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Who is who in the company behind ‘The Comedy Of Errors’? Here we have a set of company profiles to let you know a little bit more about the actors, the director, the technical crew and the producer.

CAST:

Cordelia Jenkins  - 

My name is Cordelia Jenkins, I study English at Peterhouse. The thing I

like most about Shakespeare is the way that you can read one of his plays

over and over again and yet never really understand how exciting it is

until you see it staged or try to stage it yourself. This is especially

true of 'The Comedy of Errors' which, to read, can be quite confusing and

not that much fun because a lot of the play relies on the visual

representation of the action. I think that this production will try and

solve all these problems and, hopefully, make everybody laugh a lot at the

same time. My character, the Abbess, only comes on in the last scene of the

play so I'll be involved in playing smaller roles before that. I'm

particularly excited about playing her because I get to wear the best hat

I've ever seen. When I grow up I want to be an actor or a truck driver or I

want to work in a flower shop.

Oli Robinson -
My name is Oli Robinson, hail from Durham in the North East. I study Natural Sciences, specialising in Neuroscience – brains and stuff. The thing I like about Shakespeare are his stories and the way he has a knack of describing things uncannily like you think of them yourself but wouldn’t be able to put to words. I like ‘The Comedy Of Errors’ because Its actually very funny! It’s great to be working in the arts theatre, and playing a slightly demented

exorcist! I’m Looking forward to it all coming together and seeing the set / working with new people. When I grow up I’d love to be an actor or presentor but will probably end up being a research scientist!

Thomas Ecclshare-

hello. my name is thomas eccleshare and i'm doing English. The thing I love

about Shakespeare is that he knows. He knows about happiness and about

sadness and about laughter and about the bitterest jealousy; I've never

read one of his plays without finding something out about myself. I'm

really looking forward to the Comedy of Errors because it's a play that

most members of the audiuence won't already know, unlike say, Hamlet or

Macbeth. Though I think I'm most worried about it just not being very

funny.

Hanna Thomas -

My name is Hanna Thomas and I am a third year at Emmanuel College. I study Classics.

 I saw a production of ‘The Comedy Of Errors’ at the R.S.C a few years ago and honestly I was laughing so much that at one point I was finding it hard to breathe! It has so much potential just for giving the audience an enjoyable evening, and a really fun way to be introduced to Shakespeare.I am so excited about this, it will be my first show at the Arts Theatre and I think it will be very professional because we have an experienced

director, designer and lighting director so I can't wait to see what it

will look like in the end. I also love my character, the Courtesan- she's

not a big part but I think she will be lots of fun to play- and has a lot

of potential for prancing round in wenchy costumes.  We start rehearsing a couple of weeks

before term starts which I am really looking forward to because most

cambridge productions are frantically rehearsed during term whenever people

are free, so it will be good to feel all our energy and concentration will

be going into the show. I am also really looking forward to going into a

few schools and seeing what the students' reaction will be to us and

hearing their feedback. I guess the only thing I am worried about is what

my friends and family will think when they come to see it!

When I grow up? hmmmm... recently I have been thinking about trying to get into children's television production. Other than that setting up a cafe in Hawaii has always been appealing but I'm not sure my parents would approve.

Liz Clayton –

Liz Clayton (Playing the Duke): I have always enjoyed watching Shakespeare

in performance and to actually be in one of his plays is most rewarding

just because the writing is so beautiful. It's very exciting to be involved

in this production as it seems very professional and organised and it's not

just a case of walking on stage and that being it - there are lots of other

things going on as well. I think what I am most looking forward to is

seeing how it turns out with all the various aspects of direction and

design and so on combined. As to a future career, I haven't really decided

yet.

Rich Kelly

I am a Philosophy student at Clare College and have been involved in

Shakespeare plays throughut school and university. The greatest buzz i get

from performing Shakespeare is making people realise that it is much easier

to understand and enjoy in performance than on the page. The language is

often quite obscure, but from a performer who has worked out exactly what

they mean the language and beauty of the plays can be made available to

many more people. When this happens people are able to realise just how

funny, moving, and brilliantly observed Shakespeare's plays can be. Comedy

of Errors is an incredibly funny play so hopefully we can do it justice in

this respect!

Holly Strickland

My name is Holly Strickland, and I’m a third year at Pembroke college reading English. I like Shakespeare for his stories… As an audience member you feel really involved in these stories through his use of asides and soliloquy, which is often much more exciting to watch than a character being introspective on stage. ‘The Comedy of Errors’ is great because it’s really funny and fast paced. There’s lots of dramatic irony in the play, which is fun for the audience because they know something the characters don’t! I think this production should be exciting to watch, hopefully we will make full use of the play’s comic potential. I really like my character Luciana; although she’s not that worldly wise, she isn’t afraid to stand up for herself and her sister. I’m really enjoying being in the play because it’s a comedy, the last five plays I have acted in have been tragedies, so it’s great to make people laugh for a change. I don’t really plan on growing up, so I want to be an actor when I’m older.

