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Cassius
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Cinna the Conspirator / Lepidus
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Caius Ligarius / Cicero / Cinna the Poet
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Mark Antony

Metellus Cimber / Varrus / Volumnius / Flavius
Artemidorus / Pindarus / A Carpenter
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Lucillius / Calphurnia / Popillius Lena / Servant to Octavius
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THE REHEARSAL PROCESS

e MR summed up the first rehearsal (6 April 1999). He spoke of a common centre — of the
Company, of the production, of the building.

e MR wanted to treat Julius Caesar as 5 “mini-plays” — to correspond to the breaks
between the Acts that we would use in performance. He also hoped this would help to
develop a sense of the beats in the play — like the five stressed beats in a line of blank
verse. (6 April 1999)

¢ Feeding

This practice was adopted by MR at the very beginning of rehearsals. Each actor in a scene
was teamed with an actor not in the scene, who followed the scene on book, while
shadowing the actor in the scene, to prompt them when it was their turn to speak. The
“feeders” stayed close to their assigned actor and fed them lines without projection or
emphasis. The challenge for the “feeders” was to closely shadow their actor, without
impeding them in any way. MR advised the “feeders” to feed thoughts, and not
necessarily complete /ines to the actors.

This exercise side-stepped the usual “table work” phase of rehearsal, and got the actors on
their feet immediately. Most actors find that the necessity to hold a script while working
inhibits their creativity to some extent, and MR wanted to see if these inhibitions might be
avoided, working with “feeders” in this way. Working this way also helped the actors to
discover a need to speak, to have a sense of discovering the words as the need to express
arose. In the best situations, the actor might genuinely not know what they were about to
say, until they spoke — the exercise helped to avoid anticipating lines in advance.

The second phase of this exercise was to run the scene without the help of feeders or
scripts, relying solely on what the actor retained in their memory. In most cases, this proved
far in excess of what anyone might have imagined. The process of “feeding in”
undertaken beforehand meant that the actors had hardly noticed that they were absorbing
a great deal of text.

This phase was followed by another run of the same scene, this time with feeders again.
Encouraged, the actors would invariably remember yet more text by the time this third
phase was reached.

As such, all text work done in the first few weeks of rehearsal was done either with Giles
Block as Master of Verse, or by the actors alone, in their own time.

e Improvisation:

Occasionally, MR would ask the actors to pause, hold a moment, and as he prompted the
actors using simple, specific questions, the actors would explore a particular moment in
more detail, through improvisation.! For MR, improvisation is simply a hunt for the need to
speak, or act. In performance, actors do not usually enjoy the same freedom to explore.
MR believed that improvisational exercises were potentially beneficial to all, but especially to
actors whose roles included characters with few lines to speak. Improvisations opened the

! See “Antony Feigns Friendship”, below.



door to a greater number of choices for such actors, while helping those choices stay within
a feasible scheme of plausibility and appropriateness. However, MR sympathised with
those actors with large amounts of text to learn, as he understood their priorities lay with
text matters.

¢ A Question and Answer session was held on 19 April 1999, at the end of the first week
of rehearsals. MR encouraged each actor to use up to 2 minutes each to ask questions
relating to the story or other aspects of the production; alternatively, the 2 minutes might
be used to express an opinion or concern they might have. MR promised that he would
respond to all questions and comments immediately, or follow through on those requiring a
more considered response as soon as possible.

This session brought up many responses to the “feeding” approach adopted by MR for the
first week of rehearsals (see below). One actor commented that it was “tempting to learn
the lines, but probably more freeing not to do so” at this stage. Another commented that
it would be easier if feeders fed entire lines at a time, rather than sections, or “beats”. MR
suggested that it might be helpful for feeders to speak to the actors they were working
with, and ask whether whole lines, or part-lines, were preferable.

Other matters dealt with in the Q & A session included scripts — one actor found the
number of different editions available to him made for endless cross-referencing —
character-relationships within the play, and the necessary balance between verse work
and playing. MR summed up the session thus:

‘I'm enjoying how immediately the play changes as each actor comes into the scene. |
appreciate how creatively the company is working, with sustained concentration and trust.
What we must continue to hunt for is the need to speak. We come into the scenes with a
need, and afterwards we refine that into the words we speak. Let us not start with the
refinement itself.’

e Audience

Periodically, MR would invite individual members of the public into a rehearsal to provide
the actors with an audience, and to check that the storytelling remained clear and direct.
The observers were well used by the actors, and many commented that it was useful to
have someone there to direct a soliloquy or an aside to.

