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oo : . ABSTRACT
0 L . . ‘ - . . “
M N L S : : o ¥ v .
,Next'to‘Hamlet, Romeo and Juliet has been for audlences the most
" . L
. . : . i. g e, -

enduringly 7pbpular of all Shakespeare s dramas on the’ Engllsh stage.

Although the text of the play has received a falr measure of study’ from'>
"cr1t1cs,‘very llttle has been wr1tten on how dlrectors and actors through
the centurles 'have 1nterpreted the play This thes1s, therefore,

B3 o

examlnes varnous changes in 1nterpretat10n that the play has undergone in

§our centurles of performance on’ the Eng11sh stage and proposes reasons

" for those var1at10ns in 1nterpretat19n.': : LT e
L . . co i R i . 5.1-

Four representatlve productlons of the play- frqm the Restoratlon
'to the'present day have been‘chosen for study' _ Dav1d Garrlck s at Drury

2

‘Lane in 1748 Henry Irv1ng s at the Lyceum 1n 1882 W1111am Poel 's at the\

R vRoyalty in 1905 - and. Franco Zeff1re111 s at the Old Vic in 1960 X Both \\\
- - . . ° / N . ._ )
'Garrlck and Irv1ng were the leadlng theatrlcal flgures of thelr ages,

. - // .
-actor—managers - who were 4strongly bound by ‘contemporary :theatrlcal
'conventionswfand btastes but whose pre-eminence also .allOWed- them to S

“introduce . 1mportant o innovations' ‘to  their presentatlons Cof

‘ Romeo and Jullet wh1ch markedly 1nfluenced many subsequent productlons of T
the Play . Thelr versions of Romeo and - Jullet thus became the def1n1t1ve o '

’vers1ons of the play in thelr own ages. Garrlck restored a more orlglnal
’ dtext of- the play than had been performed in England since the Restoratlon
PR b 'yet conceded to the elghteenth[ century s taste .for spectacle and

sentlmentallty “ by - 1nterpolat1ngm a funeral process1on and dlrge -and ajA‘

@



.seVenty—five—line death scene. . His alteratlbns'to Shakespeare's“ plot,
characterlzatlon and language were largely grounded in the tenets of neo-

. f

classical traglc‘tbeoh e Irv1ng S productlon refleqted the n1neteenth—

L “centnry trend)‘ ﬁdwﬁ !]?regtoratlon' of Shakespeare s textsq‘but .also’
el "y K R . | '
: N *;Mz o ,é .
accommodate& tﬁg Amﬁhg ry s - taste for h1stor1cal dLalism . and
- N : QSIL '

plctorlallzatlon, In 1ntenpretat10n. the forty four~year—old Irv1ng

v

\ irenv1s1oned a whole producfion concept which cﬁﬁld accommodate hls_playlng

"

. [ .
4. . . | x ) . O -
' "Romeqwas a more mature, sombre lo

Twent1eth—centdry Shakespearean productlon, by contrast has.beén';
- MVl characterlzedv both by an enormous prollferatlon of pefigrmances on the J'u
English stage and a.great dryer51ty in approach,to‘those presentat10ns:
Two kmajor_ trends,ﬁ howeyer, have emerged;‘ ‘Zeffirelli;sk production,,.
,'representatlve of‘tthen_twentiethecentufy 'eclectic attitude“'in ?hhlghx”
‘anythlng goes," has made Shakespeare relevant to modern concerns.l ‘fortr

Zeff1rell1 ‘this -was a -contemporary drama; Shakespeare was given a

\ ’ ’ " R o ‘\\"-
ical relevance”and'Romeo and Juliet were presented\ as
. ‘ » _ L

unaffected ‘teenagers hav1ng much in common w1th young people 1n ‘the

Y

modern = sociol

twentieth century. In hls treatment of the play Zeff1re111 sacr1f1ced

“:Shakespeare's romant1c1Sm for reallsm,; William. Poel s product10n,»on the

. other‘handﬁ‘ aimed at.a camplete restoration of Shakespeare S text on the_”
stage:and used thatutext as”the solekanthority’for 1nterpretatlon; ‘The
,integrity 'of?the text, the continuityiof thelaction, the non—locallzed

scene -the SWift and ‘musically inflected speech —- these were " the -

pr1nc1ples that Poel s 1905 productlon/of\Romeo and Juliet embod1ed
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A Note on the Text — ~( ./

© The; New Variorum edition is the edition of Romeo and Juliet that

" has been used thgoughout'this thesis.

b

\ For David Gaffick'S&l?AB version of the play, his Dramatic Works

(179%), repeated by Gregg in 1969 has been used
E
. The newest and best edltlon of Garrlck s .works, entitled The

i
' —-...,.,

Plbys of David Garrlck Garrick's Adaptatlons of $hakespeare,, edlted by

\

Harry Wllllam Pedicord and Fredrlck Louis Be;gmenn and published in 1981,
was acquired by the Unlver31ty of Alberta Library just as this thesis was
St

' belng completed.' ‘This edltlon, which contains .4 number of llne
variatidns \ffem ‘the 1969 edition - by Gregg, was- unfortunately not
available for my use.

’
EN
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Introduction e YA

|
!

Very _little is known about the stage history of Shakespeare's'

’ ',~ £

Romeo and Juliet in Elizabethan times. Writers of the period could havep

read the story of’ the two young lovers pin The Trag;call Historye of

ﬁ6ﬁeus and Juliet, adApted in 1562 from the Itallan by Arthur Brooke,v

~  some referred to a dragmatic version of the tale written probably in 1594

by William Shakespeare, and quoted scraps of text; but the earliest )

surviving eye-witness accounts of Romeo and Juliet are ones given after

the/ Restoration. It is one of the ironies of English dramatic history

&

that the greatest period is the least documented. Dramatic criticism, as

-

we know it, did not existuin the age of Shakespeare; it erS‘its‘growth

to the development of the newspaper and the periodical in the eighteenth

century. Plais were regarded as ephemera things -- as part, of the world

f\\\ \ of ert

\\\\\\\\ entertainment which included bear—baiting a‘d cock fightingj no. one

hought of writing dramatlc notlces of these grim sports. Yet here and

there, ~in 'the dlarles and notebooks, the biographica §ketches and
. . & . . . X . PR i

 pamphlet triviaj. comﬁents'are found on the drama, although ref

- . . . . . . - (1

specific productions ate rare indeed. o \

ThatpShakeapeare;;\§Bheb and Juliet was already popular in 1596,

‘howevet,jis shown by the title page of. the first printed copy (Qy, 1597);

probably- by actor's memorlal recoﬂstructlon,\\yhach descrlbes the play-as

"often . (with great applause) plald publlquely, \\?\the rlght Honourable.
the L. “of»Hunsdon his Seruants." This company of actors was thus ~known
. . . i \ E . . R : . "
only between July 1596 and April 1597. = The play's popularity, affirmed

tv'& ‘p ‘. ’.»“ | “ B ‘,)' . Av .‘ 5 | v ' | _’

<



2
by the first Quarto, iy ‘attested by the frequent allusions in

contemporary literature, from Marston's Scourge of Villany (1598) through.