Benjamin Deery, 

My name is Ben Deery, I am a 19 year-old layabout from Sussex. I study English.

The thing I like about Shakespeare is the universality of his themes, the accessibility and high entertainment value of his plays, and the sophistication, richness and aptness of his

language. I also admire his readiness to break through both formal and

linguistic boundaries. The thing I like best about ‘The Comedy of Errors’ is

the way in which it forces an audience to suspend its disbelief so that

they can really go along for the ride, enjoying the hilarious tricks of

fate and coincidence that befall our heroes. It's a great honour to be playing the part of Antipholous of Ephesus in such a prestigious production. I love the character - particularly the way in which we find suaveness and eloquence combined with a quick temper in

him - and I it is a delight to be surrounded by so many talented people in

all areas of the production.

The beating sequences are both enjoyable and worrying! It's a lot of fun to

put on a spectacle of that kind, but there are key safety considerations

which make it a little nerve-wracking at first, and we are lucky to have

benefited from working with such a great fight director. I am also greatly

looking forward to the challenge of 'twinning' myself with Max Bennet,

which gives me a wonderful excuse to observe and emulate the physicality

and voice of a great performer!

I have NO IDEA what I’d like to be when I grow up. I'd love to work in Theatre, but it's an extremely competitive industry. At the moment I'm training myself for little else.

I'll just have to wait and see!

Lydia Wilson

My name's Lydia and I study English. I used to complain that Shakespeare

made everything too complicated because, for the most part, he writes in

rhythm. But that rhythm actually echoes the human heart beat: de dum de dum

de dum de dum de dum! which makes the emotions that he writes about a lot

more understandable since rhythm seems to access a very emotional part via

the human ear, it's like music which can stir the strongest emotions even

when we can't understand why. One thing I really like about 'The Comedy of

Errors' is that in some ways the story is over the top and unlikely but it

is also very true to some major human concerns, like worrying that people

could betray us. 'The Comedy of Errors' takes all these problems and puts

them into one metaphor: the image of a drop of water lost in a vast ocean.

It is impossible to take a drop of water out again once it has fallen into

the ocean; so it's impossible to take a person away from the people and the

world around them once they have been born - people are like drops of water

and we all become mingled with each other and need each other in the ocean

of the world! I also like that I get to kick Dromio up the arse. When I

grow up I want to carry on playing make believe which means I have to keep

doing plays or run away to a desert island with my barbie doll.

CREW:

Samuel Wring  -

My name is Samuel Wring. I study Geography. I am the Stage Manager for this production. During rehearsals I make notes of what props the director expects the cast to have, and they are needed. Make a note of the scene changes, cues for actors etc. Generally get

a good understanding of how the play is intended to run on the night. During performances

I ensure that actors have the right props, that set changes take place when

they're supposed to, manage the stage crew to make sure these two things

happen. Generally be there in case of emergencies and make sure everything

runs smoothly on the night. I work with Directors, Stage Crew, Design Team.

This job is great because It allows you to get really intimate with the production, the script, and the cast. It’s an exciting play simply because it is so fun to read and perform.

I’m especially excited about being able to run a production back stage in a large theatre, larger than any other i've done anything in. My only fear is that props may go missing at the last minute and actors won't have them when they need them! I’d like to be Theatre Producer when I’m a grown-up.

Lauren Cushman - Producer

Studying English Literature at St. Catharine's

The producer is the first person working on the project, a long time before

rehearsals begin: I interviewed directors in June 2004, which was where

everything started. As a producer, I work with and oversee all sections -

publicity, education and production, and as a result i chair production

meetings. I'm also kind of a secretary - I will book rehearsal rooms, and

email the cast and crew about changes. I'm in charge of the budget, along

with the Production Manager. We decide how much we can afford to spend in

each area, and then pay people back at the end of the day.

I like being able to see a play from rehearsal to the stage. I'm quite

interested in all aspects of a show, which is why producing is perfect for

me because i get to see everything in progress. Comedy of Errors is a

wonderful play and we have some very talented people working on it, so I

feel really lucky to be able to produce it!

One downside which can occur for the producer for any show is that because

you work so far in advance, you don't really know how things are going to

turn out until it's too late! It's also easy to get discouraged when it's

just you, or only a handful of people working on a play to begin with.

Laura Baggaley – Director of The Comedy of Errors

 

As a theatre director I have always loved Shakespeare.  I first encountered The Comedy of Errors when I studied it for A-Level with an inspirational teacher who taught me that there can be pain in comedy and laughter in King Lear.  Ever since then, I have wanted to direct the play and I feel very lucky to have the opportunity to do so now at the Arts Theatre.  I like The Comedy of Errors for a number of reasons, first of all because it is such a funny play!  The language is fantastic - plus there’s plenty of opportunity for physical comedy and slapstick, especially when the characters all start beating each other up!  It is also a compact, perfectly structured piece of theatre with a very happy ending.

 

My role in the production is multi-faceted, as I will be working closely with virtually everyone in the production team.  I’ve been collaborating with the designer, Simon Kenny, for some time as he develops the set and costume designs ready for the start of rehearsals.  Other preparation has involved working with Lauren, the producer, gathering together a production team (including lighting designer, stage managers, fight director, composer, education officers, costume supervisor, assistants and others), auditioning and casting the actors, planning a rehearsal schedule and contributing to publicity material.  One of the things I particularly enjoy about directing is the many different challenges of getting a production up and running – but the best, and most important, part of the job is, of course, rehearsing.

 

I will be leading rehearsals, working closely with the company on staging the play.  On a simple level this involves plotting the actors’ physical movement onstage and making sure everyone knows what their lines mean. Equally important will be exploring the characters, their relationships with each other and development through the piece.  Above all, we want to TELL THE STORY of the play!  
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Other characters

Solinus – Duke of Ephesus

Balthasar – A Merchant

Angelo – A Goldsmith
Doctor Pinch – A schoolmaster

First merchant

Second merchant
Glossary
Act 1 Sc.1:

8
guilders

Gold coins from the Netherlands

11
intestine jars

internal quarrels

22
quit


pay

54
mean


of lower rank/ poorer

59
motions

urgings/requests

64
instance

sign

72
plainings

wailings

86
straight


straightaway

92
amain


at full speed

113
hap


chance

114
healthful

health-restoring

122
dilate


amplify

139
travels


journeys and labours

144
disannul

cancel

148
disparagement

disgrace

Act 1 Sc.2:

5
buy out

redeem

9
Centaur

sign of a London Inn

18
mean


opportunity

21
humour

disposition

28
consort


attend

38
unseen, inquisitive
unknown and eager for knowledge

49
stomach

appetite

52
default


offence

65
scour


punish

75
Phoenix

sign of Antipholus of Epheseus’ shop

79
sconce


head

80
stands


devotes itself to

97
cozenage

cheating

102
mountebanks

Act 2 Sc.1:

32
cause


ground of action

50,53
doubtfully

ambiguously, and then, dreadfully

78
pate


head

94
bait


entice

95
state


condition of life

98
defeatures

disfigurements

101
stale


stalking-horse (lover who is ridiculed for amusement)

116
fond


infatuated

Act 2 Sc.2:

22
flout me in the teeth
insult me to my face

24
earnest


earnest money (paid to secure a bargain)

28
jest upon

mock, trifle with

29
common

make common to everyone, as if common land

32
know my aspect
know whether what mood I am in (friendly/unfriendly)

35
sconce


head

37
sconce


small fortress

61 
choleric

unhealthy in the body leading to mental imbalance

62
dry basting

severe beating

73
fine and recovery
legal process transferring property that is not normally 





transferable

74
periwig

type of wig

77
excrement

outgrowth from the body (in this case, hair)

83-4
the wit to lose his hair

a possible consequence of syphilis

85
plain dealers

free from deceit

88
jollity


pleasure through sexual intercourse

91
sound


valid reasons

92
sound


re: morally/healthily sound

94
falsing


deceptive

96
tiring


dressing his hair

101
e’en


in

108
bald


travel

109
wafts


beckons

110
look strange

as if you didn’t know me

115 
in thine eye

in your range of vision

130
grievously

dearly

136
brow


part of face that signals shame or guilt

145
Keep


conditional – ‘if you keep’

161
course and drift
scope/gist

171
grossly


obviously

174
elm, vine

alludes to practice of training vines on elm trees

180
confusion

destruction/ ruin

181
moves me for her theme
appeals to me as her subject

186
fallacy


delusion

194
sot


idiot

200
rides


rules over

208
shrive you

hear your confession and forgive you

210
forth


out

216
at all adventures go
carry on whatever the consequences

Exercise

Shakespeare often constructs jokes by using the same word but exploring different meanings. Characters in comic dialogue pick up on another character’s dialogue and throw it back, changing the meaning. This source of confusion (confusion in language) is a common comic device. ‘The Comedy of Errors’ is laden with confusions of this sort. E.g:




Syr. Ant: If you will jest with me, know my aspect,





and fashion your demeanour to my looks





or I will beat this method in your sconce.