¢ Replacements

One of the defining moments for the 1999 Red Company came in late April, when John
McEnery had to withdraw from rehearsals because of injuries suffered in a house fire.
John’s friend Richard Bremmer was brought in at extremely short notice to replace him; he
joined the Company just prior to the Otley Hall retreat — an accident of scheduling that
helped to form strong bonds between Richard and his fellow Company members very
quickly. This traumatic event ended happily for all, as John returned later in the season to
perform the role of Enobarbus in Antony and Cleopatra. Richard Bremmer proved a
capable and admirable replacement as Cassius.

MAIN FEATURES OF THE PLAY
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MR noted Shakespeare’s ambivalent treatment of the ideas of monarchy and tyranny in
Julius Caesar. He saw the play at once reinforcing the right of the monarch, while at the
same time showing the dangers of tyranny. MR pointed out that these issues were
pertinent to Elizabethans at the time.

MR described the role of the Holy Roman Emperor as being “the Moon, to the Sun of the
Roman spiritual leader”; the role was thus one of “corrective balance”. Elizabeth | assumed
the title of Empress, seeing herself very much as a corrector of the excesses of the Pope.
Was Elizabeth | therefore a self-styled Holy Roman Empress? MR thought it might be
interesting to keep this possibility in mind when working with original practices.

MR described how the Roman calendar was adjusted by Julius Caesar, because at the
time it seemed out of sync with the Sun. Because of “inclusive counting”, the Romans
made crucial errors in otherwise accurate calculations pertaining to their calendar — put
simply, they began to have leap years every 3 (not 4) years. Hence, the sun appeared to rise
in the same, north-easterly point for three consecutive days in the midsummer; in winter,
the same phenomenon occurred to the south-east. Caesar responded by having the
calendar readjusted to reflect the solstices more accurately. In the process he had a month
named after him; this angered many.

In the 1580’s the Gregorian calendar was similarly adjusted, putting Elizabeth | in an
awkward political situation; a 10-day discrepancy emerged between the calendar of the
Catholic Church and that of the Church of England. This parallel between Elizabeth and
Caesar intrigued MR.

NOTES ON THE TEXT

e The acting edition of Julius Caesar was produced by Giles Block (with the help of Liz Ranft
who typed the script). The acting edition was based on the 1623 First Folio version of Julius
Caesar, with changes to the Folio’s punctuation: full stops that occurred within the body of
a speech were replaced by commas, or in some cases, colons. Full stops that occurred at
the end of a speech were retained. The capitalisation scheme of the Folio version was
preserved in the acting edition.

The changes detailed above were an integral part of Giles Block’s approach to verse
speaking, which was received with unanimous approval over the course of the 1999
season. The changes encourage actors to drive through to the end of a speech (thus
maintaining momentum); the changes honour existing (Folio) punctuation marks in so far as
they pertain to speaking, and to offering opportunities for the actor to breathe, mid-
speech. The goal of these changes was greater clarity, momentum, and audibility of
speech. It is generally believed that tremendous advances were made towards these goals,
as a result of Giles Block’s verse work in 1999.

e Lines cut from the text
Mark Rylance and Giles Block were anxious to achieve pace and momentum in performance

by means other than cutting the text. The final performance version featured no line cuts
from the Folio.



e Lines given to other characters

These occurred exclusively in the scenes featuring the Plebeians. Line numbers are from the
Arden 2 edition of Julius Caesar

Act lll, Scene 2

Line 51: 2 Pleb. to 4. Pleb.
Line 53: 4. Pleb, to 5. Pleb.
Line 55: 2. Pleb. to 4. Pleb.
Line 68: 4. Pleb. to 5. Pleb.
Line 69: 3. Pleb. to 2. Pleb.

Line 140: 4. Pleb. to 5. Pleb.
Line 149: 4. Pleb. to 5. Pleb.
Line 155: 4. Pleb. to 5. Pleb.
Line 157: 2. Pleb. to 3. Pleb.
Line 164: 2. Pleb. to 4. Pleb.
Line 166: 4. Pleb. to 5. Pleb.
Line 203: 4. Pleb. to 5. Pleb.
Line 205: 2. Pleb. to 4. Pleb.
Line 210: 2. Pleb. to 4. Pleb.
Line 234: 3. Pleb. to 4. Pleb.
Line 245: 2. Pleb. to 4. Pleb.
Line 259: 2. Pleb. to 4. Pleb.
Line 261: 4. Pleb. to 5. Pleb.