-

Johnﬁ Weaver's Epigrams (1599) and The Return from Parnassus, ' Part [

(?1599), “in which a character's misquotation of 11.iv.41 is hailed. as
- "Romeo and Juliet," to L. Digges' memorial verses in the first Folio

‘(1623), “;hiph declares it "iﬁpqesible" fpr "some new strain t' outpo/
Paesions aof Juliet and Rameo."’ Both the second, the "good" Quarto
(1599a)and the thlrd Quarto (1609) give testimony that the play had been
” "sundry t1mes’pub11quely acted" by 1609, Q2 speaking of performances by
the "Lerd Chamberlain's," and Q3'referring to performances "at the Globe"
by "the Kings ‘Maiesties Seruants."  Although no actual ‘reeord of
performances before the Restoration eurvivee, the fact tpat thekplay was
reprinted four times in Quarto (Q4§ 1622' QS’ 1637), as well»as the
..evidenEe afforded by the title pages of these ed1t1ons, supporte‘ the
‘bellef that this tragedy held the English stage until the closing of the

,theatresﬁln 1642, , ' i L / ) ,

\ When the qheatres reopenedo“in the Restoration in 1660,

Shakespéare's Romeo and Juliet was one of the first plays to be revived;

the English stage annals, moreover, reveal a nearly unbroken chain of

PR

performances for. almost four centuries, deménstrating that from the

&

Restoration to the present day the piay had retained its firm hold on the

,Engllsh stage Indeed ' next to Hamlet Romeo and Juliet has beep for

audlences the most endurlngly popular of all” Shakespeare s dramas’ on the
Engllsh‘stage.
Aifhough _the text of the play has received a fair "measure of

- study from critics, it is surprising to discover that, in light of the

|
;
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play s con31stent popularlty on the Engllsh cr1t1cal

()

vi,attentlonl has been accorded\lts stage hlstory ‘ Most'of what has been'

owx s
e ) .u’ \

yhvrltten on the play S performance hlstory has been of a general nature'

Lchronmc&es of notable Engllsh stage Romeos and Jul1ets,u and dates and;gf

v/
R

”places of famous performances.; Very 11ttle'ﬁ owever, has been wrltten on;f"*

y

; how dlrectors and actors through the centur1es have 1nterpreted the play )

',f;n :1nterpretatlon’ that the play has undergone. 1n four”‘centurles Jofx

1ifperformance _on the Engllsh.gstage and to propose reasons:,forj'thésefs

_ﬂcentury,_were the leadlng theatrlcal flgures of thelr day, actor—managers

Lf tastes, but whose pre-emlnence also allowed them to lead that taste land

cet

"varlatlons 1n 1nterpretat1on.'"

the play..‘ Thelr ver51ons of Romeo and Jullet thus became the deflnltlve ;i,

R : a;'-,.. <

L
1

rlt 1s the purpose of thIs the31s, therefoq?, to examlne varlous changesh;i'ﬁ

vo‘_. . N S-S

0,\,!-"1‘0 . . . '&_".»'

A

o

Four representatlve productlons of the play;from the Restoratron s

'to the present day have been chosen for study DaV1d Garrlckfs at Drury

Laneﬂln 1748 Henry Irv1ng s at the Lyceum 1n 1882 Wllllam Poel s at the~ w,i‘f

Royalty in 1905 and Franco Zefflrelll s at the Old VlC 1n 1960‘0

N

Garrlck the e1ghteenth centuﬁy, and Irv1ng, bbnf;the nlnetgenth

] Lt T

- i, s R, .

a*‘who were strongly bound by contemporary theatrlcal conventlons and

s Tl

therefore to 1ntroduce 1mportant 1nnovat10ns to thelr presentatlons of

‘u,, . B Ly -

Romeo and Jullet whlch markedly 1nfluenced many subsequent productlons of

B -;‘. - I3 e 2T

vers1ons gf\the play 1n the1r own ages., Twentleth century Shakespearean
, he » , ~ RS S ,,°F=,
productlon by contrast has been characterlzed by both an enormous;» S
prollferatfon of performances ol the Engllsh stage and a great d1vers1ty

1n approach to those presentatlons. Two maJor trends, however, have

@




7 'i . e ' f.‘:" "‘; ’ . !
e ; * 'HA
‘Hj,emerged Zefflrelll s pvoductlon,, representatiyejpof 'the“‘tWentiethe

tzéﬁcentUry eclectlé- attltude in. whlch anythlng goes .‘makés‘ Shakesng;‘"
‘relevant to modern concerns.l Poel S productlon on the other hand a1ms ’
'ﬂat the complete restoratlon of Shakespeare s text on the stage and ‘useSfiu"

'“_that text as the sole authorlty for 1nterpretat10n." Both dlrectors have'

lspbeen greatly 1nfluent1al n» the presentatlon of Shakespeare on;lthe_

_.twe.nt’l'eth‘—ce'r}tury-,‘;srage_-' S w R

“"Because";ft four: productlons *caﬁ"be v1ewed Jgenerally Cias

oL

iireflectlons of or reactlons to the ages 1n wh;ch they are ﬂperformed3w‘itﬂ.l'

-,:- . : »

vfbecdmesu~neceSSary to examlne not only the four productlons themselyesf -

";5but also to place them 1n a larger, hlstorlcal framework Consequentlyyk;%:

3 P

'jjeach chapter of the the51s analyzes not only a partlcular productlon kof.”

' ‘*fRomeo and Jullet in detall but also glves a brlef hlstorlcal survey,”;;>

™

summarlzlng any general dramatlc currents of the age and any advancements,l

-+ . . _“ .], .

