critic of The Saturday
Revieu, end it is therefore impossible to tell what he fought of this
refurpished production. His‘ place had been filled by liax Beerbolm, who
wrote 'é. lengthy review of the plays Perheps he felt a natural reticence
about'dealing.in,too_ much detail with the performance of his half-brothers
" at all events, although the review extended over nearly two columns, “Max"
never mentioned Tree's Qntom,- (or, maeea, Waller's Brutus), He had one
éhort sentence of general praise for the: new Cassius, but spent all the
reét of his épace attacking the ineffectiveness of Shakespeare's
portrayal of Caesar and in discussing whether botl'n men and women can
possibly enjoy the same type of mtétant, or vhether there are plgys.
| which are sPecificallglr for a female audience and othergwhich eppeal only
to men, He praised Tree "for having refuted these serried croakers® (22,)
-who had claimed that no play could succeed without a strong lcve-:i-.nterest._

The decisiveness of this refutation can be judged from the fact that
this revived production ran at Her Majesty's for over fifty performances
between 6 September and 27 October 1900, which was tie date of the final
performance of Julius Caesar in the period with which this study is
-essentially concerned,

(ix)
_ Conclusion

The oscillations in populerity experienced by Julius Caesar in
the nini':enth century can be explained by a veriety of causest at the
‘opening of the century, its depiction of the overthrow end assassination

of a powerful ruler bore too rémlutionar’y a tinge to be accepted with
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'eq'ézﬁ.mity in a stage performance W:Lth:m a'decade of the Prench
Revolution, Kemble's interest in Roman roles ~ and his aptitude
for them » restored the play to the stage during ti: last years of his
career, and he attempted to underline the struggle in Brutus' mind between

pession end stoicism. His conception of the character was originel and
influentielt Nathan Drake saw Kanble's; performance on at least one
. occasion, and in 1817 (the year Af Kemble's retirement) wrote of the
way in which Shakespeare's Brutus is raised to genuinely tragic stature
by precisely the sort of internal conflict whicfx Kemble haed expressed on
the stage: | |

It is not the fall of Casesar, ™t that of Brutus which

constitutes the tragedy «oo (Brutus is shom) as possessing

" 'the utmost sweetness and gentleness of disposition,
sympathising with all that suffer, and unwilling to inflict

paidl but from motives of the strongest moral necessity c.o It
is this struggle ... that gives to Brutus that grandeur of

charecter and that predominancy over his associates in purity of &
intention.  (225)

Hazlitt was also inﬂuegwed by Kemble's Brutus® in his discussion of
Julius Ca'.'esar in The Characters of Shakespeare's Plays, Hazlitt hardly
mentioned Brutus, expressing only the conventicnal views about his "honest
_manliness." (226) However, in his article on the retirement of Kemble,
written in the same year as Drake's book, Euziibt meved from a
discussion of Kemble's acting to a consideraticn of the charecteristics
with which Shakespeare had invested his Brutus; chief smong these
(according to Hazlitt) was an internal struggle which Kembie's
interpretation hed failed to convey, although the commerxi;s -oi' other

. dramatic critics,_ quoted earlier, show that he had attempted its

It has been suggested that Mr, Kemble, chiefly excelled in his
Raman characterc, andamong others in Brutus, If it be meant that

“he excelled in those which imply & certain stoicism of feeling end
energy’ of this kind, this we have already granted; but Brutus is
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not & character of this kind, and Mr. Kemble failed in it for .
‘that ‘reason, Brutus is not a stoicy but a humene enthusiast,
_There is a tenderness of nature under an assumed garb of severity;
" an inward current of generous feelings, which burst out, in spite
of circumstences, with bleeding freshness; a secret struggle of
mind, and disagreement between his sita tion cxd his intentions;
a lofty ini'leun.bll:l.ty of purpose, mingled with an ef'feninate
sbstractedness of thought, which Mr. Kemble did not give. - (227)
‘This is the fullest, ‘and most perceptive, discussion of Brutus in the early
ninsteenth century, and is of'particuiar interest because it was provoked
" by a stage performence vhich, although falling short of Hezlitt's
conception of Shakespeare's Brutus, nevertheless aimed at showing such a
sprugel= in his mind.
- After the retirement of Kemble, Julius Cassar once more lost its
steady popularity, This time, the {:1l fram favour was due to the new
" fashion for more romentic acting and roles, and to the fact that there
ivas no actor sufficiently skilled to risk comparison with Kemble in a
'Roman roles .Macready's revivals of Julius Caeser in the 1830s were cut
of duty rather then comviction of the play's power; and they continued
the tradition, established by Kamble, that Brutus was the star role;
Mecready also emphasised that tenderness of character which wes later to
be siressed by R.G. Moulton, who wrote in 1885 that the gentleness of
Brutus
nay be seen in his culture of art, music¢ end philosfﬁw eoe
Again Brutus's considerateness for his dependents is in
strong contrast with the harshness of Romen masters ¢+ Brutus's
relations with Portia bear the seme testimony. - (228)
Macready's heart was not really in his interpretation of Brutus, however,
end it was left to Phelps to coniinue the tradition. Phelps also
underlined the ed’axﬁmity of Brutus in the face of crises « an
interpretation which again foreshadowed the refen'ence by Moulton to the

-“mper‘curbabll:.ty of outward denesnour that belongs to his stoic religion.®

(229)
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Actors arid litezrsry U"l‘tlcs can here be seen arriving mdependently
at the same asses...ment of a complex charucter, -

Jul:ms Caesaz-'s long period of absence from ilie mglz.sh sta.ge from
1865 to 1892 (apart from the Saxe Me:.m.ngen perfomances in German) was
symptomatic of the public's lack of inﬁerest in Shakespeare, and of the ' .’
paltry level of .gn_deavour on the_Londbn stage of the period. - The
ebsence of amajor feminine role snd the division of interest among
three leading characters were two importent concomitent reasons, When
its potential for spectacular producticn helped to restore (fIgliE Caesar
to popularity at the end of the century, Benson and Tree both seized on
the role of Antony as’the "star" par’ and tended = Tree especially = to
present him as too sympathetic and. sincere (end thérefore as too
straightforward) a charsctery They chose to highlight the courage,
eloquence and energy of Mark Antony, which he undoubtedly possessed,
but they ignored all the less pleasant features of his character, to
which a variety of literary critics had already drawn attention

He is sufficiently unprincipled. (230)

a man of genius without moral fibre .+. Antony possesses no
constency of self esteem. (231)

There seems to be no element in Antony thet is not selfish, (232)
However, such assessments of Antony, if anphas:.sed an stage, might
well have detracted from the star S popular appeal -and were theré'ore
_ eschewed by Benson end Tree in favour of more sympathetlc and
rudimentary cherecterisations. They were doubtless dras'm to the role
by the series of superb speeches and dramatic coups ellocated to Mark

Antony in the centrel section of the p’lay;' this therefore became the
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play'a-:"gfe_at climax and. the m_a.jor-_eﬁ‘oit of the production was..
rese,i-veé_ for it, whereas an earlier generation ¢ when Brutus had
been the -m.ajp;-‘ role had responded much more entlnxsia.étically to
the quarrel s_cene.between Brutus and Caséius. .

Tree's revival brought Julius Caeser back to public favour, end
the twenticth century has seen a series of major productions at Stratford
(during one of which, Benson was knighted by King George V) and at a
variety of other theatres, notably the 01d Vie; The rangs of characters,

' fh:__' directness of plot, the political implications and overtones; and the
‘opportunities afforded to star actors have ensured that since 1900 Julius
Caesexr has regained the position it held in the midweighteenth century

as a constantly populer end frequently revived "stéck~play®,.




«23w
 REFERENCES: _CHAPTER FOURS
"JUI.IUS‘ CAFSAR",

l. Platter's comments are quoted by Professor ToSe Dorsch in his New
Arden edition of Julius Caesar (1955) ) Povii '

2. Figures from Hogen, Vel 1

3. Figures from Hogan, Vols, I and II

4 Hogean, II, !0-61

5¢ E. Cepell: Works of W, Shakesgeare (10 vols, 1767) I, 26«7

66 Ibld, I. 27

7 A, Popet op cit, v 220

8s Ls Theobald: Works otf' Shekespeare (8 vols, 2nd etht:mn 1750, .P.1733)J

ViIi, 7 -

9. T, Harmert Works of Shakespear (6 vols. 1711.5), Vy 201,

10, Capell: op Oltn)v-LI.L, 5— .
11. E, Malonet Plays and Poems of Shakespeare (10 vols. 1790), VII, 3l
12, Jobnson & Steevenst The Plgw@_ of Shakespeare (10 vols, 2nd edition 17

VIiI, 7

13 Jolnson & Steevenst The Plays of Shakespeare (1; vojle.:é 4th edit:l.on 179

14 Pope: op cit. V4 226.

15 Theobald op. c::.t.,VI.L, 12

160 Hanmers op Cito’v’ 235

17. Capellt op cite,VIII, 40,

18, & 19, Ibid, VIII, i1

20, & 1. Ibid. VIII, 42 .

22, Johnson & Steevens (2nd edition): VIII, 60
2% Malone: op.cite VII, 360

24 Jolnson & Stecvens (bth edition)s XII, 316
<25 Mrs, Inchbsl@® ZThe Britich Theatre (1824), IV, 41
%, Daviest II, 237+2

- 27s Hall: 54<5 .

28 Kemvler I, 51

.29, J. Boswellk (Ed. Brady & Pottle): Boswell in Search of a Wife 1766«
1 ' P. 305

30s " QeRe Vol, XXXIV (June 1826), P. 240,

31.32 & 33 Inchbal@®@ IV, 3

34, -Daviest -II, 256

35, 0dell (II, §3=6) states that Kemble's text is not to be found here,
but he perhaps consulted only the original edition of 1808, of which
this is, of course, perfectly true. He was apparently unaware,
hoviever, that in 1824 a further edition of The British Theatre was
published in which Mrs, Inchbald supplied the text of Kemble's 1812
production of Julius Caesar, This can be proved by collation with
Kemble's prampt copy in the Garrick Club, London,

36s Kemblet II, )l..

57. Davies: II’

- 38y 39 & &0. zm,. es, 2/3/1812

41s Hunt: P. 6

42443 & bkt N:l.nefteenth Century, Vol. VIII (February 1880)

- 45, Black Dwarf, Vol, IV, No.3 (March 1820)




«238= .
" JULIUS _CAEBAR"f REFERENCES 2,

46, Ha Child® The Shakespeareian Productions of John Philip Kemble

47, ZTimes, 2/ 3/1812

480 Hunt: P, 105

49, Cenests VIII, 385

50, Huntt P, 65 '

51, Ibid. P, 67.

52. G, Rowell® op.cits,Pe 25:

53 & 5he Robinson:P. 43.

' 55 Bunt;P. 68

$é., Ibid. _P.-67.2/,3/ _

570& 580- ‘ Times, : 1812

59 & 60. Robinson: P.43

62; Robinson:P, 43

63. Qslte Volo XXKIV (June 1826),Pp. 2223

6-21-0 Hunt? Po 67

65. Spraguet P, 325

66. Pollocks I, 179

67, 68, 69 & 70 Times, 8/12/1820

71, Genest: IX, 121

72, Pollock:s I, 235 6/o/

" 73 74 & 75. Times, 26/9/1825

76. ' Ibid. 2/10/18%

77. Deteils of these costumes are to be found in a prompt book "marked
fram Mr. Vandenhoff's" and in the possession of the Shakespeare
Centre at Stratford,. It is undated, but the printed text relates
to this 1827 production,

78y 79, 80 & 81. ILimes, 27/10/1829

82. WM, Thackeray (Ed.G.N. Ray): The Letters and Private Papers of

. H.M. Thackenr (ll: VO].BQ 191&5), Ig 191{-.
83. Tines, 30/L/1832 -
84 C.B., Youngt New Cambridge edition of Julius Caesar (1968), P.xli

85. Toynbeet I, 321
86, Spec. Nos 438, 19/11/1836
87. A.S. Dovmert The Eminent Tragedian: W:;_._}_._]_..‘.:__ega’c-_hgrles Macready (1966)

88, Toynbeet I, 359 '
89 Spec,, 19/11/1836

90, G, Vandenhoff: Drematic Reminiacences (1865), P.215
9l. Pollocks II, 53

92. Toynbea I, 3610

93. Times, 22/11/1836

94, Toynbeet I. 362

95, Ibids I, 366

% & 97 Ibid. I, 367

98. Times, 20/12/1836

99. Toynbeer I, 367




100,

1da.,. ' 51/

1020& 1030 S €Ceo NQO 459 l 1837
_%_l ?

10
105,
. 106.
'107.
108.
'109.

- 110 &

112.
113.
1l
‘115,
1164
17,

122,
133
124,
. 135,
. 1%6.
- 127,

128,

129
130

Eu.ntg P_c 105

Toynbee: I. 368 -

Times, 21, 37]_.838

Tbid, 25/3/1839 amd 2fs/wn.
Je. .Colemant. op. cit: P.22
Marston: II, 5 -
Colemant ' op.cits, P; 22

Ibid, Pp.2hed =~ =

121, Li.N, Vols II, Nos 53, 6/5/1843
Sbecs Noo 799, ' 21/10/1843
Athen, Noo 980, 8/8/18146
Sgec. No. 10329 8/‘!/1848
Toynbeet 1I, 387 '
.l‘;theno Ndo 11ﬂ9 21/&-/1&9

118, 119, 120 & 121. Times, 15/2/1850

Toynbeet 'II, 47
Ibid. II; 475
Ibid, II, 476
Tbid,  II, 477
Times, 24/1/1851
Toynbeet II, 489
On page x1i of the stare history of Julius Caesar in the New
Cambridge Shakespsare, C.B., Young states correctly that Macready
played Brutus 13 times in 1836e7, but falsely adds "and ten times
subsequently”, citing Archer's book on Mecready es his authority.
Archer would eppear to have miscalculated scmewhere, for lacready
pleyed Brutus ancther twelve times; these were

22 February 1838 at Covent Garden with Phelps and Elton

10 May 1838 " ° °  at Covent Garden with the same support
27 April 1839 at Covent Garden with Phelps and Vandenhoff
1 & 16 May and
5 June 1843 at Drury Lane vith Phelps and Anderson
5, 7 & 10 April '
T 88 - at The Princess's with Ryder and Cooper
1 February 1850  at Windsor Castle before the Queen and
Prince Albert

18 November 1850
© and 24 January 1851 at the Heymarket with Davenport and Howe,
Athen, No, 1515, 8/11/1856 o ' | 18
Toid. No. 1829, 15/11/1862 131 & 132 x.L.n.va.nvxmo.lm.V1K65

133 & I34. Athen, No. 198k, 4/11/1865
135.4Aibdsraont Po 278 y
136, 137, 138 & 139; Times, 31/5/1861

140..

13

=T e a\r: 89,5 %5/1881

anderd; '31/5/1861




-2h0s

M JULIUS. CAESAR"  REFERENCES

143, Athen., 1/6/1881
Uk & 145. Times,31/5/1881 . .
146, Joseph: Pp. xivexv . S :
U7, Kemp & Trewin: The Stratford Festival (1953), P#26
148,149 & 150, Stratford upon Avon Herald, 26/14/1889
151, Sporting Drematic, -h75l71889 o '
152. Birminghem Daily Post, 30/4/1852

2¥/4/1852

153, 154 & 155. Stratford upon Avon Herald
1560 JQOQ Tre‘ﬂiﬂ: OPe Citg) P.85 ’

157. - Birminghem Daily Post, 21/4/1896
158. Kemp & Trewin! op.cit.,P. 41 -

159: Birmingham Daily Post, 21/4/189 .
160, 161 & 2 Stratford upen Avon Hersld 2/14/1896
163, I.L.N. Vol. CXII, No. 3057, 29/1/1898

164, -Athen, No. 3365, 23/4/1892

165 & 166, The Theatre, May 1892

167, Athen, No. 3780, 7/4/1900

168, 169 & 170. DBirminghsm Daily Post, 12/4/1898

171. -Birminghem Dail E;ngahzette, 12/171898

172, Quoted in H, Pearsont Beerbohm Tree (1956), P.119

173. M. Beerbohm (Bd): Eerbert Beerborm Tree (N.D.), P.106

1720@ Sat. Re Noo 22059 Vole 859 29;51898
175, Times, 24/1/1898

176, IL.L.N., 29/1/1898

177, Times, 24/1/1898

178. _Spec, No. 3631, 29/1/1898

179. Times, 24/1/1898

180, Sat, R., 29/1/1898

181. Athen, No. 3666, 29/1/1896

182, H. Pearson: op.<ite P. 119

183, Spec., 29/1/1698

184, Wastminster Review, Vol. CLy August 1898
185, 186 & 187. Times, 2/1/1898 -

188. I.L.N.,29/1/1898

189, Sat. R., 29/1/1898 . .

150 & 191, Timedi, 2:/1/1898

: 1920 ',I_LL_ﬁo, 29 898 .

193 & 19%. Sat. R.,29/1/1898

1950' IoLeN.] 29 1 1898

196, Sats R.,29/1/1898

: 1970 I LcNo 29 1 898

198 & 199. Sat, R., 29/1/1898

: 200"0 IoLqug 297i;i898 - ’ )
201, 202, 203, 20k, 205 & 206. Sats R.,29%1/1898 -
207 & 208, Times, 24/1/1898

209, 210 & 211, .Athen., 29/1/1898

212 & 213, Ibid. No. 3680, 7/5/1898

‘214 Spec.) 29/1/1898



o2l
“JULIUS- GAFB_AR“ J». REFERENCES 2@

2A5.& 216. Sat, R., 29/1/1.898

7. Iimes,7/9/1500

218, . Athen. No. 3803, 15/9/1900

219 & 220, LsLoN. Vole CXVII, Noo 320k, 15/9/1900

221 & 222, Times ) /9/1900

2230 Athen

2%,. Sat. B No., 2342, Vol. 90, 15/9/1900

220, N. Draket Shakespeare and his Times (2 vols, 1&17)) 11,4912
2:6, Haglittt W, 197

227.. Ibia:V, 379

2:8, R.G, Moulton: Shakespeare as a Drematic Artist (1901,F°P.1885),Pp.173/
2290, Ibid, P. l?h'

230. C, Knight, op.cit., II, 351

231; E, Dowden: opscit., Po 289,

232, R.G, Moultons OPoCito’ P, 182,




CHAPTER _PIVE
"ANTONY AND _CLEQPATRA®

_Performances before 1800.

Kemtle's 16813 Production of "Antony & Cleopatra®
Macready's "Antony and Cleopatra" of 1833
Phelps &nd Miss Glyn, 1849

. Miss Glyn in Commend, 1855 - 1867,
Hallidays' Version of "Antony and Cleépatra" 1873
The Jersey Lily's Egyptian Queen, 1890
Miss Achurch as Cleopatra, 1897
Benson's "Antony and Cleopatra”; 1898 and 1900
Conclusion



22
"ANTONY AND CLEOPATRA"
(1) |

Eerformances before 1800,

Antony end Cleopatra has drewn much praise from & variety of literary
critics, Dr, Johnson for example claimed that
. this plgy keeps curiosity always busy and the passions
alwgys- interested ..+ The power of delighting is derived
principally from the frequent changes of the scene; (1)

Davies, in 1784 spoke of the "degree of sublimity" (2) in Cleopatra"
preparati.‘on for death; lrs. Inchbald (3) praised Shakespeare's skill in
drawing the character of Cleopatra as queen and women; Coleridge placed
- the play.bn almost the same level of achievement as the four great
tragediés,-claiming that it was "of all Shakespeéra's plays the most
wonderful”, full of the playwright's "gient strength®. (4) To Drake,
writing in 1817, intony and Cleopatrs wes a play "which gratifies us by
its copiousnéss and enimation®; (5) while Haglitt, excited by Miss
Faucit's stage interpretation of 1813, and busily reworking his dramatic
oriticism into The Characters of Shakespeare, said "The character of
Cleopatra is a masterpiece”, _(6)_ and asserted that “This is a very noble
play." (7) Later literary critics contimued to leud the playt to
Hallem; it was "redolent of the genius of Shakspeare” (8), and for
Charles Knight it possessed "a £100d of nocnday spledbur®, (9) while
Cowden Clarke respohded to its "splendour end richness® (10) and H.R.
Hudson to its "vital ecstasy’. (11) Minto i:raised "Shakespeare's bold
and sure treatment of the stormiest passions" (12), Dowden romentically
spoke of "a goldén haze of sensuous splendour", (13), Swinburne and
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Symens both found it “most wonderful” (14) end in Boas' view "the vork
is qnsurpased" @as)

The twtieth century has contimued the paecan of mraise for the
g.ories and lplendours of Antgx end. C;e%tra, Granvxlle-Barker speaking
of its "magz;if._icence and magic"; (16) and G, Wilson Knight wexing lyrical
~ over :.ts qualitiest |
In Antony and Cleonatra those bngater elenmts meaintain
‘throughout,; and serve even to diffuse a glory over death.

Here finite and infinite are to be blendeds Throughout
we have a new vital camplexity surpassing other plays;

a wider harizon, a richer contents It is probably the
Subtlest and greatest play in Shakespeare. (17)

Derek Traversi assessed Antony end Cleopatra as "one of the culminating
achievemenits of all Shakespeare's genius", (18) and even though Emest
. Schangzer felt obliged to catalogue it emong Shakespeare's problem plays,
" he still wrote, in his final sentence cn the play, that it
' develops and brings to perfection methods énd techniques
used vith less consummate skill before, It is by far the
greatest, as well as the most quintessentialy of Shakespeare's
Problen Plays. (19)
'I.'he unanimity of these testimonies is strildng, yet vhen we turn
%o examine the stage h:.story of th:.s mch-praised play we find an obverse
to the meda.l. On the stage; there is such a record of neglect end bad
taste that no direct evidence can’ be found of any pre-Restoration
performance of the play, and that a leading historien of Shakespeare in
the theatre was moved to remaris
Frankly, I admit that I do not know vhat can be done with
Shakespeare's great tragedy on the stege; it is so episodic,
80 devouring in its demends on the stage manager and on the
attention of an audience;, that I herdly see how it can be
presented at all. (20)

In these wordsg Profeséor Odeli'merely eéixoea the view of most eighteenth
and nineteenth century actors and producers, vho found the splendour and
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diversity of Shakespeare's plgy so intransigent in the theatre thaty in
order to stege it at all, they felt compelled to resort to a series of
adeptations and re~writings. '

~ The first of these appeared in Februery 1677 when Sir Charles

Sedley brought forth his version of Anto_x;zl and Cleopatra at the Dorset
Gardens Theatre with Betterton as Antony and Mrs, Mary Lee as Cleopatras
Sedley returned direct to North's Plutarch as his socurce, rather than
attempt ing a revision of Shakespeare's play, and his version starts after
the battle of Actium, talescoping the subsequent g yents in order to
appm;oxixﬁaté as nearly as possible to the unities of time and plece.
Unity 6if action ge;ns to have concerned him lessy, for he introduces a
sub=plot of Photinus and his love for Iras, which Ve de Sala Pinto
' suggests he found in Corneille's La Mort de Pomp éé. (21) Thereis a
Mha embellishment in the love .o:l’ Iras for Antillus, and of

Maegems for OctaVia.,. The play is written in heroic couplets, which

are mainly end-‘-stqpped, and which provide an air of artificiality, for the
voice has a strong tendency to dwell ony and emphasise almost to
exaggeration, the jingling rhymes; thus, the couplets hinder Sedley in
‘his attempts-to achieve a sense of emotional étruggle and dramatic
impact, and the verse bounds. along with such regularity and amiability
that it is very difficult to arrive at sny emotionel involvement. Thamas
Davies évas Justified in the scorn he expressed for this pley seven years
after its first - end, probably, its only productions

Sir Chéﬂes Sedley c.wla either have no veneration for
Shakspeare, or had great confidence in his own abilities.

He has borrowed very little fram himy; and hes spoiled what
he took, (22 .
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Sedley's play only marginally preceded'Dzl'yden's All fdg Love,
which found im_ediat.el-popularit-;y and whichy fram 1677 1;0j 1759, cd_npletely
pushed Shakapeare'skﬁtgz and Cleopatra from the stage - if, indeed, it
had ever taken the stages It is comparatively easy to understand why
All for Love was S0 much more frequently performed than Antony and
m a;t this period, though most of the reasoné sten fraom weaknesses
seen in Shakespeare's play rather than from axw superiority 1nh‘eu.'ent. in
Dryden's treatment of the theme, In the eyes of most me_r; of the theatre,

Antony and Cleopatra was an impossible challenge, mainly because of the

large mmber of scenes (42 in ell) into which editors divided Shekespeare's
. dra;na. The physical features of the stage for which Shakespeare wrote had
gven extreme freedom in change of scene, because the setting of each new
location wes left largely to the imagination of the eudience, aided by the
poet!s verse, but untremmelled by heavy scenery. -Afte'r the Restoration,
this rcorxventi..;sﬁ was increasingly superseded by the introduction of large,
cumberscme énd expensive "realistic" scenery. Thus,; me cost involved
in representing a wide range of locations, end (even more) the immense
physical difficulty of changing the set from scene to scene, made it seem
 virtually impossible to attempt to nount a producticn of Antony end
Cleopatra which would be accegptable to a post-Restoration sudience. A.Ce
Sprague directly links the absence of performsnces of Shakespeare's pPlay
with the arrival of "realistic"scenery? |

Its history in the theatre, since the introduction of heavy
scenery; is profoundly discouraging, (23)

while G.C.D; Odell refers to "that hopelessly impossible thing for the
picture-stage, Antony and Cleopatra.” (24) It was no accident, then,
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that the more frequently performed All for Love reduced Shakespeare's

- 42 Bcenes to am'e;-e five.

This wes a.practical adventege in favour of Dryden's play, but
theory was on his siae as welle In the eighteenth century, there was
a strong feeling among certain classicelly minded critics that a

 successful. play should at least bow det‘erentia.uy in the direction of

the doctrine of the unities, and Antony and Cleggatra boldly vialates

the un:lty of place again and aga:ln as Shakes;:eare ranges over Alexandria,

. Rome, Messina, Syna, Athens end Actium, not to mention the wide variety

of looations in Alsmandria itself. On the. othex' hand, Dx'yden specifically
set out to bring All for Love within the bounds pem:.tted by the doctrine

| of the tm.tties, confining the action entirely to Alexandria,

Shakespeare's play also manifestly off‘ends against the ideal of
the other two unit:les, of time and of action. Not only does the action
of Antony ancl clmatga extend over a cons:.derable period; but the main
theme is also supplenented by the incidents involving Pompey. Once more,
Dryden sougnt-rathez- selfaconsciously,. perhaps « to avoid these supposed
weaknesses' his Preface indicates his awareness that he had interpreted
this “mle" more strictly than wes essential in the English theatre?

The febric of the play is regular enough, as to the inferior

_parts of it; and the unities of time, place, end ection, more
exactly observed than perhaps the English theatre requires,

Particularly, the action is so much one, that it is the only

of the kind without episode, or underplot; every sceme in the

tragedy conducing to the main design, and every act concluding

with a turn of it. (25)

To a tentieth century reader or playgoer, this concern to maintain the

' thres unities seans essentielly artificial, so that the ection seaus to be

imposed by the drematist rather than emerging naturally from characters

and situation. The desire to achieve un;ty of plece becames almost risi»*-
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.a8 each clxqraéi:ﬁex'-_just heppens to arrive in ﬂmﬂria at exactly the
: oppq;'rtu_ng moment fo:__z-.the. dreamatist's purpose; Such economy of scene
ad aotian, however, cazmended itself in a theoretical way to the
litera.ry eritics of the eighteenth century, end in a practical and
fi;m;nd.al way to the theatre menagers of the period.
Dryéen's concern for unity of ection also ceused him to limit his
' -draxr;;atis fersona_e to only ten, while Shakespeare had prodigally dananded
the :services of thirty-four speaking characters, The practicel advanteges
of Dryden's Stréamli'ning are obviouss .
The theme of the play was another importent factor in the

eighteenth century'é preference for All for Love. With their ecuts

| conéciousness- of "decorun®y meny edghteenth«century people wauld have
' !f"e'].faf ﬁneésy at Shekespeare's unwillingness to indulge in forceful moral
condemnatian of the behavicur of the two lovers. Much of the greatness
of the twé protagonists stems from the depth of thelr passion for one
aother; a passion which ennobles them, &xt an'm;dience in the
eighteenth century, accustaned to the peaceful paintings of happy English
femilies decorous in their unity, would have been uneasily aware that the
passion of Antony and Cleopatra was an 111icit one and should therefore
be held up for opprobriume Dryden himself was very conscious of the
need for a thoroughly morel viewt the word "accordingly” in the
following extract from his Preface to All for Love indicates that, in
Dryden's eyes, there was & natural and highly moral concatenation
between the siufulness of the love and the traglc demise of the two

loverss
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The same motive has prevailed with all of us in this attempts
I mean the excellency of the moral. - For the:chief persons

represented were famous patterns of unlawful love; and their
. end accordingly was unfortunate. (26) .

This tendency to look to the drama for moral example was long=lived,
and in the early nineteenth century Mrs, Inchbald, too, was looking for
moral instruction from the emalgemation of Antony end Cleopatra and All
for: Love which was perfomed in 1813

In this short production ..., are lessons « multifarious, and .
enforced by great example « for monarchs, statesnien, generals,
soldiers, refgedoes (sic); for the prudent and the licentious;.
the prosperous end the unfortunate; the victor and the

. venquisheds (27)

‘U.nfort\mataly, Dryden’s desire to -enforce a moral reduces much of Al

 foz Love to the '1&61 of mere sentinentality, while the introduction if
:the two yourig children of Antony end Cctevia in III i is too domestic en

interlude, allowing Octa.via. to make a Woefully tear-jerking appeal to
_her husband:

Look on these}

Are they not yours? or stand they thus neglected,

4s they are mine? Go to him, children, go}

Kneel to him, take him by the hand, speak to him}
For you may spéak, and he may own you too

Without a blush; and so he cannot all

His childrent go, I say, and pull him to me,

And pull him to yourselves, frem that bad wcman,

You, Agrippina, heng upon his arms; ~

'And you Antonia; clasp about his waist;

If he will shake you off, if he will dash you
Against the pavement, you must bear ity children;
PFor you are miney and I was born to suffer.

(Here the children go to him) (28)

The sel__f@pify 6'f‘.:__9ctlavia. and the sentimentality of the whole approach
reduce Antony to & suburben unfaithful husbend, snd Cleopatra to "that

bad waman® who has Stolen bim from his femilys It is specches such s
these, and Antony's sentimental camments in I i on the weeping of Ventidius
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and Clecpetra’s desceiption of a wife's role

. a 8illy, harmlessy, household dovey
Fond without art, and kind without ‘deceit,  (29)

which, for 'e; modem reader, take away fram All for‘ Love almost all sense
of power, gréndeur, tension or significance.

chever, these were exactly the aspects of the plew which recommended
it to e:.ghteenth—cenhuy tanste, and vhen these fashionable merits were
allied to an gbsence of camplications (financial or physical) in
production, end to a. correspondence with contanporary views on the value
of the three unities, it is easy to understand why, for 150 years at least,
All for I.ove almost totelly superseded Shakespesre's Antony end Cleopatra
on the E‘néiish stage.

It wes first produced at Drury Lene, with marked success, in the winte
of -1677-&, with Uir, Haxt es Antony end Mrs, Boutell as Cleopatra,
immediately establishing itself as an indispenssble item in the repirtoires
John Downes referred to the play's continuing popularity at Courts |

Note, from Cendlemes 170k, to the 238, of April 1706, There
were 4 Plgys commended to be Acted at Court at St; Jame's (sic)
by the Actors of both Houses, viz, First, All for Love MNr,
Betterton, Acting Merc.Antony: Mr. Vantbrugg, Ventidiusp; Mr.
Wilks, Dolebella; lr. Booth, Alexas the funuch; Mrs. Barry,
Cleopatra; . Mrs. Bracegirdle, Octavia® All the other Parts
being exactly done, and the Court very well pleas'd. (30)
The veteran playgoer, Thomes Davies, also thought quite highly of AlL for
Love (more higtxiy, certainly, then of other versions of the same tale),
: féeling thet the &enius of Shakespeere had inspired Dryden to greater
heights than he nomelly achieved, He found, however, a docline in
power efter the first scene and hed & low opinien of the depiction of

Cleopatras
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Dryden.essseams to have been, in meny scenes of his All for Lové
inspired with the warm flame of the original, In endeavouring
~to imitate his master, he has excelled himself, Ventidius is a
sober Enocbarbus. Antony, in the first act, is so great, that the
. poet wanted power to keep pace with himself, and falls off from his
first setting out. Dryden's Cleopatra has none of the various
feminine artifices, and shepes of passions; of the originalj nory
indeed, that greatriess of soul which ennobles her last scenes in

Shakspeares She resembles more the artful kept-mistress, than the

irregular, but accomplished, Queen of Egypt. (31)

Surprismg],v, Davies mekes no reference to his attendance at azw of the
performances of ;Al.l_flg_z;la_o;v.;o

Phyughout ;the: second half of the eighteenth century, ALl for Love

- was frequeitly performed, For example, between 1765 (vhen it was already

" ninety years old) and 1790 it wes perfomed with consistent regularity,
" __ ‘there being nineteen presentations within those twenty-five years (ane
perfarmence in each of 1765, 1767, 1772, 177, 1776, 1778, 1781, 1764 and
1788; two performences in each of 1766, 1768, 1773, 1779 and 1790). After
1790, All foz- Love eppears suddenly to have lost its popularity and Genest
records no more pexformences between 1790 end 1830, apart fram cne at Batha
12 Jenuery 1818: "

In face of this overvhelming campetition from A1 _for Love, there
was only one attempt in the eighteenth century to mount Shakespeare's
Antony end Cleopatra cn the Londan stage. This was brought about in
January 1759 by cosoperation between the leading actor of the day =
Garrick « and one of the leading Shakespearesn scholars = Capell, end
the text was es_septially authentic, though with many cmissions and
transpositions.’ Garrick arranged for a multiplicity of scene changes
to represent (amon_g other interior sets) three different roams in

Clecpatra's palace, a roan in Caesar's house and one in Lepidus', and

the tent of Cassarj exteriors included a pavilion on the deck of Pompey's



_ «251= .
galleyy Antéqy'a:qgmp_, a plain betwesn the opposing camps, and
 panoramic views of the walls and gates of Alexendris, the hills without
the city, ‘and Cleopatra's momument, (32)

:One of the great scenes was the death of Cledpatra which was
probably’ steged according to the detailed directions which Capell later
incorporated in his 1767 edition of Shakespeare, At "Husbend, I come",
Clecpatra mounts a raised bed and is arrenged decorously upen it, fram

whicfx position she can daminate the stage with regal dignitys '
| Goes to Bed,l or Sopha, which she ascends; her Women compose
her on itt Iras sets the Basket, which she has been holding
upon her own Aim; by hers  (33)
At "Ires, long ferewell”, Cepell's edition adds "Kissing them, Ires
falls?, (34) and at "Come, thou mortal wrétch", it reads "to the Asp;
' applyin.g it to her Breest", (35) Two lines later, taking thé hint
from Shakespeare's line "Be engry and despatch”, Capeli"s direction assumes
that the asp was too sluggish in its deathedesling task, and Cleopatra
is "Stirring it" (36) as she spesks. Similarly, Cleopatra says "Nay,
I will take thee too", while “"Applying another Asp to her Am". (37)
Although 1':h_e production was expensively costumed and was based on
this unusual and potentially produétive partnership between a great actor
’and a great scholar, it survived for only six performences, According
té Davies, Garric’k'--s "persen wes not sufficiently important and cammanding
to represent the part" (38) of Antony, and irs. Yates, as Cleopatra,
was too yﬁuthful and inexpurienceds The ch:.ef importance of Gerrick's
produci';ion, indfa‘e'd, lay in its unsuccessful attempt to break the menopoly
of Ag'f"or']':'.ov'e, and to rétu:_m to ometh:mg like an authentically
Shakespearean text; ho«r:eve1;, this was to be the last such atten-pt for



=250
ninety years, for not until Phelps presented Antony end Cleopatra at
Sedler's Wells in: the: ‘autumn of 1849 wes there another production using
" gn un@ilutedly Shakeépearean text.

The continuing populerity of All for Love did not prevent Hehry'
Brocke from composing énother "improvenent® of A'z_xtggx_and_ﬂgatré in
1778, which seaxs hevér to have_ been performed. This is, perhaps,
fér‘hmate, since Brooke's entirely new preaerxt;atim of the story of Antomr '
end Cleopatra succeeded in debesing it to the level of a little f#linily |
effair, 'His domestic interpolations devote a good deal of attention to
-the chiidren of the lovers, Alexander and little Cleopatra,” the main

'effect being to alter Antony's motives for remaining in Egypt; the

e ialluring physical chaz-ms of Cleopatra are here supplemented by the cosy

attractiveness and security of home end family, thus effectively reducing
‘the rlay's stafure and impects Another weakness is the sentimental
verse ij: is difficult to imagine the fiery Cleopatra of Shakespeare's
play addressing their children in Brooke's linest
Oy my sweet lambs,
My bebes of gentleness and beautyl < how
How will ye bear with the unkindly frost
Of strange and hostile brows? - Who, now, will lay
Your nightly pillow soft; or, in the day,
Delight to see and share your playfulness?
0, ye will miss a mother's tenderness;
Your hearts will think upon your native Egypt,
And break with the remembrance. (39)
And so, apart from the Garrick«Capell venture of 1759, the stage
history of Antony and Cleopatra before the nineteenth century is one of
aﬂéptatiqn, "im:;:ovanent" and nev versions almost unrecognisebly far frem

the text end intentions of Shekespeare.
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Kgb;e'_ 1813 Production of Antony and Cleopatra

The first production of Ant and Gle_g atra in the nineteenth
century also adopted & far fram scholarly text, This was the anonymous
| véraion which was first performed at Covent Gerden on 15 November 1813,
with Young as Antony and lMrs, Fauclt as Cleopatras The title page of
the edeptation indicates that it is en amalgamation of Shakespeare's
text with Drydaz's All for Love, and that it is printed from the prompt-
book of .Cow}ent Garden Theatre. (40) The camplete lack of taste of the
_ adp_ptatio‘n is emple vindication of Genest's bitter comments

That sink of iniquity « the Prompt-book (for such it is with
regerd to Shakespeare), (41)

~ and for Hazlitt's opinion that ‘

the manner in which Shakespeare's plgys have been generally

altered or rather mangled, by mocdern mechenists, is in our

opinion a disgrace to the English Stage. (42)
‘If.‘his version must have lain unperformed for same years after its
concoction, for it was certainly in existence in 1808, when Mrs. Inchbald
printed the text in the fourth volume of her Br:l_.tish"l‘heatre. H,T,' Hell
states that "this version is attributed to J.P. Kamble", (43) but Kemble's
nene does no?: appear upon the title'page, and thé'e seems to be no other
corroborative testimony to this effect, Harold cma;s pamphlet on
Kanble's Shakespearean productions makes no reference to ax\v version of

ggz and Cleopatra, Kanble himself nsver appeared in the play, and GiC,

Odell asserts that ®“there is no certainty that he had a hand in the
concocticon." (44) The internel evidence in the plqy itself is also

against Hall's suggestiont in his re-working of Coriolanus, Kemble
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. showed camplete disregard for scansion end metre, but one of .the chief .
concerns of the "improver” of this new version of Antony and Cleopatra
wes to enforce strict regularity of metrej on this ground alone, it is
unlikely that Kemble played a major part iﬁ az'rivipg at the text which
wes used for the 1813 production, - A further piece of evidence is that
the Folger Library contains a manuscript draft by Kemble for a proposed
version of Antony and Cleopatra which does not drew upon All for Lovej it
onits large sectians of the'play, such charecters as Pompey, Ventidius,
Scarus and twelve minor characters being excised, while Kemble's anly
significant addition is a new character, Titius, who ects as Antom;"s.'
confidants ~Furness commentd of Kamble's proposed version that it
was made by a man of rare intelligénce, an excellent judge of
stage-effect, a scholar, and reverftiel admirer of Shakespesre.
If the plgy must be abbreviated to meet the requirements of the

‘modern stage, it is not easy to see how it cen be done more

Judiciously,  (45)

Such caments could hardly be applied to the version which was
presented in 1813, which is woithy of detailed consideration because it
grephically illustrates the cavalier fashion in which many adaptors '
approached their task; by contrast, Kemble's adsptations of Coriolanus
and Julius Cagsar seem masterpieces of scholarship,

The general features of the mélenge of Shakespeare and Dryden which
was brought to the stagq in 1813 are the amissian of the Pompéy episodes;
a reduction in the importance of Encbarbus, and the retention(from All for
Love) of Ventidius as a major character; there is also, of course; an
immense- emount of cuttings Scme of ‘he minor textual alterations are of
ﬁtwest for the light they throw upon the mind of the adspter. The

most obvious criterion in his mind was that of decency and decorum; an’
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. he cmeqxenm replaced by a more polite term any word or phrase which -
‘could be considered st all dublous in meantng or implicatiom Shakespasre's
deécrip‘bipn of Antony as "a strumpet's fool® (I413) is bowdlerised into
%a wanton's fool';s (»6) Antoxw"-s reference to the hand "that shov'd her
on" (I ii 124) is rendered more genteelly but less farcefully as "that
fcroed her on"; (47) OCaesar's mention of the "lust® of Antony and Cleopatra
(iiI: vi 7) is softened to "crime", (48) while a little later "lust®

(III vi 61) is tr;ansf:omed to "love"; (49) Cleopatra's line "Against the
blown roée may they stop their nose” (iII xiii 39) is turned to "They

treat with negligence the rose when blown". (50) Many other forceful

phrases are totally excised, smong them Antony's reference to "our dungy

. earth® (1 i 35)y Caesar's "to tumble on the bed of Ptolemy® (I iv 17),

:"“lqie.a\res that smell of sweat” (I iv 21) and "the stale of horses! (I iv 62),
| dleppatra"é "with' Phoebus' emorous pinches black" (I v 28), "a morgel for
-a_monérch" .(I v 31) and "I will give thes bloody teeth" (I v 70), and
_ Maecex__zas’" reference to "the adulterous Antony® (III vi 93). Tﬁe whole scene
of Antony's fury with the messenger (III xiii) is considersbly scftened,
and ﬁs speéch beginning "I found you as a morsel cold" (III xiii 116-122)
venishes complételys
It is clear that the "improver" was cbssessed by the need for
& high moral toné in the dictions Much of Clecpatra's sexual attraction
end 'x;assiohmte tempe‘ra;nent,- togethér with a good deal of Caesar's cpnten_xpt
: for "Iascivious wassails", diseppears from the text, in deference, perhaps,
. to the ladies in the audience, A similar concern for the audience is evident
~ in the care takaz by the adapter to énsuré that the sPectator knew exactly i

what had ; 'happened, and where eacl' scene was laid. '.I.‘his version is a
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canpranise between Dryden's eusterity and Shekespeare's munificence in

nunber of cheractérs and range of scttings the 34 characters of

'Shakes;aéare"'s play become 19 in this version ( 10 in A1l for I...g!' e);- the

42 scenes of Shakespeare are here reduced to 26 (5 4n Dryden), while
the locations are restricted to Alexandria, Rome, Athens end Actium,
suppressing the Syria end Messina of Shakespeare, but providing much
greater varisty that Dryden's "blanket" setting of Alexandria, The
adapter seams to have been worried that, efter being!accuétomed for many

&ea;t-s to the greater simplicity of scenme in Al) for Love, the audience might

find 'difficulty- in following the more complicated geographical mancevres
of his version. Consequently, he added a series of new phrases designed

to convey information of a geographical nsture for exsmple, at the

. opening of Shakespeare's IXI iv (ff iii in the "improved" version) the
text readss | | ; '

Nay, nayy o&map not only that,

That were excusable, that and thousands more
- Of semblable import, but he hath waged

New wards *gainst Pompay. (IIX iv 1«)

The editor of the text in Mrs; Inchbald's volume felt it necessary to remind
the audience that Octavia wes now the wife of Antony, and that the scene was
teking place in Athenss _
Nay, nayy Octavia, not cnly that, |
- That were excusable; that and thousends more

Of semblehle import; = but since we merried,
And have dwelt here, in Athens, he hath wag'd

New wars 'gainst Pampay. (51)

A little later in the same scene, where Antony dismisses Octavig,

shakespéarg mokes him say, "lMake your soonest haste® (III iv 27), but
the adapted texi clarifies the gg"egraphical import of these words by

.re~expressing the line as, "Speed you then to Rame.” (52)
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Agein Shakespeare’s IIT vii opens with Clecpatra's coamment to Enf§obarbus,
"I will be even with thee, dcubt it not" (III vii 1), to which the
edepter felt impelled to edd the linet "And have cammend here, while we
stay in Actium." (%3)
A third sphere for minor textusl alterations is metrical

regularity, and fram time to time the unknomn editor felt called upon to
improve Shakespeare's handling of metre. .He may have been bearing in
mind the comment of the Reverend Jemes Hurdis who, in 1792, hed stated that
"of all Shakespear's pleys, that which most ebounds with faulty lines is
o Antg_xm and Cleopatra"s (54) certainly the adapter seems to have been
horrified by short lines and by the mature Shakespearé‘s widespread use of
extrasmetrical syllebles, end he conscientiously strove to ensure that all
lines in the version should contain the requisite ten syllabless Thus,

| Contemning Rame he has done all this, and more (III vi 1)
is "corrected" to

Contenning Rame, he did ell this; and more;  (55)
- The re:erée process is accomplished at Shékespeafe's III xiii 71, where
the short line "And put yourself under his. shroud” is lengthened to ten
syllables by the addition of "the great" (56) at the end of the line,
Unfortunately, the adapter's concern #» for good taste, clarity and

metrical regularity ceaused him to omit several of Shekespeare's more
foreeful expressions and to weaken the ve.rb'al originality and impact of
the play. A scene=by<scene exsmination 61‘ this adaptation also creates
a growing sense of confusion which will be only too epparent in a summary.
At first the _aﬂaptation is fairly straightforwards Act One is entirely

fran Aptony and Cleopatra, with only minor elterations (for example, in
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I i Demetrius bectmes Canidius and is given both Philo's opening speech
end = at the end of the scene » the "age cannob wither her" speech which
Shalespeare allocated to Encbarbus at the close of the conventional II id.
in the adépted I ii, the first 84 lines of conversation between Alexes and
Cleopatra's meids are excised, the messenger anncuncing the death of
Fulvia becomes Proculeiusy Enobarbus' prose conversation with Antony is
greatly shortened, and Antony's final references to Pampey are completely
| suppresseds Scenes iii, iv and v of Act One suffer only slight cuts),

Shékespeare's Act Two is more severcly demagedt II i, iii, 4v, vi
and' vii (concerrieé mainly with Pompey) disappear. Thus, Shakespeare's
1T 11 beccmes the new II 1, in which Ventidius becones Caniddus, there
ai'e!mirior emeisions, end the scene ends at Shekespeare's II 4i 170, so that
the final conversation between Enobarbus, Agrippa ond Meecenas (including
the great. speech "The barge she sat in") is omitted, Then, Shakespeare's
II v becames the adapter's II ii, in vhich the violence of Cleopatra
towards the messénger is considerablyltoned doan. This may have been
on the grounds that no lady could act in such a passicnate and uncontrolled
mannery, but it effectively destroys Shakespeare's conception of 1;he‘
sadistic side of Cleopatra’s character, for the stage directions "strikes hi
dom (II v 61), "Strikes hin® (II v 62), "She hales him up and down"

(11 V.GI..) and "Draws a knife" (II v 71) venish from the text.

These cuts were S0 severe that the "improver" was left with a
lt‘_;didrcusiy short second act} consequentlj, he drew on Shakespeare's Act
Three and on Dryden in order to complete 3%, Shakespeare’s III i, ii -and v
ere omitted, so that the original III iv (Antony end Octavia) becomes the

new II 4ii, with cuts, Shakespeare'shheavily cut and sanewhat rewritten.
@Iﬁ\' Cdﬂ‘fa\'-a'r w‘:“, abet OC w&)&w\wv v R Verdiowm, '4»-81\3 .
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To this is added much of Dryden's II i, starting with the entry of
,Cleopatra, Chermien and Iras to Antony and Ventidius (who becames
~ Encbarbus in the new text) and cantimuing to the end of Dryden's second
acts At the first perfommance, it- was inmediately obvious that this was
a xr_tost foolich interpolation, as Genest's canments shows
Dryden's scene is a very good oney but it is not introduced
in this plece with propriety « in Dryden's pley, Ventidius
in the lst act estranges Antony fram Cleopatre, after which,
naturally follows the scene in which Antony reproaches her =
but the editor of the present play reverses the order of th:.ngs,
and makes Dryden's 23 scene precede his 18t - in Dryden's play °
the scene lies the whole time in Alexandria, tut in this alteration
Antony is represented as coming back to AEgypt merely to tell
Cleopatra that they mist part = which is not only contrary to the
fact, but absurd in imtselfs (57)
The adeptation’s Act Three returns to Shakespeare, drawing on
" the original III vi (Octavia's return to her brother) and vii for its
III i and ii; with slight cuts and alterations. The battle of Actium
is much more severcly changed: same of Antony's lines are given to
Cenidius, and extra lines are added by the adapter to describe the
. noise of preparation for the sea~battle, This was one of the great
spectacular scenes of the 1813 production: real galleys sailed upon
real watery, and a good deal of time was spent in prepering the stage for
this setpiece, end in presenting the slow and unwieldy movements of the
iarge slziﬁs. Ihe Examiner, indeed, felt that the mutilation of the
ﬁlay's text throughout was a direct result of the need to provide time
for this scene and for the final processions
They strip it indeed of meny of its chief beauties; but then
to make emends they supply its mutilations by gorgeous ornaments
end pampous shows <. Antony and Cieopatra is acted for the sake
of the seasfight end the funeral procession. (58)

Same of the lines of the battle scene vanish, either to allow time for the
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navel display, or becsuse (as in the suppressed "The breeze upon her,
.like a cow in June") they offended the editor's ideas of propriety; some
words are sltered to achieve greater clarity (so that "the greater cantle
of the world is '1051;" is simplified to "The great portion of the world is
108t")s many of the speeches are resllécated (so thet Enobarbus spesks
the lines which Sfxakespeare had given to Scarus;); and every opportunity
for specfac?.e and procession is gratefully seized and 'anbellished..-

The next scane.in the new Act Three (III vi) :!.s drasm from
Shakespeare's III xii (Antony's smbassador to Caesar), while the editor

T i (Cleopsbidr agpraehs h bae Gehw.)'éf&a basis 4&«1[['\'",
returns to Shakapeare’s Ravagely cut ing to a mere 12 lines Antony's
greet speech "I have fled myself" (III xi 7=2%). To this scene, the
version adds Shakespeare's III :c‘iii, starting at fhe eni;ry of the |
messenger from Caesar (ises at IIT xiii 37), &ll Encbarbus' $ad asides
. preparing f'or his desez-tion of .A.ntony are e:nc:.sed‘ the kissing of
Cleopatra's hand by the messenger, and Antony's subsequent rage,
retained but greatly softened, the number of references to the whipping
of the messenger bdng reduced fram d.g};t to a solita.rj one,

As tlﬁ.s vérsion moves towards its climax; the alterations became
even more drast:.c, and Antony*s death is held back until the fifth act.
IV i is drewn from Dryden's I i, after the entry . of ‘.entidius, though
heavily cut until the_entz'y of Antom/. The_ section between Antony and
Ventidius, of wiﬁch Dryden said,

I pref‘ecr the scene betwixt Antony and Ventidius in the first act,
to enything which I have written in this kind, (59)

is retained almost without.alteration or cmission, To allow time for
ft'he performence of this lengthy scene, Shakespeare's IV i, ii, iii, iv and
v (the preparation for battle and the desertion of Encbarbus) disappear.
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The version'-s v ﬁ is a short scene preparing for battle, and culled
from Shekespeare's IV vis  Shakespeore's IV vid is omitted, and his
IV viii thus beccmes the new IV iii (Antony's speech of victory) with
en added speech for Ventidius fram A1l for Love II i ("I'm not ashemed
of horiest poverty")s When he reaches the end of Shakespeare's IV viii,
the editor contimies his om IV iii with Dryden's III i, beginning with
the qmveréatim- between Antony and Ventidius, At tfze point when Dryden
introduces Antony's speech, "Her galley down the silver Cydnus rowed®,
the editor substitutes the more femous "The barge she sat in", but (with
deference to the "star® actor, no _doubt) allots it to Antoqv. The rest
of the scene reverts to Dryden's III i, but amits the sentimental interlude
of Octavia's two little daughters and ends at the departure of Antony,
Octevia and Ventidius immediately before Alexas' cunning speech, "Phis
domright, fighting fool"s Shakespeare's IV ix is cut.

Sdnething of the complexity and confusion of this adaptaticn is
doubtless evident in the precegding paragraphs; but worse is to comet the
f£ifth act of the version is so complex in its rearrangemént of Shakespeare
and Dryden that it is elmost impossible to convey the sources of the

“various speeches and the range of the alterationss The new V 4 con-s_ists
of a conwersation between Antony and Ventidius drawn from Shakespeare, |
Drydén and the editor of this enonymcus adeptations For ezample,
Antony speaks the lines which Shakespeare had given to Caesar in I¥ xi
and t6 Antony in IV x 4~6; Ventidius speaks the lines which Shakespeare
had given to Scarus in IV xii 3-9, about the swallows' negts in the sails
of-CIedpatra's ships; both Antony and Ventidius are given lines from
Dryden's II i3 Thus, in a scene of only 39 lines, the editor draws on .



262,

four different scenes of Shakespeare's Antony end Cleopatra; one scene
of Au.for Love, end still finds it necessary to add some half dozen
lines of his évn to introduce and link this mélanges The same sart of
procedure occurs in V ii of the version, which tekes place in Clecpatra's
p’iacee Charmian, Ires and Cleopatra discuss the battle for some six or
seven lines invented by the adapter; - then Alexas arrives and speaks the
lines of Sérapion from Dryden's V i ennouncing the Egyptien defeat; the
scene concludes with same more of the editor's hack«work,

The new V iii opens with a quite unnecessary reworking of Antony's
speech from Shakespeare's IV xii 10-13, so that

' This foul Egyptien hath betrayed me
My fleet hath yielded to the fos, and yonder

" They ¢ast their caps up and carouse together
Like friends long lost

becomes

Gods} how this foul AEgyptien hath betray'd mel

Her fleet and Caesar's mingle in the port,

And there; like long~lost friends, carouse together) (60)
Such canpletely pointless alterations show how far removed is this version
from the practical acting versions of Coriolenus and Julius Caesar which
" Kemble had evolved, and is another indication that he was almost certainly

not responsible for the text of the 1813 production of Antony and

 Cleopatra,

| After this altered speech at the start of the new V iii there comes
a heavily cut,version of All for Love V 1, in which Alexas brings to
Antony and Ventidius the false news of Cleopatra's suicide, Ventidius slays
himself rath& than )ﬁ.ll Antony, and Antony bungles his own suicide just
before Diomed informs him that Cleopatra is, in fact, alive. The wounded
" Antony's conversation with Diamed then reverts to Shakewpeare's IV idv

frcm line 105 to the end of the scene; as Antony is borne ewsy.
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. By printer's error in Mrs, Inchbald's text, there is then another
V iii, in vhich Caesar receives the news of Antony's attempted suicide
- and spealcs the eulogistic lines which Shakespeare had given him in his
Vil onwards, though much reorgenised and incorporatmg elements of
all Caesar's major speeches in Shakespeare's Vi .

The new V iv portrays thie death of Antony in Cleopatra’s ams;
‘This is basically Shakespeare's IV xv, with severe reduction of Clecpatra's
speeches,  Antony's death speech is slightly rewritten to enable the ector
to make a protracted melodramtic demise: after the final, "I cen no more",
t_ﬁe veraion adds
- "One kissy. = and < oh?" - (61)

.. The scene eontimues with Cleopatra's preparation for death, taken from
. Shakéé%peare!-s V- i4 ‘with massive'cuts (for exemple, lines 12-70, 79-105,
- 1104196, 213-287 of the original text are all excised) and same rewriting.
Small wonder that Genest cammented that "Clecpatra's speeches are sadly
mitilated",. (62)

V v of the reorganised text is a final conversation between
Dolabella and Proculeius in which tl:'tey discuss the greatness of Antony
end use the. famous lines which Shakespeare had given to Cleopatra inV ii
82 onwards ("His legs bestrid the ocean" etc)s The play concludes with
a spectaculer funeral processj.m end the singing of a lengthy Epicedium
divided smong a Chorus; a Solo, a Trio or Quartetto and a Grand Chorus.
The funeral procession geve the opportunity for a final spectacular set
piece, which seans to have impressed the reviewer of The Times more than
the earlier sea=f'ights

. The last scens, in which the bodies of Antony and Cleopatra

are br t into the meusoleum, was well conceived, By ranging
the Chrus and attendants on the steps of the sarcophagus, a fine



. dépth was given to the view; and, except:i.ng the biers
vhich were narrow gaudy febrications; like children's
oradles, there was nothing which we would wish to.see
. . removed.  (63)
~ The verses of Ithe Epicedium = presumably :'mténded to mpplyd'climactic
finale - lavish g:;eat praise upan the military prowess and nobility of
Anto;v, but his love for fileopatra is still seen as the warld well lost,
and is relegated to a comparatively minor reference towai-as the end of
the Epicedtun, The jingling nature of the couplets makes it difficult
to take theé lines too lerimsly, and The Times found the supposed climax
‘bathetim A
. The funeral song had no particular merit, The choruse.; were not
worse thai the usuel choruses of the stage. The solos feeble;
end the poetry only worthy of lam'eatesh:i.p.‘ ()
It was only in this emasculated version that Antany and Cleopatra
| | ;vas-' ever staged between 1757 and 1833, The tastelessness of the adsptation
: af the final two acts is remarksble, end suocessfully removes all the
force, passion, beauty, pathos and genius of the original, turning it
into a clumsy and :.nvolved pot pourri of sni?pets from Shakespeare, Dryden
end the uhknown eﬁih\r. W!\y was such a 'verﬁon necessary? It is
probablf. that the ada;pter falt that he was performing a service for
| Shakespearec af‘ter all, Shakespeare's play had ranained in oblivion since
Garrick and Cape].l's attenpt at resuscztat;m and had received only that
one production since the Restoration, the editor was perhaps attempting
%o bring it to public favour. ' He would know of the recent thestrical
popularity of ALL for Love, and he perhaps felt that by enelgemating
| the two Ipla-ys he couid simplify fhé taak of the stage manager and bolster
the tenporaril,y forgotten Shakespearean drama with the assistance of the

better lmown play by Drydan. He also had bef‘ore him thé convincing
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exanple of the life with which Kenble had invested a Q_ggi_m which
vwas composed of en amalgsmation of Shakespeare end Thomson, Unfortunately,
this unhaown'aﬂapter did not show the skill and taste which Kemble had
demonstrated in his adaptationsof the other Raman playsj for the first
three acts,= this Antony snd Clecpatra is a j:assahle successy, but there-
efter the rearrangements became so sweeping, so pointless end so lacking -
in taste that the resultent play is made very nearly meaningless and -
velueless, o
| Mrs, Inchbald's comments perheps suggest two other reasons which
may.h'ave -]-.e'd the adapter to tamper with Shakespeare's pley: first, she
points ‘out that Shekespeare depicts Cleopatra as a genuine womsn, of
" . fickle moods, whereas Dryden presented her merely as a symbol of regality:
" Shakspeare proves a queen to be a women ¢.. Dryden, in his ALl
for L’pva, or the World Well Lost, has humoured the common noti
sbout kings and queans; and there, they are seen only in par
as the public are eccustomed to behold them. But Shakspeare
gives these royal personsges more endeapments, far, then spendour
cen bestow; in expeging them as part of the human species. (65)
It is pos@s:ible, then, that the editor's views coincided with those of
Mrs, I.nchbal;i and that he was attempting in his version to unite the regal
and the human sides of Cleopatra's nature as seen by the two drematists,
Mré. Inchbald's secoﬁa poinf occurs in an aside in which she indicates that
Antony end Cleopatra '

may be wanting in dreamatic merit, so as to obtain that enthusiastic
admiration from an audience, which most of the author's other plays
~ have done. (66)

Perhaps the adapter felt that, by adding scenes from Dryden's more
successful pley, he was increasing the dramatic merit of Antony and Cleopatr:
Certainly; the seasfight, the grand climax in which the two lovers die
elmost simultanecusly, and the spectacular procession and Epicgdiuxh all
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seem to be attempts to graft onto the play further scenes of dramatic
impect, Many of these attempts probably seem illf-aﬂvised and specious
to & twentieth century reader, but additions of this kind were familiar
fﬁo; and popular with, the eudiences of the periods

It is strange to find Genest = who was usually cutspoken in his
oriticism of Psshionsble Shakespearean adaptaticns & stating his opinion
that this was the best fullescale adaptation yet mede of eny of Shakespeare'
plays, at.zd'cox‘x.amending the editor for his judiciocusness:

the modern editor cmits too much of Shakspeare = yet it must

be allowed that no persan has altered one of Shekspeare's plays

materially, and has yet succeeded so well - the reason is obvicus

.. = he has selected the best parts of Dryden's best Tragedy, instead
. of patching up a play with his own invention. (67)
Thomss Batmes, drematic critic of The Times, also lent his influential
suppoirt to, the view that the adspter had discovered an accepteble via
meédia between the rather uncouth Zenius of Shakespeare and the over-
artificiality of Drydens | B

The tragedy of Antony end Cleopatwa, &s it has now appeared,

. deserves to toke its rank smong the favourites of the Theatre;

the grossnesses have been expunged, the improbsbilities sof'tened,

the intere~* ¢ the story steadily followed; forgotten, as it

sanetimes was, among the wild beauties of Shakespeare, or

chilled by the stately formalities of Dryden. (68)

Even Hazlitt agreed that the editor might need to cnit "certain
passages, which he might deem cbjectioneble to & modern eudience” (69)
but he was much offended by the Jjuxteposition of "the gold of Shakespeare"
" and "the heavy tinsel of Dryden®, (70) finding that
There is nét the slightest comparison between themy; either in
kind or degree, There is all the difference between them, that
cen subsist between artificial and natural passion. (71)

and being hurt by the fact that
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The trensition, in the present compilation, from these flashes
of genius that lay open the inmost soul, to the forced mechanical
style end architectural diagogue of Dryden, is abrupt and painful, (72
Hazlitt objected even more vehemently to the additions by the edapter
himself, which he called "claptraps®, (73) and to the iransposition of
“The barge she sat 2n" t6 the climax of the play, where "it answers no
endy and excites little interest.”  (7)
* The most cutspoken criticism of the adeptation wes printed in
Ihe Theatrical Inquisitors which launched an attack on those imanagers
who pandered: to. the popular taste for mere spectacle:
"' We cannot but cxpress our astonishment that any mansger of
- a theatre could presént to the public a migersble piece of
.- patchwork; in the plece of the rich and sptndid tissue of .
.Shakespere o.¢. Bt spectacle is the order of the dayt the
intellect yields precedence to the eye, and to painting,

~and the contrivances of machinery; truth and taste, and
sentiment, are the melancholy sacrifice.. . (75)

This version of Antony ond Cleopatra was considerably inferior
to.Kem'ble-‘s adaptation of Coriolamst 4it mingled great verse with
competent verse 'and with hackvorks it attempted to unify two utterly
disparate pleys; it sacrificed taste, cherscter and structuto its
spectacular scenes. In short, it possessed no iiterary, and very little
theatrical, merit,; and yet it provided the only opportunity for two vhole
gélératims of playgoers to sec Antony and Cleopatra on the London stage.

The Shakéspeare Centre at Stratford upon Avon possesses the
prampt-bock for this production, but it is a disappointing document being
very lightly marked indeed - pferhaps because Kemble himself was not to
eppear in the playlé and throwing very little light cn the production.
The bastardised text remained uncut except for the omission on the nine-
liﬁe speech beginning "Swallows have built/In Gleopati;a's seils their nests,



which cscurs in V.4 of tho elepteticns The use of mmaic is charoctar
istic of Kmbie'_a. pioductimn, wi.th flawdshes at' tnopets on evary
canceivablg_ oecasion, _not only in military moments and bettle ecenes, but |
also m‘:tthe first entyy of Antox\_y end Glgopatrg-g anfl of ﬂ_aes_az'. .Anto.rw"'s
departure o the Scasficht was eocompenied by "Lang Flourish, Trumpets
end Drune," end & dend merch wao played as the dying Antony ves led
offstage to Cleopatra’s momment end the body of Ventidins was removeds
' Pageantry ® anothez' chamcteriatic of Kemble's profuctions & was
'apparmt not only in the peosfight (prcluded by "3 skouts with Trwweto &a
before the Scenc Opens”) tut olso in the firct appearence of Caesar end
Lopifus, escortod by tuo officers, two Bagles and tuelve Lictors, The
con'cer-:mee botwec Antany end Oacear in IT 4 of the sdsptation provided
the o fgm'tunity for en effective, 4f rather obvims, tablca  threo
thalrs were plwced in the centre of the etage, ana fntony sat in the lcfi~
hmd one, backed by the aten&ing figurea oi‘ Inobarbus ond Conidius; then
ceme Lepidus in the centre, and in the x'ighthand chair, balencing Anteny,
was Cgesax-, beacked by LHaecenan and Agrippac

Otherwise, t{ﬁs prompt copy throus 1ittle light upon the production,
even at the ﬁxmmt of the sea=fight and the funeral processicn, and §¢
ie thex'ef'ox'a fron contemporary perloéicals thot cne learns that, c‘uring
its nine porformances betwam 15 Hovenbm' 1813 amﬁ 28 April 1814, this
Antony. ond Cloopatra besed its x'na_in hepo for success upon the cpectecular
navel comiliety the splc:nﬂidﬁmeral procession and tho beauty end
securecy of ‘ito costuacse The 'Bpgctacle plessed the publio, and same
of the eritics, though Thames Boynes of Tho Tinm es; castigating the
excescive expeaditure on the sea fight, pronounced it to b
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unfortunately contriveds The encounter of real combatents
required gellies of a size that impeded all their movements,
end the whole scene gave us the idea of umwieldy and
unpicturesque confusion. (76)

. The costumes took cognisance of the publioation in the previocus
| year of Hope's Costumes of the Anc;ents and were thus more faithful to
histor:.cal tmth then was usuel at the time, . The prints of the characters
from Antony and Gleogatra which were publishea by Jameson's Theatrical
Print Warehouse in 1814 were based on the costumes of the production; -it
is perhaps not fair to assume that- the stilted attitudes of the actors in
lthese ‘prints are entirely representative of their movements on stage,
-_ although the Cleopatra, Mrs. Faucit, had a z;emtéxtionofor being stiff in
.- gesture and g_ait-.'.' Her costume as Cleopatra sbandoned the production's
loyalty to historical accuracy, and the contemporary picture shows her in
a Regency dress wihich was the height of fdkion in 1813 her crom helps to
| aﬂd_. to her height and to create a cemtaj.n dignity, but her face, with its
extremely large _eyeé, is somewhat coarse and insensitive, while her gesture
is stilted in the extreme, It is diificult to imagine such a Cleopatra
enslaving the hea™* =f an Antony, and it is possible that Genest was
right in attributing the production's comparative failure to Mrs, Faucits
This revival of Antony and Cleopatra 4id not meet with the success
it deserved = it ought not however to have been brought forward
| without a first rate actress in Cleopatras (77)
She appears to have found difficulty in emancipating herself fram the
behavicur of an earl& nineteenth century la:w indulging in en attitude
'of affected levity towards a beaus conéethextly; Hazlitt found that her
interprefition "wanted the passion and dignity of the enamoured end
haughty sovereign." (78) MNrs. Faucit's principal means of bringing

passion to the character was by throwing a sudden ene:."gy and volume into
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certain of her lines; which rather took the audience by surprise, -
Nevertheless, shé "conveyed at least a reflex im'age'_of the voluptuous
magnificence of the Queen of Egypt®s (79)

You.ng's Antony, like all h:Ls perfomances, was competent and

exhibited a Just end impressive picture of the Remen hero,
struggling between the dictates of his love and hanours  (80)

Barnes was also satisfied with Young's portraysl, but his comments on this
matter help to explein his praise for this execrable adsptationt 4n Barnes'
view, the role of Antony "requires no dexterity, as it must excite no
interest"; (81) and he justified. this cpinion by condeming Antony
on social and moral grounds as |
. & character distinguished by the coarse exhibiticn of common
passions, and ranging from love to politics, and from

inconstancy to aforation, with the levity of a barbarien. (82)
COnsqqumﬁly, Young's task < according to Ba.rn'ese < was an easy ones

To catch the poet's conception of him hero, offered no

difficulty to one who was capeble of camprehending the

broad outline. (83) _

This ir-xteresfing production gives veﬁy clear.indication of the
widely held belief in 1813 that Antony end Clecpatra needed to be reworked
in order to provide clari__@ of narrative and decency of expréssion,
Clearly, the early nineteenth century viewed Antay's emoticnal character
‘as evidence of a lower order of civilisaticn then had been achieved by
1813, and the morsl conventions of the period were scmewhat affronted by
Shakespear~'s p;artrait of a lascivious but ageing queen and her middle-
aged lover, Mrs, Siddons would have made an 'e:‘cceller_xt Gleopatra, and
had on meny occasions played the role in All for Love, btut sha felt a moral
repugnance for Shakespeare's 'queen. As Genest testified,
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she had been more than cnce solicited by Kemble to plgy

Shakespeere’s Cleopatray but she continually declined for

a very fooldsh reason = she ecid she weuld hats horself,

Af ehe should plew the part 0o it cught to be pl.aweﬂ (8)
In this attitude, she was entirely typicel of her perdod, and neither
the adapter’s concern for decency and reetitude nor the producer's
eddition of epectacle could bring this 1813 pm'dumm of Antony end
Clecpatra into eny real public acclaim, After its f:lnsl Yerformence

in April 1814, this adaptation vas seen no more, enﬁ for almost twently

", years Aatony end Cleppatza venished once more fran the hngliah stage.
(444)

Hao 's "ant Clegpatya®l

In the early 1830°9; Maoready, then England's leading tragedien,
was engeged i;z attanpting almost all the m&jor:Shakespm‘rean rolen,
On 31 July 1833 he began £o prepare for his perfomexice s Antony in
Antony end Cleopatya vhich wis to be presentéﬂ at Drury Lens on 21
November; simuli.aizoasly, he was Worid.ng on his interpretations of the
" three greoat tiragic roles which he hed not so far dndet’takéx, and which
were to provide the corc of his Shakesﬁearean acting i.n tho 1840°s8 =
Lear, Hanlct end Othcdllo. Within a week, he was @issatisfied with his
progress, recording in his diory on 6 fugusts |

My professional practice of Antony end Lear Wes very locse
and unsatisfactory. (85)

In en ettenpt to caue closer to an understending of the role of Antony,
Hecready read the coments of Hazlitt on this play; his diary gives no
indication vhy he selected especiully Haglitt, ﬁut it may well have been
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that he wes awsre of Hazlitt's keen interest in the rractical world of
the thestre as well as his talents es literary critic. - On this occasion,
however, there was toc be no cross-pollenaticn between the sudy of the
writer and the dressing roam of the actor, for Hazlitt's comments inspired
in Macready only disgust end annoyance, which he vented in his diary on
20 Augusts " _ '
' Read the last ect of Antony emd Cleopatre, and Hazlitt's
cbservations on that play end on Leare What conceited trash
that man hes thought to pass upon the public, and how
 willingly many of them have received the counterfeit as sterling.(86)
'Unfortunately, the ector supplied no details about those aspects of
Hazlitt's work which had roused his ius.

As October advanced, Macready prepared for his first discussion
with the colleagues who were to appear with bim in the following month's
productions On 18 October, he

| Read over Antony end Cleopatra in preparation for the next day's
repetition of the task to the performers. Contimied my

sttention to Antony through the evening, (87)
and on the following days in the Green Roam at Drury Lene, he read the
entire play to the assembled company of actors. Magready maintained his
usual policy of following a gemuiinely Shakespearean text, though on
this occasicn there were a large mumber of excisinns = to make time for
the lengthy scene changes which were called for by the splendour and
variety of the scenery - and a small admixture of same of Dryden's lines
from All for Love, This traditiom of amalgemation was hard to escape,
end The Times praised the siill of the adeptor:

' Every part of the drama that was necessary to the development

of the story has been preserved; but scane scenes end portions

of scenes that did not further that object, and which rather

detracted from then added to the besuties of the play, have been

removed, To that extent, only the alterations, by which the
interest of the tragedy is concentrated, proceed. (88)
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This wes not, then, & completely Shakespesrean mroduction, but it was
&t least a much closer approximstion to an suthentic text them the 1813
production,

Hav;ng read the entire play to his company, Mecready contimed
with his careful brepa'z'ation of his own role, as almost every day he
"thought upen and read part of the character of Antany." (89) On
4y 5, 6 end 12 November 1833, his diary included references to reheérsals
of. the play » .often prior fo an evening pd'formaﬁce of same other wark,
Thes§ efforts imposed a strain upen the always highly=etrung Macready, and,
as the date of the opening night approached, there was evidence of
increasing friction between the actor and Alfred Bunn, the manager of
Drury Laﬁe. Later in their respective careers, this friction was to
develop into ‘a mutual ecpr‘n and contempt, but at this stage it had only
reached th-e piteh of unhelbfulnesa end evesions On 16 November, Macready
was understandably anxious to see the costume in which he was to eppear in
five dagé time, but it required same detemmination l_:efore he succeeded

Went to the theatre about my dress for Antony, which I persisted,
efter evasion and delgy, in seeings (90}

- Later that seame day, he re’urned to the study of his role and to a
reading of Plutarch, firom whom he hoped to discover samething about the
historical character of Antony; he then "gave a careful reading to the
,part itself." (91)

In spite of tﬁe meticulousness of his perscnal preparations,
Mecready began to panic only two days before the opening, and on 19
Noveni:er fxe pessimistically noted

Went to rehearsal of Antonys which was in a very backward state,
and mounted with very inappropriate scenery. (92)
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But Burin would not hear a word egainst his scenery, of which he was
So proud that he enthusiestically distributed pleybilis devoting
considerable space to details of the mise en scene; the more spectacular
effects were highlighted by capital letters: |

The following is the succession of the Scenery:=
A-Spé2ndid Hall in Cleopatra's Palacey
A Chember in the Palace,,
GARDEN OF CLEQPATRA'S PALACE.
Portico attached to the house of Octavios Caesar,
with the Capitol in the Distance. '
A Hall in the House of Lepidus
NEAR THE PrOMONTORY OF MISENUM
A Room in the Palace of Alexandria,
The Camp of Octavius Caesar,
Antony's Campy near the
PROMONTORY OF AT .UM
With a view of the Fleets of Antony and Caesar.
A Court in the Palece, Field of Battle, near the
walls of Alexandria. '
A Terrace of the Palace, the Bay, and part of the Roman
Encempment,
Clecpatra's Chamber in the Palace, (93)

However, Bunn's enthusiesm for this prodigélity of scenic effects did not
raise the spirits of Macready, whose nervousneds characteristicelly led to
a feeling of physical illness, He therefore told Bunn that he would be
unfit to gppear, as advertisedy, on 21 November,; but the menager refused
to show sympathy and persisted in announcing him for the 21st; Against
his will, and with a weakness which prevented him ‘rom displeying his
understanding of the part with any strength, Macready spent 20 November
in a further consideration of his roles
_Read Autony through the whole evening end discovering (sic) meny
things to improve and bring out the effect of the part, though
unable fron a pain-et my heart, impeding my respiration, to
practise its I found thet I had just got en insight into the
genersl effect; but had no power of furnishing a correct picture
or of making any strong hits. (94)
The next day was spent in an exheusting and depressing final rehearsal.
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Macready's diary indicates his conviction that the production had been
 mounted too hastily, 8o that the play had been "secrificed", . (95).
end that he himself had been forced to skimp his own preparations; he
. therefore "protested to Messrs, Wilmott end Cooper ageinst the hurried
menner in which I was thrust before the putlic’s (96) As the day
passed; his depressién and hypochondria increased, end he refused to
speak to Bunnt
' Still rather hoarse, not quite free fram the pain at the heert,

and generally depressed and weak ¢es Felt quite knocked up and

very unwelle I was so wretchedly low; fretted and exhausted,

that I could not speek to him (Bunn)e I mursed the mimutes

on the sofa until five, (97) .

Clearly this was an insuspicious preliminary to Mecready's debut
as Antony, and to the first attempt since 1757 to present a basically
Shakespearean text of Antony and Cleopatra. The ector was tired and
(in his own imagination, ut least) of uncerta:_l.z:z health; he was
depressed and lacking in energy or confidencej he felt that rehearsals
had been inadequate and that the scenery was unimpressive; to crown it
ally, he had a comparatively low opinion of the merits ofnuz%le he was to
play; His diary contains the ominously significant comment:

 "Read the character of Antony throughi it is not very powerful, (98)
and his unhappy .reh-ea.rsals of the play had merely confirmed this initial
impression, for he later stated that the pert "is long, and I fear not
eff‘ec'l';ive.". .(99) ' Thus, Macready's performance as Antony was doomed to
be unsatisfactory even before it reached the stage, his own lack of
confidence in the production, the play end his role being a potent
ingredient in its comparative failure,
| His first pe.rfonnance' as Antony was egony for him, his own analysis
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of his performance indicating that he was deeply conscious of the .
' tentativeness end rammess of the interpretationt

I acted « vhat shall I say? ~ As well as I could under the
circumstances; was raw, efforty and uncertain in the scenes
of passion; but had just taken precaution enough to make my
pauses, although not to make use of them - it was not a
performence to class with what I have lately done. (100)

In spite of his depression, however, The Times was kind to him next

morning, speaking of his "spirit and judgment", and singling out for

especial praise his handling of the later scenes
Marc Antony was represented by Mr, Macready with spirit and
judgments . In the third act he was especially fine, The
bitter feelings which assail Antony after his-disgraceful
flight were vividly portrayed, end ine anger which, the
Jjealous lover fecls when he discovers Caesar's messenger
profaning with his lips the hand of Cleopatra was no less
forcibly expresseds His last scene; where the news of
Cleopatra's death wholly disgusts him with existence, was
pathetic in a very high degree. (101)

Evidently, Maéready"s nervous end emoticnal state was particularly suited
to the forceful expression of "bitter feelings; ... anger" and a total disgu
with existence aefter his experience during rehearsél.

Miss Philips, as Cleopatra, seems to have lacked fire and variety,
although her dignity brought greater success to the climax of the play
than to its commencement; perhaps it was 'the "¢temeness" of Miss Philips
which acccunts for the remarkable fact that Macready's dieries contein no
r+ference to the Cleopatra who pleyed opposite hime _

In the earlier scenes she wented thet coaxing cogquedtry, that airy

amorces gaiety, with which Siakespeare has invested the "serpent

of old Nile." She was comperatively tame. Her last scene,

after the death of Antony, was. extremely beautiful, She was here

impassioned, lofty, dignified, her whole bearing was worthy of

one vho haed "descended from a long line of Princes®s (102)

The comparative kindness of the reviews on 22 November 1833 pleased

and surprised Macready, encouraging him to give what he felt was a better



«277=

performance that evening; he was nevertheless still very dissatisfied
with the whole venture

Read the newspapers, which were; I thought, very liberal in

their strictures on Antony. Acted Antony better tonight

then last nighty, but it is a hasty, unprepared, unfinished

perfoz'manceo (103)
~ By the end of the week; critical opinion was beginning to egree with the
actor'é own evaluation, end was hardening against the productions The
Sgectator séoke of it as "a failure®, brOught sbout -by the incompetence
of Miss Phillips, by the abysmal support prov1ded by the minor actors
(even The Tyges had stat°d, "ie can say noth:mg favoursble of M King's
Octauribb Caesar; it was mere rant.“ (.L%), and by the comparative
mis-cast:mg of the staz*

The revival of Antony end Cleopatra at Drury Lane has, we

understand, proved a failure; as indeed it must needs have

been, with no competent actor in the play but Macready, and

even he not in all .‘espects en Antony. It was cruel to put

Miss Phillips forward as Cleopatra. Thus suffers Shakespeare,

week after weck, at the "National Theatres$"  (105)

In spite of these strictures, Macready nerved himself to give ane
more performance = his third and last appearance as Antony, On 2 December

he felt that, after a weak beginning, his interpretation improved:

At the theatre I begen Antony very feebly, but rallied and
acted parts of it better that I had yet done. (106)

‘but this slight gain in confidence wes insufficient to save a production
which had been doomed from the start. Antagonism back-stage, ill-health
(:Imag:lnarv or real), hrried rehsarsals, mediocre supporting actors, and
a lack of faith in the power of the text are disadvantages too strong

to be overcome even by an actor ideally suited to his role. Macready
could never fnave been an cutstanding Antony, because his intimate style

could not really encompess the grandeur and passion of the role; by the



. 5278-
time of his retirement in 1851, this 1833 production was seen in
perspective as cne of his less noteworthy appesrancess

He was not so successful as Antony .. It must be confessed
that he made but a grim lover.. (107)

He had esteblished the idea of a return to a Shekespearean text, but

he had failed to briﬁg thut text to life, Lata:' actors end managers,
dx'arm to the play by the opportunities it presented for spectacle, may
well have rememberea this fact, and been encouraged thereby to tamper

more sweepmgly with Shakespeare's construction and words,

(iv)
Phelps .e;nd Miss Glyn, 18L9

It was sixteen years before another Antcny snd Cleopetra cems to
thé London sfage in what would later be seen as the most important
producticn 'of the pley during the nineteenth century, In the Autumn
of 1849 Samiel Phelps turned his attention to a production which would
z‘eturn & for thc {irct time since Capell's vers:mn of 1759'= to a text
eschewing any interpolations from All for Eove ani "pleyed exactly
according to Shakespeare's text, without any of the liberties usually
teken by modern adapté@rs." (108) To achieve the smoothness and
efficiency he required, Phelps compressed and scmaILat transposed
Shakespeare's mzltipij.city of scenes; and emcised the three minor roles
of Taurus, Seleucus end Silius; these were only slight deviations from
‘n authentic text and lMr, Hell was essentislly right to hedl this es

the first time sinée the reign of Charles I, the English

pleygoer had an opportunity of seeing Antm en@ Cleopatra
- acted from the original text. (109) '
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Phelps® heroic efforts at Sadler's Wells since 184% ensured
that the di'axnatic critics- took considerable notice of this new
pro&qction. Mp.n,y of then camr;erzted upon the recent scarcity of
pexformences of the play, and f'omulated their ovm ressons for the
neglect of so famous a- p.:.ece. The Times asserted that this was "a
play unlmown to the mere pleygoer of the present time“ (110) end
then claimed that "the very fact that Antony and Cleopatra is performed
is sufficient to excite curiosity", (111) finally referring to it es
"this neglected i)leg.“ (112) Similar views were expressed in The
Athenéédm 'a'nd The S.Bect_ator. Between them, the reviewers monaged to
a;il;mbrate a list of those defects m the _ple& vhich had kept it for so
long in limbo. The Times spoke of en ".apparmt rembling" which meant
that “there is no close sequence of incidents to any one point”, - (113)
~ eand The Spectator agreed 'L.hat history camot alwoys be adequately drematised

i

In consequence of its character as a "history", it has many
portions which are drematically ineffective, though they meay
please the reader of Plutarch, (114)

Writing in The Morning Advertiser, F.G, Tomlins found that another
wealkness in the play wes the universel fame of the leading characters,
86 that |

The difficulties must ever be great to equal the idesl of "a

pair so femous" seso The difficulties are arducus enough as

respects a suiteble impersonation of Marc Antony; but to

realize upon the stage the beauteous Egyptien Queen, whose

"persan begger'd all description," must ever fer sup ass them. (115)

This same idea mey well have been in the mind of the critic of The

Illustrated London News when he comnented that the characterieation left
the protagonists es "ideas” or symbols; he sppears also to have believed

that an over-hedonistic portrayal of the lovers in Anteny 2nd Cleopatra
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had led to the preference for the more moral All for Love:

‘The persons of this wonderful drema are ideas « of voluptuous

sublimity and gorgeous pleasure = gifted ‘with almost divine

capecities for enjoyment ... We are not surprised that such

‘a work should have proved caviare to the general public, and

that there was a period when .+ Dryden's play was infinitely

preferred.  (116)
The Athenaeum advenced yet enother reason for the lack of success of
Antony end Cleopstra in the theatre: that |
the interest of this megnificwmt play is &ecldedly of an
epic character, It requires an audience specially educated

to asppreciate its sublimity and beauty. (117)

Thus, the dramatic critics of 1849 eppear to have absorbed into
their critical equipment the views expressed during the preceding century
by a large mumber of_ii'terary crities:  Johnson and Davies hed complained
of & weakness of construction, Skottowe and Drake had commented on the
difficulty of arranging the historical events in an appropriately
drematic manner, and Johnson and SCkottowe hed found same weakness of
characterisation in the protagonists. The critic of The Spectator
went so far as to suggest that the grendeur and opulence of the
settings in Phelps' production were a deliberate attempt to disguise
the drematic ineffectivenese of the play, end to beguile the eye when
the mind wes bored:

Mr, Phelps has very judiciocusly thrown himself with full vigour

into the work of decoration, resolved that when the interest

flags the pictorial illustration shall attract. (118)

The Times wes less blunt, and felt that Phelps' care over the setting

was in accordance with contemporary teste end was en essential accompaniment

| to a virtuelly unknown pleyt
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(Phéelps) has put 1t an the stage with a genielity and an
artistic feelmg which are likely to render it an ‘object
. of attraction to the whole metropolis .. In the vresent day,
when stage decoration has become requisite for theatrical

. enjoymenty, an effective mise en scene is especially recnusite
for this neglected play. 119 '

' Phelps had certainly bestowed especial cere and effort on the

staging of Anﬁogz' ar_ld Cleopatra: the settings and costumes strove for
" historieal accuracy, he had paid great attention to detail, md his
overriding consideration was that the scenic effects should spring from,
illustrate and enhence Shakespeare's text and intention, The view of
The ! 'I‘:‘unesé -

‘To-produce a visible picture cousii:mnt with the poetical

one drawn by the drematiet has been the great object of

Mr, Phelps. His Egyptian views, decorated with all those

formal phantasies with which we have been familiarigzed
throughout modern research, give a stange reality to the

.3cenes in which Cleopatra exercises her fascinetions or

endures her woes (120)
was echoed by The Illustrated London News, The Spectator; The Morning
Advertiser end The Athenseun in very similer terms, Phelps' careful study
of recent archieological resesrches winning the applause of the critics,

The costumes and scenery (painted by Mrs F. Fenton) not only showed
great attention to detail, but also attempted to recapture the spirit of
encient Egypt aﬁd Rome, This evidently reached its peak of success in
the banquet scene on boarq Panpey's galley, to vhich #everal eritics
drew espécial attention. This comparatively insignificant scene was
lifted into importence by

the spirit with which the revelling of the triumvirs and

their host is represented, the classical fitting up of the

‘banquet, and the jollity of those who share in it, (121)
es well as by "the completeness of decorative details." (122) This

striking scene showed Phelps at his finest level of inventiveness,
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drawing praise from The Illustrated London News (which lended his
nwell-_sﬁudieé becchanelian attitudes" (123)) and from The Athenaeuns

His bacchanal g‘éiety on board Pbmpey's galley was conceived

- and éxecuted with pictorial effect: The entire arrengement

of this scene was a telling point in the performence.  (124)

.On the whole, however, Phelps! performence as Antony was not felt
to be very remarkable, eand none of tl'_xe leading periodicals devoted much
space to it - indeed, The Spectator made no reference é.t all to his
gppearance in this r;e'.-: rolé, Other reviewefs were mildly cm;lplimmtaryg
but rarely spent much more then a sentence in assessing his Antony,
Apparently, his make-up wes astonishingly good, transforming him
physically to a closer éppmxi.mation to the noble and lasciviocus Antony
than had been expecteds | sane of the writers could hardly conceal their
. sﬁr_prise;'

The making«up of the characlers was excellent, Mr, Phelps
was transmited into Mark Antany in a remarkable memner; (125)

Mr; Phelps' meke-up in the character of Antony was capital,

The illusion was almost perfet; the actor could scargeely be

recognised through the disguise. (126) '
He supported the zicellence of his make-up by pleying with great spirit
end enimation; and by using his powerful voice effectivély in the more
vigorcus passages. Altogether, it was a careful performance, in which

the striggles _ﬁeﬁiveen an enthralling passion and a sense of
departing honour end glory, were represented most shly, (127)

but Phelps was not reali'y a Mark Antony, and the total impression was
of "a remarkable triumph over difficulties."” (128) According to

Westland Marston, Phelps "wanted grace and the ramantic ardour c(af pi.ssion"
- ' 129
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in ¢thie role anﬁ all his cﬁ;ef'ﬂlnese:cmlﬁ'nots supply this deficiency,
| Moreover; Phelps wos completely overshadowed by the utterly
unexpeoted brillicnce of Isebella Glyn's Gleapatra, on which the eritics

. Galightedly expatiated, . She hod hitherto pursued on unremarkoble carcer,
playing Volumnin to Phelpa® Coriolenus in a very stilted manner the
‘pr,e*vidxs yoor: She wes tall, ond her dignit'ied carrioge and gracoful

bea.t"m,'sifoviééd her with a cartain pres-enco" her foalings wero expreased
 through powerfully dark eye:s end through a voice vhich could encampass’
mr.ny different moo@s whilo yet rano.ﬂ.n:mg outstandinmy cleoz' in
em.mc:.aticm Al this the critics aheady h‘ew, but none of these
talenta hod prepered them for the vmy in wnich ah blaged forth e
Clecpetia in 1849, in the first of a very lang line of porformcnces in

_what was to become her morh femous role es the on]y entirely saticfectory
.'-C];éopatx‘a_ of the nﬁeteenth century. The ccntemporax‘y picturce of Miss

élyn in this role underlines tho reason oy the criticst curprise; for
this rotund hausfra (whose shope is echoll in the stunpy pillar at the
reay) has e of: ‘tne visible attractions of the "s erpem of old Nile™
the faco i9 broad, its Red Indien appearance being accentuated by the
gtraight block hair eéreped back fyom & centro parting. The jewalled
¢collar end hoeddress cortainly geem Egyptisn, but the rest of tho costume
iz distincetly early Victoriens Her gesture seems stilled, oné thare io
together too much 50lidity of form to prepare one to cxpoet a
passionate and volatile Cleopatre. Two critic ., indeed, werc unable
to conceal their asteniskment ot her transfommation; for Thg Iimog admitted
Hitherto we heve regarded this lady es en actress of much promise;
canfined by a very formal style of gesticulaticn.s In Cleopatra
che seems enimsted by a nea fire, (130)

and a similar tons is evident in the review in The Illustrated London Meust
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In this almest impossible character of Cleopatra she put forth
' new energiesy; and exhihited a versatility of power which surprised
those most acquainted with her style and the scope of her genius seo
' Critics who before doubted her capacity, were now astonished at
the extent of her resources, snd the grandeur of the results. (131)

There seems no doubt that Miss Glyn wes eble to mun the gsmut of the
wide valz"iety of _expotions and moods which form such an interesting and -
to the actress < such a challenging element in the role of Cleopatra; At
the seme time, however, she was al_:lé to shed over this variety a sense of
unity, so that the full range of moods was convincingly presented, each
one beir_xg a different facet of the same complex personelity. The
,;ﬂ.wb.ews convey the impression of a germine histrionic tour de forcep
and may most effectlvely be elloved to speak for thanselves%

Miss Glyn ..o portrayed the changing moods of Clecpatra &
her capric: and jealousy, her pride, luxury, and prodigal
fency < with delightful spontaneousness, whilc she abandoned
herself to the death which is to reunite her to Antony with
a smiling and eager majesty that converted it into a triumph.

- The hermony which Miss Glyn effected between so many lighter
moods end the imperial dignity of her more tragic passages,
especially that of her deaih; was surprisingly tine, 1In
coquetry, in anger, in cunning, in subjugation, and in her
royel end, she was still the s:me Clecpatras  (132)

The seme three points recur agein and again in the reviews: !Mis Glyn
was superbly sble to convey with great spontancity the everschanging
variety of Cleopatra's passionst - - -

The wiles and coquetries which the kgyptien Queen employs to
~ hold mure firmly the heart of her lover are repres.nted not
only with quick intelligence; btut with every appearance of

sponteneitye (133)

The variety and fascination of the character she touched to
edmirvation, The €spricey, the grace, the pride of the

character were exhibited with a power which exceeded expectation.
It was evident that she had mede & profound and industriuus
study of the parts The whole portrait was thrown out with
decision and force, and richly coloured. (134)
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She canLined grace end dignity ...; she wasy; as it were, the
inmipersonation at once of the sublime and the beautiful cés
Gorgeous in person, in costume; and in her style of action; she
moved, the Egyptian Venus, Minerva, Juno - now pleased now angry =
now eloquent, now silent ~ capricious, and resolved, according to
the situation and sentiment to be rendered. (135)

Her sedond %triumph was in the anger with which she formed at the
messenger wiio brought her the news of Antony's merriage to Octavie; which

bordered perheps on extravagance; but this is the tendency of
the lansuege she has to utter; and, with less violence, she
might have been less consistent with the real force of her words. (136)

This scene also gave Miss Glyn the opportunity to convey a sense of the
..underlying evil which could rise frighteningly to the surface of
Cleopatra's characters

Her penetration into the undercurrent of wickedness which
exists beneath all Clecpatra's fascinations, displsys an
acumen® constantly exercised. You feel that the spiteful
rage with vhich she receives the news of Octavia's marrisge,
end which would vent itself with Oriental cruelty on the
messenger, is only the stronger menifestation of the lurking
devil which pecps out in her blander moments. (137)

But her greatest moment was perhaps the der’h scene, which

was sublimes With a megnificent smile of triumph, she is,
as it were, translated to the shades, there to meet her
imperial lover. (138)

The death by the bite of the asp, when she allows her face to
be kindled by 2 sort of joyous rapture at the prospect of
escapfing Caesar and mceting Antony in enother world, is
excellently conceived and beautifully executed.  (139)

It wgs in the fifth act, when preparing for her death, that
the better phases of the cherascter and the more refined parts
of the action tested the fitness of the actress for this
assumption, Indignent majesty, campulsory resignationy heroic
resolve; end tender memory were all adequately pronocunced,
The death itself was a triumphs With the esp at her bosom,
the couniienance‘of:Cleopatra becsme irradiated with a sudden
gladness; and she passed as it were exultingly into the lend
of shadow vhere she was to meet "the curled Antony."  (140)
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Thiis, although there occasionally. remained traces of stiffness
a1rd formelity of gesture, the consensus of opinion was well summed up
by the critic of The Illustrated London News in his bold clain

Altogether, Miss Glyn's pe.formance of Cleopatra is the most
superb thing ever witnessed on the modern stage. (141)

The profusicn of admiring comment elready quoted clearly indicates. that
this opinion was endorsed by meny other witnesses of her performance.
At last an actress had eppeared who could be as wholeheartedly identified
with the role of Cleopaira as Kemble had been with that of Corioclamus,
or as, in our own time, Leonard Rossiter has been with the Arturo Ui of
Brecht; her performance ensured that Phelps' revival was the only
presentation of Antony and Cleopatre in the nineteenth century to be an
artisticy, dramatic end finunciael success, She brought the play to the
atiention and into the affections of the theatregoing public for the first
time in its history and she incidentally provided Phelps with the longest
_ yun he ever achieved in his meny years at 3adlerts Wells (142) for
Antony and Cleopatra waes performed there on nineteen oocasions between
22 Octoter and 6 December 1849, thus helping to establish the gradually
developing policy of presenting plays "for e season" rather than in
sporadic performances as part of a repertoires Together, FPhelps and
Issbella Glyn had demorstreted that this play could be successfully
presented on the stagej s8ix years later, The Athenseum psid tribute to
Phelps! uﬁwmmt with Antony snd Cleopafra _

So thoroughly ideal is it in its elements that thé critic

was accustomed to believe it altogether ineligible for stage

representation; and that in particular the character of

Clecpatra could not be even tolerably impersonated. Some

few seasons ago kr, Phelps; however, daered to think otherwise,

and conceived that he had the means in the then state of his
compeny for producing the drsma with effect, He was not
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disappointeds Miao Clyn proved that che had at least aptituﬂe
for the charocter of tho hgyption cueezzg and the tragedy beceme

sazkably attrective.  (I43)
I}zdeea, the tragedy « now re tored to o Shokcopesrean text ond able to malke
| its effect untremelled by 2dditions from Dryden = hod became so dlosely
identified with iisc Glyn's momumentel porformecce thet no other actress
attanpbed 1t Guring the rest of Imcbella Clyn's lang cereer. In the
' next &i.ghteen years; sho sppooved 1a three further London productions
of Antony end Cleopstra, in edditicon to dclighting large audicnces with
her frequent "readingo" from the play in o variety of halls,

- (v)
Mizo Gl in Conmend, 1855«1867
In larch 1855, Yios Glyn brought her interpretation of Cleopatra
to the Stanfard Theatre in Shorcditch for nine performences, with
Marston as her Antonys Ihe Athenscum was outspoiien sbout the decline of
the drema into ito "long night® which coused this famous interpretation
to hide itseli_‘ ovay in the Eest End and
not at the Tast End, vhexre no performery if not leasing a
theatre, can hope to oppezr in any impertont venture — at
the Bast Indy at o cheap Shoreditch theatrg, = which hed
elready gained a reputation for having engaged theatrical
stars, for elmest fabulous sums, to shine for certain pariols
during the long night of the 8rema in snglend.  (Lhb)
The oritic ¢tock sane consalation frau the fact that, even if the works of
Bhakespearc hnd becn beniched fream feshionable arcas by the enptyhcadedness
of the uppor classes, they still showed tneir pover to impress and give
pleasure to the lower echelons of society
The poetic drems rejected by the frivolous and the feshionable
has yet a hemo in the boeart of the voridng menj end can opérate

as an influence, cven vhen hot unferstood, on the inaginetion of
the mossess  (I4D)
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"The imagination of the masoes" ras much s‘ﬁinn_zlated in this production by
"a wealth of histrionic resources, lomlsheé with a befitting prodigality
"-on the luscious poetry" (146) end by what The Spectator called the
.. 'l'elahorat'e magnifiomce" of its mise en scere. The main glory, though,
| was Miss Glyn hm*self whose frequent publ:.c reaﬂmgs of the plsy had
consolidated her earlier skills and brought such a pohsh and assurance
.. to her performance that she | _ -
delivered the text with a succession of glancing lights and minute
. shades that keep- the watchful spectator in perpetual surprise,
(and) acted with a refinément only to be gained by practice. (18)
Arain, Miss Glyn excelled in her representation of the caprioes and the
transitions of mood in the role of Cleopatra, providing a performence which
was "brilliant end fascinating," (149) while Marston, who was the last of
the Kexn‘olle'school end who based his approach largely upon fine elocution
. end éracéﬁ'ul posture, was perhaps eble to approach more closely to the
passion and the pathos of Shakespeare®s Antony ml’helps had denet
Mro.HoMarston.soe looked the part well, and scted it with his usual
intelligence; as he warmed into the passion and situation of the
character, he became pathetic, and so won on the sympathies of this
great mltitude of spectators that, et the end of the thu'd act, he
was called i'or’y but sbstained fram appearing. (150)
This production was so successful that it was revived at the same
" theatre two~and-a~half years later, when, on 24, 25, 26 and 29 Augnst 1857,
Marston and %iss Glyn recreated their interpretations of Antony end
Cleopatra, following this second successful foray into tho East End with
long runs at the Standard of The Duchess of Malfi and The Winter's Tales
C.B.Young makes no reference to this revival in his stage history of
. Antony and Cleopatra in the New Cambridge Shakespeare.

There was ane unexpected side-effect of Miss Glyn's success in



keeping this play before the public gazet - while Shakespeare's play was -
forced.to retire to an unfashionsble theatre such as. the Standard, a

burlesque version, called An Eccentric View of. the Well-Known Tale of

.. Antony' end Cleopatra; being Her-Story and His-Story related in a Nodern
Nilo-ingtre was peesentee by F.C.Burnand st the Haymarket, in the heart of
the West End. .In this production of November 1866, ‘Burnend. seems to have
assumed that his | audience would be faniliar with the recent productions of
Shakes;peare's Plays: wh:.ch he attempted to I‘lVBl in spectacular ef‘fects
which ccn.ld not d:.sguise the paucity of the verse:

As a sPectacle, the piece has great meritst tut the writer has not
been 5o heppy in bis couplets as usual, (151)

A sad i_llustrat:.on of‘ the depths to which drama had sunk in md—V.Lctorian
'Englana. '

B As the ce.n'hury progressed, spectacle beceme ever more popnlaz- and
.Antggx and Cleogatra grew to be a veh:.cle for product:.ons which steadily
:mcreased in 1av13hnes= and whizch fcund f:.nanc:v.al, i not artistic, success.
Miss Glyn 8 fma‘l. appearance as Clecpatra in 1867 underlined one of the
peradoxes which viers beginning to surround this play while the old . |
Shakespearean war-hez;ses, such as Juli;xs Caesar., d;'ooped out of the
repewto:.re and :.t became almost impossible to see performences of the
ShakesPearean plays in which Kemble, Kean, .iacready and Phelps had excelled
o for the prev:.ous seventysf:zve years, Antony and Cleopetra - a play
h:_therto utterly neglected < was suddenly precip:.tated into prominence,
recez.mlg about two hundred London perfomances between 1867 end 1897.

'One of the reasons for this sudden success was that this play, with its
'omenta.'l. settn.ng, .:.ts court scenes, :.ts variety of aettmg, end its battles,
-was a naturai choice for the spectacular "treatment" then so popular in the
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theatres .Seco'ndl'y, there was the attraction of novelty: saudiences could
not claim to be sated with productions of this play-as concd.vablf they
could with Hemlet and Macbeth, for éxample. Again, the play was something
of a c_hallenge to leading actors -end managerny who could take pride in ' .
delighting the public with a play which had for so long been considered - °
unactable. Finall&, and’ perhaps most important of &ll, Miss Glyn's triumph
as Clzepatra had éorcefully demonstrated the potentialities of. the play, .
and the laurels which could be woen in it.

. In 1866, Charles Calvert lauhched the first of this series of
sractacular productions of Antom end Gleopatra at the 'I-'heafre-Royal in .
Manchester, establluh:.ng once more the precedent of a drastic adaptat:.on of
the text in order to allow time for a rich panoply of scenic effects aided
by armour 2nd regalia purchased in Paris fram Le Blanc Grainge¥. Miss
Glyn had meanwhile been continuing with her successful readﬁg from o
Shakespeare, and @pem.ally from Antony and Cleopatra, in the St.James'
Hall, London, and else:vhere, and she seems to have been spurred by the
provincn.a]. success of the Calverts to return to her role as Cleopatra,
opening at the 1»..4.. ccss's on 15 iay 1867, | It was at this theatre that
Charles Kean had mcunted l‘zis lavish productions a decade before, spending
over .ﬁ:lo;ooo on improving and enlarging the building, Whiéh nevertheless
remained smali by. cmpérison with the former Patent Housess From him,
the managerahip'had passed first to Augnstus Hérris, Senior, end then to
Gebrgé Vining, who soon enbea-kéd on a policy of reviving past success_a;
| given by established performers. His 1867 Antony and Cleopatra fit_te@l
neatly into this,-.gategory, .fl'oi' Miss Glyn was by ﬂc«w as familiax:' with the

part, as experienced in its enactment, and es closely identified with the
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‘character, as it was then possible to bei The sudience at the opening
" .night were .'_hhe,r.e'f‘qre predisposed to ;ﬁitness- a success, and they were not
. fast as critics emumerated the merits of Miss Glyn's. "perfect conception®
of the role which "is altogether her own." (152) Her interpretation was
hajled as “one of the ment perfect creations achieved. by modern histrionic
art” (153) in which "not a line, not a phrase, not an emphasis, escapes
the acumen of this gifted actress," (154) Miss Glyn's triumph placed
her an as high a pedestal a3 any actress since Sarsh Siddons; and left
"no doubt on the mind that Miss ¢lyn is es great an actress as ever adorned
the English stage:® (155)

The leng ¥y review in The Times deserves quotation becanse it
contained a detailed account of Miss.Glyn's ebility to portray the
seductive power of 01e01$étra, her almost sedosmasochistic desire to propel
her lover towards t“agedy, end her ecstatic death' the. actress’ a;;pears to

have become Cleopatra in appearance,.bearing and anot:r.on, convmcingly
unifying the many strands of character into a homogeneous -whole!

The char:ctcy presented by Miss Glyn is that of a woman endowed
with surpassing personal charms and accomplished in all the acts
of blandishlment, who deliberately brings to hmuiliation -and
. destruction a men originally of en ambitious nature & a man, too,
be it emphatically stated, whom she passionetely loves, nay, she
adores for the very aualities she perpetually undermines & cees
Enraptared with the joys of the moment, she courts the destruction
of herself as well as of her victimy and when life is robbed of its
_delights finds refuge, like a true voluptusry of the antique type,
. in a painless death, She lives for love and pleasure, and in a sort
. of sleeply (sic) ecstacy (sic) she dies.....
 Miss Glyn's impersonation is -one contimous work, without flaw or
Jilemish = all of a piece fram beginning to end. The perscnal
‘appeax-ance, the w:mning smile, the triumphant consciousness of power,
the torments of a very feminize jealousy, the graceful bearing, .
even the _gorgecus costumes, are each and every one essential to this
great work of h:LStI'J.OﬂlC art, . (156)
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One further quotation will serve to show that The Times was not alone in
feeling that "to Miss Glyn, and Miss Glyn canly, does Cleopatra belong "(157)
for there is confimation of her excellence in all the reviéws, of which
The Athenaeum may be taken as typical:

The witchery of the blandishments, the Asiatic undulations

of the formy, the variety of the enchantments, the changes of

moody, the impetuous pessiony and in the end the noble

resignation: = all these points are brought out with an accuracy

of elocution and with a force of genius. (158)

As might be expectedy Miss Glyn's tour de force completely
overshadowed the performance of her Antony, who on this occasion was
Henry Loraine, He had carefully studied his role, and, phyéically, he
made a fine classic figure

His attitudes were sametimes fine; and in his elocution he

Sudiciously avoided that pompous delivery which adds injuriocus

weight to poetic dialogue. (159)

Such perfunctory praise seans o indicate a campetent but wnexciting
interpretation thrust into the background by the vigour and excellence of
Miss Clyn's achievement, and The Times seid no more than that.

Mr. Vining mey be congratulated on securing an actor who

plays the part so sensibly and looks it so admirably es

Mr. Loraine, (160)
while Punch never even referred to the Antony of this production,

Indeed, the periodicals were so little stirred by Loraine's skill
that they devoted a great deal more space to a discussion of the scenery
and costumes, which had originally been used in the Calverts' Manchester
production of the previcus September which hed been staged with a lavish
deployment of the talents of scenic designers, Mr, T. Grieve excelled
himself in his depiction of the interior of Cleopatra's palace; of Caesar's

house and of panoramic views of Rame, Alexandria, the banks of the Nile, and
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amé the plain near Actium, which proved his ability "to realise on the
stage the most megnificent of buildings end the most extensive landscapes,
with minute attention to details.” (161) So complicated were the sets
that one artist could not paint them unaided, and so lMr. P, Lloyds was
called upon to recreate Pompey's galley in the moonlight; his achievement
being sufficiently memorable to draw approvalh from several journals,
though Punch inquired with barbed tonguel
Who feels the need of scenery, that hears the glowing poetry
vherein Enobarbus paints the voyage of Cleopatra? What artist
could so vividly depict her pomp and grandewr? The play as
acted now-o'-nights, has great scenic attractions, but they
only show that Shakespeare was the greater scene-painter. (162)
The scenery of this production wes not the anly acquisition fram
the Manchester venture of Mr, and Mrs, Ca].vert.. - Like other actors before
him, Celvert thought that he could improve on Shakespeare and he had
"therefore evolved his own version of Antony end Clegpatra, described by
G:CeDe Odell as "a poor thing" (163) and used by Vining in1867. Professor
0Odell's description of Celvert's version seems to indicate that he had not
actually studied the printed version of Calvert's text, which is availsble
. 4n the Central Reference Library, Menchester; consequently, Shekespeare

from Betterton to Irving contains certain inaccuracies in its description
of this version. Odell (164) states thet the first act of Calvert's

text consists of two scenes, whereas in fact there were three (I & drem
£ram Shakespeare's I 1, i1 and 11i and concluding with a few words from
Shabspe&e's v v11193' I a.dram from Shakespesre's I'ivy and I £3§
drawmn from Shakespeare’'s I v)o The second act is split into four

scenes (IX i drewn fram Shakespeare's II 4i; II 2 dravm from Shakespeare's
III 44 23 onwards end II 4iij II 3 - the scene with the messenger - drawn

from Shakespeare's II v and III iiij and II 4 - on Pompey's gelley = draw



from Shakespeere's IT vi and vii). Odell, who unaccountebly speaks of

five acts in Calvert's edition, when there are in fact only four, was.

slso incorrect when he stated that Calvert did not utilise Shakespeare's

. ID4d%. -

' Calvert's third act alsc has four scenes (0dell (165) says it has

‘nine)s III 1, Caesar's House; drewn from Shekespeare's III vi; III 2,
_.Antony'a Cemp, drewn from Shakespeare's III vii and IV ‘xii} III 3, Open

Country, --dravm from Shakespeare's III x end xii; -and III q, Cleopatra's
Palace, drawn from Shakespeare's-II4 i and xiid and IV 41). The ect

 concludes with a lavish Alexandrian Festival: . The finel act of Calvert's

. text is the most condensed and contains five scenes; not the three referred

to by 0dell (166).: These are IV 1 drawn from Shakespeare's IV iv; IV 2,

- in Caesar's -C'amp, dram from ShgkesPeare's IV i and viy IV 3, on the
.- banks of the Nile; drawn from Shakespeare's IV xii and xivi IV 4
- encompassing the death of Enobarbus and érevm fram Shakespeare's IV ix,-

- . and Scene Lést, in the Monument, containing the consecutive deaths of

Antony and Cleopatra end drawn.from Shakespeare's IV xv end V ii. The

'play cmcludes with a Tableam.

Galvert's version butchers the play for the sake of scenic effect
to such an extent that "a world tragedy is reduced to a love episode in
Al exandria and its environment" (167); and that it becomes almost impossible

 * for anypne unfamiliar with the original pley to follow its events with

any exactitude or clarity. . Charles Calvert attempted to justify his

aﬂﬁ‘at:.on by ‘quoting the advers cmnents on Anto anﬂ Cleopatra made
3 osd 6evine, asd o)l? his o vidiog, ces,
by Schlegel, Calvert objected to the play's dlffuseness, to the large

- number of scene changesy and to the multiplicity of camparatively

" insignificant characters. He solved the first problem by cutting large
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tracts of text (for example, the conversation between Cleopatra's
servents and the Soothsayer which forms the first 83 lines of Shakespeare's
Iii; the whole of II i, II ivy, III 4, III iv, I1lv, IV 441 and V 4),
" end by shortening meny speeches (for exemple, after Enobarbus* famous
. description of Cleopatra in the usual II ii, Calvert®s version dispenses
~ with the references to Cleopatra hopping through the street and her
. ability to make hungry rather than to cloy the appetites of men). Scenes
Were reduced in number fram 42 to 16 by cutting end emelgemation es
described sbove; and the following charecters. vere excised (though same
of thelr speeches were reailocated): Dercetas, Demetrius, Mecaenas,
-Do’qiahella, Gallus, Menecrates; Vearrius, Teurus, Silius, Alexas, Selcucus,
'_ Euphx'onius, and Messengers,l Cal¥ert claimed that

Afmitting their importance historically, I have nevertheless _

~omitted themy from the conviiytion that they are not essential to

the effective presentation of Ant and Cleopatra, and that

their abséence makes the remaining parts more prominent end

acceptable to trained performers, (168) .
He admitted that by shortening the text he had caused "diminution of the
mattér" (169) but herasserted that the splendour of the production would
enhance the play's appeal?

I have introduced music and other adornments, because I think

them not only admissible but conducive to the better enjoyment

of so splendid a works (170)
| As it proceeds,. this botched text grows ever further fram
Shakespeare's shaping of the play and yet < and this is another of
the paredoxss which abound in the staging of this play = between 15 May
and 11 June 1867 this savagely shortened version was performed more times
(twenty-four in all) than any other production of Antony end Cleocpatra
in the stage history of the play to that date. Calvert had dispensed

with twenty of the scenes which would be found in a normel edition of
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the play, end yet he had grafted onto the remains so mich pageantry
- and complicated sceriery that the performance extended over more than
four hours, concluding after midnight.

To twenticth century eyes, an absurd situation had been reached,
in which esséntial sections of the pley were brutally and tastelessly
. ‘excised for the sake of mere spectacles But the most astonishing fact
abouf tl‘xg.s production was the silence of most drematic critics about
the 1nadé§haciee of Calvert's adeptationt The Athenaeum and Illust'rétea'
. Lndon News had riothing to say’ egainst it, end never referred to the
excisionsg w did not even menticn that the plgy had been adepted
- for performance, and spoke of it as if' it were entirely Shakespeareean,
' ‘Phrases such as."one of ShakeZpeare's most celebrated works" - (171)

“"a work of such-adnitted excellence” (172); "the mest marvellous of

" -Shakespeare's tragedics”, (173) "a tragedy e.. glorious in diction and
-gbstractedly lofty in its every thought" (174), might well spply to
Shakespeare's pleay, but they are hardly consonant with Calvert's
inartistic surgery, Critics even lavished ocutspoken praise upon the
p'z"o&.lctiom

Altogethery the affair is equa.lly magnificent as spectacley
as poem, and as acted play, (175)

We may safely assert that those who miss the opportunity of
seeing it now forego the advantege of fully appreciating the
genius of ShakeBpeare. (176)

It is mconcei.vable that the dramatic critics had fajJ.eﬂ to notice that
tlus production was only an approﬁmation to Shakespeare's play. They
were not usually averse to condemning the philistinism of the London

theatre of this timej why, then, did they not protest against the
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insensitive wey in which Calvert had wielded his scissors, subordinating
%spea_xre's verse to magnificénce of scenic effect?
There are meny possible answers to this question, Perhaps,
the arid waste of farde and melodrama which constituted most of London's
theatrical endeavour in the late 1860's, even a mangled An tony and
Clecopatra was a pleasant oasis of literary and drematic skill. Or
perheps the superlative talents of Miss Glyn seemed to compensa'l;e for
Calvert's lack of taste; or perhaps the critics were subdued to the
mould in which they worke'd and found pleaguré in extravagant gnd exotic
scenic effects, 'Anlothe.r possibility is that Ithe critics were as short of
aesthetic perception as Calvert himself .+ a possibility which receives
some support from the a";a:r:i'f .that The Times could speak of Cleopatra as "A
camedy cheracter, who comes to a tragic end" and could say of her lover
Even a great tragic "star" could soargcely meke an imposing
"figure of Mark Antony, bereaved as he is of the eloguence which
mekes him so importent in Julius Caesar. . (177)
But the xﬁost likelylm:planation of all is that the reviewers, conditioned
by the versions of Capell and the 181) editar, and by the strictures of
some earlier li'l_:erary crities, had accepted as historical fact that
. Shakespeare's Antony. and Cleopatra was full of faults which needed to be
eradicated before it could find favour with the public; certainly, The
Times sald.of the play that it was
not blessed with tfxose situations that take an audience by
storm, and remain fixed in the memory when the rest of a work
is comparatively forgotten. (178)
Calvert had attempted to win the applause of pleygoers who were
used to undemanding shows and thrills, and he did not altogether succ;eed:

The eudience do not love it ... To comprehend an argument of this
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. kind an audience requirés to be differently educated, tha'’

the hebitues of the Princess's Theatre. They have simply

to rise to the greatness of the occasion;. and they are not

yet, we fear, able to do so.  (179)
" Nevertheless, even in en emasculated version, samething of the potential
qf the play was_révealed,' especially in the mitstanding performance of
| Miss élyn,s end other managers sought to find e;ren gréater success with
it than Vining had achieved. Unfortunstely, the net result of Miss
Glyn's achievenent seems to have been to persuade later managers that
Antony and Cleopetra must be tertually ﬁéstéz-aiséa, end weighed down with
'spectacle and with heavily realistic scenery before it could f£ind favours
Thus « aﬁot};;er paradox = Isabella Glyn's demonstraticn of the power,
" range ‘and fascination of Cleopatra's character enabled Antony and Cleopatra
to fall victim to the fashion for altered texts and over-elaborate
productions which was then holding sway in the London theatre, Vining's
nodest succle,ss in 1867 persuaded Chatterton, the mensger of Drury Lene, to
mount - yet another version of the play in 1873 which was to run for the
hitherto unprecedented mmber of seventy-five perfarmences. Unfortunstely,
_Chatterton fo]_.lowed the lead he had been given by Calvert and Vining, and
produced a piece of spectacle so complex that it deuended vhat was virtuslly

a camplete rewriting of Shakespeare's play.

The né_w production came¢ only five years after Chatterton's femous
diﬁétum, "Shakespeare spells ruin", and was an attempt to redeem his
honour by presenting & splendid end spectacular production of a
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Shekespearean pleys He attempted reparation by preparing a sumptucus proe
cession of Ielaborate s_cen:l.c effectss Williem Beverley was engaged to

design a penoramic view fram the Temple of Isis, and some Roman and

Egyptian interiors which The Athenacum described as "thoroughly delica:te
end a_rfi,stic.'-' (180) But the ﬁo grend moments of the play « scenically
speaking « were to be the appearance an the stage of Cleopatra's ba.i*ge, as
described by Enobarbus, and an actual representation, on watery, of the
Battle of Actum

As preparat:.ons began for the mounting of th:.s "display of dumb

show and spectacle that belongeth more to the world of penorsma than

it does to the dramatic world,” (18l) it became increasingly evident
"that the text would have to be adapted and shortened to allow time for

" all these additional effects, Chatterton therefore approached Andrew

Halliday, who had already dremstised same of the novels of Dickens
and Scott with notable finencial success, with a request for a new
version of Antony and Cleopeira. Supported by a climate of opinion in
which The Tizes could pontificate that

The question i;hether it is expedient to adspt Shakspeare to

popular taste, and to use his works as a subject for spectacular
display, hes long been answered in the affimmative, (182)

- end in which The Illustratgd London News could ridicule the indignation

of szimolarly men at textual alterat:r.ons and could a.ssert that
the total disregerd of Memmon to which their worship of
Apollo has led makes them infinitely worse judges of matters
theatrical then far wiser men, (183)
Chatterton and Halliday canbined to mount what G,CuD. Odell has rightly
celled "an exhibition in vhich Shakespeare was butchered to make a scenic

holiday for London playgoers.” (184) Every technical resource of



the Vigfdz‘ian stage was dram upon; songs, dances, processions and
spectacles were added; everything was to be subordinated to the claims
of visual effect, &m though Shakespeare's text had to be savagely reduced
fran 3014 lines to only 1396 Shekespearean ones (185) contained within
four acts 'an_a onlj twelve scenes, To avoid a plethora of scene changes,
Hellidey further reorganise§ the scenes so 'ghat all the action at Rome
was contained within the second act; end the scene of ell the rest ves
ﬁgypt. He struck out all that_ was connected withﬂ Pompey, as well as
cmitting thg death of- Ekxobarbué and all references to Clecpatra's
'-' ‘:i.nf,_"atqat'i'._on with Julius Caesars Meny of the speeches were redistributed

- aoithalt ‘Eros and Diamedes (for éu;ample) spoke the lines which Shakespeare
had 'given to Philo and Demctrius. Far fram receiving condemnation frem
his contamporaries; Helliday was praised because he had .

avoided those leaps from Egypt to Reme end back again, which

passed unheeded by our ancestors, but which hamonize ill

with our present respect for unity, (186)
end had "made the action of the play more direct and intelligible" (187)
which was a "manifest convenience for the modern playgoer®s (188)
' From the rise of the curtain, Halliday strove to gain the attention
of the audience by a genercus use of scenic and ballet effects. The
play opened with the entrance of Cleopatra in a chember of her palace at
Alexandria, in which an Egyptian dance was performed, end the first act
closed with Antony end Cleopatra leaving together in the Queen's state
barge, "to produce a pictorial illustration of the words of Encbarbus
which could scarcely be surpessed.” (189) The Second act = in Rome =
concluded with a festivai in honour of the wedding of Antony and Octavis,

which consisted of four processions and a new song sung by a lMiss Banks
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and a choir of thirty boys; | this was followed by a bailet cali.ed The
Path of Flowers;  The greatest of the setpieces, however, was the Battle
of Actium at the end of the third act: the stage was flooded with real
until some of the warriors, wounded, fell with lifelike (or deathlike)
agonies. into the water belows This return to the aquatic tradition wes
singled out by The Athenaeun &s a "marvel of ingenuity and taste.”(190)
_ In ‘the lest .act, Halliday end Chatterton, imaginations exheusted, left
Shekespoare to achieve his aim without the superimposition of spectacular
effects, '
Helliday himself seams to have felt on the defensive about the extent
" to which he had adapted the Shakespearean text, and The Times of 22
Septepber 1873 quoted at same length his justification for the changes.
' In this apoligla, he.claimed that the length of the play prevented it
from be:i.n.g. presented without significant sbridgement, end asserted that
he was perfoming a publ-ié scrvice by staging en epproximation to a play
which would otherwisc never have been seen, Unfortunately for his
argument, Phelps hed already demonstrated in 1849 the feasibility of
producing Antony and Cleopatra in the original text, but Shakespeare's
words were less sacrosdct in 1873, and Halliday had no need to fear the
wratk of the critics. Apart fram The Spectator « never a friend to
spectacle and easily-wion popularity = the dramatic critics of the day had
little fault to £ind with Falliday's depredations; The Athensoum almost
cencnised hin for the adsptation
(Hellidsy) hes treated the text with a reverence almost
unprecedenteds oo Mr, Halliday has displgyed judgment in
- the arrangement of the text, and has taken no unpardonable

liba'ties en 0 Mr. Halliaay's task is Wall accmpliSheao
We thank him for doing reverently what it appears hes to be done. (19
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These caments, inexplicable as they seem to a modern reader,

,mst have gratified Halliday and Ghe.tterton almost as much as thrz

rapturcus ovat:l.ons Wthh greeted the f:r.rst perfomance on 20 September

Halliday no doubt noted with pleasure that the applmse and

enthusiasm were at tha.r 'oeak during the first three acts = tha.t is,

during those se.:‘:ions of, the pley which had been most drastically

'alt_ered for the sake of spectaclea- * Ihe Times recorded that the

mactmnt” of the Battle of Actium at the conclusion of the third act

roused the spectators

%o state of excitement vhich vould not be calmed +111 Hr,
Chatterton ceme before the curtain. In vain did the actors,
- in vain did Mr, W, Beverley and Mr, Cormack (the designer of
. the marriage festival scene) meke their appearsnce.” People
wauld not be satisfied till the manager came forward to de
honoured with vociferous applause, (192)

These £irst three acts pandered to the public's delight in spectacle,

but the more purely Shakespearean final act saw

a gradual cooling, end the verdict at the end, though
fevourabley, was far less enthusiastic than it would have

been could the play have ended with the fight at Actium aes

As it was, the intermineble agonies of Antony, for such in the
presentation they seemed, rendered altogether ineffective

the deathwscene of Clecpatre. (193)

Nevertheless, the critics were sufficiently impressed by the enthusiesm

of the audience for the efforts of Chatterton end his cohorts (if not

of Shakespeare) to predict a long and successful run; The Illustrated

Liondon News recommended the public to support this venture, and The

Times launched into the unchearted seas of prophecyt

Prophecy is dangercus, but if Antony end Cleopatra does not
frun" till Christmas, we shall be greatly deceived as to cee

the value of pagesntry in the third quarter of the 19th century.(194)

Amidst these paseans of praise, one of the i_'ew dissentient voices to
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be raised wes that of J.R; Andersony who pér'fox‘med the role of Antony.
Displaying greater aesthetic judgement then was apparent in the views of
several of the dramatic critics, Anderson refused to allow his assessment
of the production to be swayed by the baubles in which it was deckeds

. Antony and Cleopatra was produced with great splendour, but

little judgnent; the house was crewded, and the pley received
with more appleuse then it deserved. The, spectacle (it
could not be Salled a tragedy, being all made up of scenery,
processions, ballet, geud, and glitter) was aécepted with

" maddening demonstrations of approval by the pit and galleries,

but the "judicious few" looked coldly on, .(195) _

. A_nderson's comments are perticularly va;uab;e in setting this production
in perspectiire, for his evaluation was based cn a long and successful
career in the theatres He had himself _been manager of Drury Lene,
had played Antony (in Julius Caeser) in 1843, 1850 end 1865, end

' Corflamsin 1851, The views of this experienced actor are therefore
a valuable counterblast to the over~laudatory enthusiesm of the dramatic
critics, Anderson®s connection with the production makes an interesting

‘story, end throws scme light upon the working methods of Chatterton and
Helliday.

“Anderson had been eager to appear sgain as Coriclanus, and had
accepted his engagement by Chatterton for the 1873« seasen under the
impression that it would include this parte Without consulting Anderson,
however, Chatterton had already comnitted himself to Antony end Cleopatra,
having mede expensive arrengements to produce it spectecularly before he
mentioned to Andersen that he would be playing Mark Antony, The actor
could rouse little enthusiasm for his unexpected and undesired roles

This intelligence was annoying and dispiriting, I had never

played Antony ¢+¢ and had not intended to do so, as I never felt

an inclination to mske a study of the part. (196)

However, Anderson was nothing if not thoroughly professional, and, finding



. that Chatterton's determination to stage the play was unshakeble, he
d:l.l:.gently set abogt & canprehensive study. of Shakespeara‘s play and
of Plutarch's life of Aatony, worl:i.rig" seven or eight hours each day at this
tasle _ ” '
I wrote cus the whole part ... I then consulted iy Plutarch and
other authorities for informetion concerning age, appearence,
chenge of character and aspj.ratigns. (197) ' .
A good deal of this effort was in vain, for chaitepton.haa been so
-precccupied with scenic effects that he had cmitted to infom his
.leeding actor that the original text was not to be followed, Anderson
negrly threw up the part when he at length received the first draft of
 the menuscript from Halliday end _
fouﬁd it cut down to a mere skeleton so. Nor was this alls

- the reckless mutilittions had involved many gross mistakes
and blunders. (198) . .

Anderson’s heart-felt protests to _Gha.tt_erfon and Halliday proved
ineffective, although he claimed to have forced Hallidsy to revork scme of
the text; unfortunately, Anderson's eutobiography gives no detailed
information about the changes on vhich he insisted, and it is therefore
impossible to' know whether he wes et all responsible for the fact that the
last act was so much closer to Shakespeare than its predecessars,
Very conscious that he was playing a subordinate role to the
scenery end the spectacle,. MdewSon' approached i;hé open:mg night without
~ any marked eagerness, . His worst fears were canfirmed when he found
that, at almost every point in his performances; he was hempered b_y the
deafening rumble of scenery being moved behind the sceness |
I mst first aclmowledge my omn ina_bility-to meke a serious
impression on the audience; I could do nothings being stunned
and cowed, by the furious noise of preparation for "heavy sets”
behind the scenes that destroyed all power of acting in front.  (199)

Consequently, Andersan did not do himself justice: The Times volitelv
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tolerated his performence out of consideration for his long endi

veluable services to the theatre:

The veteran, Mr, Jemes Anderson, has been expressly engaged

to plaw Marc Antony, wham he represents with much forcej

and though he does not exaectly correspond to the notion of

the 1ove~stricken Triumvir, he was on Saturday enthusiastically
welcomed »s one of the members of lir, Macready's stillevenerated
'‘company, end as e manager who once made a gallant effort for
‘the revival of the poeticel drema, (200)

. Ihe Athenacum was even more cursory and luke-wa:m. .

Mr, Anderson is ultrasdeclamatory in style, but finc in presence ..
He mouthed the lines after approved fashion. (201)

' The reviewer was perhops remembering Marivele's hyperbolical enecdote

about Anderson's scmewhat ocutdated style of delivery: according to this

story, ‘when Anderson wes asked to return to the stage, he went down to

: l_.{argét_é to try out his voice on the coasti

"ihen he found that he was audible at Remsgate, he came back
" end played the part.,” (202)

The stentorian power of Anderson's voice was nonetheless a valuable

aettribute when contending with the heavy sets which were the real stars

- of Chatterton's production,

The menager had further underlined the comperative insignificance
of the ectors in this production by casting es Cleopatra a very young and
almost unknovn actress, Miss Wallis, As Anderson said, she

was a young actress with handscme features anf a graceful
appearance but altogether too juvemle to sustein the part, (203)

and it must indeed have been a remarkeble sight - the youthful and
inexpeérienced Miss Wallis, in her first starring role, pleying opposite
the ageing Anderson, who had been a star for over thirty years and vho
had received his grounding with Macready, The illustration of the death

of Antony does not enphaSise this difference in age, but shows Anderson,
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with hoble beard and profile, sprawled on' a couch while Cleopat:a
Andulges in a frantic appesl to Heaven which is so sentimentally

exaggerated that it lgpses into melodramas

. The Times thought more highly of Miss Wallis® performance
&——than did her stage lover: _ ' :

Noone was prepered for the smount of power and paésion vhich
she displeyed in ane of Shakespeare's most respansible parts, (204)
{9\11: the Illusirated London News confirmed Anderson's eveluation of
her achievement when it described her as . '
yet searcely robust encugh or old enough for a role so weighty
. and various ..» There was in parts a strain upon her powers and
_ an effort which showed too much that the young artist was acting,
_ * ' end not trusting to natural impulse, (205) -
' mad the critic of The Athenaeun was even blunter:
Miss Wellis gives an outline of the character of Cleopatra
vhich experience may enable her to £ill ups Her voice was
exheausted, hovever, before the end of the second act, and the

pathos of the later scenes seemed as much a result of sore
throat as of inspiration, (206)

- But such mediocrity wes of small -sign:i:ficance in a production which
starred the scenery and the .sfectacle that the public really wanted to
see; as one critic wro‘l;e'.'__. .. _ .

In giving precedence to the épectamnar popition of the

entertairment, we are following the .example of the public

as well es that of the management: (207) _
Chatterton had cofrecti,y assessed tl;xe publié_:'s mod, ané the set pieéés
.of scenery were mttnxsiastically applended for a total of seventy<five
performences between 20 September and 18 December 1873 < the longest
mun of &tom and Cleopatra in its stege history to that date. Once
more, there is a peradoxd this resounding success was ac‘rﬁ.eved by a
tré.vesty of Shakespeare's plgy. An ironieal ifoompfe ‘to the prodiction

was that, although it drew the crowds, Chatterton's desire for scenic
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magnificence had overwhelmed his business acumeny and the overall
financial result was that he lost between £4,000 and £000, His
financial debacle appears to have frightened other managers eway from
Antony and Cleopatra for the next seventeen years, but the nexf

production did not seem to have learned mach from Chatterton's a:éerience.

- (vii)
The Jersey Lily's Beyptian Queen, 1890.

By. 1890, the public's delight in spectacle remained unabated,

and managers contimied to provide pageants of scenic spectacle and
sumptuocus costume in which the author's words tended to became a
running commentary on the stage menager's art rather than being a prime
ceuse for the productions As Sir Si&ney Lee = no enthusiast for this
approach =« vwrotet

The dramatic interest of Shakespeareen drama is, in fact,

deened by the manager to be inadequate to satisfy the

necessery commercial purposes of the theatre ...

. Shekespeare's words must be spoken to musical accompaniments
specially prepared for the occasions Pictorial tableaux,
even though they suggest topics without relevance to the
development of the plot, have at times to be interpolated

in order to keep the attention of the amdience sufficiently

a.11ve. (208)
Menagers vere therefore dram to those Shakespearean plays which
paerticularly lent themselves to this sort of production, and into which
ostentatiocus spectacle, dence and music could be most easily fitted,
Unfortunately for Antony end Cleopatra, this tale of passionate love in
the exotic setting of an opulent near<Eastern court seemed tailoremade
for such a productién, end in November 1890 Charles Coghlan and L'ily

Lengary appeared at the Princess's Theatre in the most spectacular
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production of Antony and Gleggf gtra during the nineteenth century, These
performences were so nicely celculated to pander to contemporery theatre-
going teste that this production remained cn the stage from 18 November
1890 to 21 Februery 1891, beating all previous records for this pley.
- This was fortunate ”f‘or the theatre, which had just endured three years
of unsuccessful management by Grace Hawthorne, an Americen actress, who
had relinquished the Princess’s in May 1890. For the next twelve months,
Mrse Lané,tzy beceme the ténant, opening with Antony and Cleopatra, which
was followed by long runs of Lady Barter and then Linda Crey: The
Princess's had been rebuilt ten years before :Ln sumptuous fashion, . drawing
its decorative inspirstion mainly fram the rich mouldings, gilt end
.6rnammtation of the French Renaissance. In the intervals, members of
the audience could wender through lounges end salocns, admiring the
etchings and the genuine trees, flowers and rippling fountains which
the architect had profusely scattered.

In harmony with all this opulence in the auditorium, Mrs, Langtry
consciously set out to emphasise the spectacular side of the production;
indeed, the performance was so embellished that it ran for four-and-a-
quarter hours, and, in deference to the camplaints of the public, the
menagenent brought forward the rise of the curtain on the fourth night
and thereafter to 7:45 pems instead of 8:00 p.ms Conforming to the
spirit of the agey Mrs, Langtry provided e

chaotic mass of Spectacle soo endless interiors and exteriors. of

Egyptien palaces; «.. brilliant festivalsy; ... marchings and

countermerchings of Roman legions, .. an irrelevant and

of fensive mass of pseudo-archeological details  (209)

She ceremoniously introduced an Egyptian mumy to preside at the benquet,
made special set pieces of the Alexandrian Pestival and the Triumphal
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Reception of Antony by Cleopatra, and added two ballets which Shaw
cléimed "impede the action, and very unduly lengthen a long pez:f'omance,“
(220)
while The Times objected that
- The.so~called allegorical interlude of "the conflict between day

and night", denced by swarthy slaves in the buncqueting sceney .is

a purely czawventional ballet that might appropriately be transferred

to the stage of the Alhambra, (211)
Mrs, Langtry elso canmissioned_ the Honoursble Lewis Wingfield to supply
messively impressive scene paintings of A Hall in Cleopatra's Palace, The
Banks of the Nile, and The Interior of en Egyptien Momument. Shakespeare's
rlay wes merely the excuse for mounting a huge or:_léntal pantomime in which =
' following Chatterton's lead = the actors were subordinate to the scenery
and the effects;’ Cecil Howard, reviewing this production in The Theatre
stated that

It will not be for the acting «ss that the Princess's production

will be specia]_‘l.g remembered, but for the gorgeousness of its

pageants, (212

But Mrs, Langtry had miscalculated;her supernumeraries were
unskilled and badly drilled, and The Speaker amusingly commenteds

To suggest that the bearers of Cleopatra's palanquin betray

en unmilitary lack of ambulance practice, or that the

supernumeraries should not cerry their bucklers at night -

precisely as they carry their advertisement boards by day,

‘would perheps be carping criticism. (213)
Again the scenic penoply took so mch staging that there were long
pauses in the production to M1e the stage manager to accomplish his
complex taske Thus, the overall effect was one of weary length vhich «
the critics agreed & soon induced a state of boredom end satiety in

the nembers of the audience:
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The spectator can carry away but one impression < a sense

‘boredoms No acting, no scenery, no processional pageants
can successfully hold attention for over four hours at a
stretch ..« (Mrs; Lengtry's) great spectacular version of
Antony and Cleopatra dragged its weary length along last
night until the house was indifferent to all but it
exhoeustion. (214) :

Instead of assisting the ection of the play, it (the spectacle)
overlays it, In time the attention is not stimilated, it
becomes depresseds The mind slumbers and the eyes, weary with
watching gradually close, (215) :

- . From any stendpoint other.than that of spectacle, meanwhile, -
the entertainment is wearisome. (216) -

Mrs, Lengtry's extension of the Chattertonisn principle of
proauction aiéo includéd a radical reorgmisation. of the text of
Antony and Cleopatra; the stage was so overcrowded with time-consuming
pagemzfs, i;roops of soldi-ery, oriental dances,'. pamps processions, Sallets,
choruses, tablesux, end general glitter that the pley had to be "depoetised
almost cut ol &ll recognition" and only "by fits and starts we got a bit
. of Shakespeare". (217) The excirions were so severe that Shaw
complained that

The tragedy has been 50 cut + long as it remains « that

no~one could possibly tell from seeing it at the Princess's

Theatre what is the crime that so afif'ects the cdbeience of

- Antony's friend; indeed; only an extremely vegue idea of the

story is here obtainable, (218)

Unlike their eolleagues of 1873, the dramatic crities of 1890
possessed sufficient artistic integrity to reslise tl;uat this surfeit
of scenic :5p1endoﬁr was in bad teste, and that it merely bemused the
minds and imeginations of the spectators, Thé Illustrated London News
had its sﬁspicions that all this gorgeous display was a forglorn attempt
to disguise the weakness of the acting, end the critic nostalgically
contrasted lirs, Langtry's production with the greater integrity which
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had been showh by earlier actors; bef'ore the era of Charles Kean:

Experience teaches us that there is always same hidden reason
for all this gorgeous end costly displays Macready &id not
went it; nor did Samuel Phelps, and for a very good reason =
because they put the acting of the play first end the decoration
of ‘it last. ' But Charles Kean wanted the show, and so did Drury
 Lane Chatterton, and so did Celvert of Manchester, because they

had no very remarkable acting to put in front of the pictures. (219)

There was evidently more than a grain of truth in this implicationt

Mrs, Langtry's talents and appearsnce made her almost tne last person in

the world to attempt the role of Cleopatra, for she was typically English

in appeara.ﬁce, with blue eyes and nute«brown hair, a gentl® countenance and

e mild expression; she locked beautiful, but sentimental and mild; above |

all, she lacked the dignity, majesty, power and ferocity expected of a
Cleopatras |

There can scarcely be one of Shakespeare's female charscters

to which Mrs, Langtry is less suited then Clegpatra ~ that is to
sey unless history, Shakspeere, and the poets are wrong and
Mrs, Lengtry right., There is nothing Egyptian or Eastern
about Mrse. Lengtry. She has no command, no queenly presence,
no voice sufficiently powerful to declaim, no passion with
which to subjugate. ... Her physical gifts and training will not
afimit of her realising Cleopatra, so she makes her a mildsgyed
saint instead of a passionate snimal. Conceive a Cleopatra i..
bdaming wistfully at her Antony,-and trembling in his presence}
This is the natural state of the new Cleopatra,  (220)

Cecil Howard agreed that lMrs, Langtry's assumption of the role vias an errort

Unfortunately she has miscalculated her dramatic strength, and
neither es she who would conquer all hearts or (sic) as the
powerful queen did the actress fulfil the requirements of the
character, Vhere Mrs, Langtry was not languid or pettish, she
played with undisciplined force. (221)

The critic of The Speaker was amusing at lirs, Lengtry's expenses
Mrs, Langtry's Cleopatra is not to be described as a
diseppointment, for the judicious can have found nothing
in the lady's previcus career to warrant the expectation
that she could play the part, (222)

Other critics Wwere a little kindert The Athenaeum, devoting less than
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one sentence to Mrs, Langtry's interpretation, found her "Picturesque,
handsome and wmiar';;l.y';“‘ (223) The Times allowed that she was "at least
a fine majeétic figu're; of queenly bearings" (224) but the kindest of
all was George-B'_'ez-nar'd- Shew who, in en unwonted télerance, stated that
'Mrs, Langtry soon makes it evident that the histrionic
requirements are pretty well understood. The stateliness of -
the Queen and the coquetry of the women are united as they
should be, and a very recognisable phase of temper is portrayed ...
Here is the woman, indeed, wayward, petulant, impulsive; and
passion is added to ell this later ... We find much to edmire in
almost every part of Mrs. Lengtry's study. (225)
Even Shaw, hovever, admitted that she did not elways "rise to the full
pathos.or to the full passion of her theme", that she failed in
expressing Cleopé.tra'.s %infinite variety", and that she was most successful
as "the central figure of brilliant pegesnts", (226)
The most effective moments of_' Mrs. Laﬁgtry's_perfomance appear to |
have been whun Cleopatra received fram a slave the news of Antony's
- second marriage. and struck the messenger in the face with the Jewels which
she had unclasped for the pu-pose of rewarding the good news she expected,
end in the death scene, To induce added majesty, Mrs, Langtry kgnored
the stage direction suggested by Malone and since accepted as nomal.é
_"F5lls on a bed snd dies" « and remained sitting in regal splendour on
ner throne, motionless and erect in her robes, with her hendmaidens
prostrate and dying before her. Shaw complained of Mra:. Langtry's lack
of grace when she thrust the asp into the bbsom of her robe, but The
. Athenaeun found this final scenc superb, end Punch, speaking of "her
Graceful Majesty, Mrs, Langtry, Queen of Eéyptian Vlitchery", said that

the death scene was
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ane of the most pathetic pictures ever presented on the stage, )

So lonely in her grandeur, sc grend, and yet so pitiable in her

loneliness is this poor Queen of Beauty, the Empress-Butterfly. (227
Even in these words of praise, it is sig;ﬁficant that it was the yisual
impact which was perticulerly memorable,

'I'he-inaﬂeﬁacies of Mrs, Langtry were somewhat buttressed by the
strength of Charles Coghlan®s Antony, He had recently returned from
an American totzz", end was the very embodiment of.virile. -vigour. g_m_gh_' "
.ref'erred to him in its jocular.style as "a z.-antin’, roarin' boy"  (228)
and The Athenacun pradsed the scene of his self+inflicted death vound,
Cecil ﬁcward spoke warmly of Coghlan's Antony as

one of his greetest successes, from. the energy and passion
4@ which he threw into the portraiture, (229)

and The Illustrated London News stated that Coghlan

full of strength, su"fnrised ¢reryone with his Antonys The
ol@ Yeghlen is unlocked sgain ... He was of immense assistance
to the play and to lirs. Langtry, end played the character not
only with power but with remarkeble intelligence, (230)
Shaw, whose usual asperity h.d deserted him in his asseasment of this
production, praised “he vigour end robustness of Coghlan, and the
intelligence of his interpretation, placing him on a remarkebly high
pedestals
Garrick failed as Antony and Macready certainly d&id not
succeed .o. but kr. Coghlen, perhaps, comes fairly near to
'what 18 required ... He never goes astray, (231)
Coghlan's two faults - a tendency to lepse into a very ummilitary
shembling gait, and an inability to remember his words so that he
paraphrased many of the speeches into a prose which conveyed the sense

of the text but Jjettisoned its poetry = were seen as minor blemishes in a

performance which gave irs, Langtry rather more support thafmLher owm
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achievement really deserved. It is always possible, of course, .¥hat
Coghlen's acting was samewhat ovérestimated by the critics merely because
it was seen iq Mapbsitim with the inadequecies of his Cleopatra,

Two critics # Shaw and the critic of Punch » cammented in the
course of' their reviews that it was almost impossible. to stage a really
satisfactory production of Shakespesre's-plgy. Shaw canplained that
Antony end Cleopatra places "too great a strain upen our credulity®s that
Cleopatsa cen never be adequately interpretefed because of the variety of
moods with vhich Shakespesre invested her, end that the host of minor’
roles shatters illusion because no British "extra" cen "be effectuslly
disguised as a soldier of the days of the triumvirate;'f accordingly,
Shaw decided that"Antony and Cleopat-a we are inclined to put in the
list of works unsuitable for the stage”s (232) He was supported in
his views on Cleopatra by the drematic critic of Punch

Now honestly I do not consider Cleopatra a good part, nor

is the play a good play for the matter of that., I believe

it never has been a success,  (233)

Thus, the two critics who had been kindest in their reviews of the play
sought to excuse the wealnesses of lMrs, Lengtry's production by denigrating
Shakespeare's text,

‘ The strictures of the critiés upan the pley and upon its performance
did little to dissuade ‘the public from attending this production; as

Ihe Illustrated London News cyqically end somewhat wearily remarkeds

As the pleygoers will not go to the Princess's to find
Shakespesre what does it all matter?  (234)

The lead of Calvert and Chatterton had been followed to its
ultimate extent in this production, and Antony end Cleopatra was firmly

estzilished in the affections of the theatregoing public = if not of the
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dramat;.c crrl.:.os - &3 a popular love story which could be gorgeous].y. '

embellished with grand:.ose nanp and pageentrys

(viii)
Miss Achurch es Cleopatra, 1897..

This tredition of spectacle was further strengthened in Louis
Calvert's presentation of Antony and Cleopatra at Manchester in 1897,
Since this production was transferred to London later the same year,
these provincial performances merit e brief exemination,

Louis Calvert was the son of that Charles calvert whose text
had been used for the appearance of Loraine and Miss Glyn in Antony
and .G;Leo;gatra in 1867, ~ Understandably, this utterly inadequate text
of 1867 was resuscitated in the new production which ran for eight weeks
at the Queen's Theatre, Manchesta'\in February and March 1897. No
scholar seems to mention, however, that the younger Galvért made certain
small alf;erations to his father's text. A few speeches were reallocated
to other cheracters, a fifth scene (drawn from Shakespeare's II vi) was
edded to the second acty, and the new versiads II iv included at the
correct place about eighty lines drawn from Shakespeare's II vi (and
including references to the bads i'th! -east being soft) which the eerlier
one-had j:laced at a later point in the galley scene; Louls Calvert also
added one scene (his III 1ii) of a fhbleeuf of the sea~fight at Actium,
His most significant alteraticn, however, was the excision of several of
Cleopatra's speeches in the final scene, in which she praises the dead
Antony (e.g. ™is legs bestrid the ocean") which his father hed retained.
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Needless to say, these slight deviations from the eerlier text did not
increase the value of the odaptation, but they are interesting because
no historian of the stage seams so far to have made reference to them,
This Menchester production attracted the attention of two notsble dramatic
critics, Willimm ircher and George Bernard Shaw,  Archer was kind to
Calvert's interpretation of Antony, which he found strong and vital,
in spite of some weakness of delivery:

Mz, Calvert's Antony is rugged, forcible, and effective,

It lacks elevation, and is not very strong in diction;

but it has plenty of impetuosity and vitslity, (235)
but Shew was more outspoken, thoroughly enjoying himself at the expense
of Calvert's girth:

He is inexcusably fat: :r. Bouchier is a sylph by comparisone..
- Only at one point wzs Antony's girth ewlward, When Eros, who
was a slim end rather bony young men, fell on his sword,the
audience applauded sympathetically. But when Antony in turn
set about the Happy Despatch, the consequences sugrested to
the imagination were so awful that shrieks of horror arose in
the pit; and it was a relief when Antony was borne off by
four stalwart soldiers whose sinews crecked audibly as they
heaved him up from the floor. (236)
Shaw further felt that Calvert missed the tragedy of Antony making of
him instead a pleasant, genial, easy-mannered, humane creature with whom
the audience sympathe#dtd even though he was "“ean Antony comedie in his
tragedy" (237).

G.BoS.'s fiercest shafts of criticism wsre reserved for Jenet
Achuxfch's Cleopatra. Miss Achurch was proud of her voice, and was
determined to demonstrate its renge end power; her vocal gymnestics

annoyed Shaw, who pretended to be unnerved by then, most effectively

ridiculing them, at some considerable lengths
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Of the hardihood of ear with which she carried out her original
_and often amdacious conceptions of Shakeéspearcan music I em too
utterly unnerved to give any adequate description. The lacerating
discord of her wailings is in my tormented sars as I write,
reconciling me to the grave. It is as if she had been excited

by the Hallelujah Chorus to dance on the keyboard of a great

organ with all the stops pulled out. I cannot - dare not - dwell
on ite I admit that when she is using the rich middle of her
voice in a quite normal and unstudied way, intenil only cn the
feeling of the passage, the effect leaves nothing to be desireds
but the moment she raises the pitch to carry out scme desply
Planned vocal master stroke, or is driven by Shaekespear himself

to attempt a purely musical execution of, a passage for which no
other sort of execution is possible, then - well then, hold on
tightly Yo the elbows of your stall; and bear it like a man. And
when the feat is accompenied, as it sometimes is, by bold
experiments and facial expression, .... the eye has to share the
enguish of the ear .se. I have only seen the performance once; and
I would not unsee it again if I could; but nontheless I am a
broken man after it .... How infernal the discord was} .ce.. That is
the ward that sums up the objection to Miss Achurch's Cleopatra in
point of soundt! it is discordant. (238)

Shaw's condemnation of Miss Achurch's Cleopatra was not limited to an
attack on her outragequs vocal effects; even without these, he felt that
she w;‘.)uld nevar be a Cleopatra, for her appearance (Germanic énd solidly
' bu:.lt), which hed assisted her to beccme a noteble Nora in Ibsen's Doll's
House, weas here ageinst her; 28 was her lack of ceremony end dignity, and
a bourgeois epproach ito the role which divested it of any regality,
Altogether, Shaw fel‘_b of her ecting in Manchester that "there is not a

stroke of Clecpatra in it", end that the play wes "Autony and Cleopatra

' with Cleopatra left out e... (and) with Brynhild cum Nora Helmer substituted
Archer agreed with Shav that Miss Achurch played the opening act(:gjg) 4
tco much for comedy, and he earnestly recammended her to lay more stress
upon the poetry of her role and upen the dignity and fascination of Cleopatre
Nonetheless, he found something t'o praise in the death scene, in which

tony's body remained at the foot of Cleopatra's throne, and the

Egyptien Queen shrouded and uncoverec¢ his face during the course of her
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final speeéhesz'. _

Miss Achurch seemed to me quite at her best in thé last act,

where she gave a haggard nobility to the figure of the dying

queen that was original and memorable. (240)

In spite of Shaﬁ's unflatiering remarks sbout the scting Hu'.s
Manchester venture attraécted the attention of Mr. Ben Greet, who was
presenting Shakespesre's plays at popular prices in the Olympic theatre
in Londons The Olympic had been rebuilt on a grand sceale in 1897 as a
speculaiion, i: the hope of substaitial compensation should 'the ground be
.required in the redevelopment of the Aldw:'nfch and Kingsway end of the Strant
Every seat comuasded an excellent view of the stage, and the sight lines
had been carefully considered. Decorations were in the style of the
period of Louis XVIy with richly decorated orn=zmentation in reised
rlasterwork, and a highly decorative ceiling sheped like an inverted
. saucers The prevailing colour scheme was rose and gold, It was to

this theatre that Greet invited Calvert and Miss Achurch to bring their

production of Antony and Cleopatra, where it was mounted for matinde

' performances on May 24, 25, 27, 28 and 29, 1897, then on the evenings of
June 1, 2, 3 end 4, culminating in both a matinee and evening appearance
on 5 June ~ a total of ten appearances in London., By the time cf this
. productiot.{_L transfer to the Olympic Theatre the incidental music « to
which Shaw had objected in passing, at Menchestery, had grom into something
more than imidmtal end was in denger of turning the whole performance
into & ballety or (with the aid of Janet Aclurch's continued vocal
contortions) an opere:

There were times, :|.n the later acts, when we seemed to have been

transported fram the Olympic and Antony and Cleopatra to Covent

Garden and Aida, Even Cleopatra's "business" was timed to the

music, and one would scarcely have been surprised if iiss Achurchy
who was always rather inclined to chant her words, had broken out
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into a "recitative and arias® (24l1)
Archer (who wrote the above} was now much more eware of Miss Achurch's
vocal tricks (perheps he had read Shew's rev:i.ew. of the Manchester
pez-f'omance)' and felt impelled to condemn thems

Miss Achurch, by-thesbye, ..o indulges very daringly in

articulate noises, I wish = forgive the jingle « that she

would let us substitute "sparingly" for "daringly"s These

audacities are seldom felicities, (242)
Audiences were puzzled by the freq;_ent outbursts of hysterical laughter
with which Miss Achurch punc‘l?uated her performance, and perplexed by .
what The Graphic described.g.*‘a "frequent abrupt transitions fram a droning
end solemn enunciation to a familiar and rapid utterance", (243) as
well as by her trids of arbitrarily enphéising and lengthening out
certain syllables,
' Shaw nerved himself to visit this production again end, as might
be éxpected, composed a destructive yet amusing article for The
Saturday Review, in which he asserted
. I have only had an af'ternoon of lacerating anguish, spent partly
in contemplating Miss Achurch's overpowering experiments in
rhetoric, and partly in wishing I had never been born.  (24l)
Indeed, his contempt for this version of Cleopatra was such that he
treated Miss Achurch only. as a Joket his ebusive auccount of her
performence, and of its effect upon intelligent menbers of the audience,
makes entertaining reading and proﬁdes a vivid picture of the over-acting,
the excess of gestures, and the ridiculously exaggerated vocal effects
which characterised this interpretationt

Mr. Grossmith mey caricature her at his recitals; flippant

critics mgy pass jests through the stalls or pittites with

an ungovernable sense of the ludicrous burst into guffaws; the

orchestra mey writhe like a heap of trodden worms at each
uplifting of her favourite tragic wail; but now .... the public
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+- + - as awhole is clearly at her mercy ... On londay last she was

sweeping about, clothed with red Rossettian hair and besuty to
matchy revelling in the power of her voice and the steam

- pressure of her energy; curving her wrists elegantly above
. ntony's head as if she were going to extract a globe of
goldfish and two rabbits from behind his ear.  (245)

The critic of The Illystrated London News lacked Shaw's gift for making
his desfructive criticism amusing, but confirmed the overall impression of
an ocutlandish performance |
Miss achurch, ssve in a superbly conceived death scene, disappointed
us by an artificial and monotonous elocution and by strange vocel
tricks which never cerried cuaviction, (246)
while The Athenacum decided that the only sensible way to assess this
E pi'oduction was to ignore ite
In the cese of Miss Janet Achurch conception and performence
were fantastic; in most other cases they were unintelligent.
As the performence: are already over sand quelified for oblivion
there is no need to dwell upon shortcamings, It is encugh to
say that Shakespeare's verse was delivered after the rhetorical
fashion now coamon on our stage, (247)
end The Times foliowed this gproach to its logical conclusion by
 publishing no review of these performances.
In vies of the unanimity of these critics, it is surprising to
find that, in his stage history of Antony and Cleopatra in the New
Cambridge Shakespeare, Mrs C.B. Young quotes the glowing praise of the
youthful James Agate, who acclaimed Janet Achurch as the best Cleopatra
he ever saw, with "majesty" and “physitel" passion, "with locks which
might have uripéopléd.-a city, and tones which might have quelled provinces."

- _ , (248)
Fror Mre. Young's account, one might assume that Miss Achurch's Cleopatra

equalled the earlier achievement of Miss Glyn, which appears in Pact to

be far from the cése.
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Mr. Young's praise of Galvgrt's Antony seans rather more
justifiabie;.} Pigqued, perhaps, by Shaw's comments on his bulk, he l;ad
lost some weight in the intervening months, and The Illustrated London
News was impressed by his appearance as well as by his v:i.gc.:turL again,

" however, there was the sense that tregic intensity vas sbsent from

Calvert's performances

Mr. Calvert was, physically speaking, a perfect Antony, and

his performance was warked throughout by strength and intensity,

yet missed erotic passion and tragic power. (249)

' Like its immediate predecessors, this production aimed at spectacle,
bringing down the curtain no fewer than seventeen times each performance
on variocus tableaux, although it fell short of the lavish and costly
profusion which had been such a f'sature of lMrs, Lengtry's product:-i.on
Seven years earlier,

Once more, same of the dramatic crities were provoked into camments
on the difficulty of presenting Antony and Cleopatra ;uccessfully on the
stages The Athenaeum lookec despondently into the past:

Antony and Clecpatra has never proved ramunerative as an acting

play, and not a single actor has won a name as Antony. Garrick

and Macready head the list of those who lost reputation in the part,
while"@‘lilliam Archer analysed the weaknesses of the play more thorc(auzggl).y
by comparing it with Henry IV, Part One, in which Calvert had appeared the
previous year (as Falstaff), Like other writers before him, Archer
drew attention to a looseness of structure, a compression of style, and a
challenging pair of ecting roles: his ccunents also seem to imply that
" he accepted that some abridgement of the text was essential in the
theatret?

The play is considerably looser in structure, and therefore calls
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for more skilful curtailment; the style is far moré

campressed and difficult; ... and the two leading characters

Present much more camplex problems to the actors, (251)

The productions of Antony md Cleopatra in 1873, 1890 end 1897
@-ked the nadir of interpretations of these famous roles, and the high=-
water mark of the spectacular prpduction. While Halliday's' text of
1875 wes probably the least defensible of all versions of the play in
lthe nineteenth century, the histfionic level reached in 1890 and 1897
in the 1 erf orme.aces by lirs, Langtry and Miss Achurch was probably lower
then at any other time in the history of the plgy. Although the next
production also attempted a "spectacular" approach and leid stress upon

vocal effects, it was to be a slightly more artistic venture,

(ix)
Betzsonfs vintony end Cleopatra®, 1898 and 1900

* During the 1890's, F.R. Benson had appeered in performances of

Julius Caeser and Coriolanus at Stratford which had been neglected by
the London criticse 1In 1898, he chose to mount productions of these
two plap./s. again, adding to them his first appearance in Antony end
Cleopatra, which opened a two weeis® Stratford Festival in the Spring.

Although the stage at Stratford was small, he aimed at a spectacular
production, with costumes and properties by Lyall Swete and his wife, and
special music by Michael Balling. According to the Birminghem Weekly
Bost,"over twenty tons of property and scenery had to be manipulated” (252)
to mount tablemux of Cleopatra's palace with a golden throne, Pampey's
Roman galley, the seafight followed by the defeated Egyptian ships ablaze
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at sﬁnset, and the processional re-entry of Antony into ~lexandrias
Cleopatra's monument was decorated with ebony and silver furniture, and
its walls were adorned with hieroglyphics and processions of Egyptian
gods, A memorable scene was that in which Antony gave himself over to
riot end revelryt the strains of oriental music were heard, incense
floated across the stage, young girls strewed flowers, and slaves and
eunuchs prostrated themselves before the two lovers,

Benson appears té have been the first producer to cause the dying
Antony to be raised a considereble height into Cleopatra's mcnument in
accordance with the text and the usuel stage directions. Mrs, Benson
described this piece of stage business, which was much admired at the time

Cleopatra and her maids were discovered on a high balcony. When

the dying Antony was brought in, end the Queen in anguish stretched

out her arms and cried, "Oh, Antony! ... let's drew him hither"jeeo
we used to lower strips of linen which guards wound round Antony,

and raising him on the butt ends of their halbérds, helped us to

hoist him over the balcony. This was ko easy task, and our strength

was taxed to the uttermost, but it was a realistic and effective

piece of business, adding greatly to the tragic picture. (253)

Benson was so proud of the striking picture made by the ebony and
silver monument that he stoged Cleopatra's death scene there rather than
in the palace, though he may also have been influenced by the fact that
his relz‘istic sets caused long gag;os between acts which a local paper
found "rather tiresame". (254) Throughout, he strove to make every one of
the lavish sets, costumes and properties archeclogically and historically
correct, but = as so often in this era of snectacle « the acting was less
memorable than the setting against which it took place.

Mrs. Benson's interpretation of Cleopstra showed the intelligence

of the actress, but falled to achieve the passion and sexual attractiveness

so essentigl to the role. The portrayal was said to be "in a rather novel
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form" (255) but it seencd

to be a little beyond her physical capacity, and ... lacks
the broed humenity vhich Shakespeare hes imperted to it.  (256)

In only two scenes did she achieve the requisite trlagic power - in the
clash with the messenger who brings the news of Antony's remarriage she .
developed "the ferocity of a tiger~cat®, (257) and the death scenc drew
from her a good deal of dramatic art, so that "her death was consistent
- with her brilliant and luxurious lifé. She robbed it of its hideousness."
Benson himself, producing as well &: acting, was bowed down by carg:s gl)l_ich
affected his performance for the first few nights, and he was accorded.
t;nly conventional praise by a local papers
o Mr. Benson has made a close study of the part of Antony, and
his conception of the churacter will commend itself to most
intelligent playgocrs, and students. (259)
Gradually, however, he grew into the part, meking superbly eff'ective use

of his voice; James Agate was later to write of this performences

The verse in Antony and Cleopatra is molten end brassy, Benson
puts into it the blare of trumpets, the clash of cymbals, the

clang of opposing shields, and if some of the sounds do not mean
very much in themselves, their sum makes up the most astounding

and inspiring symphony to be heard on the English stage today. (260)

Through voice and physique, Benson at first expressed nobility and vigour,

WA

but he reserved his wost telling effects for the moodiness of Antony te

the later sections of the play:

When he beceme fZil and flexible the declension was obvious and
painful. He rose and fell according as hc was wrought upon by
the pressure of circumstances and the conflict of passions, (261)

A loczl paper was much impressed by this alternation of valour and dejection,

‘and said of Benson's intsrpretation:

It struck one as approaching artistic perfection of the
character he presenteds It exhibited an amazing force and
vitality, and it displayed a form of intensity and intellectual
keenness which were samewhat striking, (262
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In spite of this praise, the London critics ignored this
prodgc.tion,- as they had ignored virtually all Benson's work at Stratford
for the‘pr_evious ten yéars. In 1900, however, Benson brought his _
_Anigox_ryz 2nd Clebgatra to the capitel, where, amid a season at the Lyceym
‘devoted mainly to Richard IT:‘and The Tempest, he and hic wife presented
it for six performences, They were l;ampered ':'m this production by the
fire at Stratford which, shortly before his London engagement, had
destroyed all his costumes, properties and prompt books, Irving kindly
lent him his dresses and armour for this London appearance,

If Benson had hoped that metropolitan peri'ormance_s would awaken
the London dramatic critics to the merits of his Antony and Cleopatra, he
‘wiss to be disappointed: The Spectator and The Saturday Review did not
review this production, and he received little encouragement from the
other journals, Benson, The Sphere said, was not shown at his best in
this rolet ‘

Physically and temperamcatally he seems to me quite unsuited

for the part of Antony ... He entirely misses the mastering

passion on which the whole tragedy is pivoted, (263)
end The Times asserted that Benson's natural endowments did not fit him to

play Antony:

Mrs Benson can declaim Antony's lines; he can show Antony
the scldier, Antony the noble Roman, But torrential passicn
he cannot show, and what is Antony without that?  (26k) -

Ihe Morning Post was more satirical at Benson's expense:

He was rather a woe~begone Oriental vhining a little at times,
but on the whole well sat:.sf:.ed with the handsome way in which

Kismet was treating him., = (265)
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Mrs. Benson fared even vworse, being “menifestly unequel to the part

of Clecpatra s+. (she was) young, inexperienced, ‘and after a time decidedly

monotonous."  (266)

The Times outlined its conception of Shakespeare's Cleopatra before showing

how far Mrs. Bens_or;'s interpretation fell below this?

There is, to begin with, that estonishing Cleopatra, She

is a Baudelairean woman, a fleur du male She hrs vhat the
decadents are fond of calling in their jargon an orchidaceous
perscnalitye Now there is nothing of the uncanny, disbolic
featesy of the orchid in Mrs. Benson, With the temperement
conferred on her by nature she does well, wonderfully well, but
it would be idle to pretend that hers is the temperament for the
parte And the drawback of the part is that no smount of skill
end good will can atone for the ebsence of the requisite temper-
ament. (267)

Two final quotetions, frem The Illustrated London News and The

Athenaeum, will show thet the sincere, hcnest and careful performences
T E—

of the Bensons_ fell far short of an estimable achievement beceuse neither

leading player could convey the overmastering passion of the femous lovers.

'The dreaded word "emateur" was once more launched at Bensont

Both ere just simply sarnest and intelligent, if rather
stagey, players, and ..o both find their latest roles
entirely unsuited to their respective natures ... But

Mrse. Benson's rendering « well, it is a very clever tour de
force, but mere languorous poses and deliberate intoning
of speeches cannot atone for an sbsence of all real abandon
So, again, it is with Mrs Benson's Antony.  (268) S

All that one can feel concarning this is regret that artists who
are winning their way into pubiic favour, and substituting a
London for a country reputation; should take a step we are bound
to regard as reactionary. Cleopatra is within the reach neither
of llademe Bernhardt nor of Signora Duse, nor, indeed, of any
-actress by vwhom it has been essgyeds Ve will not say that the
failure of these artists should be probibitive of further cffort.
But such assumptions as those of Antony and Clecpatra go scme way
towards relegating Mr. Benscn's experiment to the amateur level
from which it appesred to be issuing. (269)
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Concluciaon,

This chéxpter has shown that the nineteenth century saw no
entirely successful production of Antony and Cleopatra, In 1813, 1873,
1890 and 1897 it wes vresented in ludicrously non-Shakespearean versions
which attempted to "improve" Shakespeare by adding spectacle and ornsment,
and by reorganising his text. Macready (iﬁ 1833) and the Bensons (in
1898 and 1900) made honest attempts to present a basically authentic
text in an appropriate setting; but since these actors were not suited
to their roles « by temperament, or physique or style of acting « mediocrity
was the result in each case. Only Miss Glyn (in 1849, 1855, 1857 and
1867) beceme ijdentified with the role of Cleopatra es Kemble had been with
that of Coriolanus. But whereas Coriolemus is essentially a oneeman play
" Antony and Cleopatra demends two leading performers of outstanding ability,
and Miss Glyn received no more than competent support from her three
Ant fy\s Nevertheless, her interpretation was by far the finest which
was seen in the nineteenth century, |

The play bas yet {0 receive an entirely satisfying performance.
Constance Collier's Cleopeatra in 1906 Was.; said to rival Miss Glyn's, but
Beerbohm Tree's Antony wes no more than adequate. Since Robert Atkins
established the tredition in 1922 of playing it without a constant series
of scene changes, Antony and Cleopatra has proved more popular, and
notable performences were given at the 01d Vic in 1925 by Balliol Holloway

and Edith Evans, and in 1930 with John Gielgud and Dorothy Green, Other
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comparatively successful productions have been tpose with Godfrey
Tearle and Edith Evens at the Piccadilly in 1946, with Laurence Olivier
and Vivien Leigh in 1951, with Michael Redgrave and Peggy Ashcroft at
Stratford in 1953, and with Jobn Clements and Margaret Leighton at
Chichester in 1969, .

Shalceépearé’s play has always proved rather inflexible material
on the stage if not in the study, end there has never been a lack of critios
to denounce it Jor the impossible tasks which it sets its leading sctors
and its staée managers; ‘Latest of the line of Jeremiahs is Rarold
Hobson, who, in August 1969, elevated the drematic expertise of Herold

Pinter in Landscape to a higher level than that of Shakespeare in Antony

and Cleopatra when he wrote

The fault « I dare to =gy it, the inferiority - is Shakespeare's,
In Antony end Cleopatra Shakespeare performs meny miracles, but
not the miracle of making us really feel the bondage ond the
ecstasy of overwhelming loves By the use of "objective
correlatives" ¢oo this particular miracle is by lMr. Pinter in
Landscspe memorably achieved.  (270)

One weaits, in vain it would appear, for some miraculous pm'tneiskdp of

actor, actress, director and designer to prove him wrong.
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Chapter Six,

Conclusiaon.

The three pre:;edng chapters have reviewed in deteil the three
Ramen plgys of Shakespeare as they marched = sametimes purposefully,
scmetimes falteringly < across the nineteenth century metrd§politan
stages, It has been a long end, at times, a complicated story. Vlhat
hes it shown?

Emerging clearly from the mass of detail is the fact that only
rarely in the nineteenth century was it possible to see Shakespeare in
en unadulterated text. Some actors made wrthy attempts at it - Macready
(under the influence of the manager Eliiston) and Phelps notable among
them « but it was thought necessary even in these performances to cut
and reorgenise; With less scrupulous adsptors, excisions were positively
murderous, much non-Shakespeare_ap material being added. The adaptations
of Kemble end Tree (among others) strove to highlight the "star" role;
the 1813 Antony and Cleopatra attempted to render with greuter delicacy
sane of Shalespeare's blunter expressions; late nineteenth century
versions of the same play butchered the text for the sake of the
embellishing and expensive spectacle so dear to the audiences of the period,
vhereas earlier adaptations of Coriolams end Juldus Caesar had sought by
emalgamation of characters to reduce the mmber of speaking parts, and
thus the cost of production,

A notable feature of the period was a rémarkable reluctance on the
part of actors, mamagers, adapt@rs end drematic critics to allow that
Shakespeare could construct a workmanlike play, cepable of making its



effects with clarity and precision__in the theatre, The '.l‘_.'unes of
26 Jenuary 1820 ﬁupported the idea of adgptation by stating that
There are many reasons why into almest every play of Shakespeare
it has been _thought fit to introduce alterations, tut the /*
principle is the absolute necessity of studying stege effect, (1)
Ca/n’d the critic of The Literary Gagettg preferred Kemble's adaptation of
Coriolenus to the original, Mecready spoke of "the uni_nteresting.nature
of the story" (2) of Coriolanus, and Ihe Athenaeum saw the role of Caius
Marcius as "a difficult asémnption"; (3) The Times supported Bemson in
his adaptation of Coriclemus on the grounds that its drematic interest
was lowy apd that there is an "absence of plot, absence of love story,
| | sorappines%f‘ sﬁ;t;atipn.“ (l.._) To Macréaiv, Brutus could "never be a
| part that cqn_ii;spire a person with an eager desire to go to a theatre to
see represented”, (5) ZIhe Illystrated London News felt that the
inadequate battle scenes of Tﬁefg Julius Caesar were "the bard's and
not the xpanager’_s fault", (6) and The Athéx_mam sew the pley as lacking
in hero, hez-'oiner and love interest, 8o that "it gains less than Mst any
other of Shakaépeaz*e's drames from stage rendering,” (7) The Times of
16 November 1813 claimed that the version of Antony and Cleopatra presented
in thé.t year had improved Shekespeare's text by softening the improbabilities
_and steadily following thé story lines, end also commented that there was
~no interest in the character of Antony, Twenty years later, The Times
also praised Macready for removing from the Shakespearean text of é_n_tggz
end Cleopatra those scenes and lines “which rether detracted from then
added to the beauties of the play”"; (8) while Macready himself found the
character of Antony "not very powerful", (9) "leng, end I fear not
effective.” (10) The Times in 1849 referred to Antony and Cleopatra
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as"rembling", assefbin.g that “There is no clqs_é éequence_ of incidents to
eny ane point”, (11) and The Spectator claimed that the play contained
. “neny pbr'tions_yvhich' ere dramatically ineffective:® (12) The Times
desceibed Clecpatra es "a camedy cherecter, vho comes t6 a traglc end", (13)
and The Athenaann i'el‘t that even Halliday's basta’rd véz;sim of Antony end
glmt_x_'_g "made the action of the pley more direct end intelligible"; . (14)

o Although some lip Service was paid to Shakespeare's dramatic skill,
the dominant nineteenth century practice was to regard his texts as in need
of considersble revision and reorganisation before they could hold the
| Attent-__iqn of an audiame. | Most nineteenth century adaptations were less
sgytere then their more notorious predecéssor§ of the eighteenth century,
but, several of them « notebly those of Antony and Cleopatra = were, in
fact, Just &s martist:lc and :mdefmsible. o '

Actors, managers and ‘adaptors were, of course, under the influence
of many external pressures which affected versions, styles of production
and f?eque_ncy of performance, One of the most important of these
'press_\u.'es wes the need to make a finéncial profit. - It is perhaps too .
‘gasy to forget that finencial motives hed perforce to lie behind each
prc?ductio_n. When each theati-e housed a regular campany providing a
wide r_epér‘toire,_ tpe more popular plays could subsidise the production of
less Pemilier warks, but this was made.impossible by the change to the
jn-oduction whicm was speciaily cast for a long "run", UManagers were
thea.'efore forced to bow to popular taste if they end their families were
to eat. : Whereas until about 1850 .the London theatre had been the
equivalent of B.B.C. Televisim, presenting a fairly balanced diet of

maéterpiec_:es and trivia, it was thereafter forced by its own menner of
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organisation and by finencial necessity to adopt a role similar tb
modern ITV, 'pan_deir.-j.ng fairly consistently -to the lowest cummon denominator
of public teste, Only with the advent of Covermment grénts to the Arts
. in more recent times has the theatre been able, in a few selected. ayeas, to
:'break am.y somewhat from the heavy pressure of the need to be profitable.
' Political pressure (of en indirect kind) can also be discerned in
the way in which Coriolanus and Juljus Caesar vanished from the stage
.during the worst excesses of the Prench Revolt-xtion, for fear that they might
provoke & similar social upheavel in Engleand, |
’I‘he,"story of Antony and Cleopatra in theé nineteenth century slso

illustrates the force of moral opinion on the theatre, Somewhat
surprisingly, the later Victorian public tock this play to its heart,
\"r'al'uiné its portr¥ayal of ramantic love and it%epiction of the varying
emotions of Cleopatra; but the earlier part of the century viewed it
with considersble disteste Mrs, Siddons refused to play Cleopatra, the
adapter ‘of the 1813 version was frightened of such words as "stfmpet",
lust" and "lasciviocus wassails" end was praised by Thomas Barnés for the
menner in which "the gross¢hesses have been expunged.® There is no doubt
that the Puritan tradition, and the influence of late eighteenth century
"sentimentality" played en important part in keeping Shakespeare's Antony
and C_:;epg_at:g so long from the stage.

~ The tastes, interests and physique of the actors thenseives were
also of prime imPo?;bance in deciding whether or not to present a particuler
play, and & sheping .its production, Mecready (until the later years of
his career) and Phelps saw it a8 their duty to present a full range of

Shakespearean drama, and they conscientiously. gﬂppted a wide variety of
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roles, to which they were not always su.ited, Apart from Macready's
' delight in-plaavr:i.ng Cassius, neither of them was particularly drewn to .

the Romen playsy and neither achieved much perscnal success in them, but
without their declared policy of providing the public with honest producticns
of most plays in the danon, Corioianus and Antm and Cie@‘ atra would have
vam.shed fram the stage for even longer periods than was, in fact, the

case, ana Miss Glyn might never have blazed forth as Cleopatra, |

~ Other great astors are notebly ebsent from this study becsuse thedir

ta_lentg did not suit them to the pértrayal of Romen _rol_ee. . Edmnd Kean,
Barry S_uill.ivan,‘Charles' Kean and Henry Irving were probébiy wise to eschew
Shakespeare's Romen roles, for wh:.ch neither- their physique nor their
technique fitted them; but it wes another story with those actors who
became identified with certa:l.n Romen roles. This study has shown the
: cata:l,ytic et‘fect wh:.ch the talents of ane actor can produce in the success of
an indiv:.dual play. Kemble's physical appearance and his cold, formel _
styie of acting made him the greatest Coriolanus the stage has ever seen,
raising that much«neglected play fo & plece of honour and popularity with

a whole generation of plsygoers, Miss Glyn's unexpected power as Cleopatra
provided the initial impetus which launched Antony and Cleopatra into
public favoi:r after 1849, To a lesser extent; Benson's identification with
" Caius Marcius restored Coriolanus to a position which it had lost for many
years, and 'the ensemble playing of the Saxe-Meiningen Company directed
attention to the lively dramatic force inherent in a Julius caesar which
.had be'en off thé stage for a long period. Success in the theatre, it
Seems, cen be less dependent upon the essential adxievement of the author

and his text than upon the presence of the r;gh_t actor, whose technique
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and appearance ensble hin to became identified with a particular role,
as Mrs,’ Si‘déons was with Lady Mecbeth end Volumnia, as Kgmbi'e wés 'wiﬂi
Coriolanms, Edmnd Keen with Richard III and Othello, Hacready with Macheth,
Miss Glyn w:.th Clecpatrs, Charles Kean with Louis XI, énd Ifving with
Mathias, Louis XI and Richelieus ' ' |

Actors and mensgers were also influenced ﬁy' the larger new theatres

which wer.'e constmcted early in the nmeteenth century, The vast sige of
__the rew Drury Lene end Covent Garden 'demanded an entu'ely new approach, and
| must have added a new dim'ensio;'z to stage acting in much the same way as

the addition of 's‘ound brought new potentialities and new problems to the
filmmakers, Larger gestures, more stentorian voices, and more fhickly
populated crowd scenes were called for, so that these huge stages played
.th_ei.i" 'p&t in 'fox:cing mansgers to tﬁén fé-sz.aectacle, machinery, opera and
ballet, Similarly, the improved stage lighting and mechinery of the
118308 and 18,0s pleced greater emphasis on realistic scenery and

elaborate béckdrops. | _

The Romen plays also experienced many différent styles and fashions
of acting in the nineteenth centurys the aloof dignity of Kemble, the
romantic fire of Edmund Kesn, the thess and femiliar style of Macready,

] the ensemble playing of the Saxe<Meiningen Company, the p_rofess:lonalim of
Benson (treated as amateurism by the reviewers) end the comparative
emateurism of Tree (treated by the critics as professionalism). At a

. lower level, hardwo'rl;:in.g’ conscientiousness was evident in the diligence

of Young, Vandenhoff, Phelps and Anderson, and an incredible incompetence
seems to ‘have been the key note of Conway, Hemfilin, Butler and Miss Achurch
in their Roman interpretations. Throughout the century, the.classiciam of
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4¢ the Kemble school (remnants of which survived into the 1860s) gave
wgy first to the greater emoticnal pull of romentic ecting, end then to
the down to earth naturalism of Macready, only to return to a fullsblooded
rhetoric tovards the end of the century, Coriolanus benefitfed most fram
. the classical approach, and Julius Caeser from ensemble playing, but
Antony ..and.éle@gtra ceme to life through the skill of Hiss Glyn rather
than ‘beceuse it responded to a fashionsble style of ectings
The central chapters of this study have provided detailed
evidence on a narrov front to substantiate the genarally held views abgut
thé 'developnent of the nineteenth century theatreé. They also illustrate
the growth in the importance of dramatic criticst as the century
_ br_dgiessed, én increasing mmber of serious periodicals was founded, all of
which gave considerable space to the theatre, At the start of the
. century, The Times provided regular, though rather shorf, reviews of the
programmes presented at the Patent Houses; for other camments it is necessary
to turn to gossip columns, diaries and reminiscences; From the 1840s
onwards, periodicels of the stature of The Jllustrated London News, The
4:henaeum and The Spectator were printing lengthy revievs in which text;
séenery, acting and production were fully discussed; Paradoxically; these
_ periodicals arrived on the scene in time to chronicle and bewail the decline
of serious theatre in Englend, and one ¢an only express reg;ret that
Kenble's performences lacked the documentation which later; and often lesser,
.aotors were to receives The nineteenth century dfematic eritics included
some of the greatest end liveliest writers in the English language, end it
is a matter for gratitude that we are still eble to recapture performances
through the words end vision of Hazlitt, Leigh Hunt,; Forster, Shaw and

Max Beerbolme The Time_s_‘ cavalier attitude towards most productions of
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Julius Caesar, and the unaccountably vicious attitude of most London

crit:i_.cs towards Benson®s .eaz-ly work, ere small prices to pay for the wit
of Shew and the scholarship of Hazlitt, ) |
Hazlitt illustrates at its most potent the link between the
liferary critic and the stage, Almost all hié comments (as}iterary
criticiam) which appeered in The Ché,racters of Shakespeare's Plays were

dam directly from his dremetic criticism in The Exsminer, The Morning
Chronicle and el-s'ewher'e;. For example, when, in The Characters of

Shakespeaie's P Haglitt stated that _
I - ' of! imagination
Few things in Shakespear ... have more of that local ruth
end cheracter than the passage in which Cleopatra is represented
conjecturing what were the employments of Antony in his absence «
"He's speaking now; or murmuring « Where's my serpent of old Nile?"
or sgain when she sgys to Antony, after the defeat at Actium, and
his summoning up resolution to risk another fight « oIt is ny
.birthday; I had thought to have held it poor; but since ny lord
is Antony again, I will be Clecpatra,” (16)

he was remembering those very moments which had impressed him in his
capacity es dramatic critic in 1813, for his review of the performance
on 15 November 1813 contained the following paragrapht
Nothing cen have more local truth end perfect character then

the passage in which Cledpatra is represented as conjecturing

what are the employments of Antony in his absence, "He's _

speaking now, or murmuring « where's my serpent of old Nile?®

Or egainy, when she sgys to Antony; after the defeat ofActium,

end his resolution to risk another fight & "It is my birthday;

I had thought to have held it poor but since my lord is Antony

again, I vill be Cleopatra,® (17)
Most of his literary criticism of Shakespeare wes similerly enlivened by
attendance at performances of the plays; the detadl, sensitiveness,
thoroughness and enthisiasm of his comments spring from, and were perhaps
given impetus by, a familiarity with the practical werld of the theatre.

It is more than possible that Kemble's deliberate attempt to convey on
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stage the struggle in the mind of Brutus prampted Hazlitt to emphasise
a similar point in his interpretation of Brutus in Ihe Characters of

Shelsspesre's Plays; .

| UIOtherv}ise, epert fram the possible influence of Capell's stege

. @rections on Kembleds production, and of the sgreement of sctors and

* ‘scholars about the tenderness of Brutus, the warlds of the study end of
the stage rarely :l-.nf‘lqénced che anothers Benson Ia'nd Tree viere certainly -
unwilling to drew ettention to the less pleasant features in the

~ character of Mark Antcny in Julius Caesar, vmatever ‘the literary critics
might say. -

o Basically, however, this study has not abtempted to prove enything

~ Its aim has been expositorys to provide a detailed stage history of three

| plays in a limited period of time, It will have attained its goal if it
has ellowed contemporary prompt copies, reviews,- diaries, memoirs and

reminiscences to tell their omn tale of the nineteenth century theatre's

A . .
attampts to tread on classic ground.
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London 1792
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Characters; and Essays on the ient
Theatres and Theatr:.cal Useges 2 volumes
London 182

Shakespeare: The Romen P1 London 1963
Shekespeare's Plutarch Lon%on 196
A Study of Shakespeare London 1880
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" ' London 1920

(Essgz on "Antony end Clecpatral PP,

1889)
Shakespeares The Roman Plays London 1963
Critical ObserVa:blons on Shakespeare
Dublin 1747
A Specimen of a Caminentary on Shakspeare;
Containing I, Notes on "As You Like It",

1L _An Attempt to Explain end Iilustrate
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the Assoclation of Ideas ZOndon 179

The Imperial Theme: TFurther Interpret-

ations of Shekespeare's Tragedies

inaluding the Romsn Plays London 1961
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I COMPLI'S EDITIONS OF SHAKESPEAE

" E, Capell (Zg)

ellows in Folio, and now faithfinlly.
republishéd from those Editions in ten




T, Hanmer (ed)

S, Johnson & G, Steevens (Eds)

. S, Johnson & G, Steevens (Eds)

c

Knight (E;i)

E. Malone (ed)

E, Melone (Ed)

A; Pope (Ed)

Yolunes octavo3 with an Introduction
Whereunto will be added, in some other
Volumes;. Notes, Critical-and Explanator
and & Body of Notes, Critical and
E&lanatogh and a Dndr - of Various .
Readings entire London 1767
The Works of Shakespéar in Six Volumes
Careﬁ:llx Révised and Corrected by the
former Editions London 1745
The Plays of Williesm Shakspeare, in Ten
Volumes: With the Corrections and
Illustrations of Various Commentators; to
which are added Notes by Samuel Johnson .
and George Steevens. _The Second Edition
Revised and Augmented, London 1778
The Plays of Williem Shakspeare in
Fifteen Volumes with the Corrections and
Dlustrations of Varicus Gommentators; to
which are added Notes by Samuel Johnson
and George Steevens. The Fourth Edition
Revised and Augmented (with a Glossarial
Index) by the Editor of D:dsl _ .
Collection of 014 P1 London 1793
The Pictorial Bdition of the Works of
Shakspere:Tragedies, Volume II London N.D,

Ihe Pleys and Poems of Willism

S!x_a__km eare in Ten Volumes; Collated
Verbatim with the most Authentick G
Copies and Revised® With the Corrections
and Illustrations of Various Cammentators;
to vwhich are added; an Lssay on the

Chronological Order of his Plays; en Essa

Xelative to Shakspeare and Jonson
Dissertation on the Thres Parts of
VI3 an Historical Accaunt of the
ish Stage: . and Notes, Edmond
Malone; London 1790
Ihe Plays and Poens of William Shakespeare;
with the corrections and I1lustrations of
various commentatorsi Comprehending a
Life of the Poet, and an Enlarged Histor
of the Stage - 21 volumes London 1821 £fin.
The Works of Shakespear in Six Volumes,
Collated and Corrected by the Former

Editions _b_x Mrs Pope London 17




Ge Steevens (Ed)

Lo Theobald (Ed)

.The Dramatg,‘c Works of Shakespeare N.P,

1800
‘l‘he works. of Shak:esgeareﬂ in Eight
Volumes, Collated with the Oldest
Copies, and Corrected; with Notes,

Mlanatog end Critieal London 1259

ond edition F.Po 1733
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Ho Brooke

) ca Calvert

Ls Calvert

- T4S. Dorsch (Ed)

'J. Dover Wilson (Ed)
J. Dover Wilson (EQ)
J. Dover Wilson (EQ)

Je Dryden

HsHe Furness (Ed)
' 'HGTQ Hell

C,R. Hibbard (%)
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A.Qelé.ﬂtim_nine.cs_ Volume II
London 1778

Shekspeare's Tregedy of "Antony and
g xa”, Arzensed for Represent

C’;eep’ at'ré“: _Arranged fdr Rep ;esgtatlon

' Acts, and Produced by L
g_gz,mn Menchester N.D, (1875
Juliys Caesar (New Arden edition)

) edit
London 1955
Antony and Cleopatra (New Cambridge

Shakespeare) Cambr:.d%j 1968

Coriglapus (New Cembrddge Shekespeare)
Cambridge 1968

Julius Gagpar (New Cembridge Shakespee.re)
Cambridge 1958

oPo 1678

jaymariet. rinted dey the Ay r g
me,
With Biogranhical end Critical Remarks
Volumes IV and V London 1808



Mrss Inchbald (%a)

. M,R. Ridley-(Ed).

T Sheridan

- Co Sedley

| H, Spencer .

J« Thomson

V___PROMPT COPIES

The British Theatre, or A C ion

_Plays which ars acted at the Theatres

Royal, Drury Lene, Covent Garden., and
Haymarket, - Printed under the Authorit
of the N zers from the Prompt Bo
i hical 4% Uritiecal Remarks
and V London 182 '
Antony and Cleopatra . (New Arden edition)
- London 1956 F.P.195)
Coriolarms _or The Roman Matron., a T
Taken fram Shakespear and Thomsons As it
is acted at the Theatre Roval in Smocke
e 10 which is added, The Order of
the Ozat:.on Dublin 1757
d Drematic Works (Ed.V. de Soli
Volu.vne IV London 1928
Shakesggare ggrovea The Restoration

Versions in Quarto end on the Stage

Cam'bridge. Mess, 1927

The Works or' J. Thomson, Volume IV
London 1762

- "Coriolams"

. (1)  Shakspesre's Coriolanus or The Raman atron, A '
Historieal Play ted to the stage, vAth additions
fran Thomson JsPe Kemble, and now first published
8s it is acted at the Theatre Royal in Covent Garden

‘ London 1806

('I'he Prampt Copy for Kemble's 1806 revival of his production

originally staged in 1789, In the possession of The Garrick

Club, London, ) B

"Julius Caesar® '

(i) Shakspeare's Julius Caesar, A Trage ted &
the stage JePs Kemble d published as it is acted

at the Theatre Ro'@ in ng' nt Carden, London 1812

1812. In the possession of The Garr:n.ck Glub, London,

(ii) ~Shekspeere's Julius Caesar, & Traged ted to the
stage by J.P. Kemble; end now published as it is

. perfora>? at The Theatres Royals London 181

(A copy maﬂe by R, and S, Jones of Kemble's pro@tbook of 1812, tut
containing slightly more memuscript detedl, Used by Williem Cres<
wick for his production of Julius Coesar at the Theatre Royal,



‘@361«

Liverpool in 1845, and therefaore probebly very similar
%o his production at the Surrey Theatre in 1850, In
the possession of The Shakespeare Centre, Stratford upon

Avon)

(i4i) Julius Caesart. A Tragedy, In Five Acts, By Williem
Shakespeare. _Printed from the Actié._rg Copy, with Remarks
- Biographical end Crltical, Dby Do To which are
added, A Description of the Costume, = Cast of the
Characters, Entrances and Exits « Relative Positions of
the Performers on the Stage, » and the Whole of the St
Business, As performed at the Theatres Ro London
London NeD., but the printed text refers to the 1827
Covent Garden productions (A prampt book "marked from
Mr, Vendenhoff*s", but with no indication of date of
production, In the possession of The Shakcspea.re Centre,
Stratford upen Avon) . _

- (iv)

. production at Stratford in 1889, re-worked into six acts.
In the possession of The Shakespeare Centre, Stratford upon Av

- Mgntony and Cleopatrs®
| (1) Shaks;geare's Trgedx of Antony end Cleopstra; with

erations, and with additions from Dryden: as now
erformed at_the Theatre-Royal, Covent-Garden. London 1813
The promptecopy for the 1813 production of Antony and
Cleopatra, In the posséssion of The Shakespeare Centre,
Stratford upen Avon)

C.H. Shattuck The Shakespeare Prompthookss

A Deacripntive Catalogue,
Urbana, UsS:A, 1665,
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The Birminghem Daily Post
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Blackwood's HMagazine
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The Bveminer
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John Bull
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The Leamington Courier
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The Monthly Mirror
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The Morning Herald

The Morning Post

The Ninetuenth Century
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Spatting Dramatic

The Stage

The Standard

The Stratford upon Avon Herald

The Sunbeam

The Telegraph

* The Theatre

. Theatre Notebook

The Theatrical Inquisitor o}

The Times and The History "The Times"$
Vol. I "The Thunderex" in the Malding London 1935
Vol.II The Tradition Established 18415188 London 1939

Vol:III The Twentieth Century Test 1884~1912 London 1947

The Westminster Review