Act lll, Scene 3

Line 9: 2. Pleb. to 3. Pleb.
Line 12: 3. Pleb. to 2. Pleb.
Line 33: 1 Pleb. to 4. Pleb.

e Stage Directions/Entrances and Exits

I-2: Decius’ entrance cut - replaced by Cinna.

[I-2: Exit Servant added (line 47)

llI-1: Lepidus entrance cut — replaced by Ligarius. Popilius Lena entrance added.
IV-2: Lucius' entrance cut.

[V-3: Lucius’ exit cut (line 141)

V-4: Flavius' entrance cut — replaced by Volumnius

RESEARCH

Research Materials:



e Plutarch’s Lives of the Noble Grecians and Romanes, translated by Sir Thomas North
(1579); The Life of Julius Caesar

e Plutarch (ibid.); The Life of Marcus Brutus
e Suetonius, The Historie of Twelve Caesars, translated by Philemon Holland (1606)
e Ortellius, Theatrum Orbis Terrarum (1579) Map of the Roman Empire

¢ John Polman, account of The Battaille of Saint Michaell (1582), from The second part of
the booke of Battailes, fought in our age: Taken out of the best authors and writers in
sundrie lanquages. Published for the profit of those that practise arms, and for the pleasure
of such as love to be harmlesse hearers of bloudie broiles. (London, printed for Gabriel
Cawood, 1587)

e Caesar’s Revenge (Anon., 1607)
e William Byrd, My Ladye Nevells Booke, (1591) — virginals music of the period.
e Robert Barret, The Theorike and Practike of Moderne Warres (London, 1598)

e Jag Bessell was asked by MR to locate different images of hellmouths. MR thought that
the battle of Phillippi might be a suitable analogue, and that we might use the discovery
space as a kind of hellmouth in the scenes relating to the battle itself. JB found the
majority of depictions seemed to be of hell as a cauldron, or a pit. Pictures of carvings at
Chartres Cathedral were useful.

¢ JB brought a number of source materials to a session devoted to the character of Brutus.
Below are excerpts of material used:

Dante took a particularly dim view of Brutus. Deploring betrayal as the greatest of possible
sins, he places Brutus and Cassius together with Judas Iscariot, in Lucifer’s mouth for
eternity, in the 9th circle (the lowest depths) of the Inferno (Canto 34, //28-69)

‘The emperor of the realm of grief protuded
From mid-breast up above the surrounding ice...
...How great a marvel it was

For me to see three faces on his head:

In front there was a red one; joined to this,
Each over the midpoint of the shoulder, he had
Two others — all three joining at the crown.

That on the right appeared to be a shade

Of whitish yellow; the third had such a mien
As those who come from where the Nile descends....
He wept from all six eyes, and the tears fell

Over his three chins mingled with bloody foam.
The teeth of each mouth held a sinner...
...thus he held three of them

In agony. For the one the front mouth gripped,
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The teeth were are nothing to the claws, which sliced

And tore the skin until his back were stripped.

“That soul,”my master said, “who suffers most,

Is Judas Iscariot; head locked inside,

He flails his legs. Of the other two, who twist

With their heads down, the black mouth holds the shade
Of Brutus: writhing, but not a word will he scream;
Cassius is the sinewy one on the other side.”...

Brutus is there, according to Dante, not because he betrayed country or kin, but a
benefactor. However, this extreme view of Brutus and Cassius was far from typical. The
following extracts are all from North's translation of Plutarch:

¢ ' Marcus Brutus came of that Junius Brutus...(who)...had valiantly put downe the
Tarquines from their kingdom of Rome. But that Junius Brutus being of a sower sterne
nature, not softened by reason...was so subject to his choller and malice he bare untothe
tyrannes, that for their sakes he caused his owne sonnes to be executed. But this Marcus
Brutus in contrarie maner...having framed his manners of life by the rules of vertue and
studie of Philosophie,and having imployed his wit, which was gentle and constant, in
attempting great things: me thinkes he was rightly made and framed unto vertue.’

¢ '...Marcus Cato the Philosopher was brother unto Servilia M. Brutus mother; whom Brutus
studied most to follow of all the other Romanes, bicause he was his Uncle, and afterwards
he maried his daughter.’