'fgd1n staglng technlques wh1ch have affected Shakespeare— 1n' performanceyg

3 g

Z:ﬁ;‘durlng that perlod

Common to all productlons 1s a dlscuss1on of thei actor—manager s'

‘keiOr'idirector s‘rmajory~1deals/for the play, hisv interpretatlon of %he;
"sacharacters of the t1tular flgures,' as well as any exc1s1ons made 1n the'“h

'7}jtekt.'and ‘reasons for them moreover,Vasome‘attent;on is® pardufto thei_

lcritiCal;‘ receptlon of the productlon and éj"influence athat‘.thef
‘“ﬂdirectorfsh idéas_ anf" stage work have had on: succe531ve generationSf(of'"
. Lo e 'Pn R e - - L s "

P

;:theatriCalu’taSte,.and' actual‘_practlce. ~f.BeCause these . 'productions = -

frepresent four centurles of" Shakespearean performance h0weyer,.there'isf.l
e

._ﬂ. o

vlih} the way the four people have approached the textffofasf
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_‘ Romeéifarid Juliet and ‘vt_hev‘ ménf;ér rbf-f';‘):r’esen;tbing thlS i‘P‘_la‘Y""Ori the o qul‘vish )

Cstage. @l



: enemles.,; o

-V~C;Tapestry,,:‘and the Stage strew d w1th Rushes, (wlth thelr

S "Chapter lf
“-.::Iﬂ,)vayid-'Gafrrick;v ?,::Sha'ke_sfpeare 'Refined e

When Charles II came to the Engllsh throne 1n 1660 the London'd‘

l

”theatres\ had been closed for about elohteen years e s1nce the purltans,"

b A
n;fl642,: had ordered that actors 1n all "Stage Plays, Interludes, ‘orf"

.,.‘,« . N

fhlother common Plays ‘were. to be punlshed as. Rogues,. accordlng to Law

D

HfOn August 21 : 1660 the new klng 1ssued patent letters for the'_

@

: llncorporatlon of two companles of playerS°v by thlS offltlal ac;g.;he‘,~
d; theatricalhglnterregnumj.was brought - to an end;w and the)“stage}7vn0w“fﬁ

B ”fprotectedf byyroyal‘patronage,' was safe from the attacks of 1ts, phritan;5
e e T A o : G S B

Londoners who recalled the last performances allowedl'in~'the

2

'{publlc theatres under Charles I however,’were to f1nd condltlons greatly}ll

N

jaltered mg the new theatres, w1th such 1nnovat10ns as,the appearance"ofﬂ‘

-fvfwomen as performers and the employment of scenes In -former tlmes,

.’ u

'.fsays a wrlter of 1664 the pub11c theatres were "but pla?n and 51mple,fy

‘-with ne - other Scenes,i nor Decoratlons of the Stage but only '01d:a-

/

/,Habltsfjb

'accordlngly) whereas ours now for Cost and ornament are’ arrlv d to- thef-
TR : . o ; ; :

'.,helght of Magn1f1cence. . If thls,'wtoday, .seems extravagant pralse at

ff least',the >\Tlus;on of drama was greatly enhanced by the addltlon _of

C‘

',:movable palnted scenery The pub11c theatres were now also roofed w1th :;
5 ‘aexpenslve seats in the plt" where once the groundllngs had stood ;andf

_{the‘:aprOn;nstage,. much less protuberant than before, became merely an“.

v



S .
i S

exten51on beneath a proscenlum arch w1th1n whlch much of the actlon took.
Q - . " B . . -

.,‘”place.. Thus, 1n these theatres the rudlmentary\beglnnlngs of the boxed—ﬁf

'“1n stage could be seen' 1n general the stage arragéement for this perlodV

vh.wasd»a{ tlme of tran51tlon from the older non. scenlc» platform stage,;toi“

:'the later“ plcture 'stage w1th 1ts elaborate scenic effects._’It*was also "
) LA $ ~; X . o v

Vdurlng the Restoratlon that mu31c took a permanent and 1mportant place 1n
?theatrlcal performanceS°l the.opera was a newv popular entertalnment and.>
‘h;fthe song became an- 1nev1table element even in serlous.plays.‘;‘
:fﬁfT.f Restoratlon therefore gave Londoners publlc theatres ;55&&

ragarn and'the managers of the new houses very soon gave thelr ‘audiences.l
;;Shakespeare;?ffThe'faudlences“ approved.and a number/of the dramatlst s;

ft:plays establlshed themselves al;ost atlonce in the permanent 4repertoryr;
fthestoratron changes,binl the structure\and techh1cal~.resources éfdffhélf

‘fstage,b”however; brought 1nto ;view whati‘eemed*‘toj the "fashlonable"}?

‘fRestoratlon theatregoers the anthuated dramatlc\technlques of earller"
SRS S N
‘ playwrights such‘as Shakespeare who“hadrbeen able to tre:

fthelr materlal

b fmuch more plastlcally, ?even loosely and eplsodlcally,, than coua

”ﬁcsuccessors,)'who- were wrltlng for a stage framed by the proscenlum archﬂ

’

'Wand decorated w1th\movable, palnted scenery.: As soon as stenlc machlnervlf
':and ‘mus1c became routlne accessorles of the stage @ theatrlcal managers,kﬂ
'jialmost.as a: p01nt‘of honour, arranged ShakGSpeare s dramas to f1t the DEWf‘u
‘l{;cond1t10ns, f\TheI use of scenery may have dellghted the eye and helped”}f
‘3;create“7dramatic:sllluslon; but 1t also made frequent changes‘ of place;,f
:fawkward and thus prevented\the easy c1nematograph1c flow characterlstlc{,l
,fof plays performed durlng Shakespeare s own t1me.f_‘Instead of the. rapld;?
’.tempo_'made tposslble, by the Ellzabethan use . of multlple stages,.'twoff;
TN ST I L e Do e i TR

w



'jlevels, and -no extraneous scenery, Restoratlon productlons of Shakespeare

I B ~

A

'y”became ‘cramped‘«and retarded by frequent scene changes, laborlously

g

'contrlved spectacle and operatlc mu31c. Yet the mutatlon of/publlc taste

l offered;"as. the only alternatlve to ‘Shakespeare s abandonment ”thei“
‘obligatlon of bestowlng on hls work every mechanlcal advantage,‘ every

<ornament 1n the latest mode

Another dlfference between the two ages soon began to be ev1dept

o

m”at least to the more. "dlscernlng 'theatrlcal patrons. uJohngEvelynyfsaw o

',mHamlet 1n 1661 and llked 1t hlmself but reported in hrs,dlary,,'Now the

"”l_jclass_ and conseQuently thelr repertory was subJect to the 1nfluence of

f”lold plays began to'dlsgust thls reflned age,3‘s1nce hlS MaJesty s been so >
. ol :
o flongs abroad "3 Great changes in soc1ety and theatrlcal taste had taken,

'lplace s1nce the publlcatlon of the F1rst FOllO of Shakespeare s. plays ﬂin-ts

“$l623 The theatres of Shakespeare and hlS contemporarles had enJoyed the {'

t gpatronaoe of all classes of soc1ety from courtler to- prentlce, but h,?
'l‘:new playhouses: tEnded*tO’attract.an‘audlence more homogeneously /uppere:fn
4.:. .!}.C o e B o -

’~“courtly and fashlonable taste , The theatres 1nev1tably became theatres

R ; of a coterle,v'lnterested prlmarlly, though not entlrely,f'ln satlsfyrng

fffthe taste of a sophlstlcated few not of the many
[ Durlng the 1nterregnum in England the clas31cal ldeal had been‘y‘
:8enerally adopted ‘in France;f Charles Stuart‘and hlS court- had. seen,lr
"{French and Itallan plays durlng‘thelr ex1le abroad and preferred them‘vto
| Engllsh ;fso that Charles 1ntended that hls playwrlghts and theatre

“managements should regard them as models Largely th ough the 1nfluence vf

of French example and cr1t1c1sm,; the Engllsh after l§60 1naugurated,:anji

S



Age of*Classicism‘v consequently; from 166 onwards-classiciSm‘infacting;‘v

staglng and drama was *reinforCed';inQit confllct w1th the native
“romanticism of Engllsh drama, and succeeded in transforming the Engllsh
stage Thus,1w1th the Restoratlon of the stage had come also a new type‘.

of drama, wlth plays hav1ng a much more ‘7%phlst1cated veneer than
and w1th cla531cal themes,

Shakespeare s aud1edces had been accustomed to,.

‘and academlc alms entlrely allen to the Ellzabethan s work ,There vas

A

| flow  no doubt that.Shakespeare‘and some.of the EllZabethansvwere men of .-

great 'natiweggenius but unhappily they lacked art"“and had not_acquired'ﬁ

7?that:refinementnofhmanner«demanded in an age of pollteness Their»plays,7

though sufficient:for,a "rﬁﬁg"vand "barbarous generatlon could charm an

&

. new Shakespeare

o.

understandlng age n0’-more;' To be acceptable now they had to ' be

reshaped 1nto conformlty w1th the three unltles and other prescr1pt10ns

S -k : .
- ofrfthe; neo—cla351c code'“A The process of remodelllng the elder poetsx_

began W1th the Restoratlon and cont1nued w1thout abatement f%r fully a‘

e

g hundred jearst s‘;» ) .': SR JRE S

A T e

'1ijhakespeare--thereforeZWasgto bef"reformed"'not'only,tofmake the

plays~ fit'the new StageS'with their SCenes,‘ubut»alsoﬁto'suit,'the“ neo-

o cla331cal tastes of the audlence, 50 that ‘the playsjwereﬂnotdmerely cut,’

but also drastlcally changed "Fromﬂthat'time onwérd,‘tthe‘theatre hadva.
. g P O o _

‘ﬂﬂi The practlce of alterlng Shakespeare s plays to SUlt the ftaStes

' of the new age began almost as soon as the: playhouses opened the1r deQrs,

.

'?‘;aHS-'by the beglnnlng of the elghteenth century most of them had been

ﬂreformedr: Romeo and Jullet one of the flrst plays to be rev1ved was no . -

exception, The play; "Wrote by Mr Shakespeare -was f1rst rev1ved agaln'
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¥

l_on-yMarchﬂ'1,3'1662,f shortly'after the opening of'the first 'theatre in

' Lintoln’selnn—Ffélds' Samuel Pepys,; who saw the openlng‘nlght -had the

10,

s,

dlstlnctlon of belng among the last for.almost two hundred years to sSee -

\

‘the play as wrltten-by Shakespeare;_ A man:who dlsllked poetry and

Do 5 e ‘ S v v o e
my life." Only a very.short time later, probably within a fewpmonths;

: anv adaptationiof Romeo and~Juliet-appeared 'produced'by. Jamesv Howard.

: / _
Under Howard s_ hand the play was altered to please those sensitive-

°

“romance, Pepystudged it "a play of itself the worst thatmever I heard 1n"

persons among the public’ who would w1sh every story ‘to come to "blissful -

‘termination" ,‘ consequently, the play was al;ernately presented ‘as ' a

“

"tragedyfand as aytraglfcomedy.Gv‘In‘1680 the play appeared as‘the altered'

c

" Caius Marius’.by Thomas Otway;' a verSion‘which acoommodated'the ~renewed .

f but there wasvno equ1valent

‘ Otway‘st play

' Jullet reopened

i,

‘ 1nterest in;the Classics The play S settlng was changed to Republlcan:

Rome ‘and the confllct of Marlus and "Sylla" took the place of the

Montague4Capulen feud 1n«Verona ‘ The two lovers were now Marius ‘Junior

.

'vand ‘Lavinia,“daughter of S lla s chlef supporter,f who ordered her - to
: marry\Sylla, and thelr trage y was. 1nterwoven into the larger éonflict

" The Nurse and a very poor s bstltute for Mercutlo had parts in the play,~

R G:

far,more'important characte than Montague in Shakespeare, Smlth and Mrs.

. Barry were the lovers; a d James Nokes recelved acclalm as the’ Nurse;u

uperseded:b th' the quglnal and Howard s,_adaptatlon and

or‘Tybalt; Betterton played Calus Marlus, a

held the stage intermitte-tly for more than 'sixty years. Roneo and

T in>1744§, rev1sed and’ altered" by Theophllus

C1bber Although.a nounced| as’ "Not acted thése hundred years,"

the play o



.was far from the original, being a\mixture of Otway's Caius Marius , and

'Shakespeare's' play, ‘with the added - feature of'ivarious- lines from

Shakespeare's The-Two:Gentlemen'of Verona. The play,.acted ten times in

1744, +ptoved - so popular . that, the General Advertiser: tells us,

,distinguished\‘people were crowded out of the boxes inﬁ?,pit»and gallery

on the first night.

‘It was David Garrick's version of Romeo and Juliet, however, that -

'proved to beithe_most’enduringly successful productiOn of the'play since .

the Restoration; firstuperformed in 1748 it was 1mmed1ately popular and

"recelved twenty—one performances at Drury Lane that season and two years

8
later it was,agaln rev1ved, this t1me for nineteen performances. ~In thev

firSt:decades of the eighteenth century over two thousand performances of-

»

Shakespeare had been given to London‘audiences} and the great,'generally—

11

-

kknown Shakespearean characters, . Such as'Hamlet Othello-and Lear belonged

to the- permanent!'&gerto1re of every dlstlngulshed actor. ‘By'the middle o

of the e1ghteenth century, one man, Dav1d Garrlck dom1nated the English

~

theatrlcal world Garrick became the,greatest Engllsh‘actor4 of " the

century and as manager of Drury Lane -one of only. two theatres'allowedba"
. [+ .

'Tllcense in London, he 1nfluenced‘the entire English theatre’world' With'

'his: ideas. ‘vA great’admirer of Shakespeare, he d1d more in his th1rty—
' f1ve years at Drury Lane to popularlze the playwrlght than anybody beforef

_h1m; from 1741 untll 1776 he presented over 1400 performances of twenty—-l

A

©

Seven Shakespearevplays,;produc1ng at least ten plays each season.

o

To ithe'eighteenth'century Garrick was "Shakespeare s. priest" -

W

and 11ttle or no d1st1nct10n was made between the two men' the actor-



manager was received as the dramatist's heir and -representativeJ self-

entrusted’ with the mission of defending"his ancestor's glory.

"Shakespeare is. not'more admired for writing his plays,"

- than - "Garrick for actlng them."11

said Walpole,

More than any other man Garrick was

12

.-drespons1ble for enabllng hlS audlence to hear more of’ Shakespeare's‘n'

‘actual 1lines spoken on the stage than at any time since thelr coriginal’

productiOns. ,
- '"Tis my chief wish,'my’joy, my only plan;. . -
To lose no drop of that immortal man - '

’

wrote Garrick in a prologue.}z Although it was Garrickfs> constant'

- o e ' Y : o
intention to restoré*to the eighteenth-century stage‘as much as possible

of Shakespeare s own words, he was subJect to the llmltatlons both of hlS

e

‘ audience's and*his'own taSte. Conseqﬂently, alterations were made " to the_

1vdplays that accorded w1th his: own 1nterpretat10ns of how the plays shou1d~.

be 'acted ~or that he felt necessary to conform to the tastes of" an age;‘

‘whlch m1ng1ed censure w1th 1ts admlratlon for the great Ellzabethan
/ &

Faced ' for‘ example,‘ w1th the gross dlsregard for the un1t1es in Thel-

Wmnter .S Tale, and. the very un—Enl1ghtenment manners of The Tamlng of the :

'Shrew, Garrick salvaged both plays for his audience by_creatlng three—act

~versions of them. .~

Thus, when Garrlck brought out hlS vers1on of Romeo and Jullet 1n

1748 it . was hlS purpose to return to what he con51dered to ‘be 'a- more

‘authentic Elizabethan» text than had been used on the Engllsh stage for -

o

-over-a century; and'it became his challenge both'to restore -Shakespeare

" and yet to fit the play .to the mld—elghteenth—century stage. The‘changes:

©

‘;mposed upon Romeo and Jullet by, him were largely grounded in the tenets



of neo-classical tragic theory. . Although the "rules”whad long been under

°
[

attack;‘andk'even' though the eighteenth century did not ‘slavishlyv and
mechanically apply them to Shakespeare, ;a pattern of critical belief,

approx1mat1ng what  we. call neo—classicism ' nevertheless exerted an

1nfluence upon elghteenth century playmaking and,’ consequently, upon the

\
\

~alteration of Shakespeare. The fundamental assumptions behind the.
"rules" were still largély in force, and in practice plays were judged by
their 'conformity or non-conformity to these prevailing critical"

standards. - Hence tragedies were praised for their excellence ‘of plot,

“construction, for their observanée of moralityfand' juStice,’_for wtheu'

preservatlon of decorum of character, as well as the decorum of the. genre
v R . S

- itself -- that is, no mlngllng of the comic and the traglc._ '

.Garrick's - maJor alteratlons 1n Romeo and Jullet were in plot and

characterization. - In elghteenth century playwrltlng __generalrged y

"characterlzatlon became common produc1ng well—marked types, rather‘ than

1dlosyncrat1c 1nd1v1duals. Subtlety had largely departed but ‘the issues

J

were clearly drawn, the characters tended towards what in the modern view

‘would be con51dered. extremes of "black and white .sketches, without

Coa L

. : : 13- o
shading, without panilcularlzlng detalls. - The neo—classic ideal of

decorum. became_ a strong cons1derat10n in many of the adaptations"of

Shakespeare. It was now a common contentlon that tragedy should move the'

\“;_ audience ' tofnadmlratlon of the hero, for dnless they admlred hlm the :

efforts "of " the - poet were wasted fas well, not mere terror ‘at-
the_misfbrtunes of the hero was, to be moved but terror .mingled with

admiration. The heroic, the admlrable and the good,;qmoreover, were



7.quptator’s‘sense ofapropfie

" of what is accéptablé_and what is not acce

8

usually seen as the exclusive qualities of persons of‘bigh rank, . so that

the characters of tragedy, and especially the tragic hero, were drawn

from the upper reaches of society; and their manners, ag a consequence,

o

were to be those of -the court., The first way in which decorum manifested

itself was in a vigorous preservation 8f what was regarded@as character
‘ ; A St ,

/ \
te +

type. A king must invariably act like a king; likewise, every hero had a

‘ . .

. set pattern of'béhaviorvto,follow. Shékespeafe had not always adhered to

similar conventions:  because of his emphasis on.character delineation,

5,

istent '

Y
tury dramatic figures.

éighteentﬁjg

§;Tf'5ﬁhe.£h§rw
| whatever.;he,cep;urf,v his pleasure and
belief iﬂ“the‘q;amatiéfaction are 13 ‘ |

ble comes in deciding’ what
A ’ o . .

~cofistitutes’ a violation . of one's sense of prdp iety. Conformity to

S

SR : ) oot - _ : B R
character type, a virtue in the eighteenth century, is usually considered

' PR PN S S RS ' e , '
‘a. limitation in the twentieth century. As a “result many .of . the

departures - that seemed flaws to the eighteenth-century spectator, ‘since
v _ b , e

ter presentation or the action of a play disturbs a

14

his 'use of complexes and motivations that make a person .a particular
dividual, many of his characters showed eccentricities of- behavior

with the basic, more generalized behavior patterns of .

2ly to bé'diéturbéd: ‘The diffefence‘

they made a many—faqetedVindividuai Qf the.character;' are today counted

the happiest;lprOOfs of Shakespeare's genius. ~ The orientation of 'the

»eighteenth—centuryvaudience was moral and social, not‘psychdlogicalj and

]

that. moral orientation, _deriving from an intense sense of, order,  gave

1
i

theatrical spectators a different sense of vglues from that of ‘modern
Cow _ ‘ L o o . ‘
audiences.‘r The world was to the eighteenth?éenturydpnﬂdrdered"»though

)



‘expected to behave.‘

' épokesman of;the age, praised Shakespeare s 'excellencies,

‘”dhmplex‘ place and audiences, reinforced by a comforting. sense of

‘certainty and of absolute values, delighted®in contemplating that order.

The 'uhiversel harmohy was more easily discerned and the meanings of
actions more easily understood if ‘not too many variables were involved.
It therefore seemed best not to distract audiences with characters who

behaved in unortheodox ”ways; generalized characters were clearLy

. ) ' . N 1 .
advantageous. Eighteenth~century udramatisti consequently tended to
\ : ; \ ’ 3

v

portray the same character types over and over againj; the ‘meaning of
action wasmclear,when a character behaved as a man of his sort would be
.~

is

Lacklng the apprec1at10n of psychologlcal qulrks that Shakespeare

possessed,. and belng unable to realize ShakespEare s characters in their

A

full complexity because bf eighteenth«century critical rules, the century

A could not av01? being dlsturbed by some of what were reoarded as

&

‘ 1rregular1t1es in the plays - Samuel . Johnson, ‘the major literary.

"

but pointed
out that the dramatist had 11kew1se faults "sufficient to obscure and

overwhelm any other merit." In Johnson's view Shakespeare's major
» T : : Sy

weakness was that he seemed "to write without a7& mdral purpose’ and that

A

vhezlheglected to'make the wor ld better.l'4 The major functlon of' drame

“might be enéertalnment but the theatre was now also a dldaCth medlum for

| K ’ ‘\ 41
viyid presentation -of generally helq conceptS of socially 'acceptableb

behavior; -a dréma 'therefore arosefih whith pathos -and ‘delicaCy and
' I

" refined sentlments were accorded a promlnent lace and where morallzln
} P 8

l

.was given a central p031t10n.. To Dav1d Garrick, tragedy was to be v1ewed

/



as the school of virtue, representing the actions, passions, and
sufferings of human nature, for the instruction of mankind.
This desire to create idealized character types motivated some of

.« Shakespeare's young lovers had

Iy

Garrick's changes in Romeo and Juliet.

long been regarded as symbols of ideal love, and for this very reason the

eighteenth-century adapters of Romeo and Juliet felt that no blemishes

should lessen the purity of the pairv . In their view the theme of ' the

L

play concerned not the gaprices of love but the peculiar purity of
emotion that is sometimes attributed to the young. The characters were

therefore altered to conform to that idea. When Garrick first published

oz

~ the play in 1748, he included the following advertisement:

The sudden change of-Romeo's love from Rosaline to Juliet
was thought by many, at the first revival of the play, to be
‘a blemish in his character; an alteration in that particular .
has been made more in complaisance to that opinion, than
from = a conviction that Shakespear, the best judge'of human
nature, was faulty. . : :

Garrick,\therefbre; had.queo love'Jqliét from the outset of the play and

made no meéntion ap'all of Rosaline; in this alteration Garrick was

ot

following Cibber who had already introduced the change to the stage.

Romeo's, swift transformation from lover of Rosaline to lover of Juliet

was changed not because Garrick's audience might feel that such a hasty

16

_decision ' was wunrealistic but because the aud;eﬁte preferred Romeo and -

Juliet to be idealized abstractions of those qualities that were esteemed

in ‘lovers. Romeo Jas given the opportunity to make clear his feelings
. ‘L ) : . ) . v

shortly after his first entrance when, in his conversation with Benvolio,

Ve

he said::

A ?



G e S 1hvﬂ ﬂ; R T g S o
| fThls love. feel I but such my’ ﬁorward fate,ngfhﬁl SR ;f‘;f, -
. That there’I love where most -I ought to hate.’;}f e
‘-Dost thou not laugh my cou51n' —-<Oh Jullet Juliet' 'm_ RN

e

‘ ’TdThf, cpnstancyfof Romeo s love to Juliet was also necessary because, ‘asgyi”'

B

- ;iMargaret Barton notes,; 'a truly romantmc hero must only be in love once

o

N [ . L . . B e
< B . - e

Franc1s Gentleman,, who was at varlous stages of h1s ‘careerfran-.

L’factor, playwrlght and an edltor of dramatlc works. had much to say about?~a

5'Garr1ck s Romeo and Jullet ' Hls contrlbutlons c A¢be¢ﬁoundﬂma1nly“1n a.'t

CHWOrk: he publlshed 1n 1770 The Dramatlc Censor, 'av Séries::ofkfessaYStlfef-'”

B "y K N
-0

fePf6Vidi“g :a runnlng commentary on’ many Qf Shakespeare s plays theyt“:.

¥
v

. L E 5

:“nf,were acted'?'and 1n Bell s 1773 theatre edltlon of the. plays,:'whlchh_

1.,:Gentleman not only edited but sdpplled w1th 1ntroduct10ns and notes.-aThe‘f-"'db“

o L. [

f:ftext of the plays (twenty—four in all) whlch Bell aprlnted ‘in hlS E

Lo

"-f:Shakespeare edltlon was‘taken from the prompt books used at e1ther Druryh“w‘

fLane or Covent Garden“f and thus 1t prov1des us, a&ong w1th Gentleman 5]‘

o

E notes and comments,i an 1nvaluable gulde to what the ‘elghteenth—centuryfﬂ;f'n"

. . ’\ : K

E:theatre esteemed or. d1s11ked in: 1ts Shakespearean productlons . In Thelogtf;%7x

Ry

-;;,Dramatlc Censor Franc1s Gentleman approved of Garrlck s om1ss1on "of”jﬁ{"fy

[ k . 9

”-;”Rosallne, saylng, 'We must be of &he oplnlon that the change of affectlon};-

o

";from Rosallne to Jullet is 3ud1c1ously omltted _as nt certalnly served no-'

o g

‘f,fpurpose but throw1ng an 1mputat10n upon Romeo s constancy '1“*In' an;‘,"“

f,edltorlalf; comment made’n 1nv: Bell s Edltlon of Shakespeare s Plazs,‘ TR

'(q

":'Gentleman went on to remark that mak1ng no. mentlon of Rosallne, but,f

”ni_renderlng ~Romeots.vlovefmore?uniform;; 1s certalnly 1mprov1ng upon theﬂ'

or;glnal notw1thstand1ng the caprlces of 1ove.' i SRR




Lo

18"

It s’ 1nterest1ng to note, however, that 1ncon31stenc1es appeared :

théﬂ w1shes of the elghteenth—century ‘audlence. g _In' Act. I,_ofif

’ Mab" speech in, whlch he descrlbes Ehe queen of cfalryland who visits

[, 4

'-lovers 1n the1r dreams.ef Franc1SfGentleman found th1s aspect of Romeo s

CharaCter to be a blemlsh v’"A touch of superstltlous weakness we f1nd

"Queen Mab"'speech Gentleman,f after condemnlng the blemlsh 1n Romeo s e

"7century valued Shakespeare s 1mag1nat1on and conceded that even f11ghts

'“"of fancy were dellghtful 1n the proper c1rcumstances.if;'fijv N Q;

U .
.

’f}ﬂtext.vf‘ ;~51, but as 1t 1ntroduces So.. beautlful a descrlptlon of the

quueen of dreams, her equlpage and varlous 1nf1uence upon varlous

SUT

‘}'characters, we must rather be pleased than offended " The elghteenth

.

-

Te

i

Jthrown ninto Romeo,S‘rcharacter in the*mention of ‘a Mdream.i .vGarrick;

?'character : went “on to approve of Garrlck s falthfulness to the orlglnal

‘lfShakespeare s play Romeo confesses to Mercutlo that he ydreamt a- dream,f -

V;‘ o—nlght" (I iv. 49) Thls 11ne then 1ntroduces Mercutlo s famous Queenﬁt

“;however, kept both Romeo s adm1331on to dreamlng and Mercutlo s entire*f

Yo

”flhiln"its: treatment of love Shakespeare s_ play?'encompasseS’ftWO'4'

Nf}'fdlsparate Views. : The heterogeneous audlence of Shakespeare s own day

“'?i?couPle -as: well as the contrastlng bawdy, down—to—earth v1ew of theirﬂ

e

'J“ipsexual attractl&h 'Because of elghteenth—centnry conventlonal dellcacy

o

-fwould have apprec1ated both the dramatlst s treatment of 1deallst1c love,zz'

”as reverentlally{ expressed in the rellglous 1magery used by the youngf

‘_‘and taste 1n 1deallzed characterlzatlon, Garrlck had Romeo talk only in -
T“such abstract exemplary terms as would beflt 1nnocent young love. _~Anygj:'

7sexual nterests> were therefore removed from the : Eharacter. CoInm



',iﬁ_“bgc . 'And tn strong proof -0f chastity well. arm 'd,

oA

Shakespeare S: play, for example, Romeooexpresses much of the lusty young»

man S, frustrated sexual 1nterest in Rosallne,

a
o

- she' 11 not be h1t o e
W1th Cup1d s arrow; she hath Qlan swit, L.

s -+ From love's: weak .childish bow she llves unharm d . S
' ' She-will ot stay ithe siege of loving terms, iv - jz\g’,;- .
. “Nor: blde the encounter of assalllng eyefI B R
G .”Nor ope her lap to: sa1nt—sbduc1ng gold

Garrlck removed the double—entendrgw changed Romeoos attltude,‘ and gave }“

o

hlm a new.- cause for hls frustratlon, the stars had not befrlended hlm'

. L i . s
’c‘v . . o §o

L she s falr I love' T T SN I
.But Knows not of my love, 'twas thro my, eges o 5fj' S :
.- The shaft emplerc 'd ‘my- heart chance gave the wound oo
_Which ‘time-can.never heal: 'mo . star befriends: me,
B {“To ‘each sad nlght succeeds ‘a dlsmal tomorrow, .. . ..
e f‘,Andvst;ll 'tis hopeless love, and endless sorrow.ﬂ

In Garrlck s’ ver51on of the play Romeo agreed to go to the Capulet ball -

\ T B ,
B not because Rosallne was to be a guest there, but to see Julbet :whOQ:V’
- - g . = e L b

'lf would naturally be present' L

L Let come what may, once ‘more I w1ll behold »
) Wy Jullet s eyes, drlnk deeper of affectlon.“

As a result of Garrlck s alteratlons, much of the 1rony found 1n';cfh'f

Shakespeare s play"ls m1531ng Romeo never loves anyone but Jullet Afk'f

e :
Mercutlo and Benvollo ‘are perfectly aWare of thls,f h1ch not only;

b3

-a'eliminates. the 1r0ny of thelr banter at the beg1nn1ng of the' play, butif‘

"alsb ellmlnates the element of fearful secrecy wh1ch from beglnnlng to

gmffend,S surrounds the love of Romeo and Jullet “in Shakespeare Because¢f.i”

vaarrick 'chose to abstract only as much of Shakespeare s characters as he

'*believed_vwas ;decorousk con51stent and approprlate to. the roles the'



5lcharacters_.played;l,the':complexity_of‘Shakespearefs'menVandi WOmeﬁlcpasf
’;'Ioét‘ p’The7'eightee4th—century’portrayal of.Romeo was.summarizedey “the -

e

Dramatlc Censor 1n these generallzed terms

' ['Th . hero, of this p1ece is vested w1th very ‘warm paSSIOHS,_

“w1th much’ love, ‘and: what in that case may ‘well be expected,

- little ' prudence; “he fixes his affections upon a part1Cular{.

’-,obJect rand ' determines ‘to have her dt.any rate; the two -
,'valuable quallflcatlons of courage-and frlendshlp he ' 'seems
"~ happily possessed of . . . ardent in affectlon, vehement in Lo
'.rage, p01gnant 1n/gr1ef 2 L <:w;,{__‘_ S e

. fThey same Journal then happlly concluded that Romeo "affords capital . .

"5 ~talents ‘a f1ne opportunlty of d1splay1ng themselves.vpi‘-

e

Jullegg had no prev1ous lover to be ellmlnated but Garrlck felt”‘ﬁg;”

lthat Shakespeare S fourteen—year~old her01ne was unreallstlcally mature
'x;Accordlnglys, he altered Jullet s age to elghteen, a change that he feltilﬂ”
B )would be more con81stent w1th probablllty Capulet thus explalned

e ‘
‘i :

'Parls that hlS daughterb"hath not seen’ the change of elghteen years

'"‘(p 94) The Dramatlc Censor found Garrlck s- Jullet to be v tender;:rllidf

"affectlonate and constant'f possessed of llberal sentlments and dellcatevfff i

N

T 23 Pt
R P-f'ee‘llngs. .: Several of Jullet s llnes 1n the thlrd act had to be cut tOw;-‘-‘

.'0

“fhremove allu31ons phy31cal love" such knowledge J_ these llnes
{)E; '.‘» .

betrayed .seemed 1nappropr1ate to the klnd of character Garrlck bellevedx' N

‘f_ihls audlence wanted Jullet to be. In Garrlck‘s play, for example, Uullet{»»"u

: ‘f;isays of - her unconsummated marrlage to Romeo'_“ "Oh I have bought iﬁﬁé'
'gfmanslon bof.a 1ove / But not possessed 1t v} ‘"'(P 120), she does notdfjﬁ.;'
']wédﬁtihﬁe_ in, Garrlck s ver51on as she doesiln}the orlglnal lﬁ.b;h:] andbs e
Jitthough T am sold / Not yet enJoyed ::{. » (III ii. 27 28) Another .‘fg}ih.w

i

'"Jullet s speeches in Shakespeare s play 1s fllled w1th double meanlng

. .:sTheOChange from mald to w1fe can be seen 1nfxﬁ

L SRV



~gRosaline ‘deleted and w1th Jullet 'S knowledge of and 1nterest ‘in ‘sex

e e e (IIL.v.99- 102)""

o _ : .05 how'my heart abhbrs—ﬁirf=§
[ ,To hear h1m Amned -and capnot comeé to h1m,
v Ta wreak the love I bore my cousin -~

‘ Upon his bodyutﬁat hath slaughter d him!

: a

Speeches_ such as these were - exc1sed by Garrlck Wlth all reference to

‘Zl,

\"'removed ‘ "the two lovers were cleansed of any mark that m1ght preventgyh

1"the1r complete acceptance as symbols of 1deal and 1dyll1c young love

Hpof frve scenes contalnlng 719 llne

'msiX' scenes. < To these llnes of Shakespeare he added forty—two 11nes ‘6£r

it .

L hiSf“own‘ whlcha were unecessary elther to brldge gaps )or effect

Garrlck s }‘ver31on vof Romeo and Jullet ‘shows “a~ _number,_fof‘

1~structural changes 1n addltlon to;; hls alteratlons in characterization.h

M

;zThese .changes 1nclude scene rearrangement . and a large numberv of“>line-

. \

nfw1th many cuts, turned the materlal 1nto an act of 451 11nes d1v1ded 1nto'

- ¢

K

N -

”:,speed and clarlty of movement .The Prplogue was con51dered unnecessary

; 'rearrangements, Garrlck 5 flrst act now follow%? a new order In scene i

¥
. o

"keeps the servants brawllng in Verona s streets and has the Princejf"

'deletlons and additlons" Shakespeare s text of {he flrst act 1s composedl el

~'Garrlck rearranged scenes,j?and;fl

. : 25 ' i
tran31t10ns for hlS new arrangement/\ Garrlck s purpose here was, to ga1n~ '

'ﬂand almost one thlrd of Act I was also cut W1th hlS exc1s1ons¢ and"h

t",rebuke both Montague and Capulet. “’In scene 41 Romeo is dlscussed by theff

"'vParlsgip:In scene 1v, 1n a wood neav Verona Mercutlo, Benvollo and Romeo

”'Montagues and Benvol1o and ’1n scene iii' Capulet d1scu ses Jullet w1th’

. fmeet3: 1nformaﬁ10n “is glven concern1ng the feast to be held that evenlng"

f_at the home of Capulet Romeo dlscloses hlS love for Jullet and,Mercutloff



gives his “Queen Mab" speeeh;~' In scene’ v’ there is talk of marrlage and.

Jullet s 1nfancy/by Lady Capulet the Nurse and Jullet ‘ Elnally,\gthe

w'Slxth scene presents ‘the. ball -at Capulet s house where Jullet falls in,':“

) love w1th Romeo and learns hlS 1dent1ty

. In the flrst act bawdry among the servants and between Mercutlo,'

\

[

Benvollo and Romeo was cut, ; Edward Taylor,"a neo- cla551c crltlc‘F of

-

vShakespeare,"objected to the 1nclus1on of bawdry on the grounds that it

"‘:Adegraded the maJesty and d1gn1ty of tragedy

'_filt must be acknowledged that Shakespeare abounds in the true
. sublime; - but it must be allowed that he abounds- llkewlse in ..
' the low and vulgar And who is there, that after soaring on-’
'"ffeagle wings to unknown regions and empyreal helghts, is. not >
‘most ‘sensibly mort1f1ed to be. compelled the next moment " to
L grovel in d1rt and ordure S - :

22

fo far the most serlous charge 1evelled agalnst Shakespeare s Romeo and: g

' pJullet in. the e1ghteenth—century actlng textsrwas that the play S tone of_h"

< '

'vx,traglc‘ 1nten31ty 1n actlon and 1nc1dent was all too often destroyed..A

"~Many 1nstances 1n the play were v1ewed as. v1olent 1ntru31ons upon vthe'

-

vdecorum of tragedy As far as most neo—class1c cr1t1cs were concernedy

R 3
.";Shakespeare contlnually v1t1ated hls tragedy by mlngllng 1t w1th comedy,

f{or w1th characters or 1nc1dents f1t only for comedy Franc1s Gentleman,

,-for example,' expressed hls dlspleasure at the Nurse .S loquac1ousness. in- oo

‘th flrst act’l‘u "The-’nurse S trlfllng rhapsody of c1rcumstant1ali'

nothlngness wh1ch although extremely natural means nothlng but to ralse'_

-:bsome laughs,i Wthh we deem hlghly dlsgraceful to the nature bent and,vh

. w2l S
'dlgnlty of traglc comp051tlons. L Samuel Johnson was - one Off the,

f'elghteenth—century - crlt;cs " to »offer.ganiaaesthetic"gudeferencejw te

,/"



, Shakespeare s 'mlngllng of tragedy and comedy,_ibut even he ~felt that

‘Shakespeare s com1c scenes Were not entlrely plea31ng

*In hlS comlck scenes. he is seldom very successful when “he -
'engages his characters in reciprocations of smartness and:
contests .of sarcasm; their ‘jests are commonly gross, ‘andaw
"their pleasantry llcentlous, neither his gentlemen nor ‘his

‘ladies" have “much, delicacy, =~ nor are suff1c1ently
',hdlstlngulshed fron hlS clowns’ by any appearance of refined
. manners. o Lo

kY '3"

uAlthough deletlng ‘some dlalogue to make the play more acceqtable

]

‘."‘Shakespeare s maJor characters.l Romeo waS~still a -love;struck youth'

.l:Mercutlo’ Stlll told'jokes although they were not as sexually suggestlveu

7

‘:Tybalt was Stlll hasty and 111 tempered“ and Capulet and Mon gue were

st111 presented as typlcal Itallan fathers.. The Nurse remaln d. garrulous

o

: uf ’ /
-too bawdy‘ The fact that Garrlck d1d not exc1se all dialogue con31dered

in her remlnlscences,' although she too lost some llnes con51d red to be

P

g ‘1ndecorous gén be ‘seen in Gentleman s horrlfled reactlon to the Nurse s

.flrst speech in. the play - "; .T,_ 1nde11cacy is very natural to nurses,

»

-23

s

td?_chis audlence, Garrlck :on the whole, l rema1ned‘ ‘faithful to

~but why the reformer of thls play should have retalned swearlng by her'

| 29 7
L maldenhead ve cannot thlnk R ';“_//n S
s R : : @

«It was Garrick s.practlce in his ‘Shakespeareanl'alterations‘ to

',1ncrease the roles of the maJor characters of a play and lessen the r01881‘

,'-~;of the- m1nor~ characters._f In hls ver51on of Romeo and Jullet Lady

E Montague ‘was. ‘cut entlrely from the play and her few 11nes were glven to

- DI Rt
her husband 11kew1se, Lady Capulet s speeches Were reduced

After_ the. 1n1t1al two performances of the drama 1n L728 a ‘new%

a’t

plgy notlce was publlshed advert1s1ng the play w1th a new - Masquerade
: L SN ,



KN

.lcut his ~more serlous productlons in favour of what was sure to br1ng

 illdstrates ‘the"increasingl'impOrtance afforded "entr' acte rfeét¢f33'~l

i\\Dance proper.to the-Play}"
A\

31

hhe. play to please the audlence with spe ial mus1c, choreography _and

N

costumes. A large part of the act1ng company was 1nvolved and the text

.was cut even further; The verblage in the first love scene between Romeo

E)

“had dpportunlty to reveal thelr grow1ng youthful, love ,by pantom1m1c

‘actlon. In thls instance the play was probably cut, liKe a number of‘

3 . .
Shakespearean ,plays performed dur1ng the eighteenth century, simply

‘o

' because a shorter playlng time: was demanded 1n “order to prov1de room for

<

other : spectacles and features on the . same blll. v Pantomlmes,“

* : Ly

haflequlnades and other'"Shorts"‘which could show off.the:scenic art' of,

- the stage de31gner became extremely popular' 1ndeed by the second decade

\

of  the eighteenth 'ntury ