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The Wooden O Symposium is a cross-disciplinary
conference that explores Medieval and Renaissance studies
through the text and performance of Shakespeare’s plays.
Scholars from many disciplines present papers that offer
insights into the era of William Shakespeare.

The symposium is conducted the first week of August in
Cedar City, Utah, and coincides with the Utah Shakespearean
Festival’s summer season. Three plays from Shakespeare’s
canon are performed each summer in the Adams Memorial
Shakespearean Theatre, a unique performance space modeled
after the Globe Theatre, Shakespeare’s own “Wooden O.”



Table of Contents

The Taming of the Shrew and the New Historicism
William Babula .. AR A P B R NSRS R |

Male Pattern Boldness: Zeffirelli’s Feminist Adaptation of The
Taning of the Shrew
WilHam Brug@er .o.c i e sssnes 9

Examination and Mockety in Henry [17, Part 1
David Crosby wsiwsumasssaisisinismaiiNwisawisiviigg 24

“Away With That Audacious Lady”: Paulina’s Rhetoric in The Wnters
Tate

Parrot, Parody, and Paronomasia: Damnable Iteration in Henry
1V, Part I
Michael FIachmann ..o sscisssessssssesssssssssesnnen 45

Charlotte Lennox’s ?/m,(,expem Hinstrated (1753-1754): Reading
Eighteenth-Centuty Adaptation Practice in Measure for Measure
Katherine IKGCKel .ot oesassessessesses 33

John Fletcher’s T’lmmg of Shal\.espe'ue The Tamer Tam’d
Todd Lidh .. s SR 1

The Winters Tale: Folktale, Romance, and the Disney Film Formula
Lan Lipscomb qisiiaisianaiimisimaminimioioimmmsrssses S 1

The Place, Space and Voice of Rebellion: Limits of Transgression
in Henry 117, Part I

Lindsay Adamson Livingston ... —|
Juliet on the Balcony—The Upper Stage at Elizabethan Theatres

Fumiyuki Nartushima ... 100
Shakespeare’s Comets

David NUIINEN ..o s 116
International Shakespeare and The Winters Tate

Ace G. Pilkington and Olga A. Pilkington .....coceeveecvirisrennnnn. 126
The Unsung “Hero” in Much Ado About No//;mg

Raychel Haugrud Reiff .. e siaian 139

Actors’ Roundtable: Acting Shakespeare: A Roundtable Discussion
with Actors from the Utah Shakespearean Festival 2004
Production of Henry I, Part 1
Michael Flachmann sssurasasnsmsitsaasiisvinisassigan 150

Undergraduate Paper: The Queen Triumphant: Gender and
Power Struggles in The IWinters Tale
SATAN CALT 1o 165
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The Taming of the Shrew
and the New Historicism

William Babula

Sonoma State University

ke

e’s

in
modern response to her apparently self-extinguishing speech has
been the establishment of the ameliorative tradition of Shrew
production and critical interpretation, sometimes referred to as
the “revisionist” position. Along these lines, many directors feel
that they can make the final speech more palatable by a variety of
ironical devices such as an obvious wink by Kate to the audience,
ot Kate’s overhearing her husband’s wager as in the 2000 Ashland
production so her submissive speech is just good business sense
to collect the bet, or Kate’s running off from Petruchio to continue
the chase after her speech as played by Taylor and Burton in the
1966 Zeffirelli film. But numerous critics argue that this
ameliorative approach is not a modetn distortion of early modern
sexual politics but that Shakespeate himself has ameliorated not
only Kate’s concluding speech, but the entire play by a vatiety of
distancing devices based on a conscious theatricality. ‘The most
obvious example of which is the two part Christopher Sly
Induction.

The Induction, which creates a play-within-a-play structure,
which reminds us “that we are watching a play and not reality,”
functions in several ways to undetcut an unambiguous
interpretation of Kate’s final speech. Harold Goddatd, an eatly
“revisionist,” saw the play and Kate’s speech as ironical and
inconsistent with Shakespeare’s treatment of other heroines—
which may explain why it is the only play that Shakespeare created
as a play-within-a-play. According to Goddard, “The play ends
with the prospect that Kate is going to be mote neatly the tamer
than the tamed, Petruchio more neatly the tamed than the tamer,
though his wife naturally will keep the true situation under cover.”?
Goddard also stressed the point that the play is an intetlude put
on by strolling players, which brings “its main plot to the edge of
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farce.” 'This movement to farce, which functions as another
distancing device, also allows The of the Shrew to be turned
on its head as Bianca is revealed as the true shrew at the end of the
play when she chides her husband as a fool for betting on het
duty.®> Howard Bloom makes a similar point but he dismisses the
Induction, with the unwarranted claim that it could have fit any
number of Shakespeare’s plays.*

Tori Hating-Smith in her book on the stage history of The

of the Shrew wtites of the troupe putting on the play for Sly:
“It can distance the play by allowing the audience to see the actor
behind each character; the characters become imaginary constructs.
This technique is as artificial as commedia. . . ‘> Dorothea Kehler
finds in her essay “Echoes of the Induction in The of the
Shrew” a subversive, feminist subtext.® In all of these cases, from
Goddatd to the present, the ambiguity, the dialectic, is generated
for the most part by Shakespeate’s use of the play-within-a-play
structure that creates a conscious theatricality, which distances the
action from the audience.

But a new historical approach presents a compelling contrasting
view that returns to an older misogynistic interpretation before
the so-called “revisionists” like Goddard emphasized the
ameliorative approach. Lynda Boose points out the historical
context of the submission scene where Kate offers to put her
hand beneath her husband’s foot in her article, “Scolding Brides
and Bridling Scolds: Taming the Woman’s Unruly Member.””
Accotding to Boose, “What transpires onstage turns out to be a
virtual representation of the ceremony that women were required
to petform in most pre-Reformation marriage services throughout
Europe. In England this performance was in force as early as the
mid-fifteenth century and perhaps earlier.”

She goes on to describe the Sarum (Salisbury) Manual in which
the bride “prostrates herself at the feet of the bridegroom.” In
another manuscript of the Sarum Rite the bride is directed ‘to kiss
the right foot’ of her spouse. Given this historization, Boose argues
that the ameliorative tradition “serves the very ideologies about
gender that it makes less visible by making less offensive. To tamper
with the literalness of Kate’s physical submission onstage deflects
attention away from an equally literal history. . " For her, Kate’s
submission reenacts the Sarum rite of literal female prostration.

Can there be a reconciliation of historical fact and dramatic
effect? The answet may lie in the old joke of the Induction and
the new shrew joke at the conclusion of the play under the larger
concept of conscious theatricality.
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The action at the conclusion, which Boose sees as the dramatic
equivalent of the historical demeaning ring ceremony, is, as she
points out, a recreation of a ceremony no longer allowed in

“F

to,

90s
form outlawed by the Act of Uniformity over forty years eatlier.””0
Her  rpretation e is that Sh are
recr s the cete o into a vi fa

golden-age lament for 2 world gone by.

On the other hand if the ceremony is put in the context of
the Induction_which presents an unreal world from which we are
distanced the d of an ela -
joke, and ich d eats, the t t

contemporary wedding ceremonies and for much the same reason.

The and much ed one,
tied of the str storical
argument, Boose never deals with the effect of the Induction and
its creation of a structu ch s it
from the vicious the tre of she
goes on lote in the

of such sascu oth

specific punishments for “unruly” women who chose to exercise
their sexuality or their tongues without a male in control. !
Returning to the play-within-a-play structure, we are made very
aware that the performance that the players will put on is not real.
It is a play put on for a foolish tinker who himself has been at war
with women. Thus Shakespeare may not simply be evoking a Golden
Age of female obedience and submission to male domination but
questioning the reality of that Golden Age of gender roles.
A review of the connection between the Induction and the
play put on by the strolling actors is instructive. The Induction
goes back to “The er ¢ Is
to old ballads like Fr o s
Good Fortune.”*? The main plot derives from numerous folk tales,
ballads, and literature, which tell of men taming their shrewish
wives, including Chaucers’ Mattiage Group in Canterbury Tales and
the Tale of Tom Tyler in “A Metry Jest of a Shrewd and Curst
Wife Lapped in Morel’s Skin.”
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The main point of connection is the jest concept. In both the
Induction and the Kate/Petruchio plot similar jokes are played on
deceived characters. An examination of the Induction will show
how in fact Shakespeare has vety carefully connected the plots
and the two jests.

First Sly in Induction 1 is introduced as a braggart, a role that
is not unlike Petruchio’s. In fact a good case can be made for
doubling of the roles, another reason for the disappearance of Sly.
The Lord and Huntsmen then enter and argue over the virtues of
three hounds—a comic and not very flattering parallel to the closing
act of the play with its argument over the virtues of the three new
brides. Then the Lotd spies Sly and decides to pull the “Sleepet
Awakened” jest to convince Sly he is a lord who has been asleep
and dreaming he was a tinker these past fifteen years. In the next
movement the traveling players appear and the lord gets them to
promise to put on a play for Sly. As part of the jest a page is to
dress as Sly’s lady and the Induction 1 ends with the lord’s orders
on how the disguised page is to act and speak.

In Induction 2 the main thrust is upon the metamorphosis of
Sly. The images desctribed in the paintings all fit this theme of
metamotphosis from Adonis to Io to Daphne. These mythological
transformations are all sexually related and when applied to Sly they
take on an aura of absurdity. And if Sly’s metamorphosis is ironic,
a similar argument can be made of Kate’s. And Petruchio’s
transformation cannot be ignored in this context. He too is changed.

While there are numerous parallels in the Induction to the
Kate/Petruchio plot, the main point of comparison is the comic
submission of the page to the tinker which paraliels the submission
of Kate to Petruchio. The Lord ordets his servant to dress the
male page as Sly’s wife and to give the page these instructions on
how to behave and what to say:

He bear himself with honorable action

Such as he hath observed in noble ladies

Unto theit lords, by them accomplished.

Such duty to the drunken let him do

With soft low tongue and lowly courtesy.

And say, “What is’t your honor will command,

Whetein yout lady and your humble wife

May show het duty and make known her love?
(Induction 1, 109-116)"

By the same token we have Kate in Act 5 who has learned how to
behave and what to say after her experience in Act 4 with the
confusion between the sun and moon and the old man and the
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budding virgin. Like the Page, she plays the subservient lady,

agreeing to accept her husband’s version of reality, to a somewhat
dlor uchio. h uch duty” from
tion ears in s ch:

Such duty as the subject owes the prince,
Even such 2 woman oweth to her husband . . . (5.2, 159-160)

Itis not to ima the b t Kate’s speech to be exactly
what the in the ction ed:

What is’t your honor will command,
Wherein your lady and your humble wife
May show her duty and make known her love?

(Induction 1, 114-116)
Kate’s way of showing her duty is:
And place my hand under my husband’s foot. (5.2, 181)

As she concludes her speech, the parallel situations are a caution

to the audience not to take Kate’s speech any mote seriously than

sly

an

is

approptiate that Sly and the old Induction jest disappear as the
new jest and the new “Sly” replace it.!*

When placed in the context of the Induction, the ameliorative

in

thi tes
an in
cec ge this : the “ac ?

the the de tual stoo a

justification untelated to the symbolic submission and the

appearance of worship paid to the husband would be got rid of.!®
Bu this ex from cen

and an ple of e kno ead

husband’s shoe from a Russian wedding, She admits she has no

surviving commentaries from English sixteenth-century women

and is reac

and la the

itself an anachronistic form outlawed by the Act of Uniformity

over forty years eatlier. ¢
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Ultimately the historical and the dramatic can be reconciled
by the very fact of the anachronistic nature of the ceremony which
is played before an audience informed through the Induction and
its numerous ironic parallels to the main action that this is not
reality but a play-within-a—play device Shakespeare has employed
to distance himself and the audience from the very sort of historic
deg that res.

of S most likely source, “A
Merry Jest of a Shrewd and Curst Wife Lapped in Morel’s Skin,
for her Good Behaviout” (ptinted c. 1550) points out the difference
of Shakespeare’s intent. In the ballad the husband beats his shrewish
wife bloody then wraps her in the salted skin of a dead old hotse
named Morel. This wife has a gentle sister like Bianca who is her
father’s favorite. ‘The father also warns the suitor of his daughter’s
shrewishness but the suitor goes ahead and tames her with the
Morel skin and salt treatment. The ballad concludes with a
celebration of the taming and these closing lines:

He that can charm a shrewd wife
Better than thus,

Let him come to me, and fetch ten pound
And a golden purse. (115-118)"

Petruchio’s lines, spoken much earlier in the play at the end of Act
4 scene 1, echo the concluding lines of the ballad:

He that knows better how to tame a shrew,
Now let him speak; ‘tis charity to show. (4.1, 198-199)

The lines come eatly because the focus has shifted. Kate will make
her transition in Act 4 when she acquiesces to her husband’s
demands and accepts the sun as the moon and the old man as a
young budding virgin. She learns how to play the game. At the
same time these lines remind us of the conscious theatricality that
started with Sly and the Induction. Petruchio is speaking directly
to the audience in his appeal for assistance.

Petruchio’s last lines to Kate after her ironical speech of
submission suggest a very different ending from the “Morel” ballad.
Unlike “Morel” where the ending coincides with the taming, Kate
has had time to regroup. And she chooses an outlawed form of
submission that an astute Petruchio may recognize and wonder if
she is putting him on, but if he does, he doesn’t care. He says:

Why, there’s 2 wench! Come on, and kiss me Kate. (5.2, 184)
And finally:
Come, Kate, we’ll to bed. (5.2, 188)
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0 c will with
s says and
Petruchio exit.
Now, go thy ways, thou hast tamed a cutst shrew. (5.2, 192)
And Lucentio concludes:

“Tis 2 wonder, by your leave, she will be tamed so. (5.2, 193)

The ant. Petruchioisnot  on tob out
the last lines of the “M 7 b do. the
outlawed ceremony, Shakespeare is suggesting that Petruchio is
past his time as well. If anyone is in ascendancy it is perhaps the
“sly”” Kate who has learned how to tame a male. The anachronistic

In the th jest of a Kate to sly
replac th d jest of the I nistic
ceremony of submission.!

use of p ce,
and stic cere a ter
who runs counter to the images of the shrew created in the culture
of . e ns ents, “At the of
the t re by Kathetina at
the ed
by of
Go an

explanation for the disappearance of Sly and the Induction cast.
Butns argues, however, while Kate is now sly enough to fool her
husband and the result is an ambiguous ending, it is not one in
which Kate is a sneak and her husband a dupe. Rather irony and
eatnestness ate related to each other, not metely antitheses. ?* Thus
while Kate’s final speech may be sly and ironical, or as Holly Crocker
asks, “Real or ruse, that’s the frightening question,”? it also is a
speech of reconciliation. And while Petruchio may be half-fooled
and half-aware of the irony, like the metamorphoses depicted in
the Induction, Kate has changed to loving and clever wife. And
ultimately so has Petruchio, from fortune hunter to husband and
lover. Ultimately both the devices of the play and the anachronistic
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historical context validate the ameliorative approach as
Shakespearean.

Notes

1. Norman Rabkin, New
York: Macmillan,1967) p.200. For a full discussion of conscious theatricality see
Chaptet 5, “The Great Globe Itself”, pp.192-238.
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London: Chicago University Press, 1951) p. 68.

3. Goddard, pp.68-69.

4. Harold Bloom, (New
York: Riverhead Books, 1998) p. 28.

5. Tori Haring-Smith,
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(New York: Bantam, 1988).

14. Matgie Burns, “The Ending of the Shrew,” , 18,
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the Induction and the main plot and argues that the play is complete as is and the
concept of a missing Sly ending is beside the point.

15. Boose, 183.

16. Boose, 184.

17. “A Merry Jest,” in “Shakespeate’s Sources” in
ed. David Bevington, (New York: Bantam, 1988) p. 127.

18. Burns, 60.
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20. Butns, 54.

21. Butrns, endnote 10, 62.
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Male Pattern Boldness: Zeffirelli’s
Feminist Adaptation of
The Taming of the Shrew

William Brugger
Brigham Young University—Idaho

The late 1960s also saw the release of Franco Zeffirelli’s

of The a despite

tcomin n t in the

filming of a Shakespeare play. Prominent film critic Leonard Maltin,
for , pro ed, “Z dedinm
ins ap graph Other

th c settings.

b the film’s

“opulent sense of Renaissance Italy.*

tion to these
Ze trademarks,
uniquely feminist take on Shakespeare’s tale. In 1967, the film’s
advertising tagline read: “In the war between the sexes, there always
comes a time for unconditional surrender” But surrender for

cl ty, the
rom elease.
More importantly, the tagline hinted at a new interpretation by
e viewers t ons or
p ons concer n s victim,
t
a R d

anticipated Kate’s eventual, humble surrender to a proud Petruchio.
But, as viewets quickly realized, Zeffirelli’s version effectively
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promotes the contrary: Kate’s conquering a duped Petruchio. Many
scenes Zeffirelli added in order to make the successful transition
from play to film progressively endow Kate with sufficient marital

so that, by film’s end, the r “ and “tamed
t completely and per t ersed, at
interchangeable.

Audiences not quite ready to admit Petruchio’s defeat, ot those
unsure about feminism’s foray into the Shakespeare scene, could
console themselves with a2 mutual taming. Such hesitancy to
embrace Zeffirelli’s new approach was a natural response: feminist
reinterpretations, according to Renaissance researcher Philip Kolin,
allow Shakespeare’s women to be “rightfully seen as more complex,
more central, and sometimes even subversive”>—thereby souring
some tastes. In addition, while feminism was off to a strong socio-
political start by 1967, it had not made much headway into literature,
let alone Shakespeare studies. Kolin notes that feminism did not
stake a claim in Shakespeare tertitory until nearly a decade latet:
“[tis only since the mid-1970s that feminism as both theory and
praxis has focused on Shakespeare.”® Even so, it would take neatly
another decade for feminism to establish a permanent residence.
In the fifteen or so yeats since, feminists have successfully
“challenged and problematized many male-centered critical
approaches to Shakespeare’s plays . . . his women characters, and .
.. male/female identities in the plays.”’

From the film’s first frames, Zeffirelli reveals a concern for
the portrayal of women: Shrew opens by depicting one woman in a
demeaning role, another in a stereotypical one. The former, a
plump strumpet, hangs out her window. Her blond hair contrasts
sharply with the Italian citizenty’s darker coloring, and she spotts
what seem to be eight- or nine-inch heels. As a complete package,
she stands apart—in all dimensions and aspects—and is the
personification of artificiality. Literally, she possesses too much
of what some carnal men appatently desire. Moreovet, she is a
hideously grotesque monster-figure (explaining Tranio’s trauma and
hasty retreat).

By placing her so eatly in the film, Zeffirelli’s first female may
be viewed as a kind of paradoxically repellant hostess, “welcoming”
tepulsed audiences (as she welcomes Tranio) into a perverse
patriarchal society that apparently supports her livelihood—the
same society in which Kate lives. Shakespearean scholar and film
critic Russell Jackson observes that these initial scenes create a
“convincingly detailed social pictute of a world of sexual and social
success.”” She may even serve as a forerunner to Kate, as both
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women live in isolation and are acknowledged only when they make
some sort of concerted effort. Both are left to watch “real” life
opetate below their living quarters. In vatious ways and at vatious
times, men label, purchase, use, and reject them —and force them
to project an external persona inconsistent with their inner selves.

In contrast, Bianca (“white”) is openly pursued by men in the
daytime. She, too, stands apart, but does so by virtue of her beauty,
vitginity, marriageability, status, manners, wealth, and finery; in
short, every quality the “slattern” lacks. What she reveals, Bianca
conceals. Even so, it could be argued that Bianca does prostitute
herself somewhat, as she es and spins through Padua’s streets.
It may not be coincidental that Zeffirelli places her at the center
of town, at the marketplace, whete goods ate displayed and
transactions made. Bianca has no business to conduct thete, except
to display herself as an eligible bachelorette. Strange men like
what they see, and begin to serenade her—a form of solicitation—
as anothet pursuer, behind Bianca, playfully lifts her veil without
her consent—a clear affront to her modesty, as evidenced by her
gasp. It is at this precise moment of “exposure” that Lucentio
sees her and is love-struck.

Sadly, Kate is not so fortunate. In contrast to Bianca’s romp,
audiences first find Kate shut in an upper-level room, by her own
will, observing her younget sistet’s return with suitors in tow. "This
scene is extremely telling: Kate is inside looking out, a damsel in a
different kind of distress. Closed shutters allow no one to see in,
allowing Kate to control perception. These shutters, arguably, have
psychologically symbolic value, effectively representing Kate’s
emotional defenses. Within minutes of Bianca’ return, Kate
violently teminds Bianca—along with her entourage and Baptista’s
entire household—of evetyone’s constant disctimination and
favoritism.

On the morning of Kate’s “bad heir day,” Petruchio artives to
claim her. Tellingly, Kate is the commanding presence as the two
meet. As Petruchio witnesses the siblings’ catfight, Zeffirelli
portrays Petruchio as startled by Kate’s viciousness. Wisely,
Petruchio chooses to initially remain concealed, sizing up his
opponent while assessing his own readiness and determination,
before withdrawing for additional preparation. Tellingly, as
Petruchio attempts to catch Kate off-guard, she does not even
flinch; instead, she treats him in the same manner he treated
Hortensio’s servants earlier: with utter contempt for having
intruded, sans snarl. Within seconds, she deceptively outwits him
by pointing beyond him, pretending to address her father. When
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Petruchio’s back is turned, she makes a quick exit, giggling
delightedly once safely out of reach—exhibiting the same kind of
giddiness Bianca did as she was “escaping” men earlier. Kate finds
as much pleasure in evading men as Bianca does attracting them.

In effect, Kate bests Petruchio first psychologically, then
physically. By sheer luck, he happens to see her scurrying to another
section of the estate. Once spotted, she attempts numerous evasive
maneuvers as he approaches (placing heavy grain sacks over a trap
doot, pulling up a rope laddet, throwing barrels down a staircase,
breaking 2 handrail, even physically throwing him off of her). Such
duping and ducking will continue, right up to the film’s end, with a
puzzled Petruchio often lagging behind. Zeffirelli’s Kate is a quick
thinker—and a real action figure. ‘The only way Petruchio has of
controlling Kate, therefore, is to somehow physically overpowes
her: by wearing her out, twisting her arm, locking her up, or carrying
her over his shoulder. In fairness, and true to Shakespeare’s play,
Kate is never in any setious physical danger while in Petruchio’s
company, 2 man whose batk is worse than his bite. As one reviewer
observed, “Zeffirelli’s Shrew avoided the direct violence usually
included in 2.1 by turning the scene into a series of chases. Thete
is in [Jack] Jorgens’ wotds, ‘harmless violence and festive
destruction.” ”® Petruchio’s tendency to problem-solve physically
becomes discernable to Kate quickly. Her learning to anticipate
and evaluate his “hostility” is half her battle; the other half is
learning how to subtly diffuse it and get on with the business of
satisfying her own needs and wants.

Until she learns this, she still physically defends herself as best
she can: running and climbing until exhausted, pounding on locked
doors and tugging on their handles, struggling to release herself
from his grip—and even striking him. During many of these
battles, Zeffirelli’s Petruchio is winded, sweaty, and sore, yet masks
such effects when in Kate’s presence. Were he not physically larger
and stronget, Zeffirelli seems to suggest, Kate would have sent
Petruchio packing shortly aftet his artival. Certainly she has already
rendered other men impotent, an observation Gremio makes eatly
in the play (“she’s too rough for me” [Li.55]). Such men include
her own father, whose authority Kate mocks every chance she
gets.

At Petruchio’s departute, Zeffirelli has him lock Kate in an
upper room. Viewets may wonder why Zeffirelli has her
sequestered; after all, Petruchio has already subdued her, he does
not need het consent to marty, and he is actually leaving. On one
level, Petruchio effectively puts Kate in storage, like a toy he has
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finished playing with and will pull out when he returns.

it is the ve m from which
less than k later). On
s
s
s
a get her sor. Th actually says
n her ata d to her

This scene, though brief, is a critical juncture in Zeffirelli’s
(modified) plot structute: Kate must determine how to confront a
very setious challenge. Her decision seems an inversion, not
sutptisingly, of a Renaissance proverb: “Men act and women talk.”!°
Intentionally or not, Shakespeare plays with this notion in Shrew

Kate’s progression from overt physical assaults to covert
psychological subterfuge. Zeffirelli’s message: this woman
canno no be o man in the play is 2 match
for Pe , 4 f, is.

In Shakespeare’s Shrew; Petruchio has the power; in Zeffirelli’s
Shrew, much of that power is transferred to Kate. The film, then,
may be viewed as feminist not only because the female is
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also as
e, Z Ri
perhaps even a man’s man: strong features, broad shoulders, hairy
chest, full beard, commanding presence, hearty laugh, coarse
manner. While he may be, in the words of one viewer, “a self-
confident, swaggering lout,”"" there is absolutely nothing effeminate
about him. Other males are subsetvient to him to varying degrees.
Early in the film, for example, as Petruchio awakens with a
hangover, two of Hortensio’s servants enter his chamber. As one
pours fresh water into a washbasin, another sprinkles in rose petals.
Annoyed either by theit intrusion or their eagerness to please,
Petruchio snarls, sending the servants scrambling for the door.
Of course, servants are ordinarily submissive, but Petruchio’s
e is era r
mo as

Baptista’s residence, a stray dog takes one look at him, yelps, and
scurries away—a testament to Petruchio’s supreme beastliness.
Later in the play, Baptista does not vetify Petruchio’s dowry as he
does with Gremio and Hortensio; instead he takes him at his word,
whose claims are vague. The extent of Petruchio’s estate is summed
up only as “all my lands” (ILi.125)—repeated twice in the film.

If Zeffirelli had an agenda in his characterization of Petruchio,
it may have been to exaggerate his stereotypical manliness to the
point of ridicule, as he did with the tart from the start. Without
question, Zeffirelli’s Petruchio is a well-drawn likeness of
Shakespeare’s comic figute: audiences laugh with him as he metrily
goes about taming Kate. But a generous portion of the film’s
collective humor is also aimed at Petruchio’s expense; audiences
laugh 4t him—at his grossness, his impropriety, his insobriety, even
his naiveté—either in mockety ot out of vicatious embarrassment.
One reviewer observed that Button’s character “appears so alcohol-
soaked his timing is all off.”"?

But perhaps it is Burton’s unique characterization which
allowed Zeffirelli to go where Shakespeare himself feared to tread:
Kate and Petruchio’s wedding, Filming the couple’s ceremony was
risky: every reader of the play envisions the event differently and
such a substantial insertion would, therefore, be ripe for scrutiny
and subsequent criticism. Viewed optimistically, however, what
better oppottunity to portray this particular Petruchio in all his
“gloty,” while simultaneously pushing certain buttons Kate never
knew she had?

Priot to the wedding scene, audiences saw Kate forced upstairs,
locked up, and abandoned. A few days later—her wedding day—
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she remains inside the same room, but is unresponsive as another
man—her father—now begs her to come out. In her own time,
and by her own will, she soon emerges, takes her father’s arm and
begins a grand descent down a staircase. This same staircase, which

het, suggesting that an independent, self-sufficient Kate teadied
herself alone. Harking back to the film’s beginning, Kate is still
app a ne get too close, especially at
this t

Approaching onlookers—a crowd she has always associated

on those waiting below). To Kate’s surprise, she is applauded;

g, pictu t; th pr bright
a For ent, is
This moment lasts neatly three hours, near the end of which
m ance, noti ec
ct it with P to

injuty. Instantly, Kate’s mood changes from relative patience to
tesentment then rage. Question: if the crowd insinuates that the

groom is a dog, by analogy, what does that make the bride?
A single stray comment reminds everyone of Kate’s former
petsona—the persona she wants to shed which has now been
ed. Z one by

under othets

with the label, 7) causing the label to be reapplied. Also significant
is the fact that the joke and the subsequent laughter means the
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crowd has officially given up hope, and therefore the support which
Kate so desperately wants and needs.

Shortly thereafter, Petruchio atrives. Not only is he extremely
late, he is extremely dressed, the antithesis of the knight in shining
armor. Mocking knightly attributes of chivalry and fidelity, he
flirts with rooftop women by blowing them kisses as he approaches
the church—further fueling his fiancée’s fire. The bride’s elegance

t is matched only by the groom’s d

evidenced most notably by his pa d
pheasant. Assuming the best of intentions, the dead birds are
Petruchio’s contribution to the wedding feast. Hopefully, they are
freshly killed, “justifying” his lateness. Zeffirelli has Petruchio
participating in the quintessentially manly sport of hunting while
Kate waits patiently, if not wottiedly, under a hot Italian sun in 2
multi-layered wedding gown. Moteovet, once Petruchio reaches
the church steps, he first addresses not Kate, but her dowry-
providing father. In a matter of minutes, Kate has gone from
bride to butt to barter.

Despite being deeply offended, Kate shows uncharacteristic
restraint. Her defensive weapon of choice is a warm, inviting
smile—identical to one she gave while locked in the room.

ced ty, the church’s

tms to shoved back
down into the crowd. Fortunately for a stunned Petruchio, the
crowd—as Zeffirelli films it—is in his cornet, breaking his fall and
cheering him on to battle. This 1-2-3 sequence—alluring smile,
eager approach, and instant rebuff—occurs again on the couple’s
wedding night, as well as at virtually every potentially intimate
moment they (almost) shate. Some intetesting symbolism may be
found in each character’s elevation: here, at the church, on top of
the stairs, Kate is physically higher than Petruchio. She makes him
come to her; in order to rise to her level, he needs her invitation ot
permission. This same scenatio is true at Baptista’s house (where
Kate looks from a thitd-stoty bedtoom window down on an
advancing Petruchio), at Baptista’s mill (whete she climbs multiple
stairs to hide in an attic or loft, and ptevents him from entering),
and even in Petruchio’s house (whete Kate occupies his second-
level master bedtoom while he sleeps downstairs).

Anxious to embarrass him as much as he did het, Kate runs to
the altar. Kate’s intention is to tefuse Petruchio once he vows to
matry het, effectively doing what many men have done to women:
leave them at the altar—every woman’s nightmare. (If successful,
Kate may fulfill many a female fantasy.)) The camera catches Kate
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impatiently tapping her fingers on the altar, an indication of her
distegard for marriage and the supposedly holy spot at which its
ceremony is performed. After enduring more pre-marital mischief,
mo
she
fini
new husband. Again, the crowd gleefully intervenes, their
“congratulations” effectively drowning out a dazed Kate’s
objections.
Zeffirelli’s film then cuts to the reception. Kate has recovered
and she
t hits sses

Het stunned expression says it all: the previous public humiliation
she d is no mpared to this pt
Sym ly, she herself being ha
manhandled—in a literal transfer of ownership, helpless to forestall

the reception early, Kate wholeheartedly asserts herself like never
li nouncing deci Unfo ly,
a time in a one s hers ot
even her father. For a thitd time, she is silenced. And, for a third
time, a male’s physical force is used to restrain her, as Petruchio

her outsi some and dumps het on a

She has pt of st not the way she had

ima a h just
not e d. and

carries her dowry.

films ’s refe to the e’s
mis muddy the rec hall to Pe 0’s
home, retaining Kate’s tumble into a puddle as well as Petruchio’s
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scene on stage, which is probably why the playwright had Grumio
relate the account. But there may have been another reason
Shakespeare did not attempt the scene’s enactment: to audiences
hearing the story in third person, Kate’s mishaps ate comic.
Zeffirelli’s filming of them, however, may border on the tragic as
audiences witness her suffering “firsthand.” While the film’s scene
can be initially funny, if one suspends its common classification as
farce, its humor quickly fades upon imagining the implications such
an ordeal could have in actuality. Kate, unprotected from the
elements and already wet from rain, is weating a multi-layer dress,
now soaked completely through and undoubtedly heavy. She still
has quite a few hours to travel before attiving at her new home, by
which time it is s#owing. Petruchio, notes one critic, “looks
disappointed and disgruntled when the bedraggled Kate walks
through the door, as though he had hoped she was dead and the
dowry his with no further trouble.””® For a moment at least, it
seems as though Zeffirelli intentionally spoils the fun, concerned
with the possibility that Kate’s wedding date could easily have been
her death date as a result of exposure. As when a practical joke
backfires, ending in unintentional injury, Petruchio’s taming almost
went too far. Even though few would conclude that Petruchio is
homicidal, he may be sadistic; at the very least, he is cruel, fit to be
classed with the passersby in the parable of the Good Samatitan.
This scene, like so many before and after it, poignantly illustrates
the humorlessness of Kate’s state, eliciting considerable sympathy
while validating the view of Kate as victim.

Such sympathy also extends to Kate’s wedding night:
historically, the socially acceptable and expected moment of a
woman’s submission to a man’s demands. Zeffirelli could have
shown Petruchio as defetring the possibility of intimacy, but chose
not to. Instead, audiences glimpse a character capable of desetting
his new bride in the afternoon and desiting her in the evening.
Once Kate is sure Petruchio not going to force himself upon her,
she assumes control via her sexuality by partially undressing in
front of him and letting him kiss her shoulder before coyly turning
away and getting into bed. As she did at the church, she smiles
invitingly. As he did at the chutch, he approaches eagetly, at which
point Kate hits him over the head with a bed warmer. Experiencing
agony instead of ecstasy, Petruchio tesponds by destroying what
would have been their wedding bed, saving face by blaming the
bed’s inadequacy on his servants. Zeffirelli’s film allows for the
interptetation that Petruchio’s tantrum, unlike his other tirades, is
not premeditated, and that he may have been willing to end the
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taming (at least temporarily) in exchange for intimacy.
Not to be o Ka

be heard within lea

thi kill a 8)).
Ze clear i she
is that Petruchio d her s ing, she s

he ust as she did sh theloc  herin the

for a number of reasons: she has avoided intimacy with a man she
neither loves nor respects, she is left alone, and she has a
co all to herself. She s ies the

be t, and in his absence, s than th
mistress of the house—she is its master.

If thete is any doubt as to het new role, it is alleviated eatly the
next motning, as Zeffirelli’s Kate not just cleans house, but directs
Petr to clean ex n s also
her her hus h li and
Within a few hours, Petruchio’s domain is dominated and
domesticated by Kate, who, for example, has the chandelier lowered
and deep-cleaned before her husband arises from his hardwood

(a tfulc . Kate’s
r that will be
radical. B scene, it is immaculat o d;
the table trically set with fine ; 1s

abound (in spite of the recent snowfall); all the servants are bathed,

Kate is, then she has gained her husband’s trust. Either way, she
wins.
This same scene also depicts Kate fussing over the servants,
in
ct
ha
tespect. For all intents and putposes, they are erservants. In fact,
she treats them better than she does her husband, and their
Pet t accep e sits apart
just e liet in has had to
adapt, and does an admirable job of it.
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the gift and its thoughtful giver. Zeffirelli’s filming of this scene
again suggests that Petruchio, with a little restraint, could have
ended the battle right then and there, with both parties emerging
victotious. True to the play, Petruchio immediately announces his
dissatisfaction, prompting Kate to vetbally abuse him in front of
their servants and guests. Added to the film is Petruchio’s cleaving
the cap and shredding the dress unnecessarily, delivering the

it is one

troyit. H s
he a st fine clothi ,
hyp in film, as he is o

He is, however, at least consistent, leaving the room once a
devastated Kate begins to cry.

While traveling to Padua for Bianca’s teception, Kate now rides
a horse, having appatently graduated from her donkey days. Having
passed Petru course in astr K pon
in Padua, is outfitted in a n t dr
gold accents and trim (she got the dress after all). Moreovet, she is
petfectly coordinated with Petruchio’s attire. Sporting matching
formalwear, the Bianca/Lucentio reception will, in many ways, also
be their reception. Their apparel also signifies coopetation,
conformity, harmony, equality and pethaps even mutual love, if
colot means anything to Zeffirelli. In contrast, no other couples’
clothing matches in the film’s final banquet scene.

With Kate’s “surrendet,” the wat is over—fot Petruchio at
least. Now, looking good and appatently feeling even bettet,
Petruchio bids Kate to kiss him—in public. She feigns
embarrassment, but Petruchio persists. Audiences expecting a
cinematic smack equal to the lip-numbing numbers of ptevious
decades are quickly disappointed, as is Petruchio, who gets only an
anticlimactic peck on the nose, followed by an innocent gtin. Kate’s
kiss may be viewed as a kind of compromise, simultaneously
satisfying his need for either affection or affirmation, as well as
her concern for discretion. But it also represents the absolute
minimum she can do and still comply. And, for the first time,
surrounding ctowds wotk to Kate’s advantage rather than to het
husband’s: with witnesses, Petruchio is hard-pressed to protest.

Dazed and confused, Petruchio is quiet and pensive during
dinner, paying more attention to his wine than his wife. Periodically,
both he and Kate watch Lucentio and Bianca caressing and kissing
across the table. Still silent, the troubled twosome then observes
small children playing neat theit table. When one child begins to
cty, Biondello quickly comes to his aid, comforts him, then gently



Male Pattern Boldness 21

places a  sback. T enfixesonthec le’s
studie ss , both of est that theit m  nal

I'had assumed, as I imagine had Richard, that when we did
the nototiously controversial final scene in which Katherine

ma ac not me ttuchio but
on of men, s do it in the
now accepted ironical way. The usual trick is for the actress
the as much as to
has hand, don’t we

did nothing of the kind; she played it straight.!

) s e when she
e a now, a true
b r
For his part, Petruchio couldn’t be mote proud—or aroused.
he
ef.
turns and faces a cheering crowd, but in the moment it took him
e .
h
c
ap
co
wi
barrica th his body to pr
As closes the door

ends, two scenarios are imaginable. One is that Kate waits for
Petruchio to follow her, he does, the couple unites, and finally



22 Wwilliam Brugger

consummates their marriage, in which case Grumio guards a nuptial
“bedroom door,” ensuring their privacy. But if Zeffirelli wanted
to promote this ending, the scene’s sequence—her speech, their
kiss, her depatrture, his confusion, his exit, their reunion—seems
odd, nor does it feel romantic. It is hard to imagine that Kate,

reception partner. t o
make this n: for e , c d
after the kiss, whispering in his eat, ot taking him by the hand and
leading him out of the reception room.

A second, more consistent scenafio is that another chase ensues
and intimacy will be further forestalled into the indefinite future.
Given the film’s earlier chase scenes, and Kate’s talent for evasion,

g
e

humiliate him. Petruchio’s facial expression as he is trying to exit
is one of embarrassed concession: Kate trumped him and, given
the formality of the occasion, he graciously acknowledges it. In
this way, Kate gives Petruchio a taste of his own medicine, deptiving
him of something he desperately wants just as he denied Kate 2
longer wedding teception, food, and a new dress. It is comic,
ironic, and fitting that Kate wins this final round.

After the film’s release, and after the dust of controvetsy settled,
Zeffirelli’s interpretation went on to significantly alter the way
modern readers and viewers approached Shakespeare’s text. By
1977, Jack Jotgens would label the play a “piece of male chauvinist
wishful thinking” promoting the dangerous idea that a2 “woman’s
will can be broken and in the end both she and the man will be the
happier forit.”** The play was also produced differently: “following
the emergence of ‘women’s liberation,” ” obsesrves ctitic Diana
Henderson, “between 1976 and 1986, five Shrews . .. appeared on
North American television—setting a frequency record for

the era for s ting to
at least some , as the
American Conservatory Theater’s, gave the overall impression that
d. By the tim of the b e
videocassette e reve e e

jar ok at

el Follo

a brief plot summary, the blurb concluded with this open-ended
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lure: “Kate has found a more effective way to dominate her mate.”
Fe
Sh

to have prevailed, putting Zeffirelli ahead of his time by at least
ten yeats, and as much as twenty, guiding Shakespeare’s future as
much as preserving his past—a conclusion consistent with
Zeffirelli’s own self-perception as “an enlightened conservative
continuing the discourse . . . [and] renovating texts.”'®
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Examination and Mockery
in Henry IV, Part One

David Crosby

he “play extempore” that Prince Hal and Falstaff enact in

Act II Scene 4 of Henry IV, Part One, is widely admired by

critics as one of the most enjoyable, creative, and defining
moments in the relationship between these two characters. News
h t come to the tavern from ry’s mess s the
p “must to the court in the > (268).! r  sin
the North and West are taking to the field, and Henry is calling up
the reserves, as it were, to meet the challenge. Falstaff remarks
that Hal will be “hortibly chid tomorrow” and urges him to
“ptactice an answet.” The prince seizes the opportunity to suggest
a bit of play-acting: “Do thou stand for my father, and examine
me upon the particulars of my life” (297-300). Falstaff, who is
clearly something of a theater buff, immediately begins organizing
the scene, collecting props, suggesting a way to simulate the effects
of crying, and dictating the style of presentation. He will have 2
joint-stool for his throne, his hacked up dagger for a sceptet, and
a cushion for his crown; he will dtink sack to make his eyes red;
and he will deliver his lines in the bombastic manner of King
Cambises, the title character of Thomas Preston’s early Elizabethan
tragedy (1570).

Falstaff’s actual style is closet to that of John Lyly in Exphues,
embellishing his text so much with balance, antithesis, alliteration,
and references to proverbial natural history so that his meaning is
nearly lost. He also displays a bit of the preacher in his biblical
references to pitch that defiles and knowing the tree by its fruit.
But the burden of his message, delivered in his assumed character
as Henry IV, is one that we have come to expect: Prince Hal has a
reputation as a wastet of time, a frequenter of bad companions,
and a thief; things not to be endured in a prince of the realm
(318ff). The actor Falstaff begins to peek through the mask of
the character Henry IV when he qualifies his complaints about the
company Hal keeps: “And yet there is a virtuous man whom I
have often noted in thy company...a good portly man...his age
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inclining to threescore...and now I remember me, his name is

and transitive: to testify or bear witness, to sweat to the truth of

o a

ar e

to e

has swor tole VI reign in peace

. But his son, (later to become

D the was ecause Henry had

ty and fore, twas he that made

youtod Your oath, my ous” (I.2.25-
26). In II, as Henty B s the lists to

prove in arms the justice of his accusations against Thomas

better questioner than Hal: “If thou dost it [depose me] half so

s ef, up by
s (3 would
t
p
d
particulars of his life.

SIpr that te eda
dra e that the ¢ on and
that he based it on conventions and tropes found in the published
exa ions of Protestant and yts,

diss ted primarily through John and
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of the s d m, the
nscen c p b before
a out actions and beliefs th
c Thete may be an accuser

seeks justice or revenge against the accused, but frequently the
accusation is arbitrary or unjust. The accused, often 2 woman,
to be tless a standin to a
e, but finds self ap ns d

Often the judge grants the accused time to meditate and repent or
atleast find the resources to extricate herself from her predicament.
Frequently the examination scene sets up the terms for the final
resolution of the play’s conflict. As examples of examination scenes
I cited the openings of Comedy of Errors and Midsummer Night's
Dream, the questioning of Othello and Desdemona before the
Senate, Lear’s early confrontation with Cordelia, and Angelo’s
second interview with Isabella in Measure for Measure.

What I am p s the scene we have
looking at is also s but that it does no
the conventions of the examination sefiously; rather it makes a
mockery of them. Because they ate play acting, Prince Hal and
Falstaff can switch around the roles of accused and judge, using
them to score points off each other, and not take the outcome of
the examination seriously.

It may seem something of a stretch to look for the source of

scene in Pr al ture;

a common th don
look for any specific connection to the examinations of heretics.
But before we dismiss the connection out of hand, it would be
well if we remembered that the character who has come down to
us as Falstaff in all the printed versions of Shakespeare’s plays,
was originally named Sit John Oldcastle, a knight who was
commemorated in Protestant reformation polemical literature as
a martyt.

Oldcastle appeats to have served Henry IV capably in
campaigns in Scotland, Wales, and France, and came to be good
friends with Prince Hal during their joint service in Wales. In
1404, after the battle of Shrewsbury, he served in Parliament as 2
knight of the shire for Hetefordshire and in 1408 he became shetiff.
In 1409 he married Joan Cobham and acquired the right to be
styled Lord Cobham and to attend the upper house, which he did



David Crosby 27

century reformer John Wycliff.®

con
not

William Sawtrey, a Lollard ptiest, became the first heretic to be
executed in England.

Lollard sympathizers in Patliament fought back in 1410,
introducing measures that would modify the heresy statute and
confiscate large portions of Church property. ‘The measures failed,

Church’s doctrines of transubstantiation, auricular confession,
a of the ¢ primacy of He was
c d but was tay of forty d Arundel
and Henry apparently hoped he could be made to recant. A formal

.o oo

to turn men cular occup
cathedrals.. houses of t
ecclesiastical goods, and to level them completely to the ground.”
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The man to be appointed regent was none other than Sir John
Oldcastle.! King Henry managed to foil the plot, and put to death
many of the conspirators, but Oldcastle was not apprehended until
1417, when he was carried to London, hung in chains in St. Giles
Field, and burnt as a heretic.

Fifteenth century chroniclers generally depicted Oldcastle as
a heretic and traitor whose elimination was necessary to stabilize
both church and state. His adherence to heretical docttines
endangered people’s souls and their hope of salvation; his attacks

nd threatened the die rarchy on which
al was seen to d. the spread of
Reformation ideas in England during the reigns of Henry VIII
and Edward VI, historians John Hall, and even more decisively,
Rafael Holinshead, began to back off from such harsh judgments
of Oldcastle. Protestant polemicists such as William Tyndale, John
Bale, and John Foxe decisively reinterpreted late medieval religious
dissent as an unfinished proto-Reformation, and Oldcastle as one
of its most important martyts.
e st borro the
o a an play c The
of Henry the Fifth, first petformed in 1588, registered with the
Stationer’s Company in 1594, but not printed until 1598, perhaps
to cash in on the populatity of Shakespeare’s then new Henty

2 e of the ries p

pa a robber Hill
Prince, but displaying no signs of Falstaff’s corpulence, cowardice,
or comic wit. After that eatly scene he seems to be around only to
express his desire that Henry IV die soon; but when he does, the
much changed new King Henty V forbids Oldcastle, along with
other knights, to come within ten miles of his person.

In fact the character that Shakespeare bestows on Falstaff
borrows far more from the clown Detick in Famous Victories than
from Oldcastle. Derick is a Cattiet who has been robbed by
Cuthbert Cutter, also known as Gadshill. Derick gives evidence
against Cutter befote the Lotd Chief Justice, in the presence of
Prince Hal, and he witnesses the scene in which Prince Hal boxes

the e

Two,
Derick acts out the scene with John Cobblet, a London watchman
who was also there, in a way that strongly tesembles the “play
extempore” enacted by Falstaff and Prince Hal. Derick says, “’Faith,
John, Tl tell the what; thou shalt be my Lord Chief Justice, and
thou shalt sit in the chair; and I'll be the young prince, and hit thee
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the knockabout business of the box on the ear. But there is no
mistaking that it inspired Shakespeate to the far funnier, subtler,
and also more serious scene that he assigns to Prince Hal and
Falstaff.

ly tle
fro c hi

aware that the story of Oldcastle was a hotly contested one. Sir
John was either a dangerous heretic who threatened true doctrine
and the king’s person; or he was a steadfast and valiant reformer
who died at the hands of vengeful cletics who misled and deceived

more succinctly, “Martyrdom was perhaps the most extreme form

esis”: any the of Jesus,

the death, , fo ds of his
witnesses in a remarkably powerful way. **

T mai that peare the

Lord rem Old nam the

images, and papal supremacy; in fact, through the 1580s and into
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the 90s, missionary Catholic priests were being executed by

s as  tors those

spe  then te the

character of the historical Oldcastle, knowing the kind of political
fire reate?

st remain conjectural, but I think there is good

reason to believe that he did. For one thing, there is external

evidence collected by Taylor and Wells, and summarized by Susan

e’s
tly
of

pu on—and iences certain fy
Ol with Falst . wellinto the s t ut
more important to literary ctitics is the internal evidence that
Sh eare ts atsug
of astle I scene

this article with, when Hal has taken Falstaff’s place acting Henty
IV, he unleashes a stream of comic invective that includes a

cal Fa as
€ ox his (1L
e be uns res

woodcut in Foxe’s Acts and Monuments which depicts the 1417
martyrdom of Oldcastle.'® He hangs from a large wooden frame
by chains around his lower thighs, his belly, and his neck, facing

und anoxt

eim castle’s
references to Falstaff as roast meat. As J. Dover Wilson pointed
out 60 years ago, Hal summons Falstaff into the Boar’s Head with
the words, “Call in ribs, call in tallow;” summoning up the image
of “roast Sir Loin-of-Beef, gravy and all.” He goes on to suggest
that human sweat was “likewise thought of as fat, melted by the
heat of the body,” as Falstaff on Gad’s Hill “sweats to death, and
lards the lean earth, as he walks along.”"