¢ ' Now touching the Graecian Philosophers, there was no sect nor Philosopher of them,
but he heard and liked it; but above all the rest, he loved Platoes sect the best...’

e ' He was properly learned in the Latine tongue, and was able to make long discourse in
it, beside he could also plead verie well in Latine. But for the Graeke tongue...in some of
his Epistells...he counterfeated that briefe compendious maner of speech of the
Lacedaemonians...Brutus manner of letters ...were honored for their briefenes.’

e ' Brutus being but a young stripling went into Cyprus with his Uncle Cato...Afterwards
when the Empire of Rome was divided into factions, it was thought then that Brutus
woulde take parte with Caesar, bicause Pompey not long before had put his father unto
death. But Brutus preferring the respect of his contire and common wealth, before private
affection, and perswading himselfe that Pompey had juster cause to enter into armes then
Caesar: he then tooke parte with Pompey, though oftentimes meting him before, he
thought scorne to speake to him, thinking it a great sinne and offence in him, to speake to
the murtherer of his father.’

e ‘It is reported that Caesar did not forgette him, and that he gave his Captaines charge
before the battell, that they shoulde beware they killed not Brutus in fight, and if he
yeelded willinglie unto them, that then they shoulde bring him unto him: but if he resisted,
and woulde not be taken, then that they shoulde lette himgoe,and doe him no hurte. Some
saye he did this for Serviliaes sake, Brutus mother. For when he was a young man, he had
bene acquainted with Servilia, who was extreamelie in love with him. And bicause Brutus
was borne in that time when their love was hottest, he perswaded him selfe that he begat
him.’

9



From SUETONIUS:

e '... Marcus Brutus’'s mother Servilia was the woman whom Caesar loved best, and in his
first consulship he brought her a pearl worth 60,000 gold pieces. He gave her many
presents during the Civil War, as well as knocking down certain valuable estates to her at a
public auction for a song. When surprise was expressed at the low price, Cicero made a
neat remark: ‘It was even cheaper than you think, because a third (tertia ) had been
discounted.’ Servilia, you see, was also suspected at the time of having prostituted her
daughter Tertia to Caesar.’

e ‘'Twenty-three dagger thrusts went home as he (Caesar) stood there. Caesar did not utter
a sound after Casca's blow had drawn a groan from him; though some say that when he
saw Marcus Brutus about to deliver the second blow, he reproached him in Greek with:
“You, too, my son?"’

REHEARSAL SPACES

¢ Jerwood Space

This was the location for the first week of rehearsals for Julius Caesar. The White Company
worked in a space connected to the Red Company room by soundproof doors. The White
Company stayed on at the Jerwood Space after the Red Company moved to Duthy Hall,
during Week 2.

e Duthy Hall

The Red Company moved into the smaller rehearsal room in Duthy Hall on 12 April 1999,
at the beginning of the second week of rehearsals for Julius Caesar. MR explained that
when using this space we would not be able to replicate the dimensions or playing
conditions of the Globe stage, but that the intimate space of Duthy Hall might offer an
opportunity to explore character and scene dynamics in more detail, until the stage became
more freely available. CvK noted the level of reverb in the room, and requested fabric
hangings for the walls to improve the acoustics. These were promptly provided and fitted
by the stage management team.

¢ Otley Hall

An Elizabethan mansion in Suffolk, Otley Hall became the setting for a retreat-cum-
rehearsal period from 28-30 April, 1999. The Red Company were given a guided tour of
the house and its grounds by the current owner, Nicholas Hagger, who also joined in some
of the many improvisational games the actors played during their stay. The Company lived
communally during their time at Otley, and many assisted JB in catering for the group as a
whole. Jim Bisgood led sessions in period military drill in the grounds of Otley Hall.

Using the numerous locations within Otley Hall’s grounds to represent different locations
within the play allowed the events of Julius Caesar to happen in “real time”. The actors felt
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that they were able to get a good sense of their individual “character curves”. The
improvisations that the actors created had structure and a definite time element, which all
felt was more useful for this particular stage of rehearsals than either “looser”
improvisations or sessions spent finessing the text would have been. Playing through the
scenes of Julius Caesar in order helped to give the actors a sense of structure, while
allowing them to improvise, explore and discover aspects of the story outside the text.

The same designations of location helped to save valuable time at Otley Hall. Throughout
the day, all actors were constantly playing, regardless of whether they were in the scene
from Julius Caesar that was being worked on at any given moment. The time at Otley
helped Richard Bremmer (replacing the injured John McEnery) to get a sense of the play as
a whole.

MR’s reaction to the time spent at Otley Hall: ‘| feel that the body, the heart of the beast is
now in place. The story is inside us now. It is up to us now to finesse the storytelling’.

ORIGINAL PRACTICES

At the first rehearsal (6 April 1999) Mark Rylance and Jenny Tiramani spoke to the Red
Company actors about their shared ideas on the experimentation with original working
practices at the Globe.

e MR expressed a hope that taking on board the idea of original working practices in
rehearsal might allow the process to reveal some aspect of the play that has been forgotten
over time. He stressed the experimental nature of the work, rather than the potential
desirability or feasibility of “authenticity” in production. Several actors expressed relief
when they heard this. They all supported the idea of the Globe as a forum for continued
learning and experiment, and believed that this was an effective way to combat the
perils of “museum-piece theatre”.

e JT described her work at the Globe, and her commitment to clothing as an ethic, not just
a “costume”. She reminded the actors that the clothing used by players in the time of
Shakespeare was donated as gifts from members of the noble classes. She said that her
work involved a different level of attention to detail, compared to the kind of design work
in other conventional theatres; she needed to replicate not just a silhouette, but also the
feel and weight and character of the original.

e Relationship between the clothing of the audience and the actors: MR and JT
noted that the Elizabethans were particularly keen on certain “Roman” ethics, and were
inclined to make links between that society and their own. For the actors who played Julius
Caesar in 1599, it is that they wore their own clothing when playing Romans. Some
aspects of Roman life made terrific sense to the Elizabethans, said MR, and these aspects
survived, when other more alien aspects of Roman culture were de-emphasised.

MR believed that a similar exploration would be fruitful in 1999, and that as well as
exploring Rome through an Elizabethan lens, we should look for the links between Rome
and our time. JT confirmed that some element of modern dress would be experimented
with at times, to establish this kind of connection.
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e Swords: JT and Lily Mollgaard (Props Manager) selected hunting, dagger-like swords to
be used in both Julius Caesar and Antony and Cleopatra. These were “more Roman” in
appearance than the rapiers popular with young men circa 1599. (13 April 1999)

e CvK, JT and JB met with period drum-maker Jim Bisgood on 15 April 1999, to discuss the
feasibility of using authentic drums in the production. Sample drums were tested on the
Globe stage, and from various points around the auditorium, before a total of four drums
were commissioned by CvK.

BRUTUS

¢ MR asked the actors to write down anything their respective characters said about Brutus.
He also asked certain actors whose characters appeared in scenes with Brutus to write
down anything that they said to Brutus, if it revealed anything significant. MR asked Danny
Sapani to prepare a kind of autobiographical or psychological sketch of his character, using
evidence from the play as a whole. MR asked JB to assist DS by supplying him with
background source material from the accounts of Plutarch and Suetonius®. JB read extracts
from Plutarch, Suetonius and Dante; the actors volunteered information from the play itself
that related to Brutus’ life.

Next, MR asked DS to explore certain lines from the play in which Brutus speaks about
himself. To encourage a sense of objectivity, MR encouraged DS to play the lines, rather
than simply read them, changing the perspective from first-person to third-person.

DS sat inside a circle of actors who became a kind of “jury of peers”. MR asked each actor
to play the lines they had chosen — what their characters say about, or to, Brutus - in any
order, and to feel free to repeat these at whatever interval they wished. This process was
very revealing, as a multi-faceted Brutus was reflected in the comments and perspectives of
those around him. DS was asked to observe and listen, but not respond verbally.

An improvisation around the imagined events of “Brutus’ birthday party” finished this
session devoted to Brutus’ character development. It was interesting to note the somewhat
triangular relationship between Brutus, Caesar and Mark Antony develop — PS took the role
of benevolent patriarch and Mark Lewis-Jones the younger sibling. MR was pleased to see
the actors creating such strong and subtle relationships autonomously, within the freeing
spirit of play. (April 14, 1999)

SCENES IN REHEARSAL
Act |, Scene 1: Tribunes and Craftsmen

eThe Feast of Lupercal is celebrated at the start of the play, and MR described the main
features of this celebration (later reconstructed at Otley Hall). The Lupercal represented a
new start, a time for prophesies, hope for fertility, plenty and a good harvest. Caesar
wished to be crowned King on the Feast of Lupercal, to be acknowledged as a second

? See “Research” section, above, for excerpts used.
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Romulus. This idea was anathema to Brutus, descended from Tarquin. The play begins,
nonetheless, in a spirit of pagan celebration, with a man desiring to be considered a god.

e Flavius and Murellus (Tez Maynard and Ben Walden) entered through the door SR and
directly addressed the “commoners” (ultimately, the groundlings and galleries). MR had
described the atmosphere that he hoped and expected might be created by the interaction
of musicians and actors (playing craftsmen) with the spectators in the yard, but at the early
stages of rehearsal this could only be imagined. The Carpenter (Quill Roberts) and Cobbler
(Liam Hourican) were aided and abetted with their responses to the Tribunes by other
members of the company who happened to be in the rehearsal room at the times the scene
was rehearsed, but the proximity of the Craftsmen to the Tribunes did not help TM and BW
to imagine a more widespread and far-reaching sense of riotous carnival. The scene was
transformed when rehearsals transferred to the Globe stage, as tour groups admirably
improvised as plebeian masses! As a prime piece of site-specific theatre, however, the full
impact of this scene had to be postponed until the crucially unpredictable element of a
large live audience was incorporated.

Act |, Scene 2a: Caesar Meets the Soothsayer

e CvK advised the actors that a flourish would herald the entrance of Caesar’s party. The
Cobbler’s exit through the yard would be halted by this flourish, and would prompt him to
stay to observe Caesar in all his glory. Mark Lewis Jones’ first appearance as Mark Antony
would be in guise of the High Priest of the Lupercal — dressed in blood-stained wolfskins — a
figure not unlike Pan, both dangerous and fertile or regenerative. Later, Otley Hall offered
an ideal environment to explore the possibilities contained in these kinds of rituals. These
improvisations were played out privately, without observers, in order to preserve the
defining element of secrecy and myth that surrounded the ritual itself.

MLJ was presented with the challenge of communicating these various and antithetical
ideas of fertility, danger, Rome’s legacy from Romulus and the wolf as protector of Rome’s
flock of citizens, to a contemporary audience, without the benefit of substantial speeches
to help him communicate these ideas. As such, the improvisations at Otley Hall proved
invaluable.

MR asked the actors to consider the symbols of the feast of Lupercal, in particular the
image of the wolf as both predator and protector. He described what he felt was a sense
in Shakespeare’s time of European leaders cast in similarly wolfish forms. This problematic
image of the predatory guardian permeates every level of the play, so it seemed essential to
realise this not just philosophically but physically, at the earliest possible juncture.

The Soothsayer (Jimmy Gardner) would emerge from the “presse’ of the yard rather like the
craftsmen of the previous scene, it was decided. The Soothsayer’s modern dress would

provide a stark contrast to the sartorial excesses of the Lupercal celebrants, that MR hoped
would help his discordant note of caution to resonate more strongly.

Act |, Scene 2b: Cassius Mirrors Brutus
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e Work on this scene began in earnest during the Company’s time at Otley Hall. The
episode was named “Cassius Mirrors Brutus” because the Company felt that this most aptly
summed up Cassius' strategy in persuading Brutus to join the conspirators’ cause. Cassius
is not able to coerce Brutus in any direct sense — indeed, it seemed as the scene progressed
that it revealed a deep-seated need on Cassius’ part for affirmation from Brutus. The
macho stories of swimming across the Tiber and corresponding jibes at Caesar’s infirmity
were explored by Richard Bremmer as a means of betraying Cassius’ own insecurities. RB
noted that Cassius equates honour with strength, and that this scene provides an excellent
primer for the showdown in Act IV, Two Brothers in a Tent (IV.3a); Brutus’ aspersions
regarding not only his word, but his military prowess, would really sting Cassius.

e Once the play went into previews, MR amended the blocking for this scene to more
accurately reflect the “mirroring” element of Cassius’ strategy. He advised RB and DS to
play the scene from opposing ends of the stage, forward of the pillars, and to maintain
maximum distance, where possible. This not only improved the sightlines tremendously,
but encouraged the audience to make appropriate parallels between the two men, as a
result of their spatial relationship to one another.

Act I, Scene 2c: Caesar Suspects Cassius

¢ MR helped the actors to develop a strong choral element to the movement of this scene.
This was strengthened tremendously by improvisation exercises in the open spaces of Otley
Hall. The return of Caesar’s party from Antony’s victory in the race provided a strong
contrast to the intimate exchange between Cassius and Brutus that preceded it. The
dialogue between Cassius and Brutus at the start of this section in come ways “narrates”
the entrance of this group; RB and DS used the text an altered physicality to shift focus
from themselves, to the group as they entered.