Syr. Dro: Sconce call you it? so you would leave battering, I                      

              had rather have it a head; and you use these blows 


long, I must get a sconce for my head, and in-sconce it 


too, or else I shall seek my wit in my shoulders;… 

· Try and list words that have double meanings in modern English. 

e.g.

ring

light

pool

ball

a head

· Construct your own dialogue between a servant and a master in which they pick up on each other’s choice of vocabulary and change meanings.

3.1

2
keep not hours


am late

4
carcanet


jewelled necklace

6
face me down


insist

17
at that pass


in such a predicament

19
sad



serious

28
cates



provisions

33
sit down at the hatch

shut up

48 
coil



commotion

67
part



depart

69
something in the wind

something wrong

77
hind



boorish man

89
once this


to sum up

92 
excuse



explain

95
the Tiger


a pub

110
gentle



well bred

3.2

11
become disloyalty

don’t let on

16
attaint


c
orruption

18 
at board


at the table

19 
bastard fame


illegitimate honour

22
compact of credit

ready to believe

24
motion



orbit

36
folded



hidden

45
train



entice

58
wink



to close one’s eyes

70
good will


approval

95
swart



dark

98
in grain


ingrained

131
presently


immediately

154
what please yourself

whatever you want

166
shifts



tricks

4.1

5 
present satisfaction

immediate payment

6
attach



arrest

8 
growing 


due

22
holp up


helped

25
belike



perhaps

57
run this humour out of breath

take this too far

89
aqua-vitae


alcoholic spirits

90
in her trim


rigged and ready to sail

93
peevish


stupid

4.2

8
spite



vexation

33
everlating garment

police uniform

37
shoulder clapper

arresting officer

46
redemption


ransom

65
conceit



imagination

4.3

44
devil’s dam


devil’s mother

51
mend



finish

4.4

4
wayward


perverse

33
wont



is accustomed to do

38
always



continually

45
ecstasy



frenzy

73
soothe



humour

5.1

18
charge



expense

29
impeach


accuse

31
stand



put it to the test

37
spoiled



undone

49
wrack of sea


shipwreck

77
sports



pastimes

82
distemperatures

disorders

106
parcel



essential part

119
anon



shortly

146
take order for


make arrangements about

185
halberds


spears with axe heads

192
bestrid



stood over

203
discover


reveal

209
burdens me withal

charges me with

219
packed with


in league with

233
bespoke


asked

239
mountebank


quack

282
mated 



bewildered

315
lamps



eyes

332
genius



attendant spirit

343
at a burden


at a single birth

417
glass



mirror

The Comedy of Errors: Production history

The first known performance of The Comedy of Errors took place at Gray’s Inn on the night of  Innocents’ Day, 28 December 1594. Ten years later, again on Innocents’ Day, it was staged at King James I’s court as part of Christmas festivities. After this, there seems to be a long gap in its stage history: we hear of no productions after 1604.

In the eighteenth century, there were several adaptations, all retaining the main feature of twins faced with strange encounters, but all different in some way from the original. The most popular adaptation, containing songs and other new material, was called The Twins, or The Comedy of Errors. This was by the actor and playwright Thomas Hull, and from 1779, it was performed year after year at Covent Garden. The Comedy of Errors was also converted into a three man show and an opera!

In 1855, Samuel Phelps brought Shakespeare’s original play back to the stage. Ten years later, as part of the Shakespeare Tercentenary celebrations in 1864, the play was produced at the Princess’ Theatre with two real life brothers, Charles and Henry Webb, playing the two Dromios.

Over the next fifty years, The Comedy of Errors was performed many times. Some plays explored the clowning element: in an Old Vic production in 1927, the twins wore large false noses, two turned up and two turned down. In 1938, a Stratford production mixed music and ballet with the original text, emphasising the fun of the play. The Comedy of Errors was also staged as a musical comedy in the Victorian style, set in the early twentieth century Near East, as a television operetta and as a musical set in New Orleans. It was also performed in more ‘serious’ settings.

More recently, The Comedy of Errors has been directed by people like Clifford Williams, Adrian Noble and the former artistic director of the National Theatre, Trevor Nunn. Famous actors and actresses to have starred in it include Judi Dench, Francesca Annis, Diana Rigg and Michael Williams.

Rehearsal Diary

 05-01-05

This was our first rehearsal so we brought the whole cast together and spent the morning reading through the entire play. It is important for everyone to meet each other and get a feel for the play as a whole, because we will spend the next few weeks in small groups going over each scene in detail.  We played a game called ‘zombie’ to learn the cast’s names.  Everyone has to get into a circle and one person starts to walk across towards someone else like a zombie, with their arms out in front of them.  The person being ‘attacked’ has to look to a third person to save them.  If the third person can say their name, they save them from the Zombie.  Needless to say you end up with people staring pleadingly at others who, as much as they would like to help them from the advancing zombie, can’t for the life of them remember their name. 

In the afternoon the design team came along and showed everyone the model for the set, so that during rehearsals we can think about how to block around it.  The sketches for the costumes were also handed around, which helps the actors develop an idea of what their character will look like on stage.  This is always the fun bit because it is exciting to get an idea of what the show will actually look like.  The aim of the first day is really to get everyone on board, ready and willing to put in the work that is ahead to make the play come together.

Rehearsal Diary 06-01-05

Laura, the director, has decided to spend this week reading through the play in detail and discussing each scene with the actors.  We do four scenes per day and we start by just reading through the scene from beginning to end.  Then we go back and make sure that everyone understands exactly what each line means and we discuss some of the ideas that are important to the play as a whole.  So far we have noticed quite a few themes: the importance of Time (the whole play takes place in one day), money, madness, Christianity versus Paganism and, of course, identity and the loss of identity.  This exercise is the ground work for the whole show, because if an actor does not understand what he is saying, why he is saying it or what makes it important, then the audience will not understand either.

07-01-05

We are still working through the script scene by scene and we have used a few exercises to help us decipher difficult passages. Act 4 sc.1 is very confusing because everyone is talking about something different and is unable to understand the other characters.  To clarify the situation we slowed the scene down and the actors had to look at who they were supposed to be speaking to (not at their script) and point at the objects they were talking about (using props for the rope, the chain and the money).  Doing this made everyone think about exactly what or who they were referring to at all times.  

Another exercise was to make the actors think about their reactions towards each other during some of the longer speeches.  To do this they tried to interject when they thought their character might have wanted to say something.

During these read-throughs we are also working on pronunciation (of words like importune, fraughtage and harbinger) and on the punctuation, as often different copies of the play will vary, but is is very important for the meaning of the lines that all the commas are in the right place.  This detail work will serve the actors well when they come to add the movement.
Life of Shakespeare

When? This is a list of the important events in Shakespeare’s life and a rough chronology of his plays. It is hard to know exactly when the plays were written, in brackets are the dates of the plays’ first publication. This can be tracked more precisely. Many plays were first published in 1623 in a collection of plays called the first folio. 

CHRONOLOGY:

Source: The Riverside Shakespeare, ed. G Blakemore Evans (Boston, 1974), pp. 1853-93. 

1558

Elizabeth I becomes Queen of England.

1564 William Shakespeare born (christened 26 April) in Stratford-upon-  Avon, eldest son of glover and alderman John Shakespeare and wife Mary.

1582 Marriage to Ann Hathaway.

1583 Daughter Susanna born.

1585  

Hamnet and Judith, twin son and daughter, born.

1586  

Possibly leaves Stratford, facts uncertain around this time. 

1589 Suspected as the beginning of association with London-based acting companies: Lord Strange’s and Admiral’s men. Carries on until 1594.

1589-90 Henry VI  part 1 (1623).
1590-1 Henry VI  part 2; Henry VI  part 3 (1623).
1592-3 Richard III (1623); Venus and Adonis (1593).
1592-4 The Comedy of Errors (1623).

1593-4 The Rape of Lucrece (1594); Titus Andronicus (1594); The Taming Of the Shrew (1623).

1593-9 Sonnets (1609).

1594 The Two Gentlemen of Verona (1623).

1594-5 Love’s Labour’s Lost (1598).

1594-6 King John (1623)

1595 Shakespeare by now shareholding member of a successful acting company called the Lord Chamberlain’s Men. Richard II (1597).

1595-6 Romeo and Juliet (1599); A Midsummer Night’s Dream (1600).

1596 Death of son Hamnet.

1596-7 The Merchant of Venice (1600); Henry IV part 1 (1598).

1597 The Merry Wives of Windsor (1623). 

1598 Recorded as having acted in Ben Jonson’s Every Man in His Humour. Henry IV part 2 (1600). 

1598-9 Much Ado About Nothing (1600).

1599 Henry V; Julius Caesar; As You Like It; (all 1623). Chamberlain’s Men open at a new theatre called ‘The Globe Theatre.’

1600-1 Hamlet (1604).

1601 Death of father John Shakespeare. Poem ‘The Phoenix and Turtle’ (1601).

1601-2 Twelfth Night (1623); Trolius and Cressida (1609)

1602-3 All’s Well That Ends Well (1623).

1603

James VI, King of Scotland, becomes James I, King of England.

1603 Chamberlain’s Men becomes the King’s Men. Shakespeare recorded as 

Having acted in Jonson’s Sejanus.

1604 Measure for Measure (1623); Othello (1622).

1605 King Lear (1608).

1606 Macbeth (1623).

1606-7

Anthony and Cleopatra (1623).

1607-8 Coriolanus; Timon of Athens (both 1623); Pericles (1609).

1608 Death of mother Mary Shakespeare. Shakespeare becomes shareholder in the indoor Blackfriars Theatre, where King’s men begin performing in 1609.

1609-10 Cymbeline (1623).

1610 Retires to Stratford.

1610-11 The Winter’s Tale (1623).

1611 The Tempest (1623).

1612-13 Henry VIII, probably with Fletcher (1623). 
1613 The Two Noble Kinsmen, with Fletcher (1634).

1616 Shakespeare dies 23 April.

Workshop Plan
Shakespeare In Practice

Marlowe Society Workshop

The Marlowe Society is a Cambridge University drama society founded nearly 100 years ago. It was inspired by the work of Shakespearean revolutionary director William Poel (1852- 1934). Every year The Marlowe society stages a Shakespeare play in the Cambridge Arts Theatre. This production involves a professional Director and Designer working with a student cast and production team. This year we are putting on ‘The Comedy Of Errors’, 8th –12th Feb, the director is Laura Baggaley and the designer is Simon Kenny.

We have come in today to explore the practice of rehearsing Shakespeare. We will be drawing from the ideas of 20th century dramatists. 

Warm up

Important for any theatre company or workshop company to warm up through focus and energy games so that they can feel comfortable with each other and free up their bodies and their voices for experimentation and fun play. 

The Language Barrier

Using a speech from ‘The Comedy Of Errors’ we look at Iambic Pentameter, phrasing, punctuation and meaning. We use an exercise that is common amongst modern British Shakespearean directors.

Verse and Peter Brook

Peter Brook interprets the terms ‘character’ and ‘meaning’ and translates them into ‘rhythm’ and ‘impulse.’ We use some of his exercises to look at how the verse can become automatic and encourage spontaneity from actors rather than stifling them with rigid, pre-determined patterns of speech.

Stanislavksy – We want to believe in Shakespeare.

Modern drama often demands that actors believe in their characters. Stanislavsky’s ‘method’ established the principles behind naturalism. Some of these methods have been adopted by Laura in rehearsal for this production. We look at ‘actioning’ text through ‘units and objectives’. We also work at getting to know the character in depth by creating some conditions from their past. This is what Stanislavsky called ‘given circumstances’.

Brecht – We don’t want to believe in Shakespeare, it’s a ‘show’.

Brecht takes us away from ‘feeling’ and towards ‘meaning’. He uses alienation technique to ensure that the audience know that they are watching a piece of theatre. He is concerned with the social function of theatre and therefore aims to present drama from the point of view of a spectator and an actor simultaneously. His work was inspired by a desire to reveal what it was that underpinned social propaganda.  We look at a way that we can use Brecht to rehearse a scene in ‘The Comedy Of Errors’.     

It is important to try and experiment with different approaches when you are rehearsing drama. Looking at the work of practitioners and directors can help you to discover new things in your work. Conclusion: Even if it doesn’t work, it’s worth a try.

What Do Modern Directors Have To Say About Shakespeare?

* Peter Hall 
Even though a musical phrase has a number of  defined  and unalterable notes; it can express anything. The same is true of a line of Shakespeare’s.

*Trevor Nunn 
What’s changed most of all is the speed of the playing. I really do think that if we went back in a time-machine and saw Burbage and co, we wouldn’t understand a word of what they were talking about.

*Peter Brook
Shakespeare’s plays, deceptively in hard covers, are big bugs within which there are smaller and smaller bugs. And when the grown-ups go to bed, they move.

*Declan Donnellan
I don’t acknowledge any commitment to the tradition of Shakespearian production. My only commitment is to entertain the audience in the best way possible.’

Some Background Information:

WILLIAM POEL

1852- 1934.  British theatre director who is thought to have revolutionised Shakespearean production at a time when it had become tediously slow and melodramatic. He took Shakespeare back to a bare stage and insisted that the verse be spoke (as Hamlet insists) ‘trippingly on the tongue’ , injecting it with it’s original fast pace and wit. 

PETER BROOK:

1925-, English theatrical director. An innovative, unconventional, and controversial figure, Brook mounts energetic productions in which the entire stage is utilized; he often has his actors singing, playing musical instruments, and performing acrobatics. His production of Love's Labour's Lost (1946) began his long association with what became in 1961 the Royal Shakespeare Company . Subsequent Shakespearean productions included Measure for Measure (1950), Titus Andronicus (1955), King Lear (1962), and A Midsummer Night's Dream (1970), which was set in a kind of adult playground with trapezes, stilts, and spinning plates. Other Brook productions for the Royal Shakespeare Company included his famous setting of Peter Weiss 's Marat/Sade (1964), a play within a play set in the insane asylum housing the Marquis de Sade that examines both revolution and madness, and US (1966), an attack on U.S. involvement in Vietnam. During the 1960s, Brook's productions were influenced by the shock tactics of Antonin Artaud and the analytical detachment of Bertolt Brecht .     Brook has also directed films, such as Moderato Cantabile (1960), Lord of the Flies (1963), and King Lear (1971); and operas, such as Faust and Eugene Onegin. In the 1970s, he founded the International Center of Theatre Research in Paris, an assembly of actors, dancers, musicians, and other performers of many nationalities. Their most recognized achievement was a nine-hour presentation of the Indian epic, The Mahabharata (1985). Since then Brook has created a variety of other theatrical works, such as a version of Oliver Sacks 's The Man Who Mistook His Wife for a Hat (1994), a production of Mozart's Don Giovanni (1998), and a streamlined Hamlet (2000). His books on the theater include Empty Space (1969), The Shifting Point (1987), and The Open Door (1995).  

CONSTANTIN STANISLAVSKY

1863-1938, Russian theatrical director, teacher, and actor, whose original name was Constantin Sergeyevich Alekseyev. He was cofounder with Vladimir Nemirovich-Danchenko of the Moscow Art Theater in 1898, which he would remain associated with for remainder of life. He also achieved renown as a director of opera. As a director, he stressed ensemble acting as well as complete coordination of all phases of production. His outstanding productions included many of the plays of Chekhov, in which he tried to strip away rhetorical clichés to enter the emotional core and complex psychology of the characters. Stanislavsky stressed the importance of the actor's inner identification with the character and the actor's natural use of body and voice. His training, now termed the Stanislavsky method, or “method” acting, had a vast influence on modern schools of acting. In New York City the Actors' Studio adapted many of his ideas to their use.
BERTOLT BRECHT
 

	1898-1956, German dramatist and poet, b. Eugen Berthold Friedrich Brecht. His brilliant wit, his outspoken Marxism, and his revolutionary experiments in the theater have made Brecht a vital and controversial force in modern drama. His early plays, such as Baal (1919) and Drums in the Night (1922), are examples of nihilistic expressionism and caused riots at their openings, bringing Brecht instant notoriety. In Mann ist Mann [man is man] (1926), he began to develop his so-called epic theater, in which narrative, montage, self-contained scenes, and rational argument were used to create a shock of realization in the spectator. In order to give the audience a more objective perspective on the action, Brecht promoted a style of acting and staging that created a distancing effect. Instead of identifying with their roles, actors were instructed merely to demonstrate the actions of the characters they portrayed. Sets and lighting were designed to prevent the illusion of the theater from gaining sway, and Brecht revealed elements of the staging process itself. Songs played an important part—for these Brecht wrote the lyrics, with music by Hindemith, Kurt Weill, Hanns Eisler, and others.    Die Dreigroschenoper [the threepenny opera] (1928), with music by Kurt Weill, is based on John Gay's Beggar's Opera ; it reveals Brecht's continued hostility toward the capitalist social structure as well as his bittersweet compassion for humanity. Under National Socialism Brecht went into exile (1933), settling in Denmark and later in the United States. Works written in his most mature phase include Mutter Courage und ihre Kinder [Mother Courage and her children] (1941) and Der gute Mensch von Sezuan (tr. The Good Woman of Setzuan, 1943), both concerned with ethical conduct. An outstanding example of epic theater is Der Kaukasische Kreidekreis [the Caucasian chalk circle] (1955). From 1948, Brecht lived in East Berlin, where he directed the state-supported Berliner Ensemble. Notable English translations of Brecht's plays are those by Eric Bentley, which include Seven Plays by Bertolt Brecht (1961). 


Brook, Brecht & Stanislavsky
Exercises: 

Talk about Stanislavsky and Brook

Nunn: Look at Sonnets – voice- analyse voice’s response to the end of the line, the beats.

Brook: Pass noise around like zip-zap but gobbledy-gook noises and then three people each on a script reading word for word .

Passing the speech around- not dropping the energy- collective sense of rhythm and metre.

Sustain meaning within each other.- intellectual readings leave work improperly understood – emotional and psychic charges abound when sung, transformations unable to be preconceived.

--demand for utterly unrealistic delivery  dissolves the actors’ cramping preoccupation with theory-bound correspondences between word and sense.

Sounds take away from stock conceptual associations. Avoid self-conscious discussion. 

Brook: actors must now know whether the ‘meaning’ is coming to them through action or sound.  Innocence- state of ‘I am’. (spatial- live-puck as huge presence)

‘The more closely we watched the actors unexpected virtuosity, the more we understood the play better spoken than most people had ever known.’

Brecht

What is and what is not: two women fold linen in silence.

             Two women fold linen feigning an argument – an ‘act’. Simultaneity in alienation. Inversion becomes reality.

Text and metatext. Brecht- parody to take outside, aware of social force. Metatext- stanislazkian objective- find critique of gender relations ??

Actor becomes metatext- actors in third person.

Text- is . metatext – discursive, contextualising opinions on those assertions

Brook- two incongruous dramas progress simultaneously.

Multi-faceted strategically- dramatises ‘drama’ and incapacity of the spectators to take sufficient acount of it.

Break out of habits. Incompatibility- antithesis- mark it out in text. Mark out the fice beats, find areas where irregularity draws something emotional  into it.

Ian Mckellen: ‘rather than painting the line, I should think about it and let the voice do what it will?’ Barton agrees-  trust insticts.

Work with instinct?

Anti-illusionism. . Boal (good and bad empathy) – brecht- starting to use empathy and emotion.


Exercise

Construct an insult: Spit the word ‘THOU’ at the enemy and then follow it by words from these three columns eg.




THOU Craven Flap-mouthed Coxcomb

IN pairs:
Try to have an argument from opposite sides of a room, one of you using Shakespeare insults and the other using modern language in the same format.

For Example:

Person 1) Thou Puny Common-kissing Flirt-gill

Person 2) You stinking, jelly-legged, dirty sock.

(Tip: Use Shakespearean insults on your teachers and they can’t argue back!)

	Column 1 
	Column 2 
	Column 3 

	artless 
	base-court 
	apple-john 

	bawdy 
	bat-fowling 
	baggage 

	beslubbering 
	beef-witted 
	barnacle 

	bootless 
	beetle-headed 
	bladder 

	churlish 
	boil-brained 
	boar-pig 

	cockered 
	clapper-clawed 
	bugbear 

	clouted 
	clay-brained 
	bum-bailey 

	craven 
	common-kissing 
	canker-blossom 

	currish 
	crook-pated 
	clack-dish 

	dankish 
	dismal-dreaming 
	clotpole 

	dissembling 
	dizzy-eyed 
	coxcomb 

	droning 
	doghearted 
	codpiece 

	errant 
	dread-bolted 
	death-token 

	fawning 
	earth-vexing 
	dewberry 

	fobbing 
	elf-skinned 
	flap-dragon 

	froward 
	fat-kidneyed 
	flax-wench 

	frothy 
	fen-sucked 
	flirt-gill 

	gleeking 
	flap-mouthed 
	foot-licker 

	goatish 
	fly-bitten 
	fustilarian 

	gorbellied 
	folly-fallen 
	giglet 

	impertinent 
	fool-born 
	gudgeon 

	infectious 
	full-gorged 
	haggard 

	jarring 
	guts-griping 
	harpy 

	loggerheaded 
	half-faced 
	hedge-pig 

	lumpish 
	hasty-witted 
	horn-beast 

	mammering 
	hedge-born 
	hugger-mugger 

	mangled 
	hell-hated 
	joithead 

	mewling 
	idle-headed 
	lewdster 

	paunchy 
	ill-breeding 
	lout 

	pribbling 
	ill-nurtured 
	maggot-pie 

	puking 
	knotty-pated 
	malt-worm 

	puny 
	milk-livered 
	mammet 

	qualling 
	motley-minded 
	measle 

	rank 
	onion-eyed 
	minnow 

	reeky 
	plume-plucked 
	miscreant 

	roguish 
	pottle-deep 
	moldwarp 

	ruttish 
	pox-marked 
	mumble-news 

	saucy 
	reeling-ripe 
	nut-hook 

	spleeny 
	rough-hewn 
	pigeon-egg 

	spongy 
	rude-growing 
	pignut 

	surly 
	rump-fed 
	puttock 

	tottering 
	shard-borne 
	pumpion 

	unmuzzled 
	sheep-biting 
	ratsbane 

	vain 
	spur-galled 
	scut 

	venomed 
	swag-bellied 
	skainsmate 

	villainous 
	tardy-gaited 
	strumpet 

	warped 
	tickle-brained 
	varlet 

	wayward 
	toad-spotted 
	vassal 

	weedy 
	unchin-snouted 
	whey-face 

	yeasty 
	weather-bitten 
	wagtail 


The Comedy Of Errors:

Go through the play trying to pick out the insults used and then construct insults like the ones above. Try to work out to which column the insult should belong. Take it scene by scene. Be careful not to confuse insults with mere descriptions. Something like ‘Tardy’ (slow) could only be used as a description but it could also be used as an insult.

Act 1 Sc 11: 
Sir Knave (l.72) 
third column

Act 11 Sc 1: 
slave
(l.1) 

third column


         
Fool-begged (l.41) 
second column


          
tardy (l.44) 

 first column


      
Villain (l.57)  

third column

                  
cuckold-mad (l.58) 
second column

           

Prating (l.81)

first column



peasant (l.81)

third column



minion (l.86)

third column



decayed (l.97)

first column



unfeeling (l.103)
first column



fools
(l.103)

third column

When you have finished you can add the insults to the table.