But where does Shakespeare stand with respect to the contested
history of Oldcastle: does he pottray him as heretic and traitor, or
reformer and martyr. The answet, I believe, is neither. Shakespeare
was seldom interested in historical accuracy in his presentation of
characters: ask members of the Richard III society. What
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Shakespeate does, I think, is attack the image of Oldcastle the martyr
in order to make some important points about martyrdom and its
place in the religious and political realm of Elizabethan England.

Shakespeare’s Oldcastle/Falstaff is no martyr. His vanity,
gluttony, and drunkenness mark him as a sinner, and his cowardice
in the face of death or injury confirms the case. He runs away
from Hal and Poins on Gad’s Hill, then makes up a ridiculous
story to justify himself. When appointed to command troops in
the battle against the rebels, he undermines his sovereign’s cause
to line his own pockets, has no regard for his men, and shows up
on the battlefield at Shrewsbury with a bottle of sack in his case
instead of a pistol. Brad Gregory points out that one conceptual
tequirement for martyrdom is that there must be people willing to
die for their beliefs.'"® Falstaff’s attitude toward dying for a cause is
petfectly summed up in his Act V soliloquy after he has tisen from
his apparent death at the hands of Douglas: “I am no countefeit.
To die is to be a counterfeit, for he is but the counterfeit of a man
who hath not the life of a man; but to counterfeit dying, when a
man thereby liveth, is to be no counterfeit but the true and petfect
image of life indeed. The bettet part of valor is discretion, in the
which better part I have saved my life” (V.4.115-18).

The true martyr in Henry IV, Part One, is Hotsput, who has all
the temperament to die for a cause and is offered up to his father
and uncle’s ambition. When we first encounter Hotspur, he jousts
vetbally with King Henry about the status of his prisoners, refusing
to turn them over unless the King will ransom his brothet-in-law
Mortimer, whom he believes has fought valiantly for Henry against
the Welsh. When Henry dismisses him and ordets him to speak
no more of Mortimer, Hotspur burst out to Northumberland and
Worcester:

Speak of Mortimer?

Yea, on his part I’ll empty all these veins,

And shed my dear blood drop by drop in the dust,

But I will lift the downtrod Mortimer

As high in the air as this unthankful king. .. (L.iii.130-36)

This willingness to die for a just cause is one of the earmarks
of martyrs. Also like a martyr, he takes his uncle and father to task
for having abandoned the true king Richard for “this canker
Bolingbroke” and urges them to repent and make amends:

Yet time serves whetein you may redeem
Your banished honots and testore yourselves
Into the good thoughts of the wotld again... (180-82)
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He sees it as his role to

dive into the bottom of the deep,

And pluck up drowned honor by the locks,
So he that doth tedeem her thence might wear
Without corrival all her dignities. (203-07)

Later, when an unidentified correspondent questions the
practicality of the plot that his family has undertaken against the
King, his response turns to religious based bigotry, calling the man
“a pagan rascal,... an infidel” And when Owen Glendower tries
to impress him with the portents that attended his birth and his
miraculous powers, even extending to calling up spirits and
commanding the devil, Hotsput rebukes him as a good Wycliffite
might have:

If you have power to raise him, bring him hither,
And T’ll be sworn I have power to shame him hence.
O, while you live, tell truth and shame the devill (I11.1.57-59)

Later still, when it appeats that his father and Glendower will
not be able to join him in the field, and the prospect looks bleak,
he welcomes the prospect of dying, “Doomsday is near; die all,
die merrily” (IV,i.134). This willingness to die, this confidence in
the righteousness of one’s cause, this willingness to call thosc who
question your beliefs infidels and pagans—these are some of the
characteristics of martyrs, and though chivalry, like martyrdom,
has a romantic appeal to the purer side of our nature, it is not
ultimately a good basis for the creation of stable governments.

At a time when the Elizabethan religious and political
compromise was in danger from both Catholics and Reformers,
thete was no room for martyrs who threatened the stability of the
tealm. The valiant and headstrong Hotspur is more like the
historical Oldcastle, and the future Henry V sactifices him as surely
as his historical predecessot sactificed Oldcastle. Shakespeate uses
Oldcastle to get his audience thinking of martyrdom in its histotical
context, then makes Falstaff such a winning rogue as an anti-mattyt
of mockety that the audience will reject the simple either/or of
the religious and political zealots and begin to see life in its
complexity, as Prince Hal does while he moves through the vatious
stages of his preparation for kingship. As for Falstaff, as the
epilogue from Henry IV, Part Two, expresses it, “QOldcastle died
martyt, and this is not the man.”
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“Away With That Audacious Lady”:
Paulina’s Rhetoric InThe Winter’s Tale

Diane M. Dixon
Grove City College

was the N d e
yeats. P €
outspoken older woman, now draws my attention. I admire the
way sonL dly what she
thin s prec he ear. The
en esand
of age, p

revise the systems they engage with. Among older women like

and so audaci
whom >t She
me of se en I have a including a
affectiona as “Hurrica ,> who often
the the ¢ ex
her uses. 1s,

employs bold discourse that includes transgressive, artful, and
medicinal words. Her audacious words ate the major force that
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moves events in The Winter’s Tale from tragic disaster to healing
recovery.

Paulina’s transgressive words are spoken in response to the
courtly rhetoric that Leontes has used to silence Hermione.
Leontes’ official language, what Bakhtin would term “authotitative
discourse,” imposes its dogmatic vetsion of truth and the law. In
The Dialogic ation, Bakhtin writes:

The authotitative word demands that we acknowledge it, that we
make it our own; it binds us, quite independent of any powet it
us int y; we t it with its
it. . .. SO to 5 word of the
fathers. Its authority was already acknowledged in the past. It is
therefore not a question of choosing it from among other possible
discourses that ate its equal?

Bakhtin describes this as a “magisterial” language that
“demands our unconditional allegiance.”® Lynn Enterline
comments that Leontes “speaks as if his voice alone should be
heard.” Of course he is the king, surrounded by his company of
courtiers, who dare not counter his pronouncements. When his
advisors try to make some defense of Hermione, Leontes orders
them to hold their peace since “We need no more of your advice”
(2.1.168).> Bakhtin explains how such authoritarian discoutse
“retards and freezes thought”;*

Leontes sees himself alone as competent to judge. Unjustly
accused, Hermione tries to defend tactfully her faithfulness in
language that has a powerful emotional effect:

For Polixenes
(With whom I am accus’d), I do confess
I lov’d him as in honot he requir'd;
With such a kind of love that might become
A lady like me; with a love even such,
So, and no othet, as youtself commanded;
Which not to have done I think had been in me
Both disobedience and ingratitude
To you and toward your friend, (3.2.61-69)

but she is silenced during her trial. Entetline argues that Leontes’
yis ower of otic: “Outdone in
cal es...m to reassert control
over her language.”” Hermione has successfully persuaded Polixenes
to stay when Leontes could not. Leontes asserts his authotity
through the official language of the indictment:

e, queen to , Kin
here accuse high
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committing adultery with Polixenes, King of Bohemia, and
conspiting with Camillo to take away the life of our

Hermione’s more persuasive discoutse, which comes from her heart
and p ppeals to everyone who is roused by Leontes’
harsh

After the tragic events of the first act, Paulina makes her
entrance and promptly plagues Leontes with her “audacious” voice.
Hermione’s tragedy awakens Paulina’s anger and her rhetotic so

m es’ court ority, y

res Bakhtin s this c
s of our io the internally
is half-ou h eone else’s. Its
the fact
tds, that

s, “If 1 prove

hon herself as the

e co to the uth’d” courtiers (2.2.31). She
ains ntes and

Paulina: Do come with wotds as medicinal as true,
Honest as either, to purge him of that humor.
Thatpr s him from sleep.

Leontes: {What}  se there, ho?

4:  No noise, my lord, but needful conference

About some gossips fot your Highness.

Leontes:.  How?
Away with that audacious lady! (2.3.37-42)
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These two have begun their verbal sparring—his word

and will not/. . . once remove/ The root of his opinion, which is
rotten/ As ever oak or stone was sound” (2.3.87-91).
Stuart Kurland comments that Paulina “makes a habit of telling

with the old jab n “of b sS beat
their husbands. tes taun go out-
of-control “lewd-tongued wife” and even threatens hanging because
he won’t stop Paulina’s speech, Antigonus retorts,

Hang all husbands

That cannot do that feat, you’ll leave yourself
Hardly one subject. (2.3.110-112)

The wit demonstrated by this well-matched couple, Paulina

established authority.
When threatened with burning, Paulina goes on to tell Leontes:
T’ll not call you a tyrant;

But this most cruel usage of your queen
(Not able to produce more accusation

wea S
will 6
Leontes like an irri is the only
one ugh to confront th tic belief in

Hermione’s adultery and witchery.
Building on Bakhtin’s dialogic pattern, Julia Kristeva explains
the tendency of women, who ate often outside the language system,

definitive claims to truth, but teasing out the unconscious,
“semiotic” outside-of-language meaning and thereby unsettling the
ment
ak of
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Since official language systems often do not reflect women’s
perspectives (tecall Hermione’s plea: “You speak a language that I
understand not”), women like Paulina are sometimes forced to
transgress the accepted speech in order to avoid complicity with
the status quo, which can lead to moral atrophy. Paulina helps
guard against the excesses of Leontes’ dogmatism. We see ethical
paralysis in the courtiers who Paulina claims “are thus so tender
o’et his follies,/ Will never do him good, not one of you” (2.3.128-
129). Visiting Hermione in prison, Paulina tells the attendants
that she will tell Leontes about his daughter’s birth since “The
office/ Becomes a woman best. I'll take’t upon me” (2.2.29-30).
It is a woman’ job not to be “honey tongued.”

Paulina is not just baiting or irritating Leontes; she clearly is
empowered by moral authority; she proclaims to Hermione’s
attendants in prison:

T’ll use the tongue I have. If wit flow from’t
As boldness from my bosom, let’t not be doubted
I shall do good. (2.2.50-52)

Ruth Vanita comments that Paulina is one of those “completely
featless women, so empowered by her moral authority that the
ruler submits to her judgment.”"" She sees Paulina as participating
in a “kind of female lineage, transmitting a2 moral power that
contrasts with and is ultimately petceived as greater than the male
lineage of economic and political power.”'? Vanita includes in this
lineage Mary, the mother of Jesus, and Elizabeth, the mother of
John the Baptist. Not merely 2 mouthy woman, Paulina uses her
transgressive words to do good.

Such powerful outspoken women have been vulnerable
through the centuties to the accusation of witchcraft—and Paulina
is no exception. She wonders “What studied torments” Leontes
has in mind; “What wheels? Racks? Fires? What flaying? Boiling/
In leads or oils? What old or newer torture?” (3.2.175-177). Such
means have been used through the ages to silence those who stray
outside the official system. Contrary to Hermione and the courtiets,
Paulina refuses to be silenced. When Leontes threatens to burn
Paulina for heresy, she turns the tables on him and his accusation:
“It is an heretic that makes the fire,/ Not she which burns in in‘t”
(2.3.115-116). Her transgressive words undercut Leontes’
authoritarian manner. Being tesponsible means that Paulina
exercises her ability to respond. She speaks boldly, countering the
official thetoric, by creating a productive dialogue with Leontes, 2
dialogue that carries motal authority.
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In speaking transgtessive words, Paulina uses artful words; her
skillful tongue employs various artistic deceptions to reveal the
truth and bring about a satisfying resolution. Appropriately, she
creates an old wives’ tale, a fiction, using the art of the tale to do
her work. The sixteen year lapse when Leontes is wifeless and
heirless seems unreasonable to the coutrtiers (particularly Cleomines
and Dion, who argue in logical fashion for remarriage) though it
fits well in a tale. Paulina is aware that the plot she is creating
would be “hoot’d at/ Like an old tale,” which does not carry much
credibility (5.3.116-117). She nonetheless continues to spin her
tale, as Kurland explains, defying “otdinary expectations to make
a winter’s tale believable by calling attention to the artificiality of
its own contrivances and its presentation of the implausible as
plausible.”® Paulina’s inventive use of the language of story helps
break the bonds of the absolute authority of Leontes’ language as
it explores new imaginative possibilities.

Paulina’s tale spinning begins when Hermione is accused of
high treason and adultery. Hermione appeals to the authotity of
Apollo’s oracle. Responding to the Delphic oracle’s clear
announcement of her innocence, immediately followed by the
sudden death of her son, Hermione swoons and is carried off.
Paulina immediately statts to weave her plot, accusing Leontes of
all that has gone wrong, before she drops her bombs:

The sweet’st dear’st creature’s dead, and vengeance for’t
Not dropp’d down yet. Lord—the higher pow’rs forbid!
She’s dead. I’ll swear it. (3.2.201-203)

Paulina persists in this untruth for years until Leontes is ready
for the truth. Enterline comments that Paulina’s lies point to the
truth beyond falsehood:

Between Hermione’s vain though truthful swearing of
innocence and Paulina’s successful yet false swearing of
death, The Winter’s Tale uses the female voice to point beyond
truth or falsehood, beyond a conception of language as
transpatrent description. Instead it asks us to consider the
effects of language.™

Such effects of language include the moral purpose of Paulina’s
words discussed earlier which make her deception a kind of mora/
lie—that is, a fiction with a moral purpose.

More than tale spinning, Paulina’s artful, calculated wotds are
able to change Leontes, from his Act I view that women will say
anything, to his reversal in Act III, when he says to Paulina, “thou
canst not speak too much” (3.2.215). As Paulina works her verbal



“Away With That Auspicious Lady” 41

magic on Leontes, she asks his forgiveness in a way that playfully
suggests the opposite:

I am sotry for't.
All faults T make, when I shall come to know them,
I do repent. Alas T have show'd too much
The rashness of a woman; he is touch’d
art. What’s gone and what’s past help
grief. Do not receive affliction
At my petition; I beseech you, rather
Let me be punish’d, that have minded you
Of what you should forget. Now my good liege,
Sit, royal sit, fotgive a foolish woman.

The tone of this “confession” and “apology” invites us to
think with irony “Methinks the lady doth protest too much.”
Paulina continues to rub it in:

The I bore you fool
Tll's of her no you ;
e lotd,
ce with you,

And T’ll say nothing, (3.2.218-232)

When Paulina “repents,” Leontes is softened and ready for
her reminder of his foolish errors. Her use of humor and irony
are thetorically designed to work on Leontes who responds, “Thou
didst speak but well/ When most the truth,” (3.2.332-33)
expressing his belief in her words. Although Paulina apparently
testifies to a lie that Hermione is dead, she justifies her lie. When
she presents Hermione’s daughter to Leontes, she insists she is
“no less honest/ Than you are mad” (2.3.71-72). Leontes’ blind
madness requires something more than the simple truth.

Paulina’s transgressive and artful words are the hard medicine
that brings about the healing needed in Leontes’ kingdom. Soon
after her audacious interruption of the complacency of the court,
Paulina speaks of her words as “medicinal:”

1 do come with wotds as medicinal as true,
Honest as eithet, to purge him of that humor
That presses him from sleep. (2.3.37-39)

Her words become the remedy that heals Leontes of his sudden
disease of insane jealousy. Paulina goes on to describe herself to Leontes:

And I beseech you hear me, who professes
Myself your most loyal servant, your physician,
Your most obedient counselot; yet that dares
Less appear so, in comforting your evils

Than such as most seem yours. (2.3.54-55)
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As sician, a serves as a kind of fe
atther of Le After sixteen years o nc
an old wives’ tale, Paulina cures Leontes, healing him from the
“infection” (1.2.145) of his irrational judgment as she preserves
the memory of Hermione. In Act V Paulina gently persuades
Leontes to let her choose 2 queen:

Yet if my Lotd will marry—if you will, Sir,
No remedy but you will-give me the office
To choose you a queen. She shall not be so young. (5.1.76-78)

Her rhetorical style becomes mote gracious and kind.
Commenting on her approach late in the play, Granville-Barker
writes that Paulina “relaxes from her high-toned scolding to an
almost motherly fussiness.”"* The hard edge of the surgeon’s knife
has to the t the

eshers s tth and
recovery; she claims nothing less than the authority and larger justice
o or
p 1
o ag
lost child be found,” (5.1.39-40) and holds on to her intuitive hope
that “the crown will find an heit” (5.1.47); she also holds on to the
old religion that Vanita claims “empowered the powerless, especially
women.”'® As she coaxes Leontes to let her choose a queen for
him, Camillo, though unaware of what he is doing, is arranging in
Bohemia for Leontes’ long lost daughter, Perdita, to return to Sicilia.
Winter is turning to spting. Divinity is controlling matters here;
the gods are fulfilling their purposes. Sicilia is no longer a rigid,
authoritatian environment, but one where renewal is possible;
Paulina’s thetoric has done its healing work. Her acknowledgment
of the divine elevates her strategies beyond clever words and plots
to healing agency.

Not only does Paulina employ several rhetorical strategies to
achieve the happy ending, she also creates a final, powerful rhetotical
event in the living statue of Hetmione; this part of her artistry
requires a response from Leontes. As Paulina stage manages the
climactic unveiling of the statue of Hermione, she instructs
Leontes: “It is requird/ You do awake your faith” (5.3.94-95).
The “magic” of this mitacle requires more than words. Walter
Lim discusses the Reformation emphasis on the “indispensability
of faith to salvation” newly influential in Shakespeare’s time."” He
explains that faith in “miraculous possibility” must be present,
although doubt and uncertainty are also present.'® As Paulina guides
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Leontes with her careful, healing words, his faith does awake—as
does that of the audience as well; and wonder of all wonders,
Hermione returns to life.

Paulina’s final words to the restored couple give her blessing:

Go together
You precious winners all; your exaltation
Partake to every one. I, an old turtle,
Will wing me to some wither’d bough, and there
My mate (that’s never to be found again)
Lament till T am lost. (5.3.130-134)

a’s ave s to th
reso of He ne and
carry on the necessary productive dialogue with Leontes. But
re e
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Nonetheless, Paulina’s audacious words bring about a
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sp s the of roma

The Winter’s Tale also grapples with the larger issues of gender and

order of Sicilia has faced a seties of challenges—provoked by the
persuasive speech of Hermione and carried on by the audacious
speech of Paulina. This kingdom will now presumably function
on a healthier basis as mote voices are heard in a mote balanced
in both the and the
aud. Behind nsforma ,
ose PMZ has emb rto fora
na’s persuasive to ntes’
di has a prod
he this om. H
we see in Act IV has inhetited her mother’s verbal skills, will now
speak their minds to a listening Leontes. We can presume that the
well-spoken Hermione will carty on Paulina’s important work now
that she too has entered het PMZ petiod. Paulina’s audacious
words help establish this new era.
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explicit disparagement of their cighteenth-century predecessots is
t critics.
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. sepa myself from fhem enti t they
say i lyev  ue, and certainly never .. The
recent editors go farther still, both in their prefaces, which
ate just meant as rhetotical exercises on the theme of

ungr ited of writing and of the most

impt (my  cs).
Here Schl % co t eoclass is (espe
given its s adh t three d ic . But
Schlegel and many of the other Romantics fail to see is that the
Neo location of a “general nature” in Shak is, as
G.I puts it, “...just as tenable and as un nably
res a entiality in the plays as t preferred by

[th st tic antagonist....”> As et’s Johnson’s
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Shakespeare goes on to argue, in telation to the Neoclassicists

associate with both Pope and Johnson’s prefaces to the plays, it is
ortant to remember that the cighteenth century actually
suppott the construction of espeare as its national poet
and playwright, and it did so with an unrivaled fervor in compatison
to previous

At the ning of the Restoration, Shakespeare’s plays had
not d as a collected ed since the appea ¢ of
the in 1632.' As the ication of his p  had

dwindled, so also did their productions. By the middle of the
seventeenth century, very few living actors had any expetience
performing the most famous Shakespearean roles since the number

of regularl ated the War ha rea  toa
mere five: Jet, O ) Cacs ¢ Merry of dsor,
IV part 17 Yet be the yeats 1660 and , 2
et-day Shakespearea issance occurred in nd

when twenty-four plays were reintroduced to the public and a
number of festivals celebrating the Bard first transpired.’

In The Making of the National Poet: Shakespeare, Adaptation, and
Aunthorship 1660-1769, Michael Dobson investigates how
Shakespeare came to occupy the “centre of Hnglish literary
culture.””” Tn doing so, Dobson reminds us that while the Romantics
certainly fostered new ideas about “authorship” and “ genius,” the
eighteenth century actually initiated the most important traditions
that we associate with Shakespeare study today.* Of the many to
choose from, Dobson stresses the introduction of female actresses
to the stage, the incorporation of Shakespeare in secondary and
post-secondary curriculums, the reproduction of his wotk in
scholarly cditions, and the memorialization of the Batd in public
monuments as particularly significant.” Ironically, though, the same
age that sought to enshrine Shakespeare in the Western canon, is
also the era replete with challenges to his laurcateship. Pethaps,
the most significant example of Shakespeare’s perceived tenuity in
the eighteenth century is evidenced in the persistent rewriting of
his plays. Some examples of famous eighteenth-century
Shakespearean adaptations include:

...the first conflation of two Shakespeare plays into onc
tLot  create William
rMe reand do Abou
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1662); the first Troilus and in which Cressida commits
ques and (Chatles Johnson’s
i a the year); and the first
o the unities of time and place (prepared
H in 1759)."

compilation of Shakespeare’s source tales. In what follows, 1
examine Charlotte Lennox’s Shakespear lustrated: Or the Novels and
Histories on which the Plays of Shakespear are Founded, Collected and
Transtated from the Original Authors: With { Remarks: In two volumes
(1753-1754) in order not only to understand how one eighteenth-
century female reader, writer, and critic read Shakespeate, but also

point, I chart the development of a new critical tradition in the
e centered y
7 natureof iy

During the eighteenth century, the English writer Charlotte

part to the fact that Dr. Johnson is believed to have wrote the
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contrivances, absurd intrigue, and improbably incidents.”'" In cither
case, whether the result of virtual neglect or blatant condescension,
Charlotte Lennox’s nonfiction never garneted the same acclaim
that her fiction did, which is strange because in many ways the
two are intimately connected. After all, The Female Quixote is an

ada 0 1 r1/in dreflectsona tice.
£ s a all about the s of

ation. ver, Lennox is less co cd with r g

of re the Bard than she is depictin s
adapt of ot thus, is the first study
of its in the teenth ¢ source tales of

Shakespeare’s plays and then to read these wellsprings alongside
the plays that they inspired. In essence, Lennox is the first literary
critic to note that the cighteenth century’s adaptation practices stem,

,fr very that it was so often criticized ing.
ile X cer cannot be credited with be the
ada ment in the nth centuty, her scho P
can ht of its supp this practice since it pr d

any director, scholat, or playwright with the standard derivations
that Sha are’s plays took.

The two volumes of Shakespear Illustrated, published in
1753, contain discussions of Measure for Measure, Romeo and [uliet,
Othello, Cymbeline, All's Well that Eind’s Well, Lwelfth Night, Muacbeth, A
Winter’s Tale, The Comedy of Errors, and Hamlet; the third volume,
p hed in 1754, addresses  #lus an '

7 ry IV (LI, and I1I) He V1, R

Ado abont Nothing, and King Lear. While it is unclear how many of
the original texts wete actually used (tather than “cribbed”) in her
tesearch, it is clear that Lennox exhausted the linguistic resources
that she found in the friends and colleagues that Johnson introduced
her to for help. (Under Antonio Barretti’s guidance, Lennox is able
to translate from Cinthio, Bandello, Boccacio, and Ariosto to name
a few)'? As is immediately evident, Lennox does not cover all of
Shakespeate’s plays in her study and what appears to be a gap in
her project, actually turns out to be a function of its investigative
parameters: Lennox is primarily interested in the French and Italian
sources so she limits herself to these tales.

From the beginning of her project, Lennox acknowledges that
as a female reader, scholar, and writer herself, she is presumptuous
to employ a critical voice at all in her work. It is impottant to
remember that as a professional novelist, Lennox is allowed, even
encouraged, to engage in her “female scribbling”"* However, the
commendations that she received for accounting the quixotic
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.

investigation in prepatation for his own edition)."

In the dedication, Lennox anticipates the criticism that she
foresees her project meeting, Some of its inadequacy, she attributes
(tather cheekily) to the fact of her being a woman: That no such
E smaya  against me am unwilling t ieve it)
I r from  ng too con r who can fix nds to

and such  erstition as worships Idols, without supporting them
to be Go
And admits to h n inadequacie y
sex, my a task as eno s as she has, h e
nonctheless contains a tenor of authotity as she points out the
of what Shaw would later term “bardolatry” in any
e study.

like

his

play

of them so justly pursued, that his Works, may be considered as a
Map of Life, a faithful Miniature of human Transactions, and he
that has read Shakespearwith Attention, will perhaps find little new

Books of Chivalry were yet populat, and when therefore the minds
of his Auditors were not accustomed to balance Probabilities, ot
to examine nicely the Proportion between Causes and Effects.””’
For Lennox the fact that Shakespeare has incorporated source
tales in his plays is important, in large part, because so much of
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her own reputation as a novelist hinged on her oft-criticized
invocation of Cervantes. However, Lennox also notes a troubling
absence of the dramatic unities in Shakespeare when she says that
he was not “accustomed to balance Probabilities, or to examine
nicely the Pro between Causes Effects.”! And this
discrepancy is ly what Lennox ves is at the heart of
Measnre for Measure 5 problem.

Her presentation of the source tale in Measure for Measure is

ty w
b sc
o) D

she provides a synopsis of the plot which is then followed by her
own “critical remarks.” In praising Shakespeatc’s version of the
tale, she writes: “There are a greater Diversity of Characters, and
more Intrigues in the Fable of the Play, than the Novel of
Cinthio;....”?" But in criticizing its overall composition, she notes,
“...yet, I think that wherever Shakespear has invented, he is greatly
below the Novelist; since the Incidents he has added are neither
necessary nor probable.”” Itis difficult to tell here whether Lennox
is being ironic or not. Usually, her proponents believe that Lennox’s
criticism is dipped in irony when she alleges that Shakespeare has
inappropriately altered the tales to suit his own needs. In this case,
it stands to reason that if Shakespeare’s “genius” derives from his
ability to elaborate on established storylines then why should she
be prohibited from invoking Cervantes in her novel? On the other
hand, if Lennox’s adversaries are correct, then it secems that she is
actually suggesting that the cighteenth-century notion of “original”
authorship must be privileged above all else. In the end, though,
neithet of these simple premises fully supports her reasoning when
she writes: “Shakespear, though he has altered and added a good
deal, yet has not mended the Moral, for he also shews Vice not
only pardoned but left in Tranquility””® In order to understand
Lennox’s criticism here, it is important to remember that wheteas
in the original tale the Lady (Epitia) actually does sleep with the
Angelo character (Jursite) in order to save her brother (only to be
betrayed by him later when he proceeds to execute her brother
despite her sacrifice), in Shakespeate’s version the opposite is truc
as a result of Marianna’s bedtrick. According to Lennox, this
adaptation is a mistake: “As the Character of the Duke is absurd
and ridiculous, that of Angelo is inconsistent to the last Degree; his
Baseness to Mariana, his wicked Attempts on the Chastity of
Isabella, his villainous Breach of Promise, and Cruelty to Claudio,
prove him to be a very bad Man, long practiced in Wickedness
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[and deserving of revenge]....” Thus Lennox’s discontent over
Shakespeare’s use of the source tale does not stem from the fact
that he has changed it rather, it derives from her belief that he
has not changed it enough.

S are’s
n m of
S are’s

tedecm him from a shameful Death.®
e
t
s
t

harsh. In a gesture that is typical of how Lennox involves her
readers, she asks them: “Is this the Language of a modest tender
Maid; one who had devoted herself to a religious Life, and was
remarkable for an exalte e ing, and unaffected Plety in
the carliest Bloom of L ng a character who is both
rhetorically virtuous as well as actively vengeful, Lennox sees an
inconsistency between Isabella’s depiction and the play’s conclusion.
Ultimately, she believes that the title is misleading because

...it should have been, according to the Duke’s own
nt to have made it but when
was pardoned, and how then

was it Measure for Measure? ‘The case is not altered, because

Clandio was not put to death, and Isabella not violated; it

was not through Angelo ’s Repentence, that both these

Things did not happen; n he was engaged to,

supplied the Place of Isab the Head of Claudio’s.

Punishments.?’

Here Lennox is disturbed by what she sees as the play’s “lack of
morality”—a common complaint among the Neoclassicists.
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However, her use of the phrase in relation to Shakespcare’s
characters is not solely an ethical one. For Lennox “a lack of
morality” also denotes an inconsistency in Shakespeare’s rendering
of female characters that she finds troubling, She believes that
Shakespeare’s departure from the source tale’s portrayal of Epitia
introduces a host of technical problems to the plot when it fails to
observe the dramatic unities: “The Fable thus manag’d, takes in as

greata Variety of ts,a  hProprtiety can be in din
a Play, and those 1 sna lyrising outof onea and
n on the principal Subject of the Drama, form
f on, which the Laws of Criticism require.”™

Lennos, like many of her Augustan contemporaries, seems to be
concerned with a dramatic ideal that Shakespeare never had in
mind in the first place—a point emphatically made by Schlegel at
the beginning of this essay, but one that nevertheless needs to be
examined in order for her to be fully understood.

What do we make of Lennox’s observation of all of these
inconsistencies between the source tale, Shakespeare’s play, and
the dramatic unities? And, even more importantly, what do they
tell us about the conception of authorship and the notion of
“originality” in the eighteenth century when we read Shakespeare
through 1 are the
that $ha . least in
of the text, I.ennox’s insistence on the importance of justice in
her reading of Measure for Measure scems in most ways to miss the
point that Shakespeare is making about mercy and the problems
inherent in the meting out of tevenge. Even the source tale does
not go far enough in distributing justice for Lennox’s taste. In this
sense, Lennox actually petrforms what she criticizes Shakespcare
for doing. In an ironic gesture in a text all about the inconsistencies
of soutce tales and their dramatic adaptations, Lennox actually
offers her audience another rewriting of the tale of Juriste and Epitia
in order to demonstrate how Shakespeare should have done it. So

merely criticizing speare’ $ Shakespear
d also offers an ative ada ot only of

Shakespeare’s play, but also of its soutce. Rather than simply have
Hpitia marry the condemned Juriste and then save his life, Lennox
wants her to enter a Cloister and then have her husband “stab
himself in Despair” upon realizing her loss.” Regardless of how
I.ennox thinks that the Measure for Measure should end, the important
point here is that she belicves that it should end differently than
how it has, and she feels that she has the right to alter its conclusion
to conform to her aesthetic expectations. Furthermore, she is
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convinced that when the dramatic unities are fulfilled all of the
characters will become ethically codified in 2 manner that she does
not see in the play’s present form.

With the introduction of her “critical remarks” Lennox has
m
ng
th

(R e =)

Lennox’s work is intetested in character, and this is where she
diverges from many of her contemporaries. Is Lennox a feminist,
per say, in her approach to Shakespeare? Might her insolence to
speak on the Bard and then to criticize his dramatic conclusions

s th bli
rse? to
t. L is
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obvious admirer of his work. Yet this does not prohibit her from
engaging with the plays on her own terms, and it does not prevent
het from becoming an active participant in a scholarly conversation
that she feels compelled to enter—even if she is precluded from
doing so as a woman. She looks up the plays’ sources, she learns
French and Ttalian, and she reads them according to how she thinks
they should be read. The fact that Lennox engages in a type of
textual revision herself does not prohibit her from assessing
Shakespeatre’s. Moreover, her critical exercise reminds us of the
eighteenth century’s impetus for a new form of “originality” in
writing (even on the part of its literary critics) while it also
demonstrates an approach to the text that was largely taken for
granted in thc composition of both fiction and drama in the
eighteenth century.

It is important to remember that the very gesture that initially
included Lennox in the conversation about Shakespearc in the
cighteenth century (the potential that she sees in his plays for
adaptation), is also the same gesture that has ever since excluded
her from the academy (when adaptation came to be secn as a sign
of distespect to the authot). But when Shakespear [llustrated is tead
in light of the populatity of eighteenth-century theatrical and
literary adaptations as well as the earnestness of eighteenth-century
readers to revive Shakespeare’s plays in the national repertory, it
becomes clear that Lennox’s intention is not to mar Shakespeare
by her “critical remarks” (as many have suggested) or to embarrass
herself. Instead, she wishes to attest to the multiplicity of
interpretation that eatly modern teaders experienced upon teading
or seeing the plays and to investigate the nature and use of
adaptation practice in her own writing and research. Thus, Lennox’s
view of Shakespeare, like many of the Neoclassicists, has been
unfairly distorted by the acetbity of the Romantics’ dismissal. Yet,
this only partially clarifies her long-standing exclusion from
Shakespeare Studies.

Accotding to Ann Thompson and Sasha Roberts, the
academy’s preference for certain rhetorical genres [i.e. the scholarly
edition, monograph, essay, and article in a learned journal] helps
to explain the absence of some early modern women writers from
traditional historiographies of cighteenth-century literary
scholatship, yet it does not account, as I have demonstrated here,
for Lennox’s case because she did produce a scholarly monograph.”
Instead, much of Lennox’s omission from Shakespeare Studies
might be attributed to the nature of her research. Unlike her
Bluestocking contemporaries, who were all famous for promoting
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the the literary consciousness, Len reputation
asa pea rested on the so called “aud s” rematks
that she made the plays. Un nately, these
have largely exc her from any se historical co
canber  shing after e...” In ,
itisprec  ’theuncon i tone, the “t ’
in her wri that us back to her and of Reason
(still in se of S re and his plays)— € s0 many
yeats.
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John Fletcher’s Taming of Shakespeare:
The Tamer Tam’d

Todd Lidh
Flagler College

n ing in Shakespeare’s London, Andrew Gurr argues for four
types of evidence that contribute to the portrait of
playgoers: circumstances of performance,
demographics, contemporary accounts of playgoing and “evidence
for the mental composition  of the kind of playgoer the hopeful
poet might expect to find in the crowd at the venue intended for
his play” (5-6). He places significantly more emphasis and authotity
on the first three types of evidence—those he characterizes as
physical—and takes only the most tentative steps towards the final
kind of evidence. His overriding concern is that this last kind of
evidence can be misinterpreted without firm, historical analysis as
a foundation. Despite his caution and despite examples to
substantiate his concern, Gurr essentially calls for an analysis of
mental composition: “pethaps, though, the solidity established with
the other three [types of evidence] may provide an anchorage for
further exploration of this fourth kind” (6).

One way, perhaps, to avoid subjective analysis is to consider
plays which underwent some kind of revision. In its most basic
sense, revise means “to go over again, to re-examine, in ordet to
improve or amend.”! Almost exclusively, revision is used to describe
the process and product of a writer returning to his or her work
and the alterations, modifications, additions and deletions he or
she makes to it.

In The nof D in Shakespeare’s Time, Gerald Bentley
suggests: “[One] type of revision of dramatists’ manusctipts in
the theaters occurred when the actors prepated the play for a revival.
There are a great many records of one sort or another of this
common practice; even the general public seems to have taken it
for granted . .. And even the players took it for granted that their
audiences were familiar with the custom of revision, whether it
was admitted or not” (237-238). Ben Jonson, in his Timber, or
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(but not all), Fletcher maximizes the effect and importance of the
ongoing gender debate.

and
and
ctitic of his work acknowledges the Shakespeare work as the soutce

2 (13

play. The Woman's has been called a “sequel,” a “continuation,”
2
b

S
t

place.

and at least speaks the language of a proper wife. Fletcher has
in his play, rep d as indepe
ak their m no the cost.
Shakespeare’s play is a “pleasant comedy” set in Italy to entertain a
group of English (including the audience), Fletcher’s play is a
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“battaile without blood,” according to the Prologue, and the stakes
are higher because Fletcher is essentially setting up a rematch
between the two main combatants from the first play.

1s to
S sp as
e n an

the whole of Ferguson’s effort linking The Woman's Prize with The
of the Shrew.
The actual connection between Fletcher and Shakespeate

Shakespeare as well as his individual contributions kept him

later audiences had with eatlier wotks, particularly those by
speare. ¥ Prige as a to Th of the
easily fit rn. Fletcher f, less ecade
later, treats the notion of revising an old play in the prologue to
his The False One:

New titles warrant not a play for new,

The subject and ’ts a

Fresh and n may with e fram’d
Out of their stories that have oft been nam’d
With glory on the stage. (1-5)

Minotr Revisions

Fletcher, like most revisers, makes changes that are slight and
do not have the same significance as other revisions. Among these
is Hortensio who becomes Moroso in Fletchet’s play and Baptista
who becomes Petronius. In what can only be described as a literal
lessening of character, Shakespeare’s Lucentio is revised into
Rowland, the young suitor to the younger daughter. Finally, Bianca
is revised as Livia, the younger daughter fighting her father’s wishes
for whom she is to marry.* Unlike Shakespeate’s Bianca, who is
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mostly acted upon but performs some part in the final decision
e, and
I into
e the ve truly marks
s ntr of the Shrew: hi
to and strengthening of female characters as well as in his limited
revision of Petruchio.

Kate/Matia

Despite Kate not actually being an on-stage character—her

Kate’s final h and it pl her
under Petruchio t) are at on etru
taming process and an affront to feminists no matter how nascent.

of has been s Sha re’s play
siz central rel the and the
This ut Shakespeare as
st, anti ,
h for with §
pl t this d thus
What though his other wife,

Out of her most abundant stubbornesse,

Out of her daily hue and cries upon him,

(For sure she was n temper,
And forc’d him bl s 1.i.16-20)

* ok ok ok
For yet the bare temembrance of his first wife

Should walk, and weare ‘em yet. Since his first marriage,
He is no mote the still » 14.31-37)
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would like everyone around him to believe. Fletcher provides no
alternate motivation for Kate’s actions at the closing of
Shakespeare’s play; instead, he returns to the eatliest descriptions
of her by Gremio and Hottensio and restores them in desctibing
Katherine after marriage—*a devil” (1i.121), “a shrewd ill-favor’d
wife” (Lii.60) and “Her only fault, and that is fault enough, / Is
that she is intolerable curst / And shrewd and froward, so beyond
all measure” (ii.88-90). Petruchio did not tame “Katherine the
curst”; rather, as he states in the middle of The Woman's Prige, “did
Heaven forgive me, / And take this Serpent from me” (IILiii.165-
166). Here, Fletcher makes his first substantive revision—and this
to a character never seen on stage! Fletcher could have merely said
that Petruchio’s first wife had died, but any references to their
married life would have reflected the literal ending of The

of the Shrew: Kate tamed, Petruchio the victorious husband. Many
of Maria’s complaints, real or imagined, about her future life with
Petruchio are dependent on his first wife being shrewish and
Petruchio continuing his attempts at taming het.

During Fletcher’s playwrighting years, the tradition handed
down was that “women wete told ovet and over and over that they
were inferior, that they had lesser minds, that they were unable to
handle their own affairs” (Hull 140). Barbara Baines, in het
introduction to three anonymous pamphlets from 1620 (Hie r,
Haee-Vir and Muld Sacke), comments:

Discourses on the precise natute of woman’s frailty and
the most effective cure for it were popular throughout the
Renaissance. By the close of the sixteenth century, many
wtiters had come to the defense of women, but after the
death of Queen Elizabeth, the detractors seem to have
found the larger audience. The antifeminist arguments and
responses to them intensify during the reign of
JamesI... ()

In updating Shakespeare’s play but still removed from the flashpoint
of Hic Mulier, Fletcher anticipates an audience similar to that for
both Epicoene and The Roaring Girk: one not enslaved to popular
taste but likewise not unfamiliar with gender issues of importance
— in martiage, in social citcles, in political debates. This intertextual
connection emphasizes not only how Kate is revised by Fletcher
as a non-reformed shrew, but also how she is truly revised as
Petruchio’s second wife, Matia.

Matria exhibits the same willfulness and strong personality as
her predecessor with one substantal difference: Maria’s goals are
not Kate’s. Kate’s motivations are based on her personality,
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desc  d and ns : wench is stark ’
and I be h, b my sting” (ILi

The b these two is pethaps est
looking fi ech. Kate’s is, at the a

ate wants I weep for, not his person” (V.iv.28). Fletcher does not
merely revise Kate’s speech here—he obliterates it. Matia’s words
are s the f ectrum c e’s
that spe c t than co a’s
action, not only not to mourn her husband’s death but to insult
him over his coffin, completely negates the message contained in

you please” , “your ’ my life / ... 1

dedicate in o yout the resolution
of the conflict is decidedly changed from the earlier play.

Bianca

I believe that Bianca is the most important character in
Fletcher’s The Woman's Prige. In one sense, this Bianca is not the
one from The of the Shrew—that is Livia; in another sense,
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however, a truer sense, this Bianca is the one from Shakespeare’s
play, just older. As such, Fletcher makes his most impressive
revision by taking Bianca from The Shrew and showing het as grown
up—she is at once a supporter of shrewish behavior and an
advocate for the more traditional role of wife. Just as Shakespeare’s
Bianca progresses from wooed young lady to an “understudy”
shrew (Burns 43), Fletcher’s Bianca contains these two dispatate
philosophies and, as such, manages to tie the two plots of the play
together. Moreovet, she demonstrates what Maria eventually
achieves: a union of strong-willed behavior and womanly decorum.
She even utilizes some of Kate’s own language because Kate herself
functions as the original example of these two disparate apptoaches
to her gender role.

Bianca’s overriding purpose in The of the Shrew is to
gain the freedom to matry but not necessatily to anyone she has
been presented with before the play begins. As she tells her sistet,
“of all the men alive / I never yet held that special face / Which I
could fancy more than any other” (ILi.10-12). Still, she wishes
Kate to marry someone, anyone, so that she may marry whomever
she wishes. Her final choice, howevet, appears to be almost
instantaneous. Her quick response to Lucentio may be either a
young gitl’s fancy or, as she says, a case where she “leatns her
lessons [to] please herself” (I11.i.20).

From Act 3 until the last scenes of Act 5, Bianca becomes
essentially a non-entity, only speaking briefly with Lucentio to
confirm her affecion. When her father confronts both lovers
VA, all she says is “Cambio is chang’d into Lucentio” (123). It is
Lucentio who reveals their marriage to Baptista. While Vincentio
rails against the way he has been treated by Tranio and the Pedant,
the duping of Baptista is largely ignored. Bianca has had to do
little to usurp the authotity of her father, and Lucentio’s idyllic
description of their marital bliss mirrors their brief on-stage
courtship.

In the play’s final scene, however, everything changes. Lucentio
discovers, much to his surprise and at no small cost to his bank
account, that Bianca has no intention of being at his beck and call:

Bianca:  Fie, what a foolish duty call you this?
Lagentio: 1 would your duty were as foolish too.

The wisdom of yout duty, fair Bianca,

Hath cost me [2] hundted crowns since supper-time.
Bianca: 'The more fool you for laying on my duty. (V.ii.125-129)

With this, Bianca says no more—at least in Shakespeare’ play.
The pattern for Fletcher, however, has been set: a relatively quiet,
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demutre Bianca who has learned from her older sister how to be
“headstrong” (V.ii.130).

Ferguson’s ctitical edition devotes no space to discussing the
Bianca in Fletcher’s play. His longest treatment of her character?
“Bianca, the trouble maker” (15). Similar to critics of The
of the Shrew, critics of The Woman's Prige focus most of their energy
on the main-plot couple, Petruchio and Maria. Unlike her
counterpatt in Shakespeare’s play, Fletcher’s Bianca is not involved
in an engagement plot, so her character is pushed by critics even
further to the background than even Bianca of Shrew. But Bianca
is ctucial—she is the only character to play a pivotal role in both
plots (Matia/Petruchio and Livia/Rowland). This impostance is a
direct result of Fletcher anticipating an audience more receptive
to ‘sttong woman’ plays, and by including her in his revision,
Fletcher creates a bridge between the two works beyond that of
borrowing of a few names.

Bianca is the first to raise the notion of Maria’s rebelling against
Petruchio and their marriage bed. Interestingly, Bianca uses the
phrase “Believe me” to reinforce her advice to the newlywed, Maria.
As Kate’s sister, Bianca would have first-hand knowledge of
Petruchio’s continued efforts to be the domineering husband
desctibed throughout Fletcher’s play. Perhaps mote telling on this
point is Bianca’s “All the severall wrongs / Done by Emperious
husbands to their wives / These thousand yeeres and upwatds,
strengthen thee: / Thou hast a brave cause” (Lii.122-125). Her
line may serve, however subtly, as motivation to spur on and
“command” Maria and her rebellion (Liii.111ff). If Bianca has
witnessed the violent treatment of Petruchio to Kate, she may be
driven by some revenge motive against her sistet’s abusive
husband—Fletcher uses the phrase “abusing his first good wife”
latet in his play (II1.iii.118). This Bianca, in no small fashion, picks
up where Shakespeare’s Bianca left off: a willful woman unwilling
to subsctibe to the social ‘norms’ for a new wife. In this case, the
new wife is Maria, but Bianca’s actions and advice ring familiar,
particularly as the play progresses. Bianca and Lucentio begin their
martiage with a debate over duty (as quoted before); after Matia is
counseled by Bianca in The 5 Prige, Petruchio and Maria
debate the same topic.

Through most of the first two acts, Fletcher’s Bianca serves
as a coach for Maria, educating her in the ways of a strong-willed
woman. She also serves as the catechizer for Livia, who comes to
join their rebellion. With Maria properly educated, Bianca proceeds
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to educate the now-ensconced Livia and eventually the City and
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Bianca turns to the plot nearest to her own original one: the duping

of Petronius to arrange the marriage of Livia and Rowland. In
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shrewishness, learned where to apply it (and when pot to) and

Petruchio must be won over, but the Bianca-trained Matia is up to
the task; Rowland must be duped into his match, and Bianca plays

performed.
Petruchio

Petruchio is arguably the one character not rewritten by
Fletcher, at least not to the degree he rewrites Kate and Bianca.

remain consistent from the original play to the revision, the
outcome of this rematch battle of the sexes is not. Kate is
supposedly subdued by Petruchio’s machinations, becoming the
pe f The the
of itis o tue
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(Vii.118); in The Woman's Prige, Matia may claim to be her husband’s
“s t erhu considers her his s,
[h i . In Maria claims to d
Petruchio and, by doing so, earned equal footing, according to the
play’s Epilogue:

The Tamer’s tam’d, but so, as nor the men

C one cause to co ne of, when

T doc  derin their

They should not raign as Tyrants o’r their wives.

Nof can the women from this president

Insult, or triumph: it being aptly meant,

To teach both Sexes due equality;

And as they stand bound, to love mutually. (Epilogue 1-8)
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Petruchio: If you talk more,
I am angty, very angry.
Mariz.  1am glad on’t, and I wil talke, (Liii.168-170)

* * * *

Ile make you know, and feare a wife Pefruchio,
There my cause lies.

You have been famous for 2 woman tamet,

And beare the fear’d-name of a brave wife-breaker:
A woman now shall take those honouts off,

And tame you; (Liii.261-266)

Maria, in direct response to a use of Kate’s own language, sets the
same agenda Petruchio did in the eatlier play, to tame a strong-
willed, ‘angry’ spouse; obviously, however, the genders have been
reversed—a reflection, I argue, of Fletcher’s anticipated audience
that accepted these types of roles and actions from women.

The ‘taming’ of Petruchio is perhaps Fletcher’s largest revision
to this character and is manifest in Petruchio’s final words:

I am botn again:

Well little E~ #d, when I see a husband

Of any other Nation stern or jealous,

Tle wish him but a woman of thy breeding, (V.ii.60-63)

Shakespeare’s Petruchio revels in the dynamic between him and
his wife, that of master and obedient wife. In fact, he uses the
word obedience ot vatiants no fewer than three times; however, the
word does not appear in the entire final scene of The Woman's
Prize—in any character’s dialogue. Indeed, the word does not
appear in the entire fifth act. Certainly, it would be inadequate to
position an entire argument on the presence or lack of a single
word, but consideting its use in light of Fletcher’s other changes
to The Shrew reinforces his revisions.

Until the end of the Fletcher’s play, Petruchio is the same
swaggering man he was in Shakespeare’s play; Maria is as willful as
her counterpart, but she is neither defiant nor obstinate without
reason—she admits to loving Petruchio early in the play. Her
reasons for “taming” him are so that she is not lorded over and
beaten down like Kate. This relationship, and Maria’s
accomplishment, would have held no comic force if the previous
play had not existed; likewise, to have a taming battle between two
unrecognizable characters would not have contained the same levels
of knowing as a battle between a well-known Petruchio and the
new iteration of his wife. Just as the characters in Fletcher’s play
are aware of Kate and het history (revised as it may be here),
Fletcher’s anticipated audience would be familiar with Shakespeare’s
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characters and the changes introduced. It has been said that ideas
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revised. As seen in Matia, Bianca and even Petruchio, Fletcher
2
€

contemporary life influenced the choice of these conventions rather
than others and that the strong-mindedness of contemporary
women was one of those conditions” (267-8).°
In his book, The John Fletcher Plays, Clifford Leech contends
that Fletcher “was no serious defender of women's rights, but rathet
a man who took some interest and pleasure in watching a fight
between well-matched opponents. In The Woman's Prige it would
speatre
where

uld be

cate to see. That Fletcher chose to take an already-existing play
and change the relationships within it to such a degree is an ideal

that decision and its execution.

Notes
1. This definition, from the OED2 CD-ROM (v. 1.13), is contemporaty
with the earliest plays discussed here: “1596 Bacon Max & Use Com. Law (1630)
‘Ep. Ded. 22 To revise the Romane lawes from infinite volumes..into one
competent and uniforme corps of law.”
2. Terms are taken, respectively, from Munro, 283; Gayley, 83; Baldwin,
377; McKeithan, 58; Squiet, 120; Cone, 65; and Smith, 39.
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3, “The turns up und nthe
seems to have difference in the B
gentry and the Globe’s citizenry . . .” (Gurr ing 169).

6 . “The Shakespeare in the Park (New York, NY) production that featured

Ullm cted the discomfo
and a version of the
$ c nplace. was her deferential speech
] s on her gPe off with his boots. He
ona  Llo pleased with he . As she finis he upended
him he his back, first en amused. the two of

them walked off together arm in arm, having ‘played a joke’ on the rest of the
people on stage™ (van den Berg).

8. Wo es one es’ ... to
the support in his ive was, as
can be judged from extant plays, a signal failure. We can account for the drama’s

years, women forced the drama, at least, to provide models more to their taste—

finally a secondary question: a real wotld whose literature admits to her celebration
as an imaginative possibility is capable of celebrating her in the flesh eventually”

(267).
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The Winter’s Tale: Folktale, Romance,
and the Disney Film Formula

Lan Lipscomb
Troy University, Montgomery Campus

middle ages forward, and thus the students became familiar with
folk motifs found often in romances, such as the fair unknown
and the re ce, I remarked that
films, no he -tale based ones like
The Little Mermaid, use many folk and romance elements, and I
also suggested that our modern notion of folktale has been both

sust and skewed by popular Disne p su these.
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and Shakespeatrean romances was lively and instructive. And in
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resource. This more informal approach stemmed partly from their
limited practice with folklorist methodology and from the little
time then remaining in the course. Admittedly, replacing Aarne-
Thompson with Disney as a tesource is like using one of those
popular instruction manuals for non-specialists: The Dammy’s Book
of Folktale Motifs, so to speak, but those books’ utility derive from
simplicity and transparency—and those were the advantages of
using Disney film in this course.

In our discussion preceding the paper assignment, the students
were particularly successful in finding features to compare and
contrast between The Tempestand The Little Mermaid as their primary
“text” from the Disney canon. They were first drawn to this film
because of obvious points of compatison to the play. Both play
and movie involve a struggle of wills between overbearing fathers
(Prospero and King Triton) and nubile daughters (Miranda and
Ariel). Both have settings in which contrasts of sea and land and
storms at sea are important. And both, in fact, have charactets
named Ariel, although it so happened that none of the students
remarked on that connection.

The students teadily petceived, however, onc important source
of conflictin both works. Prospero and King Triton are widowers
raising marriageable daughtets over whom they maintain a jealous
guard. While Prospero anticipates as inevitable the union of
Miranda and Ferdinand, he makes the going rough for a while for
the two lovers: “But this swift business / [ must uneasy make, lest’
too light winning / Make the prize light” (Lil.542-544). A more
heavy-handed Triton fotbids his daughter any contact with the
human world. In defying her father, Atiel turns to Ursula the Sea-
Witch who pretends to be sympathetic to the mermaid’s wish, but
like an evil step-mother of folktale tradition has her own intetests
in mind and intends to make Ariel her victim in achieving them.

The students also noted that the Tempest and Little Mermaid
feature a frequently appearing folktale motif: the incomplete sets
of parents. Like Miranda, Ariel is motherless, and Ariel’s husband-
to-be, Prince Eric, appears to have lost both parents. As a point
of fact, the only Disney films our class could come up with in
discussion that featured both parents were coincidentally dog-
centered: The Lady and the Tramp and A Hundred and One Dalmations.
The latter has both Pongo and Perdita (note the Shakespearcan
echo on that name) as mother and father to their own as well as an
adoptive brood." The human masters of Pongo and Perdita,
though not parents themselves, constitute nonetheless a martied
couple—a true rarity in Disney film and folk narratives. A child
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having both natural parents is, similarly, almost never found in
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seen by Prince Ferdinand, he elevates her in his imagination instead
of denigrating her, wondering if she is 2 goddess ot a woman.

This is intere because oftenth  runknown’s worthy qualities
are hidden view to some  ent, and usually under an
appearance of poverty. The student also noted, however, that the
princely | in Shakespe roman  (including Ferdinand
and The rs Tale’s Flo love b ly and overlook the
o pos ninli lo  maids, and in th y
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dess, he her for what she truly is, the daughter

heir of ilan, until Act Five.
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The student was responding to an interesting charactetistic of
the fair unknown motif which in class discussion as a follow-up to
the papers we gave the label: “noble humility / humble nobility.”
This was out means of describing how the fair unknown characters
benefited, so to speak, from their disadvantages. The fair unknown
is typically—if not universally—extraordinarily attractive and
capable, as well as patient and mild in temperament. The beauty
ot ability of the fair unknown makes her stand out among the
common people. (My pronoun references to the Fair Unknown
in this essay will be female since the Disney and Shakespearean
examples are, but the fair unknown can be male. The Old French
label also has the masculine alternative /ibean disconnu , examples of
which include Petcival, Moses, Oedipus, and even Jerry Lewis as
Cinderfella). And oftentimes, the fair unknown is felt instinctively
by them to be of noble origin. Moreover, it was assumed that the
fair unknown’s upbringing among the commonalty improved her;
it made het better than a noble person who never benefited from
substantial contact with the humbling influences of everyday life.
Folk nattatives, in fact, express a need in which the fair unknown
figure, although invariably of noble birth, be better than het birth.
And she is bettered by being less than exclusively noble, with all
the self-interested, proud, and obnoxiously superior posturing that
a privileged station in life normally suggested to the non-noble
classes (Disney’s Cinderella demonstrates this particularly well by
contrasting the title character to her evil and loutish stepsisters).
The nobly born Ariel and Miranda have the common touch. They
accept as companions whoever is at hand, or they actively seck
friends outside of an exclusive social set. The examples in the
Disney film are a fish named Flounder and hermit crab named
Sebastian, Miranda, on Caliban’s behalf, as she reminds him, “Took
pains to make thee speak, taught thee each hour / One thing or
other” (Lii.425-426) until he attempted to violate her. Ariel and
Miranda are never disdainful, and they accept with admirable
patience their disadvantages. Ariel differs from Miranda in being
more fully aware of what it means to be and to reject being a
princess, but both are intuitively or deliberately improved by their
sympathizing and humanizing contact with a larger, less exclusive
world. This trait makes them powerfully appealing charactess, and
it is what the class termed “noble humility.” When, furthermore,
as is often the case, the fair unknown is loved by a prince who
cares nothing for her appatently lowly condition, we have an
instance of “humble nobility.”
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My Disney ana to The Tale is the 1959
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two kings, Hubert and Stefan: the fathers, respectively, of Prince
Phillip and Princ ora. The | Mal t lly,
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vet, Metiwether, one of three good fairies, has no
rincess her blessing which, while it cannot
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countermand the curse, can modify it so that Aurora will not die
but sleep until awakened by true love’s kiss.

To hide Aurora from Maleficent, the good fairies change her
name to Briat-Rose and raise her up humbly in an abandoned wood-
cutter’s home decp in the forest. Fearful of drawing Maleficent’s
attention, the fairics even give up use of their wands, which means

to t traitened tence. When we sce
en s e passed, princess is now the
fair unknown: barefooted and in neat but patched clothes. Wearing
het T un ously and gladly accepting share of
the she on her birthday to gathera  s. Inthe

woods, she meets Prince Phillip who instantly loves her without
knowing her true identity. ‘Thus we have both the noble humility
of Briar-Rose and the humble nobility of Phillip so typical of the
fair unknown motif as well as its frequently attendant love-is-blind
characteristic. Similarly, Perdita, The Winters Tales fair unknown,

f e
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s g

that her mother was “a waiting gentlewoman in the scape” (ILiii).
Prince Florizel sees her as desirable, no matter what her parentage
is. His father Polixenes, although he acknowledges Perdita’s charms,
is infuriated that Florizel intends to marty a shepherd girl. All of

these are re to fi
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upon themselves responsibility for preserving the princess in safety
for sixteen years and use theit magic to restore her to her former
life at the story’s end. Fot the same span of sixteen years, Paulina

uards Her who, li ned Au returns
apparent to life red to t noble
statton.

Yet another folktale motif is the riddling prophecy. In The
Winter’s Tale, this is supplied by the oracle: “The King shall live
without an heir, if that which is lost be not found” (IILii). In
Sleeping Beanty, the riddling prophecy is replaced by a prophetic
curse and an ordeal which function like the tiddle in throwing up
seemingly insurmountable obstacles to a happy resolution. To
prevent Maleficent’s curse, King Stefan orders all spinning wheels
in the kingdom destroyed, but Maleficent hides one in a secret
chamber of the castle where Aurora, of course, pricks her finget.
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can marry Prince Phillip as had been arranged at her birth with his
father’s blessing. However, like Perdita’s and Florizel’s, their union
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is ed by truc love, and not some astic or ical
ad because they met and fell in love n Auror the
fair unknown, the seemingly humbly born Briar-Rose.

Using Disney alongside Shakespearean romances led my class
to one last insight. After the students got their papers back, we
looked at the story of the Little Mermaid as Hans Christian
Andersen first told it. In Andersen’s story, the Little Mermaid
never marties her beloved prince. Her bargain with the Sea Witch
was that should she fail to win him in martiage, she would in fact
die. 'The Little Mermaid’s sisters intervene, however. They cut
off their hair and give it to the Sea Witch to induce her to change
the batgain so that the Little Mermaid can save herself by killing
the Prince before his wedding night is over. Her sisters bring her
the knife to do the murder, but she throws it away. At that, the
daughters of the air appear and grant her other great wish by giving
her an immortal soul. The Disney formula, by contrast, requites
that its heroine, after suffering for love, be fetched up in a marriage
to her Prince Charming, And the Disney version, in my students’
o , le for the wa t saw as
a i conclusion. y al tale,
with its surprising extension of the “happily-ever-after” ending to
an cternal afterlife, jarred with their sense of literary propriety.

The students’ reaction to the ending in Anderson’s original
Little Mermaid provided a useful revelation and a way of replying
to what critics sometimes regard as the clumsy plotting or
unconvincing character motivation of Shakespeare’s romances. In
The Winter's Tale, for example, Leontes’s sudden onset of suspicion
over Hermione’s marital chastity, Paulina’s notion that the sight of
his newborn daughter will soften Leontes’s heart, and the death
of Antigonus by a bear have all been criticized as inadequate to
the genius of Shakespeare. Those criticisms do not take into
account that folktales in crude form were a sort of literary lngna
franea whose conventions Shakespeare could depend on his audience

and a ite gularitics. The alent

of fo to well be the D film
formula in animated fairy tales such as those sketched here. But
to meet modern tastes, Disney s fairy tales fix many of the problems
in plotting and characterization so typical of folktale. When the
Disney writers adapted Perrault’s version of the Sleeping Beauty
folktale, they also simplified it and reduced it to a formulaic plot
used over and over since the 1937 relcase of Suow White and the
Seven Dwarves.
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turn with a lamb, a kid, and a hind. The evil mother-in-law learns
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of the deception and ordets a vat of “vipers and toads, with snakes
and nts of every ki ich to throw ing Be
the en, and the ste the Prince at at just
moment. His mother, enraged, throws herself into the vat and
dies.
The Disney model of adaptation from folktale differs
ificantly from what Sh are did when he drew on the
ent practices of folk li ¢ for his romances. Polktales
with their older and less literarily perfect qualities were familiar in
Shakespeare’s day—as they still were in Perrault’s—in their

r states, and authors re ted r essential
e ties. Itappe t the more hed simplified
versions of folktale such as Disney’s have chased from our collective
ory the fol w dw  they were the s of
ate or s lite pe ste a stoty at the and
not those of screen-writers in Butbank, and this may go a long
way in ng s  ntsandcr react disapprovi
the oc ro $ in Shake re’s romances.

however, we contrast Disney’s adaptations to their earlier
antecedents, we can be reminded that Shakespearc’s original
audience knew folktale in its less sophisticated form. In both
Disney fairy tale and Shakespecarean romance, we will find a
common fund of folktale elements, but we must not expect that
Shakespeare’s romances, like Disney’s fairy tales, will employ the
more logical plotting and chatactetization that we modetns have
come to expect.

Notes
1. Even the more recent Disney collaborations with Pixar, Toy Stery and
Finding Nemo, with their highly otiginal story-lines continue the tradition of the
single-parent home.
2. In The Tempest, Prospero will return as Duke to Milan, his villainous
brother Antonio will be displaced, and the houses of Naples and Milan will be
united by the martiage of Miranda and Ferdinand.
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seizure of the throne, and it legitimized the notion that the kingship

The transgt fl its
and that of e SO
and questioning of the sep
cate s. Itis not, in itself, s tan

and deliberate challenge to the status quo.*

how he has managed to solidify his legitimacy in the hearts of the
people—through pageantry and spectacle:

By being seldom seen, I could not stir

But, like a comet, I was wondered at;

That men would tell their children, “This is he!”
Others would say, “Where? Which is Bolingbroke?”
And then I stole all my courtesy from heaven,

And dressed myself in such humility

s
Even in the presence of the ctowned king, (I11.2.46-54)
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Henry creates a royal spectacle even before he becomes king; this
is the beginning of a metadramatic process intended to confirm
his shaky legitimacy in the hearts of the people. In such a
procession, Michael Bristol explains, “the city streets become a
stage, [and] the royal personality occupies the center of a theatrical
performance.” Henry’s transgression extends well past his mere
usurpation, as he hybridizes both social space and his image as a
member of the royal party before he became king. Rather than an
inversion or a reversal, Henry’s seizure of the crown is a
hybridization that manipulates the boundary between divine and
human will.

Henry’s petsonal opinion of his transgression is somewhat
unclear; one is left to wonder whether he was mounting a crusade
to do penance, to follow his beliefs, of, as he later advises his son
in 2 Henry 1V, to “busy giddy minds / With foreign quarrels”
(IV.5.213-14). Whatever Henry’s feelings toward his transgression,
there is no doubt that his kingdom is paying a dear price for it:
Bristol suggests that “The violent uncrowning of the royal martyr
or royal villain is invariably accompanied by a more generalized,
pervasive social violence of civil war.”” Henry’s actions have struck
a mortal blow to monarchical power and authority; that authority
rests on the agreement of all to abide by it and Henry’s violations

upas

od of
its loudest voice among the Percy family, whose displeasure at
Henry’s behavior leads them to instigate a civil war, In a lovely bit
of itonic augury, Hotspur encourages his father and uncle to
participate in treason against Henry, to atone for their roles in
Richard’s overthrow and to protect their potentially besmirched
reputations. He asks them:

Shall it for shame be spoken in these days,

Ot fill up chronicles in time to come,

That men of your nobility and power

Did gage them both in an unjust behalf

(As both of you, God pardon it! have done)

To put down Richatd, that sweet lovely rose,

And plant this thotn, this canker, Bolingbroke? (1.3.170-1 76)

The rebellion begins, and Hotspur’s transgression is evident in his
speech as well as his actions. It is easy to see how a full-out
treasonous rebellion is transgressive; Hotspur is in the middle of
the storm, and his sefiocomical wrath plays into his image as 2
carnivalesque parody. Worcester says of his nephew that “he hath
the excuse of youth and heat of blood, / An adopted name of
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privilege— / A hare-brained Hotspur, governed by a spleen”

as the insurgents prematurely divide up their spoils, and Henry’s

absence of a metanarrative; belief in an unchanging authority and
a metanatrative are each required for actual transgression. This
ce s that, f d
ou are ar n n

be no transgression.
The scene structure of the play (echoing the land) is

ter not action
c”’ Ca is the
di
an

at
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The audience laughs both with Falstaff and a# him, much like Hal

aris , particula er. Juxt
the of both and th
Hal’s tr e tetis  are in some ways the t
vivid of the a the  t; while the other char s
the usein a o any
” (11.4.18). I kre

the king that his son is acquiting this language, telling him that:

language,
Be looked upon and learnt. (IV.4.68-71)
This leatning is vital to Hal’s becoming the king, The medieval
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fathet’s) reign; becoming a

a continuous and durable social structure.'

digal rma nd revoluti y
he in the nce in the s d
scene, he is already planning), links himself to the mythological
past of the bible. Hal creates the durable social structure of which

seem like he was just going through a ‘phase,” something akin to

coll
it is clear that Hal is not frequenting Eastcheap because

he likes it, but rather because it is a necessary part of the
metanartative he’s created for himself, he is no longer a participant
in the carnivalesque laughter, but a usurper of it. Carnival laughter
is for everyone, to be sure; but not, one would think, for those

only pre  to be ¢ J Halisac

,andkn  theb o love of his ¢
When Falstaff kids that Hal has had dalliances with Mistress
Quickly, Hal retorts:

Prince: 'Why, what a pox have I to do with my hostess of
the tavern?
Well, thou hast called het to a reckoning many a
time and oft.
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Hal then reminds Falstaff what kind of a reckoning this was:

good; however, Hal’s performative utterance in Act 2 of Part 1
suggests that he had already exorcised his friend from his heart.
Duting 2 bit of play-acting Falstaff implores Hal:

Fa

Prince: 1 do, I will.

Hal’s answer has a sense of finality to it, and reminds the audience

been quelled.
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Hal’s ppear epe in 1
may, be a his )
kingdom
May ins scem bility
out or ¢ ord ed as
a on
m an
to of
the remotest petiphety.”®

Hal’s redefinition of boundaries may, in fact, be merely illusion

gre
Sh
the

is made impossible—perhaps for generations.
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Juliet on the Balcony —
The Upper Stage at
Elizabethan Theatres

Fumiyuki Narushima
Kitami Institute of Technology, Kitami, Hokkiado, Japan

advent of Shakespeare. Jonathan Bate points out in the
introduction to his edition of Titus Andronicus: “. . . the opening

take action.
Henslowe was so attracted by the upper stage. Most of the

above at a window, in his nighteap: buttoning’ (line 1178).” Each of these
plays earned Henslowe 3 pounds a day, the largest sum in the daily
teco i

uilt his Rose in 1592. Included in the plan might
have been the refurbishment of the stage, to furnish pillats to

t its and the he 91 d o
fter s first built no t n
p t comp

S a ar am
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the citizens with the spectacular sc ers
Henslowe must have seen some of his
and he should have realized the effects of the upper stage. Edward
Alleyn, Henslowe’s son-in-law and the leader and star player of
the Admiral’s Men, is said to have played Titus’s patt.

After the Chamberlain’s Men was established in 1594,

until 1599, when the Globe opened to receive them.! Under these
citfcumstances, they must have found it difficult to keep the former
way of acting, because of a certain kind of inconvenience, that s,
a lack of facilities.
By “facilities’ I mean some of the machines and structutes to

d utilize ata

all, the 1 on
otherwise dangling superstructure, at the height of a third stoty,
whose floor is called ‘heavens’. Inside this structure was set a
machine to descend actots or thrones to the main stage,

The existence of both the pillars and the descending machines
at eatlier stages is uncertain, although it can be safely said that at
the Globe (even at the first Globe) and the later Rose (that is, after
the refurbishment) some evidence shows that they had them.

In the following discussions, I will try to dig up some problems
concerning the upper stage at Elizabethan theatres, using data of
stage directions of the Elizabethan and Jacobean petiod, which I
assembled with other members in a project, whose result is now

relate the found evidence to
Shakespeare’s cases.

Aloft Directions
red with is not e
dire Elizabeth hakesp t e
th
2),
th

(Induction.2.0), Titus Andronicns (1.1.0, 17, 294), Romeo and Juliet
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7.
we
all
at court and, for that reason or not, has many ordetly stage
directions ly .
Only w Shakespeare in using aloft:
instances can be found in John Mason’s The Turk (lines 83, 210-11,

teasons fot these authors to select this uncommon word, and my
first impression is that the venues these plays were performed at

nly 1
we
the
pre  yi court ean
isa ng d this ugh
at in 1611,
th 625.1% Tt
ns: 1, 2 Feb.
1612, and 7 This frequ satrare .
For T s , who wrote lagsint  for Oxford
e of is was a C
and Th of both

Conrageous Turk. However, his three instances of aloff always come
with from before it: Enter from aloft . . > (line 166), “. . . whilst Fame
speakes from aloft . . ) (line 270), He goeth from aloft’ (line 1770).

rently his # acc d with
tance. The case stheh
by 75, er two
re, an an rers
170) 1®
all the s goddesses can be sus by the
d but at 1 C is in the air, and ‘disc sounds

more like from the upper stage, not through the descending
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machine. However, there is one problem. Could the confined

r hold so many at on ere are four sets of
e les led by two arers
of
acc
At tre, thrones for monarchs wer e
stage. there to be seen, not to see.
says:
T ti n to d is that actors

climb se ey behind the sta
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b ¢ fo . Some rs
d wer of thep %
When Jones presented Tezhys’ Festivalat Whitehall, the middle board
of the five was made twice the width. Five is an apt number for
pillars, because in the play that we are consideting now, we have
four pairs of gods appearing. I’'m not sure which god and goddess
took the center stage, but as the fout pairs must come down at
once, Cupid may be right to descend to the center. I'm not saying
that periaktoi were actually used for The Courageous Turk, but there
is a possibility that a similar device was in use, as we have a previous
example at least.

But what does the ‘discending’ indicate? The stage direction
says that after the gods and goddesses enter, hey are discending’
From where do they descend? I think this means that they simply
come forward down the stage. It is known that the Christ Church
stage was raked toward the front.” As it was an unusually long
theatre, it may have taken time for the actors to come forward.
Moreovert, if they used the piazza, they must come down from the
stage to dance on the floor between the stage and the state. So,
the discending was not from the upper stage or by flying devices, but
from the main stage to the dancing floor in front. In this sense,
this is 2 unique usage of descending.

The second example from The Conrageons Turk also concesrns
flying, because Fame is directed to ascend after his speech (line
366). Moreover, Alexander refers to Fame’s wings (line 290) and
says, . . . Which soate i’th middle region of high glory” (line 291).
It may be appropriate to have Fame suspended in the air while he
delivets his speech. But the special function of these two uses of
aloft clashes with the third. Unfortunately, the last case of alft
from the play is not about flying but just a usual exit from the
balcony. Here we can say that the author was not constant in his
use of aloftin the play, but later costections by someone else might
have affected the stage directions.

The scene in Messalina that has alft in it is also a masque, of to
be precise, an antimasque. A4/sft here applies to a flying device,
too: *. . . Messallina and Silius gloriously crown'd in an Arch-glitering
Cloud aloft, Conrt each other’ (lines 2207-9). While they are descending,
another instance occurs: . . . Narcissus enters aloft with a Torch and
speakes’ (lines 2230-31).* But in other patts of the play, above is
used twice.

The first example is comprehensible, that is, a/of? is employed
for flying machines. The torch in the second case is not decorative
but practical, because the next stage direction shows that it is left
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burning after Narcissus’s exit, to give light to the following dance.
As with Goffe, it would have been used to illuminate the actors in
the eri d

inve gh h

Narcissus needed the torch to snatch the audience’s attention from
the brightly adorned vehicle. The torch confirms that he stood
somewhete dim, that is, not necessatily on the upper stage, where
no extra lighting might have been needed. He also needed to stand
close to the dancers if he really wanted to illuminate them.

John Kitke’s The Seven Champions of Christendom, which also
has both above and alof? in it, was performed at the Red Bull and
put to the Cockpit later.” In this play of thunder and lightning,
rocks cleave and witches hover.

Rocks really were a
throws them.*® More
tepresented by the walls of the

witch Calib , ‘Whilst outside of this
Vpbythec  unto the 25

Should we suppose that she was really meant to climb up the

wall? Alternatively, she may have had time to exit once and climb

ge, this direction means that she
own to the inner stage. However,
Reynolds suggests more elaborate stage settings for a similar scene
in Heywood’s Brazen Age.? In Wentworth Smith’s The Hector of
er Red Bull play, young Fitzwaters enters aloft on a

33
One of the above stage directions in Seven Champions is slightly

odd:

Enter Brandron and Clowne above.
Bran:  Where art thou love?

Clowne: Here, here, as close as o a Prodigall,
Ile ne’re fo it

Bran:  *Tis well; n attaind the highest
top: hal (K2r)

the witch’s residence, where the two climbers are having a hard
time to trail the scene is changed to the giant’s
‘castle’, the s it was when the play began.
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Of course, at the Red Bull, 2 bulky public playhouse like the
Globe, thete must have been plenty of toom for the actoss on the
upper stage, but at the Cockpit or at court, how could they deal
with the scene? Furthermore, this play demands more than usual
numberts of actors on the upper stage, ‘Enter above Ormandine, his
friends, Tarpax, & spirits(G3t); ‘Enter Brandron aloft, with all the
Champions and Clowne’ (K41). In the latter case, we have nine people
above, for there are seven champions as the title of the play
suggests. As we can see here, the wordings differ between aloft
and above in this play: most likely a sign of correction ot insestion
by someone. We ate not sure how the players presented the scenes,
but the fact that the play was mounted at several kinds of venue
may have resulted in the confusing disparities in stage directions.
The same can be true with Shakespeare.

A bewildering direction occurs in Alphonsus, Emperor of Germany:
He gpens the door and finds Lotenzo asleep aloft’ (1.1.53).> Alphonsus
unlocks the door of Lorenzo’s study and enters to pick up a note.
Before long Lotenzo wakes up from his bed, but where does he
lie? The stage direction is not clear enough about which door
Alphonsus is opening, but most probably it would be the door of
curtain to the discovery room, because he is already present on the
main stage to speak some lines before this action. I suppose here
Lorenzo lics upon a bed set inside the discovery room, that is, a/oft
does not denote the upper stage as usual. In this way, a/oft
sometimes may allow a range of meanings according to the
situation. Lorenzo shouldn’t be on the upper stage, because
Alphansus couldn’t see him if he gets into the discovery room.

So far I have referred to the questionable cases concerning
aloft stage directions. I'm not picking up unstable instances to
argue that alsft is unreliable, but I'm just showing the variety of
usage aloft applies to, thus allowing it to reveal what it does show
about theatre circumstances of the age. We can only infer from
the existing data when we consider the now extinct theattes.

What can we say about Shakespeare’s plays from these
investigations of other writers? Fitst of all, Sly’s whereabouts in
The Shrew don’t have to be on the upper stage itself. The galleties
ot gentlemen’s rooms, if they could afford him access to them,
would be more comfortable for him and smoother for the stage
progress. Many plays we have seen allowed a/gf? being elsewhere
from the upper stage, making an important distinction between
aloftand above. Especially in Ajphonsus, although the sectetary’s bed
cannot be located assuredly, we find a resembling relaxed
atmosphere to Sly’s. As we guess from his lines, he is not standing
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bed, for he is not e red
s yet. Also, he invit b tten

Above Directions

Next, let me refer to some cases of above directions. As the
a treat
d and

oes to clear and evident cases. 1

thorough but selective concerning

ere in this ter. We egin b up

pott some ts made in the on.

George David and Fair Bethsabe opens

with the Pro es a cHrtaine, and disconers Bethsabe
with bath asp
her’ 27). reis

she is inside the discovery space, no one can see her from the
upper stage. David commands Cusay to bring her to him. They
trip their way to David, but when they enter to him, there is no

him there,
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How can we deal with this discrepancy? David is said to be in
his tower, but the confusion deepens when David’s subjects assault
and win Hanon’s tower in the next scene. The stage direction says
that Hanon and King Machaas stand on the walls (line 195). Of

n

e

n
revealed on the main stage, and we need a kind of canopied
structure for her. If we place David elsewhere, Bethsabe would
be in the central discovery space.

of be " (p. 121 essen and
mson age as # r 1 but we
from the just
O ster he is put to prison
for debt. We see him begging: {OLD FOSTER appears above at the
a (p. 174). This
f tion is a little
s
st
e
the main stage. When Robert puts money in, Foster tediously or
quickly winds up the rope as his whim . From the text
see that this action is repeated twice rice. It would

evidence of certain facts among theatre situations of the

ge is rec to be to

Ap ber gton’s ble
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A direction ‘Unseen above’ (Q5) appears in Richard Brome’s

The Court Beggar® This can be taken as within upstaits. The voice

belongs to Lady Strangelove who is attending Sir Ferdinand the

mad man in his bedroom. There are some four o five men under
on the main stage, and her cham P nd
s pr »ab e ea

€ up s Later, Ferdinand himself is

One of the most exquisite s who relied on the upper
stage was Heywood. His stag: tions are so elaborate that
many critics and scholars think that they aren’t playable, but here
they need some consideration. Especially his Age plays abound in
above directions: we have four cases in The Bragen Age, two in Silver,
one each in 7 Iron and 2 Iron. Four among them refer to a flying
machine.

nus, who are caught by Vulcan in
the cave.”” The situation is the same with King David, and we had
better place the cave on the main stage with a certain kind of

bec e the not see the ¢ le
disc it was er the “above’ a.
Window Directions

Many stage directions include windows, which denotes amorous
ism
the
cusing on Romeo and Juliet, but
some others will come to begin with.
First, let me take up the cases of water throwing from the
Je and Fo , Victoria’s maid,
hamber pot over Captain Crack-
stone’s head (4.6.79).% As the two ladies stand above on the uppet
made a very spectacular and comical scene for
es.
Although it is not stated in the stage direction, a similar device
would be present in John Fletcher’s The Woman’s Prige or The Tamer
at Maria the taming wife’s window. Sophocles, Petruchio’s
friend, says, “... when suddenly / a water-worke flew from the
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window with such violence, that had / I not duck’d quickly like a

attracted ma tog of the reasons
why Fletche the e stoty of the
tamed husband.®

(as

e}

we

are many blooding scenes or bloodletting scenes where pigs’ gote
was utilized.

have died ftom the accident of falling of ceilings. Detailed study
can answer this for sute.

In Robett Tailotr’s The Hog Hath Lost His Pearl, Albert disguises
himself as his friend Carracus in otder to steal into Matia’s room

light.
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of thel although it
ust have ed clothes n
tiding habit, because she is going
to elope with the true Carracus.
Other climbing lovers som s the
Marston’s Co Men c der
window, but at the top he falls and he is seriously wounded. He is
cartied away by foolish Captain and Watch (3.1.42).5
In Robert Daborne’s A Ch Turned Turk, Gallop climbs

up the ladder to Agar, Benwas 36).2 H

gets into her room, but soon he i d and the
the
we
ent

and illicit love, which may be obvious from Shakespeare’s cases in
Jessica and Juliet.
Although it was never acted at any playhouses and no record
remains about its performance, John Jones’s Adrasta has an
54
is
th
Lucilio comes to rescue het, sends her away, and gets in the house
to play her part at the next day’s court trial.

First, Lucilio makes Althea, who comes to the window, let
to the clothes s in.
he es just at th h out

eight or nine lines. Again, the line is let down to draw up a ladder
of cord, and then she comes down by it.

us . Firs me

of s of go . In
Q t for Romeo reads He goeth down’
(3.5.42), allowing him to exit before the Nurse appears. He is
visible to the audience while coming down, because he uses the
ladder. Juliet also comes down later: ‘She goeth downe from the
window'(3.5.67). However, as we can see, her descending is a little
different from Romeo’s. She must use the stairs in the tiring-house,
the once on
spea the st uld

Q1 describes Romeo and Juliet as 2 zhe window’, Q1 and Q2
contrast definitely at this point. Q2 and F are theatrical and say
that they are aloft. ‘At the window’is a very ambiguous wording as a
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theatrical diction. We are not sure of whete they stand at Juliet’s
residence. Are they inside the house? O, is the audience looking
up from the

The Nu mother is coming to your chamber’

not in the chamber. If she herself is in the chamber, she would
not use the word ‘chamber’. So, until this line, Juliet stays at the

hotizontal and vertical actions.
If a new scene started after Juliet’s descending, it may be easier
to understand, because we have a scenic change. Q1 ends the

page G3v the the new
page G4r Nu this is a
vestige of the ori acting,

Let me here ate for a while to discuss the difference

between movies and theatrical petformance. If a director

o t about
c a to that vety few

theit clumsy dtesses (6 lines or mote).

So, what can be performed within the blank? The main stage
will be blank unless another actor enters on the main stage
beforehand.

After Romeo leaves, the film-directot’s camera, which chases
quits out  the orc and goes
theh s the  et. This ens at the

moment when she starts climbing down. What we can call “double-
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locality” resides here at the flight of stairs.5
Q2 and F make a mistake of double entrance for Juliet’s
(36) (64)
has (36)
ts Mother, Nurse’(64) later. The
Nurse and Lady Capulet must enter on the main stage. Otherwise,
they must utter 200 or so lines on the upper stage with no one else
below. This play is unusual in that Lady Capulet does not talk
much to fill the time while Juliet is descending ¢ Let us compate a

similar instance found in another play.

Our ne ohn Ford. In his “Tis Pity She’ a
Whore, 1.2, her chamber window, finds her
brother below and must come down to him. While she descends
to him with her tutoress Putana, he has been given a soliloquy of
some der p s to earn the time for their a
(1.21 sisa way of performance, but the
one is a little different.

In 3.2, Giovanni eavesdtops on Soranzo’s wooing of Annabella.

c to t. stage

e be en time

falls down. On the main stage,
ne is left to s he only one line b
collapse and St . Of course, 2

action would be able to cover the silent stage, e.g. taking care of
Annabella , but we cannot deny the uneasiness of the stage action,

Giovanni enters with her father Flotio and Putana. It is not
only unnatural that they all enter to at once but, to begin
with, is it physically possible that he climb down in such a
short ime?* Furthermore, in order to enter with the Father and
the tutoress, Giovanni must hurry more, because of the handicap
he suffers from being upstairs.

Instead, can’t we imagine that he is hiding himself just behind
a tre ock ,oneof ars that support the ‘heavens’,)
and ber yathan n needed? It seems natural that
Florio and Putana are both within hearing, because these two seem
to be agreeing about this wedding match.

This problem of the time required for descending remains to
be solved for me and needs mote evidence to be dealt with, which
will be the main subject of my next paper.

Stu er stage tonthes
busines Old in are very
but it’s also new because very few people have been aware of the
values and effects. Itis a new study, and as usual with a new thing,
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we have fewer proofs and many problems. Thope this paper will
open the doot to 2 new study from a new angle.
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was writing these words, a comet was wondered at. This adds
interest to the

Also cons  that the last of the four comets was Halley’s.

Reliable observations of Halley’s have been found at least as fat
back as 240 B.C. Halley’s Comet is indeed an experience mankind

has shar ughout its If t that sp

himself to Halley’s , tha anew er
ts thes sions, then these p  could not
w fore ates the comets ap  ed. This

historical comet associated with Caesat’s death. In June of 44
B.C., three months after his assassination, a comet appeared. To
the Romans it was a sign of Caesar’s ascension into heaven. Also
The Two Nobie Kinsmen contains the phrase, “Comets prewarn”
. p
wr b
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Let us now look at the specifics of this idea. To see if these

ts ired allusions we will ask three questions, the
t que » of all four comets. The first is was
The Comet of 1590

“D the 18" year of Wan-Li re riod,” a se
record 90 says, “a comet was seen SE. Aft re
A. foss,
of tion,

let us ask ond que ow is

au f I Henry almost ac fa
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saw this comet? Consider how different viewing the night sky
must have been before the Industrial Age with little air pollution
ot city lights to drown out the stars. The skies must have been
close to pristine. Tycho Brahe, the great Danish astronomer, was
observing the comet form his observatory on the island of Haveen
between Denmark and Sweden. On March 5, he recorded that it
was as bright as a first magnitude star. The next night Tycho
watched as the tail grew 10 degrees long. Like the Chinese, he
continued to observe it for eleven nights, up to March 16.° Is it
unreasonable to believe that the authors of I Henry 1T could also
see this comet?

Finally our third question asks do these allusions have any
qualities that suggest this comet inspired them? Consider this. In
the first act, in the fisst scene, in the very first lines of the play the
authors wrote: “Comets, importing change of times and states, /
Brandish your crystal tresses in the sky, / And with them scourge
the bad revolting stars / That have consented onto Henry’s
death...” (1.1.2-5). Something at this time was arousing theit
interest in comets, for in the third act they alluded to one again:
“Now shine it like a comet of revenge, / A prophet to the fall of
all our foes!” (3.2.31-32).

The Comet of 1593

A Kotean record for 1593 states, “On a jen-hsu day in the
seventh month of the 26" year of Sonjo [6" August] a (h#i) comet
appeared outside the Tyu-Wei (Enclosure). When it reached Chhuan-
Sho it began to appeat smaller. It went out of sight on a ping-wa
day in the eighth month [19* September].”® The least bright of
the four apparitions, third magnitude, it nevertheless was observed
in Burope the longest, over a month—July 30 to September 3.
This comet may have inspired the allusion in The Taming of the
Shrew.

Now let us ask our three questions of this comet. First, was
Shakespeatre working on The of the Shrew in 15932 Why do
authorities propose this date? Although The of the Shrew is
a difficult play to date, a reasonable estimate is possible. On May
2, 1594 a play called The of (a) Shrew was recorded in the
Stationers’ Register. (The Stationers’ Company was a printers and
booksellers guild) 4 Shrew is cither a play Shakespeare used as a
source to write The Shrew, ot A Shrew is a pootly printed version of
Shakespeare’s play (The Shrew). G.B. Evans believes: “If the second
view is accepted, a view that has steadily gained support in recent
years, Shakespeare’s play (The Shrew) would have to be dated not
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”T K e s “The the
t been b and 159 isa

itup to September 3.° Repensis made his observations from Zerbest

The Comet of 1596

Japanese documents for 1596 record, “Between the fifth and
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1595 and February of 1598—a span of three years. If this comet
inspired this allusion then I Henry IV was written between July 24,
1596 and February 25, 1598—a span of nineteen months.

Question two asks did Shakespeare see this comet? Remember
this was before the invention of the telescope. Galileo made his
first telescope in the summer of 1609 two years after the last of
these comets appeated. So unlike much of today’s astronomy,
these comets wete not temote astronomical events seen only with
the aid of telescopes and spacecraft. All the astronomets we have
been quoting made their observations with the naked eye. If they
could see these comets with the naked eye, is it not reasonable to
believe that Shakespeare could?

Now let us ask our third question. Does this allusion have any
qualities that suggest this comet inspired it? Consider when this
allusion was written. Again Shakespeate writes about comets when
one appeared. If this comet did not inspire this allusion, the only
other explanation fot their occurting at the same time is that it was
a coincidence. When the infrequency of comet appatitions is
consideted, can one accept this as being a coincidence? At the
time this comet was moving actoss the skies of Europe Shakespeare
was writing in I Henry II/, “By being seldom seen, I could not stit/
But like a comet I was wond’ red at...” (3.2.46-47).

Halley’s Comet of 1607

A Chinese record for 1607 states, “On a Hiin-yu day in the
eighth month of the 35 year, a (h#) comet appeared at the Tung-
Ching (22" lunar mansion) with its tail pointing SW. It was of a
pale colour, measuring about 2 feet and moving slowly towards
the SW. On a ting-ch’ou day (7% Octobet), it passed the Fang (fourth
lunar mansion).”'? This was Halley’s Comet, the most spectaculat
of Shakespeare’s careet. It may have inspired an allusion in Pericles.

First, howevet, Pericles also presents the problem of dual
authorship. If, as is widely believed, others worked on this play,
did Shakespeare write the act containing the comet allusion? Some
have studied the different styles of the play to find Shakespeare’s
contribution. Harrison writes, “There is little trace of his hand in
any passage before Act III. With the third act the style changes
and much of the remainder of the play may well be Shakespeare’s
writing....”"* The comet allusion is in Act 5.

Again let us ask our three questions. Was Shakespeare wosking
on Pericles when this comet appeated? Fortunately, Pericles is one
of the easier plays to date. Shakespeare got part of the plot from
Lawrence Twine’s The Pattern of lA  tures.... First published
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in 157 printed in 1 If e

this re not written re i
ed in the ter on May 20, 1608. This play,
fore, was in 1607-1608.

month. On October 26 he reported that it matched a star in
Ophiuchus’ spear.'®

sent his ns s h as met, “his
especiall Mr. as Sion London.”
Harriot lived at Sion House, the mansion of the Earl of
No Sion i outside on the of
the en Isle and Br Harriot ed
observa there a as October 2

ten mile tof th T “Tt 2 was reas

clear en sene th et, but for the f

and for of the ontal ayre.”'8 a
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hakesp was ein Pe amaid,/
d, that  rbe / But gaz'd on
like a comet” (5.1.84-86).

Finally our last question asks does this allusion have any

stH it? Clos

Fo speare t
third time, when a comet appeared, the same thought ot analogy
about comets. The thought is that someone is wondered at the

here again he repeats this unusual analogy, “I...have been gaz’d on
like a comet.”

Another quality the allusion in Pericles has suggesting a
connection with Halley’s Comet is that this is now the fourth time

four times in a row by coincidence?
These comets, in fact, -.
did inspite these allusions.
Consider how in 1590
when Tycho Brahe was
recording a comet as
bright as a first magnitude
star, the authots of I
Henry VI were writing, R
“shine. . .like 2 comet....” A
And when examined
closcly, one sees that the
last three allusions even
describe the act of viewing a comet. In 1593, Shakespeare wrote,
“they saw...some comet...” And a comet was seen for all of

st and lo tha In 1596 Sha “a
t...wond at.”’ ,a comet with ees
car by £s u
€ Wto o

from Ametica, to China, to Sion House ten miles from the Globe
Theater, the renowned Halley’s Comet was being gazed on. These
comet pass s, like the to ses Lear, ical
allusions. tle in Sh e’s ds d to his
curiosity.
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Hi
as a result of English actors on
of Shakespeare’s own choice of subject matter. He drew on stories
and histories from many countries beyond his own, and he was

in of
in int
is of

cultural icon, he has been attacked, defended, almost worshipped,
and very neatly confiscated.
Shakespeare is practically everywhere, and surprisingly, has

always been practically everywhere. ther r a
of Shakespeare’s original Globe Th of. s e
cted. B eals s (among places) in Cedar
Utah, , In and in sk. Thete are

approximately 120 Shakespeare festivals in America, but the website
shakespeare.about.com under the category Shakespeate: Festivals
s a chance to a
s tra to the [sic] 71
One indication of Shakespeare’s importance to people outside
of England is the argument about whether Shakespeare himself
was ot not. Many le at he’s not, and then
they as to what co h ame from and which
country understands him best. Star Trek parodies the issue in Sizr
Trek I when the Klingon leader says, “You have not experienced
Shakespeare until you've read him in the otiginal Klingon.”* Sicilian
Professor Martino Iuvara (basing his conclusion on the work of
ofessors at the University
that Shakespeare was an It
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Crollalanza. Crollalanza (which means Shakespeare in Italian)
his of
on Sh
Hac llleKcnup He Of{HO TOJIEKO IPOMKOE, SIPKOE IIM5T...OH BOIIET
B HAIly IVIOTh U KPOBb...KaXAOMy 3HaKOMbI M OpPOr'A
co3paHHble uM 06pasbl...o6pas amieTa He Grnuzke, He
HOHSITHEe HaM, ueM dpaHIy3aM, cKazkeM Gortee - aHrvIuaHaM?”
(“Sha e for us e.. of
our fl blood... hi Seue
And don’t we Russians better understand Hamlet than let’s say, the

1769, when the successful London actor David Garrick staged a
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In 1585, E ac tl of
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when it landed Pr On
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reason of reasons may be, the connections ate too clear to be
ignored.



122 Pilkington/Pilkington

his wonderful spring kingdom. Happiness will not return to Sicilia
until “that which is lost” is “found.” So proclaims the “oracle.”

Though The Winter’s Tale might seem pure fancy, it mitrors the
events of its time. Moreover, “as Shakespeare composed his
romance for staging in 1611, winter and Muscovy were in fashion.”**
The use of winter in the title and the fact that Leontes’ Queen
Hermione can lawfully claim “The Emperor of Russia was my
father”" allows us to see parallels with the history of this so-called
Country of Winter and to argue that Hermione’s heritage is not
merely an exotic detail, but an integral element of the play. As
Daryl Palmer says, “Shakespeare...goes out of his way to inflect
his drama with a Russian accent.”'¢ When Hermione says of her
father, “Oh that he were alive, and here beholding / His daughter’s
triall”"”, she can mean no one but Ivan IV, Ivan the Terrible (G
He was the first of Russia’s rulers “to visualize himself as ... Tsar”*®
ot empetor, and he was certainly well known to Shakespeare and
his contemporaries.

In 1553, the English government backed an expedition by the
Muscovy Company of Merchant Adventurers that went in search
of a northeast passage. The sutvivors spent the winter in what
was to become Archangel, “and in the spring pushed overland to
the court of Tvan the Terrrible.”? The resulting connection between
England and Ivan’s court, which was to last until his death, was of
vital importance. As Norman Jones says, “Need for new markets
and sources of foreign exchange drove English merchants into
the world in a way undreamt of by their fathers.””” The English
not only established what wete sometimes exclusive trading tights
with Russia, they also traveled ovetland in Tvan’s large and expanding
country and set up trading stations, opening yet other markets.
Anthony Jenkinson, searching for trade routes fot the Muscovy
Company and reporting also to Ivan himself, drew the “First
coherent map of Russia’?! in 1562. “For his part, Ivan was already
imagining new labors for the Englishman. What mattered to the
Russian ruler was Jenkinson’s extraordinary gift for dealing face-
to-face with strangers, his cultivation of familiarity.”?* Arthur
Edwards reached the court of the Shah of Persia in 1569.”

In addition to the glory of the adventures and the value of the
trade goods, there was also a more personal connection between
Ivan the Terrible’s Russia and Shakespeare’s England. Ivan asked
for Queen Elizabeth’s hand in marriage and “he required that
Elizabeth sign a secret agreement to claim sanctuary in his coutt,
as well as he in hers.”* Elizabeth offered Ivan sanctuary whenever
he felt the need of it, but she refused the other two tequests as
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the fashion of the time, Shakespeare increased the Russian elements

in his is no one’s refer o her that
sends ds of to Russia t a clos ,itis
o
e
lawes doe beare no sway / But all is at the King his will, / to save
orelstos Doesn’t to of
Leontes? laws, wh fo ng
1.G u
Mol o

the Tsar’s favorite amusement”).”> And in The Winter’s Tale why
would Paulina be so nervous about Leontes” second martiage if
the not real? D Leontes wish Pe for
him she’s his own ter? “I'd begyour ous

Leontes as much like Ivan Grognsi as possible. For example, “Ivan’s

and feared of all her subjects.”® “Her death threw Ivan into
as
ed
as
One of Ivan’s courtiers did what Camillo would not. His name
was Bomelius, he had a degree in medicine from Cambridge
University, and he “was a supetb poisoner”* who varied the time
it would take the poison to act according to the Tsar’s instructions.
It is interesting to look at Hermione’s position in the play. On
the one hand, she is the daughter of “the Emperor of Russia”
and, on the other hand, she is martied to him. Right before the
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oracle is read, Hermione says, referring to the Russian Emperor,
“Oh that he were alive, and here beholding / His daughter’s triall
That he did but see / The flatness of my misety; yet with eyes /
Of pity, not revenge!™

In this speech the Sicilian queen suggests that even Ivan the
Tetrible would have pitied her. But does she realize that Leontes is
the incarnation of the Russian Emperor? Probably not, and only
the audience having the appropriate historical background
information can predict the outcome of the trial. Shakespeare
puts Hermione in a double position relating her twice to the same
person. This allows him to show two perspectives on the then-
popular Russian ruler. For some his terrible temperament and
aggression brought horror and distraction; for others, the Tsat’s
favotites at the moment, the name meant protection. And
Hermione mentions her father at the moment when her life is
under a mortal threat.

It is worth noting that the queen’s words are not commented
on by Leontes. Just after Hermione’s lines end, there is a shift in
the action, and the oracle is brought by Cleomenes and Dion, who
“have Been both at Delphos.” Shakespeate sets it up so Leontes
doesn’t have to answer Hermione’s warnings and accusations. Of

o1 been pretty hard for him to do so, since he is
f to an extent.

Looking at The Winter’s Tale from the perspective of historical
events at that time, its Russian references become clearer and easier
to recognize. Also, the play reveals many more parallels and linkages
with Russia than it might at first seem. If Sicilia is the country of
spring which now has to go through the “winter In storm
perpetual” it is because its ruler is a tyrant. Such a set up in the play
clearly parallels Russia at that time.

But Shakespeare’s goal in writing The Winters Tale was not to
present the histoty of another country in iambic pentameter. He
set out to create a wotld of romance, where thete is always a place
for a second chance, and forgiveness is granted on request, without
any hesitation. Making Leontes tesemble Ivan Grognii and
providing the happy ending for the play, Shakespeare suggests that
another historical scenatio was possible for Russia.

Shakespeare shows the troubled kingdom of Leontes, and thus
of Ivan Grogmi, and that such troubles can be cured by the power
of youth. Unfortunately for the real Ivan, who murdered his son,
such a cure was no longer available. But Shakespeare shows his
belief in the triumph of youth and forgiveness. In The Winter’s
Tal he pictures a battle between the Old and the Young, between
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wint tin this i the
and as ons; of

and “A sad tale” which is “best for winter” is no longer told in the

of tes. Iti that ther at least some

nt question was soon put to James I

and must already have been switling in the gossip of London:
Should the King of England become the protector of Russia?

Meanwhile, the interaction between the actors on the continent

and Shakespeare was indeed an interaction, a two-way border with

the actors scattering over Europe, and Shakespeare sometimes

res g Forinsta famous P rring cha risa
cle ence on Au and there a referen him
as as B ndre when
he se e
From Denmark and the Nethetlands, the English actors spread
e’
as

Frederick’s (the Elector Palatine) attempt to establish themselves

of Joh 42 inclu
Romeo lins r, The
and The Tragedy of Lear, King of England ** Shakespearean
had be er, but the p
omade easier! Green
the ator who and
rem so p € was ded
to es. mple of this is a German n
of an ed as eatly as 1604 and d

kinder to the dead Juliet, whom he describes as “stretched out like
alog, as stiff as a frozen stockfish.”* With the German companies
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Boris Pasternak’s in the poems he appended to Doctor Zhivago.
In Pasternak’s wotds, “Hamlet is not the drama of a weak-willed

cha . as
T_h e a 9753
In a of
are’ mlet had been ,of e,
zed the Prince on the ct
s the interplay

akespeare wa ts, he
did not become less so under the Commissars. “Of all playwrights,

sp the , ols

ch bec t s tic

out that Shakespeare could attract Russians even in the most
difficult times. In his presentation at the Shakespeare Conference
in Stratford-on-Avon in 1957, Marshak said, “HegaBho mMne
[I0BEJIoch YBUAETH CTapyio aduily, M3BEMIABIIYIO O IIECTH
nbecax lllekcrnmpa, TMPECTaB/IEHHBIX B OAMH 1 TOT K€ Beuep
1920 roja, - a nopepbTe MHe, 1920 rof He 6bUT 7151 HAC JIENKIM
rogom.” (“Recently I came across an old theatre poster, which
announced six Shakespeate plays being performed during the same
night of 1920—and believe me, 1920 was not the most calm year
for us.”).®

Marshak also says that “Ha ciieHax Hamumx TeaTpOB, {dxKe B
caMBIX OTHA/CHHBIX MAICHBKNX ropofkax, Ulekcnup - He
PEOKMIL TOCTD, & IIOCTOSIHHBIA Kmten. ¥ o TajaHTIMBOCTH
HAIIMX aKTEPOB CYOSIT MO TOMY, HACKOJIBKO YCIICIITHO OHI
CIIpaByIsiioTes ¢ ImeKcnmpoBeKnMu porsivum.” (“On out stage,
even in small and most remote towns, Shakespeare is not a visitor,
but a permanent dweller. The talent of our actors is measured by
the success of their Shakespearean roles.””>® Marshak goes on,
proudly declaring that “3a copok JieT cyImecTBOBaHUS
CoseTckoro Coosa oflee KOIMUuecTBO N3AaHHbIX Y Hac Ha
pPasIMUHBIX S3bIKax TOMOB ¢ HmpousbBefieHusiMu llekcrnupa
TOJIBLKO Ha OFHY WIN [B€ ThiCAYM HE JOILJIO A0 TpPeX
musmoson.” (“For the forty years of the existence of the Soviet
Union the total number of copies of Shakespeare’s works published
falls only one or two thousand shott of three million copies.”)”

In wartime Leningrad, “Thousands of spectators wrapped in
furs, blankets, and mufflers jammed the unheated halls and
applauded. . . Othello.”® On the radio were Hamlet and Romeo and
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wete in Marshak’s translation, and it would be hard to find a better
S
a
$

>

message of true humanity, who knew all there was to know about
the sufferings of men and women, meant mote to Russian readers
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A Hero, Not a Zero:
Taking a Look at Hero in Shakespeare’s
Much Ado About Nothing

Raychel Haugrud Reiff

Wisconsin

strives for happiness by wittily and laughingly taunting and teasing
the men as she asserts her independence and wins the hearts of
all. Although her active tongue and clever mind make for a great
character on stage, she is not a typical woman. Most women, then
and now, are not as daring or as clever as she is. However,
Shakespeare also shows us 2 more conventional female, Beattice’s
quiet cousin Hero. Talking little, sceming passive and obedient,
she almost seems to be a nothing, a “zero.” So silent is she that
critics for decades have dismissed het as a woman who is of no
interest. In 1960, critic Bertrand Evans devoted no time to het
because she is “nearly speechless,” a sentiment echoed by Paul
and Mitiam Mueschke in 1967, who desctibed her as “shadowy
and silent”? Since the 1960s, with the advent of feminism, critics
have seen her in an even mote negative light, a woman of absolutely
no importance because she is totally dominated by men. In 1974,
James Smith rejected her as a2 woman who has “bowed to
conventions”;? in 1979, Kenneth Muir proclaimed her a
“nonentity”;* in 1982, Harry Berger asserted that she is the “most
male-dominated of heroines”;® and in 1994, Marta Straznicky
denounced her as a “docile, submissive female.”® Quiet and
demure, she is hardly noticed by the other characters on stage either.
Indeed, when love-struck Claudio asks his ftiend, “Benedick, didst
thou note the daughter of Signoir Leonato?” (1.1.155-156),
Benedick replies, “I noted her not; but I looked on her” (1.1.157).°
Scarcely anyone notes Hero, for she appears to be merely
background material, 2 gitl looking beautiful and smiling sweetly.
But a closer look at Hero shows that she, like Beatrice, struggles
against the pressures of conformity and the adherence to societal



Raychel Reiff 133

rules of being a sweet, passive female. However, she does not do
this in the same manner as flamboyant Beatrice who openly asserts
hetself with much talking and mor. er

ways Hero, like her cousin, ac happ h

and for those she loves.

Although their methods and mannerisms are different, Beatrice
and Hero are much alike internally. Both possess the same inner
strengths neces for happiness then and now: first,
independence; sec love for and understanding of others; third,
a realistic perception of the world; fourth, wit, which combines
humor and intelligence; and fifth, putity of mind and body. One
or mote of these qualities are seen every time Hero speaks in the
play.

Quiet Hero’s love for and understanding of Beatrice is apparent
in the opening scene, in which she speaks one seven-word speech
addressed to Leonato and the messenger. After Beatrice has
inquited about the whereabouts of “Signoir Mountanto™ (1.1.30),
aname th men c
is he that sk fo ’

“My cousin means Signoir Bene
speech reveals two things about her: first, she knows Beattice’s
heart because she understands who it is that Beatrice is concerned
about; second, she understands Beatrice’s reluctance to let her
feelings for Benedick be known. By answeting for her cousin,
quiet Hero helps Beatrice glean information about her loved one
without letting Beatrice embarrass herself in front of the men by
revealing the extent of her interest in Benedick. These are the
Her ng
the tle
the stage, modest, shy Hero stands silently, letting the men and
Beatrice do the talking. But her seven-word speech shows her
understanding and concern for Beatrice.

The next time Hero speaks, Act 2 Scene 1, she shows a second
quality: a realistic petrception of others, as she shows herself to be
as knowledgeable about people as Beatrice is. When the men ask
if Don John was at supper, the ladies respond with comments

vivid terms, agrees that Don John is an undesirable person: “Heis
of a very melancholy disposition” (2.1.5). Both women accurately
assess his character while the men say nothing about him. Later in
the play we see that the men’s failure to petceive the true nature of
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le

o’
Don when Hero is to
Shak eiscle 04 perso ris
to a gh the wotld.

in we see that Hero, like Beatrice, is an
going to be Pedto, a wotthy man but
one Hero d 1 nd uncle tell her that she

With earnest humor, Beatrice explains, “Yes, faith, it is my cousin’s

‘Father, as it please me™” (2.1.49-51). Dismissing Beatrice’s remarks
as for m Hero, Leonato
co , ter, 1 told you. If the
Prince do solicit you in that kind, you know your answet” (2.1. 61-
63). Fven now, Hero says nothing, To her family and to the
audience, this silent girl appears to be a sweet, compliant young

n who n, even
point man of
her fathet’s choice, not hers.
this
hes
ofc
ss. Her entire dro cl s
is not the simp her.”? s
her endence as soon as he asks
her lk with him. Befor re , she

sets down three requirements he must meet: he must “walk softly
and look sweetly and say nothing” (2.1.82). Then, she clevetly
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to his supplications when she better knows his inner self, Either
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het cousin, as well as her insight into Beatrice’s heart. When
Benedick’s friends decide to play matchmaker for their friend and

a toh  Sheisve do any
, , to my cou sband”
21 he her cous
she es. en, who

that Beattice and Benedick truly love each other, she knows that
Beatrice’s choice is Benedick.
In the eavesdropping scene in Act 3, many of Hero’s inner

stre are revealed. 5 thes  for to
ove her, she once o s her stic ge
This sh gitl und ambitious

bers h nd destroy those they

once needed for their advancement, much like tall honeysuckles
overshadow the sun which had originally helped them grow. She
states:

... honeysuckles, tipened by the sun,

Forbid the sun to entet, like favorites,
that their pride
bred 7-11)

When Beatrice artives, other important aspects of Hero are
revealed: her love for her cousin, het insight into Beatrice’s heart,

Beattice, to achieve her purpose. Hero’s role as a matchmaket is a
difficult one because she has to help Beatrice do two things: first,

because she would be too timid to assert herself to marry the man
she loved, so Hero worries that Beatrice will not let herself find

tr e
tr
B a

woman’s. “Disdain and scorn ride spatkling in her eyes” (3.1. 51),
and “her wit / Values itself so highly that to her / All matter else
seems weak” (3.1.52-54). Because “she is so self-endeared” (3.1.56),
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scornful.
Next, Hero shows Beatrice how she uses her clever wit to
push loved ones away. Hero explains that even she is afraid to tell

Our talk must only be of Benedick.
do na let it be
¢ him an ever merit. (3.1.17-19)

But instead of praising Benedick, most of Hero’s lines
£ >

emn  tric aps reve “s nt

eatti do on.”’1* re is
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envious of Beatrice as he thus states: “The vigor with which she
berates her cousin suggests that she is doing more than pretending
for Beatrice’s benefit. She only pretends to pretend; the game of
make-believe is a . . . form behind which she can stalk Beatrice
with ‘honest slanders’ (I11.i.84), letting her know what she really
thinks of her, what she really feels, without (for once) being

ed or B 1o’ ckles and
may t si Be to be the
favorite, like the gorgeous honeysuckles which overshadow the
sun, sym at them grow and
However, ses a that Hero “is kn
afa ort, the nce she feel
het s to o re t mock.”"
, he explains, “would not be in acc ce Hero’s
e or (to repeat the adjective) s n ;7 and

furthermore, he says, “Beatrice hetself takes occasion to confirm
it [Hero’s account of Beatrice’s disdainful self].”” Even if Hero
is a little jealous, and it is not clear that she is, we can forgive her,
for quiet Hero loves her cousin and helps make her life better.

In Hero’s last scene before the tragic wedding, Act 3 Scene 4,
many of Hero’s underlying attributes are revealed as she is speaking
to the women while selecting garments for her approaching
marr we her independence, perception, rea
appr tol and purity. First, her assert  ess
independence come through. Margatet, not liking 2 garment Hero
has chosen, suggests that Hero tely on Beatrice’s taste. Heto’s
reply, “My cousin’s 2 fool, and thou art another. T'll wear none but
this” (3. her with th
that she ten On her
is clear that she will not hear of following anyone’s wishes but her
own. “Tll wear none but this” (3.4.10-11), she declares. Also, her

t to
a of
s ck’s

with a thistle” (3.4.71)." This shott scene also shows Hero’s realistic

her wedding garments may not give her pleasure because, she says,
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in the fir cts, es are

por as she qui s fo those
she
“ me, , torture me ” 4. if he can
« ..th an with me ¢ / At unmeet or

I yeste / Maintained the change of wotds with any

ture” (4 183).

Then s othets m

honor. Wi the men
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and thus defend Hero’s honot, a challenge he undertakes but, luckily,
does not have time to execute. Later, when Hero is found innocent,
her father and uncle attempt to bring honor to Hero by berating

imp
itis clear that she app of
the knows that she can no

desctibes as “both an involuntary, passive escape from degradation
and a voluntary constructive means to alter it.”” But realistic Hero
also knows that the pretense of death is merely a temporary
measure. She realizes that the only way to really regain her

repu ed by the the
who Thus, he mar
to Claudio.

In the recantation scene in Act 5, Hero’s words to Claudio

show her kindness, her love, her willingness to actively seek
h

p
d
¢ lines ous side of
she ch him. She is
forget. Her happiness decided, Hero falls silent while her two
mal ex her on” t others.
gh app ured, does not forget

about her cousin. When Beatrice and Benedick’s marriage seems
doomed because neither is willing to admit love for the other, it is

He action re her co ss. She

a om Be pocket to the

a ng them, “And here’s another / my
c stol'n from her pocket, / Con h tion
unto Benedick” (5.4. 87-89). Thus, the way is paved for Beatrice to
choice Hero ends as

of the of her cousin.
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Silent Hero, outwardly looking like a “zero” as a conventional

td

realistic, witty, and pure. Wi

concern for others, a clear understanding of the world, humor

of
by
T
Shakespeare shows that women with very different personalities
s a her way thr
e t pursues her
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The Meeking of the Shrew:
Converging Perversions and Conversions
in Katherine and Petruchio

Carol Schuyler
Dixie State College

t
)
b
98).! Petruchio is unlikely to be d e the
by e the curst (1. b are s
the for the creation of a new self by the Master in

the Sermon on the Mount.

Katherine is indeed in a perverse state when we first see her
entering with Baptista, Bianca, and Bianca’s two suitors, Gremio
and Hortensio. She demands of her father: “I pray you, sit, is it
your will / To make a stale [ie., prostitute] of me amongst these

clares she

ing at the

es.”” Shakespeare provides three
additional images of Katherine’s corrupt self.

First, there is the drunk and disorderly Christopher Sly who

onst “rin you, stess, i.e., he’ll
” ot er be she for glasses he
broke (Ind. 1.1).4

me” (2.1.1-2). Coming to rescue his obvious favorite, the father
ou hil
ne’er
xplains that a hilding is a horse
but that Shakespeare also uses it for “a contemptible or worthless
of sex [. . ] to re”
am “Was ever tie 37).
In a heartbeat, he is answered. Petruchio enters with the suitors
and servants in various disguises and immediately agrees with him
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on Katherine’s dowry. And Petruchio is also the answer to
Katherine’s predicament as they immediately disagree. How
different their banter is from Bianca’s silence which provoked
Katherine’s tying and dragging her (2.1.29) and from Baptista’s
disparagement! Petruchio lavishes words—both sweet and salty—
on her. He listens to what she says and bandies a suitable comeback.
Previously, Katherine told Hortensio she’d “comb [a husband’]
noddle with a three-legg’d stool” (1.1.64); his reply dismissed het:
“From all such devils, good Lord deliver us!” (1.1.66) Gremio
echoed him: “And me too, good Lotrd!” (1.1.67). Petruchio,
though, plays her game. When he says he’s “mov’d” to woo het,
she puns on his being a “movable” such as “a joint-stool.” Then
he joins in (punning is contagious) with “Thou hast hit it. Come,
sit on me” (2.1.198). (This is the second consecutive line they
share) All the while, the bantet is teamed with, well, hotseplay,
that repeatedly brings them into eye contact and eventually mutual
estimation. Isp’t this better than the paternal physical affection
Baptista bestows on Bianca? “Blessed are they that mourn: for
they shall be comforted.”

Not only are Baptista and Kathetine gaining relief from the
new arrival in town, but so is Petruchio who came to “wive it
wealthily” (1.2.74) and found the “Kate of [his] consolation”
(2.1.190).

The third image of Kathetine the curst, which continues the
whotes and horses pun and metaphor, is like Dorian Gray and his
portrait. We see Katherine finely tricked out in her wedding
costume. Inside, though, she is the equivalent of the grave-worthy
jade that Petruchio rides in his motley garb to the cetemony. The
horse is swaybacked and knock-kneed with a dislocated hipbone,
tumors in her legs and under her eats, and swellings in het joints,
jaw, and mouth. Mucous and blood discharge from her nostils.
Also, she suffers from jaundice, sweating and a dizzy madness,
perhaps caused by a sutfeit of meat (but aren’t equine beings
vegetatians?), so that she beats her head against the walls.” The
horse’s bit, bridle, girth, and crupper are in woeful condition (3.2.54-
61): Baptista has not governed his daughter well.

Katherine is the analogous walking-talking wounded because
she fears she’s been stood up and, yet again, held up to public
ridicule—though marriage to “a mad-brain rudesby, full of spleen”
(3.2.10) may be a fate worse than death or “[dancing] barefoot on
[Bianca’s] wedding-day” (2.1.33). Petruchio recognizes the mote
in his own eye; his deranged extetior matches both their choleric
intetiors. When Baptista objects to the groom’s attire, Petruchio
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As they begin their life together, we can take comfort in
Petruchio’s vision of her during their wild wooing;:

Still e east aja can hend why
Petr d her to he ¢ his horse,
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Another analogy applies to this wilderness experience on which
the the £S us. On the
roa ans, fro and blinded
by light when he hears Jesus ask why he persecutes him. After he
has fasted in a Damascus house for three days, Ananias comes to
tutor him and restore his sight. Katherine’s horse stumbles and
she lands under her. Rather than cursing her “bemoiled” state,

ash di ahe’d do (2
it Petruchio b o for supposedly

“Blessed are the merciful: for they shall obtain mercy™ freeing
others from condemnation also frees oneself from self-
condemnation and prepates one to receive merciful help in one’s
own time of need.

But where is the help for her in what may be het “dark night
of the soul”? The suffering Katherine yearns ever more deeply

with such over-roasted flesh” (4.1.160-62). Easlier, when Grumio
desctibes to Curtis the eventful ride home, thete is a jest about
whether the wedded couple is riding one hotse or two; could this

as they preside at Bianca and Lucentio’s wedding feast.
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on and Petruchi smogrifi
(in continue as she d to rise
P “Blessed are the poo for theirs is the
o n.” Butit’s hard to e self of the desir
moving protest:
My will of my ,
Or hea t will b

And rather than it shall, I will be free
Even to the uttermost, as I please, in wotds. (4.3.77-80)

his tibald jest (4.3.155-60). Katherine is still 2 harlot in the sense

c 121 Chri de n
s nsfor , the Vi o
parallels it.
e
for
bec e
kin s12if to

to of he ie.



148 Carol Schuyler

Kathetine the Curst’s Last Stand occuts when she “crosses”
her husband over the brightness of the sun vs. that of the moon
(4.5.2-23). (Is Petruchio cueing her that Brother Sun and Sister

Moon have rtance to a new n.
On the one chime you will it
nam’d, even that it is, / And so it shall be for Katherine” (4.5.21-
het name: s sn’t call herself Kate.
she is free to too, as she did in the

wooing scene: even if he “please[s] to call it a rush-candle,” (4.5.14),
she’

sio observes that “the field is won” (4.5.23). Is the
ind Pe raising ot his
for be enhed the ntio
they encounter on the road? There’s not a whit of the “stale”
here:

Tell me, sweet Kate, and tell me truly too,

Hast thou beheld a fresher gentlewoman?

Such a wat of white and red within her cheeks!

What stars do beauty

As those two face? (4.5.28-32)

Clear-sighted, liberated Kate takes this opportunity to get back
at her father and flirt with her husband:

Young budding vitgin, fair, and fresh, and sweet

Happy the parents of so fair a child,
Happier the man tars
Allots thee tor h1 (4.5.36-40)

When Petruchio abruptly reverses direction, pointing out that
this is a “withet’d”” man, Kate smoothly falls in about her “mistaking
eyes, / That have been so bedazzled with the sun / That everything
Ilook on seemeth green” (4.5.44-46). The stay in Petruchio’s house
has been a retreat to the green world where her life was regenerated.
Vincentio, who encounters her fot the first time, calls her a “merry
mistress” (4.5.52). Her eats must ring with this praise after the
batbs from her family and anti-suitors. “Blessed are the pure in
heart: for they shall see God”; Katherine now understands the
sun of her domestic universe. “Katherine” and “Kate” (and all

the Gteek katharos,

es Petruchio as “h
(5.1 d sails het Public test,
she d “the Kate in C ’ that
Petruchio foresaw in their wooing scene.
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Lucentio’s welcome speech at the wedding feast is
unconsciously ironic. It accurately desctibes Katherine and
Petruchio’s marriage at this time but he and Bianca (as well as
Hortensio and the widow) have a long way to go to match these
words about himself and his bride:

At ee,
An
To (5.2.1-3)

Petruchio’s remark is consciously ironic. “Nothing but sit and
sit, and eat and eat!” How boring after the life he’s recently led! Is
he for ontest? Kate and joins in by
pre the for clarity ab tk: “He that is
giddy thinks the wotld turns round” (5.2.20). The Widow ignores
her first question (“Mistress, how mean you that?” [5.2.22]) and
tesponds to Petruchio instead. But on Kate’s putsuant: “I pray
you [how politel] tell me what you meant by that” (5.2.27), the
widow persecutes her about her past: “Your husband, being
troubled with a shrew, / Measures my husband’s sorrow by his
woe. / And now you know my meaning” (5.2.28-30). Katherine
puts her down verbally; Petruchio sees more of a victory to savor.
He is sure enough of his wife to propose 2 wager and to raise it
when it’s too low—after all, she’s not chattel (5.2.71-73):

Let’s each one send unto his wife,

And he whose wife is most obedient,

To come at first when he doth send for her

Shall win the wager which we will propose. (5.2.66-69)

Hottensio smitks: “I am afraid, sir, / Do what you can, yours will
not be entreated” (5.2.89-90).

After his widow/wife will not come and Petruchio commands
that Kate come to him, he avers: “I know her answer . . . She will
not” (5.2.98). How quickly he forgets! He witnessed the sun/
moon and vitgin/old man tests. He declared to the tamer: “Well,
Petruchio, this has put me in heart. / Have to my widow! And if
she be froward, / Then hast thou taught Hortensio to be untoward”
(4.5.76-78). How like Jesus’s untrusting disciples he is! They saw
how the miracle of the loaves and the fishes fed five thousand.!
A little while later, when a ctowd of four thousand pressed them,
they despaired, not remembering the first such miracle or not
believing there could be a second one.™*

Kate, of course, wins the obedience test: “What is your will,
sit, that you send for me?” (5.2.101). Petruchio explains the
meaning of this “wonder” (as Lucentio and Hortensio call it):
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Bible.!® ‘The fortune of the meek is to “inherit the earth,” so how
tistar  dsthe avagantly:
will a Unto osses twen
crowns, Another dowry to another daughter, / For she is chang’d,
as she had never been” (5.2.113-16). Petruchio has indeed been

s th
fo

of Common Prayer:'

I am asham’d that women ate so simple

To offer war where they should kneel for peace,
Ot seek for rule, supremacy, and sway,

When they are bound to serve, love, and obey.

Howevet, her words unleash domestic strife in the other martiages.

It tho for etr as to

co ate mar te, ob 5D
after inheriting both the earth and the kingdom of heaven.

* K K

Dale G. Priest, in “Katherina’s Convetsion in The Taming of the

Shrew’" uses ssages to ot retation

to the husban of his wi is rsion of

a

a

d

Petruchio transforms Katherine’s “railing” to “sweet singing,” the
transvaluation of a “last” figure into a “first” figure (Katherine in

James’ Epistle.”
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Ibas ralle concepts (primatily)
in the Co In :

Out hope is that we may cease to be miserable in ourselves

with faith. The human soul must decide which to love and value
most: its gaze is turned upward to God in conversion or downward
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binds him applies to Kathetine who drags her sister onstage by a
thick cotd or chain to which she, too, holds fast:

when lu an to, d;

not che it ns n.
These were like intetlinking tings forming what I have
desctibed as a chain, and my harsh servitude used it to
keep me undet duress.*

Bian tests: ster, wrong me not, not If,
/ To a bon d a slave of me....Un s”
(2.1.1-4). Katherine’s come d to be a
wife: she asks her sis uitor s ; Bianca
A soul is ss to
hersel dsa an , can

and the children of Israel.”

jeal no provision
for
chooses (as
chio) you, nill T wil u
Iam ur turn,” her co “
wild Kate to a Kate / Conformable as othet household Kates”
(2.1.264 and the s s, h es: “I choose
her for and I be s'd, that to you?”

(2.1.295-96).
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deliberate misunderstanding: “T love thee well in that thou lik’st

[the cap] not” (4.3.83). His instruction mirrors that in the Sermon
on the Mount:

fore th eat? Of,
shall k? clothed?

tesistance .. .”** The most important definition of the relation of
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filial rather than a servile obedience (in the latter, one desires
external rewards or fears punishments; in the former, one obeys
from love because one delights in the loveliness of God).
Obedience or charity is following Christ’s twofold commandment
of love: first, love God with one’s whole heart, mind, and strength
and, second, love one’s neighbor as oneself in God (which consists
ss thatis 1
“Our str
as weak, our weakness past compare, / That seeming to be most
which we indeed least are” (5.2.175-6).
Roy Battenhouse, in “Augustinian Roots in Shakespeate’s Sense
of Tragedy,” uses Antony and Cleopatra, Macheth, and othet plays to
illustrate that “[o]ne of the significant features of Shakespearean

ry that te ible orp gm,
play’s is 2 ests the
“double-level language” is reminiscent of Augustine’s aphotism
that the sins seek buta sortof ~ ness to in
a pt pe d, and, so to say, s1  h free 3

as an emblem of his mission, which is a perversion of devotion to
the cro cano eol

encour logy: as
their souls as brides of Christ.

Notes
1. All references are to the Arden edition. William Shakespeare, The
of the Shrew, ed. Brian Morris (Walton-on-Thames, Surrey: Methuen & Co., Ltd,,
1981).
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. Motris, 198.
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8. William Shakespeare, The of the Shrew, Utah Shakespearean Festival,
Cedar City, Summer 2004.
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10. Mortis, 249.
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Parrot, Parody, and Paronomasia:
Damnable Iteration in

Henry IV, Part I

Michael Flachmann
California State University, Bakersfield

he Tar
In for
ter WwW

vows to train a statling to speals “Nothing but Mortimer” in
harassment of “this vile politician Bolingbroke™ (221-223, 238)."
Blsewherte in the same scene, Percy claims that the foppish lord
who demanded his prisoners on the battlefield was little mote than
a “popinjay” (49) ot a noisy patrot, while Kate later calls her choletic
husband a “paraquito” (2.3.79) when he refuses to answet questions
about his preparation for war. Likewise, Hal and Falstaff discuss
cuckoos (which mimic cries of other bitds) and sparrows in 2.4.341-
350, estridges and cagles bate the wind in 4.1.97-99, and Wortcester
in 5.1.60-61 accuses the king of mistreating his family “As that
ungentle gull the cuckoo’s bird / Useth the sparrow”  Most
memorable, perhaps, is Hal’s metaphoric indictment of the
intellectually challenged Francis, who has “fewer words than a
parrot, and yet the son of a woman” (2.4.96-97). Like Hotspur,
Francis has descended a full link on the Great Chain of Being,
reducing both men to bestial parodies of the divine potential
encoded within their immortal souls. These omnipresent chatteting
birds, mocking their surroundings with satiric glee, are emblematic
of a play in which echo, resonance, and mimicty reverberate
throughout the dramatic landscape. Such repetition is not only
evident in the language and action of the script, but also reveals
important truths about Shakespeare’s experimentation with the
relatively new genre of histotical drama so popular in England at
the time and helps explain why Henry IV, Part I is arguably
Shakespeare’s most admired, accessible, and satisfying history play.

An important early example of this repetition can be found in
the many parodic games played by Hal and Ialstaff in the “churls
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sec of the t del of
b« ¢ that P one tant
into the script, for i the king mimics

Wes rt of “uneven and me news” with
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Falstaff mirror each other’s invective-filled diatribes in 2.4.220-

(3.1.229-230); pur ics Kate’s ¢ ne, in
with his own 1 of t oaths (3.1. ); the
Hal of the time Richard IT was mocked by “gibing boys” (3.2.60);
and Hal’s to his fath at he “will die a ed thousand
deaths” rates two later with the “A hundred

thousand rebels die in this” (3.2.158-160).

early in t ipt, mportantim the technique
near its lusi specter of kings. After
Dou Sir Wa u 5.3, e, Hot  texplains
that m was b fur the K himself”
(21), but was not, in fact, the royal object of their search. “The
ts” fe s s
wi hi o 1
ce, m t ’
(26-28). One scene later, when onts Henty
on the battlefield, he moans in e king! They
€ hi
on th
of 24
to the king himself, not a f his ws” (5.4.29), Douglas
admits, “I fear thou art cou , / And yet, in faith,

thou bearest thee like a king— / But mine I am sure thou art,
whoe’er thou be, / And thus 1 win thee” (34-37).
hi e
o} y
ff a
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counte 2 5-486) and rep later in the script with Sir
John’s ip of his thread soldiers as “slaves” and

Shakespeare’s actors simulate the roles of all the historical characters

tive creative process thatbri o life well-known personages
the recesses of English his
efore, ima  of talka  par

cou and r are  umber o diti
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av

th

n
pres inthise thee lay intoad
fulfi of his nin the same
that 2 the
Falst de ting
of h in in 2
to deliver what it has guaranteed.

c i scti

ludi f b 2.4,
rew a n n of

plot to steal the throne, and is itself butl d by Sir John’s
accusation in 3.3 that his seal ring “worth martk” (80) has
been stolen in the tavern. In this sense, Falstaff steals from others
and is then himself the victim of two subsequent comic robbeties.

$

ts

f

e
men because of his immense size and comic exuberance, descends
to sel

ody latet in the play when his ued is a
weak of his earlier robust self. In addi Hal —
n H
T y’
f st
his Plan *(1.1.8 he sets up a n in which Hal
is the “ feit” p while Hots “true piece of
d.” i ,
eve e
en t

contrasts his tise in power with Hotsput’s

<

113

ill-weaved” and

, is the anticipation of the real
d his father in 3.2 via the mock
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interview featuring Hal and Falstaff in 2.4, The script provides, in
fact, a double prefiguration of the later scene by first having Hal
play himself opposite Falstaff’s king, then reversing the order
whereby Hal impersonates his father and Falstaff enacts the prince’s
part. Both playacting episodes create a sense of %" v# for audience
members when they are finally treated to a solemn version of the
two earlier humorous scenes, thereby forecasting the script’s
eventual movement from comic to serious mode via the final defeat
of the rebels and the restoration of royal order at the conclusion
of the play. Thus the sctipt creates a Janus vantage point whetreby
viewets watching the playacting scene can look backwards in time
to the real-life historical interview between Hal and his father that
undoubtedly took place, as well as forwatd to the later theatrical
encounter in 3.2, In addition, we learn a great deal about this
dysfunctional father-son relationship through the eatlier mirror
scenes involving Hal and Falstaff. Not only do the two “actors”
brilliantly anticipate the speech mannetisms of the prince and his
father in 2.4, but the intensity of the king’s anger at his son is
expertly parodied in the earlier scene. Further, Hal’s “I do, T will”
provides a pseudo-comic anticipation of his eventual rejection of
Falstaff at the conclusion of Heury IT’, Part I1. Similarly, Falstaft’s
agonized “Give me my horse, you rogues, give me my horse . ..”
2. 9 seenasapre  to King Ri s ¢

A om for a ho (5.4.7) in rd

that’s a topic for another paper.

This vast network of verbal and situational parody encourages
us to consider other important ways in which the rhetorical device
of repetition serves the script. To do so, we need to step back
from the play and evaluate its proper place in Shakespeare’s Henry
1V tetralogy and in the larger scope of the authot’s entire seties of
history plays. Heury IV, PartI is, of course, the second play in the
four-part series dealing with the beginnings of the Wars of the
Roses, which sutveys historical events ranging from the eatly 1390%
to Richmond’s victory over Richard 111 in 1485. The second
tetralogy, including the first three parts of Henry 11 through Richard
I, was written first, yet it deals historical ts fo
those of the Richard IT — Henry 1.7 s. In this , the
II tetralogy is itself a prequil—composed later, yet dealing with
catlier historical material. All theatrical versions of history are
repetitive, of course, since the very nature of the genre relies heavily
on an audience’s prior knowledge of past events. In these two
tetralogies, for example, Shakespeare was indebted to narratives
derived from Holinshed, Daniel, Hall, Froissart, and other
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chroniclers of the time whose sole purpose was to provide recorded
histotical information for a reading public eager to learn more
about its national identity. As a result, Shakespeare’s plays echo

pe his source are thems a written 1
histotical m that lie at three re

the

the

of

ourselves situated within a chronological continuum that teaches
us our proper place in the universe and our complex relationship
to the millions of lives that surround us.

in the then, i tin its lan

situati but in re’s m no

In this crucial sense, the entire play is a parody of English histoty,
p a posit ¢ spin on wel factual cvents.
S at akin us’ “tragical-co totical-pastoral”
sub in (2.2.398),Sh  speare is refining the relatively
new ati ory of “histc  al comedy,” which was still in

its infancy at this time in the evolutionary development of theatre.
If history is a story told by the winners, then Flenry 117, Part I may

of history and the inevitable movement from feudalism to
nationalism as he is by the deadly sword of Prince Hal.

As a result, Shakespeare has created what New Yorker movie
critic Anthony Lane has, in another context, called “the comedy

of apo 2 by tu e rs of war and death into a
comic ‘piece. r are usually parodic since
playwrights are always under pressure to rearrange and massage
past to yield gtha  ngr tes the victors. Ina
mor ingful w e, H IV Iis “comic” because

Prince Hal is an obvious pacan to Elizabeth I. For an attentive
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Renaissance audience, England’s “ideal king” is a prelude to
England’s “ideal queen” within the majestic and enduring symphony
of time. Like Prince Hal, “who never promiseth but he means to
pay” (5.4.43), the script of Henry I1/; Parr I—through its abundant
mimicry, echo, repetition, and parody—confirms audience
expectations at every turn, thereby satisfying the dramatic appetite
it has so cleverly created. Though Prince Hal dwells at the center
of the play’s “damnable iteration,” this textual repetition is violated
in a single, meaningful way when the son refuses to copy the actions
of his father. In order to become a mitror for magistrates, Hal
must of necessity articulate a different vision of kingship than
that presented by Henry TV, whose stain of usurpation and manifest
behavioral flaws he must eschew before he can rightfully govern
the kingdom. In this sense, the play is an intensely personal parable
about a young man who breaks out of the repetitive and parodic
world around him to find his own unique and ultimately “comic”
path to the throne of England.

Notes
1. All quotations ave taken from Henry (1%, Part I, The Arden Shakespeare,
edited by David Scott Kastan (London: Methuen, 2002).
2. *“This Is Not a Movie,” The New Yorker, Anthony Lane, 9/24/01, p. 79.
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The Queen Triumphant:
Gender and Power Struggles in
The Winter’s Tale

Sarah Carr
University of Puget Sound

i ey
re
er

11 even ert the
o n th his e
u ’ he s that
ale charac queen an and
authortity the ac ab r of
Sicilia. King Leontes is an emotional, irrational man who is insecure
about his on of and tful of his wife bec
ol the in ¢ that clds Hermione for her
po sac tion of di ty self- ol that appears
to date band. Sh  sp pits two characters

also stays within these same traditional bounds. 1 would argue

tha pl P
in c h
ma ns tr

of the king are ineffective in subduing her; and that her triumph is
so emphatic at the end of the play that it can be read as a subversion
of A

first manifests his insecurity about his power by
turning an irrationally jealous eye upon Polixenes in Act 1 Scene 2.
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Alth “were trained the h ,
and xt them then an ’ d
equa is more stro ce d in his discomfort
with We are told he for “three crabbed
s” ain H e’s ented to
2.1 even sh son and

pregnant with his second child, he still seems to be unsure of whether

As his cu him fur a state of misguided
and despe vi ss, he b more and more the
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denigrate and dominate her by believing her false and condemning
het to death.

In his attempts to quell his insecurities and reaffirm his position
of absolute authority, he oversteps the bounds of friendship, loyalty,
and even law. But when he challenges the power of the divine, he
is at last undone. Apollo himself intercedes for the queen,

di th his oracle that “Hermione is chaste, Polixenes
bl ) Leontes a jealous tyrant” (3.2.132-133). In
despera c ut that “there is no atall ’th’o
The ses o) This is mere false ”(3.2.139-
He to possess greater than , thereby inci
the of the divine and he d his son, the
is a t of r, and
bi e ree rs Tale
s a eful j sy and
| atte to t hi and keep “within [his]
have rel her less super  y and caused

his own downfall into infamy (2.3.206).

Hermione’s character provides a striking contrast to that of
het husband. While he gropes for every possible opportunity to
display his authority and allows his own emotions and insccurities
to dictate his actions, she remains calm and rational. Anna Jameson,
in her nineteenth-century examination of the character traits of

Shakespeare’s nes, de  bes this or calm” as an
indication of st profo pathos, th vivid impression
of life and nal .3 She credit queen fect
command her feelings” and ¢ plete s on”
that allow her to maintain her dignity and power, despite her
husband  alous attempts to wrest from her.’

Itis  atentthat Hermione has ssed this internal power

and has exercised it over Leontes for as long as she has known

him. As mentioned above, she kept him waiting for months before
ly consent be his wife. Given his 3 ipulate
fstant em , he probably ‘fell in her wi
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ng and cly began pressuring her to matry him;
ione, on hand, held him off and let “three crabbed
months sour themselves to death” before making the decision to
become his queen (1.2.104). We sce therefore that even in the
carly stages of their courtship, Hermione was the more powerful
partner—a fact that Leontes seems to be very aware of and
uncomfortable with, given the fact that he still rebukes her for
holding him off after years of marriage.
When Leontes comes to rail at his wife with his fanciful

accu s and order her sonment in Act 2 Scene 1—the

first confrontation b n the two—Hermione maintains

her composure remarkably well. Although confused and horrified
become irrati

ults at her hu

“bedswerver,” and “adulteress”
(2.1.91,95,90). l.eontes is acting and speaking completely on
misguided emotion, and is obviously trying to rouse an emotional
response from her; if she bursts into tears and wails at his feet or
pleads with him for mercy, he will gain what he wants—the upper
hand in their relationship. Hermione, however, does not weep or
plead. She tells her husband calmly, “You, my lord, / Do but
mistake,” and warns him that he will regret his irrational and
slanderous behavior (2.1.82-83). She then turns to the lords
witnessing this power struggle to explain that she is “not prone to
weeping, as [her] sex/ Commonly are” but that instead she has

“That honou [within her] which
than tears dr ,113-114).  Her se
her announcement of her intent to be patient and rely upon the
rati o co sleo  ’jea and rage.
He p he iyl nce to assert
his 1 th Although the scene ends with

Hermione’s imprisonment, the queen leaves as composed and
“honourable” as ever, having won yet another battle in the constant
power struggle between Leontes and herself. She has maintained
not her ity but the support of the lords, who plead with
the on behalf and re-emphasize the irrationality and
foolishness of his behavior.

The trial of Hermione can be seen as the culminating battle
between the king and queen. He sets himself up as both the
righteous accuser and the discerning judge (and comes off instead
as the false accuser and the tyrannical judge) in a last-ditch effort
to establish his supetiority; she comes armed only with her own
sclf-control. In her defense, she once again refuses to weep, plead,
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or anything that will w n of ess
“I  cence shall make false and t tre

Leontes to a jealous tyrant.

d uxur
« 1 cont
3 ) ndle

him to be racked by remorse and “shame perpetual” (3.2.237).

o i S O DR o

chooses instead to mitror the long-suffering loyalty of his wife
that he once made the mistake of doubting and profaning,

While Leontes grieves and pines ceaselessly for his queen, the
fact that Hermione remains in seclusion for a full sixteen years
indicates her complete psychological independence from him. Her

oty maintains to ,buthe hasnor power

her; she is co to in hiding until hter is

restored and ng fully When she ly returns to

the arms of sband, s o by descen goddess-like
emb aul

asan of
es th je
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redeems it through... patience.”® Having conquetred him,
Hermione teaches Leontes the patience and self-control that are
the sources of her power. “Leontes has to learn the woman’s patt,
by unknowingly emulating Hermione as if he had tried on a
woman’s tobes, before he can find her again.”’

It is useful to note here a less hopeful and less subversive
interpreta of ding of a n Willia , in
her book Pa of Shak ¥ argues The
Winters Tale upholds patriarchy rather than subverting it. Although
Leontes does have to learn from Hermione’s patience and self-
control before he can recover his wife and daughter, Williamson
contends that this concession does not make him any less powerful:
“the ruler has needed to absorb female values which preserve life,
but those values do not alter his power.”® Her interpretation of
the play does not grant Hermione any ttiumph in the royal power

s e, butle  Leontes in possession of “total authority, which

a sand ¢ ols female creativity;” “the absolute power of
rto is unques d...a gh
rooo he transc that i se.
s ng t lessen his power.”

While this is reading certainly makes sense in the context of
Elizabethan patriarchal attitudes, 1 would argue that Shakespeare

ing more here than s ‘e th venti values
is day. The fall of ] 8, it not de his
comple n cal power, is nonetheless great enough
that he e it ur changed; he does not transcend
his iona tyrannical imp his own, but is punished
by the Apollo and by ne and is forced to learn

gentleness and patience over the period of sixteen years—under
the ‘patient’ tutelage of Paulina. His continued remorseful and
distracted state, even after such a long interlude, shows him to be
tar too dep nt upon hi en to be an i endent and
absolute aut y. She still s such power him that he
would rather remain childless, thereby ensuring the end of the
royal lineage, than dishonor her by taking another wife; a king who
believes himself to be in possession of absolute power would not
be likely to manifest such compunction when faced with the
downfall of his dynasty. In addition, the manner in which
Hermione is finally prepared to be reconciled with her husband—
in a chapel, “awakened by faith”, descending from a pedestal—is
too suggestive of the divine power and mystery of forgiveness to
be metely the return of a forgiving and subordinate wife (5.3.95).
Lastly, Shakespeare cleatly portrays the queen as such a strong
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tc
st
n
relationship that he creates is too well-develo to be cast
off at the last minute and teplaced witha typ  pa 1 form.
Taki account the political and ideo  cal atmosp
of the ¢ r which Shakespeare wrote at point will
ht to my faitly radical ation of The ter’s Tale.
as members of twe century soc  tend to

consider the idea of female equality and empowerment as a more

which the court of England during Shakespeare’s time was
i

since both the one and the other are included under the species

play is a ct of at the If of this the

Giu ’s t exa of excellence is  bella of
Spain, whose name strike a chord with Eliza
nobles who both ad o the Book of the Con as a
and were the pr - yau for Shakespe ter
Isabella was on the powerful and gu

the Renaissance—her fame would not have lessened much in the
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chan  re  us and pol
t have ta favourable
S ar ed directly with in his play
1111, at the same time a s Tale, 1T w
risk d sing from rigin ybr ngin the text
of as d play her Ido out  unmistakable
correlations between Hermione’s self-defense in The Winters Tale
and the efense of erine of Ara one’s calm
and gra defense cl mirrors Ka oth in the
Sha play and in the histo accou its inte
and sessed character; and as Ka ’s basta

(and then reclaimed) daughter continued the Tudor line, so does
Hermiones daughter Perdita reappear to assure the continuation
of the Sicilian dynasty. These are connections which would have

Notes
3. Jameson, Shakespeare’s Heroines (Iondon: George Bell & Sons, 1898) 160.
4. son, 167.
5. 1e nc
play can b he
in hiding 1
to suppott ad ever, end, itmustbe a that Shakespeare

simply doe sp ther ione hid or was ly restored.
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6. Paula Berggren, “The Woman’s Part: Female Sexuality as Power in
Shakespeare’s Plays,” in The Woman's Part: Veminist Criticisns of Shakespeare, ed.
Carolyn Lenz, Gayle Greene, and Carol Thomas Neely (Urbana: University of
1llinois Press, 1980), 30.
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8. Marilyn L. Williamson, The Pazriarchy of Shakespeare’s Comedies (Detroit:
Wayne State University Press, 1986), 153.
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10. Baldesar Castiglione, The Book of the Conrtier, trans. George Bull (T.ondon:
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