Ben Wong (Calphurnia) responded sensitively to the text, timing his movements towards
Caesar (Paul Shelley) to help him recover from an earlier fit of epilepsy to complement the
expository text spoken by DS:

‘The angry spot doth glow of Caesar’s brow,

And all the rest, looke like a chidden traine,

Calphurnia’s cheek is pale...’

BW devised a means to communicate the plight of Caesar without the need for text, and
discovered several hesitant mannerisms as Calphurnia was sent to bring water for her
husband, that nicely foreshadowed the later episode (Il,2a) Calphurnia Kneels. This action
underscored and supported the narrative spoken by DS (above).

The scene contains a long aside by Caesar to Antony, against the backdrop of a very public
gathering. The group of Lupercal celebrants are largely silent in the scene, but their
presence is a theatrically interesting one, and so a challenge presented itself immediately for
PS and MLJ in stealing and retaining the focus of this scene. By claiming the area in front
of the SL pillar, PS and MLJ were able to reinforce the necessary sense of detachment
within the context of a large, public event. Caesar’s train of followers occupied the central
area of the stage,with Cassius and Brutus off to the side (SR).
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Act |, Scene 2d: Casca Talks of Foolerie

e Mike Rudko (Casca) was aware from the beginning that the transition from this scene to
the next represented something of a transformation in his character’s response to his
immediate environment. MRu was able to develop the more cynical side of Casca’s
commentary still further when work transferred to the Globe stage — only with an audience
present was the full value of his sneering references to ‘the rabblement’ with their ‘stinking
breath’ discovered.

The Company played through the events of Casca’s commentary during their time at Otley
Hall, with the Company taking the part of the ‘tag-ragge people’. The arrest of Murellus
and Flavius was also enacted, to fill out the context of Casca’s speech.

Act |, Scene 3a: The Disturbed Sky

¢ A sound effect of thunder was required for this scene. MR initially thought that the best
method might be to employ about five actors in the attic stamping their feet rapidly for
several seconds at a time. An assimilation of this was tried for rehearsals in Duthy Hall, but
the level of noise produced had to wait until technicals to be finessed.

MR and MRu discussed the change in Casca from the previous scene. In terms of playing
time, Casca would be absent from the stage for a matter of minutes from his exit in I,2d
until his entrance in I,3a. MRu and Roger Gartland (Cicero) experimented with methods of
suggesting a drastic change in climate too. As the rehearsals transferred to the Globe stage
it was easier for the actors to imagine exposure to the elements in this way. RG chose to
shelter underneath the canopy created by the balcony overhang, and MRu joined him on
entering. This tended to narrow the focus of the scene to a tiny portion of the playing
area; as a result, Cassius’ “long entrance” around the front edge of the stage — putting as
much space as possible between himself and the sheltering Casca - appeared suitably
exposed and cavalier.

Act |, Scene 3b: A Bargain

e MR asked the actors to consider the sense of honour that the conspirators draw upon to
inform their decision to kill Caesar. Hence, this meeting between Cassius and Casca need
not rely on any element of coercion to provide its drama; rather, the actors should explore a
sense of excitement as they pledge to fight tyranny as they see it. MRu and RB rehearsed
the scene at some distance from each other; this helped communicate the tentative nature
in which MRu chose to have Casca listen to Cassius’ complaints, and allowed the focus to
be pulled suddenly and dramatically as MRu stepped towards RB to offer his hand (and
support) with the words, ’...hold, my hand’. As the two men suddenly came together,
their complicity seemed magnified by this simple gesture. This basic blocking was retained
as the play went into performance.

Act |, Scene 3c: How to Win Brutus
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e This scene seemed to present many potential hazards: the entrance of Cinna is in
darkness, and he is identified ‘by his gait’. Cinna cannot initially identify Casca — he thinks
he is Metellus Cimber — and Cassius has to hand out several letters and some fairly detailed
instructions to Cinna, in a matter of a few lines.

The transition of the play to the stage made sense of a number of these potentially
troubling pieces of business: MR suggested that TD enter (as Cinna) the “long way"” — that
is, through the flanking door SR, and along the front of the stage DS of the pillars, before
doubling back to encounter Casca and Cassius sheltering underneath the canopy created
by the balcony. The huddle of three men in this tiny portion of the stage was helpful in
reinforcing the clandestine nature of their dealings with each other. The sense of suspense
was also aided by this huddle, for one instinctively felt that the three could not afford to be
seen so close together, and therefore time seemed to be of the essence; Cassius’
instructions seemed, therefore, justifiably concise and to the point.

Act ll, Scene 1a: Brutus and Lucius

¢ The challenge of this scene in rehearsal was the soliloquy, or rather, how to use it
successfully in the rehearsal space. MR favoured as spontaneous an approach as possible,
and asked the few observers in the room to space themselves around the room’s perimeter,
to allow DS to use them as different focal points. Part of the difficulty with Brutus’
monologue lies in its rhetorical content that must be made active; it is a dense argument
that requires definition, before it can released fully and spontaneously. DS was quick to
point out the way in which the writing helped: the personification of ‘conspiracie’ allows
the actor to dissect the argument more easily, and directs the actor to address ‘conspiracie’
itself, opening up the speech for the audience beautifully.

DS found that a strong sense of family pride helped to motivate portions of the soliloquy: in
a full-cast session devoted to a character-exploration of Brutus, MR reminded DS that
Brutus’ ancestor, Lucius Julius Brutus, drove the Tarquins from Rome and helped to
establish the Roman Republic. DS was keen to take on board the idea of this Republican
legacy.

MR also reinforced the notion of the body-politic: Rome, like Brutus, suffers ‘The nature of
an insurrection’.

As the play went into performance, DS found that the greatest challenge connected with
this scene lay in drawing the full focus of the audience after the 5-minute break. A flourish
from the trumpeters above heralded the resumption of play, and Brutus' first line — “What
Lucius, ho’ — gave him the opportunity to project a long, open vowel as considerable
volume — this rang around the auditorium and hushed the groundlings very effectively!

Act Il, Scene 1b: The Rising Son

e During the time at Otley Hall, this scene was rehearsed in darkness, in the middle of the
night. While MLJ led an improvised “revelling” exercise (playing drums, singing songs etc)
in one part of the grounds at Otley, elsewhere the actors playing conspirators lurked in the
shadows, making their way to their agreed meeting point, to play through this scene.
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Time, MR noted, was an important factor in the play, and so it was helpful for the actors to
have this sense of clandestine behaviour under the cover of darkness. This would stand
them in good stead when the play transferred to the open stage, and it was necessary to
transform the daylight into darkness, both in their own imaginations and the audiences’.
The conspirators share a preoccupation with time, said MR, as the following exchange
illustrates:

Deci. Here lyes the East, doth not the day breake here? (Ben Wa points due West)
Casc. No.
Cin. O pardon, sir, it doth, and yon grey lines,
That fret the clouds, are messengers of day.
Casc. You shall confesse, that you are both deceiv'd,
Heere®, as | point my sword, the sunne rises,
Which is a great way growing on the South,
Weighing the youthfull season of the yeare,
Some two moneths hence, up higher toward the North
He first presents his fire, and the high East
Stands as the Capitoll, directly heere*.

° MRu indicated with his weapon a point in the distance which faced due East * MRu
continued to point East, and consquently at the approaching DS.

Act ll, Scene 1c: Portia Kneels

¢ Toby Cockerell began using rehearsal skirts and corsets as soon as they became available.
This helped not only familiarise the actor with the kind of clothing he’d be wearing in
performance, but also reinforced in a physical sensation the larger issue of feminine
constraint and confinement that MR wished to develop in the relationship between Portia
and Brutus. MR encouraged DS and TC to play the scene at some considerable distance
from each other, before restricting TC still further, sitting him on a bench and loosely
binding his hands behind his back. This prompted TC to make full use of his words, as the
only available tools to communicate with Brutus, to probe, persuade and reason.

TC asked MR how long he thought Brutus and Portia had been married. MR guessed that
this was a young marriage, which prompted TC to decide that Portia had not previously
made any such outburst before this episode — a decision that raised the stakes for the
actors and helped the scene tremendously.

MR stood behind TC's Portia as she sat on the bench, and asked TC to imagine the
presence of Cato, Portia’s father, overseeing the events of the scene. MR burdened DS
more literally — he asked DS to carry a heavy gas cylinder throughout the duration of the
scene, a physical weight as heavy as Brutus’ burden of guilt and conscience. DS did so, and
put down the load only as he decided to disclose his grievances to Portia, as DS put it,
“when he decides not to bear this alone”.

(2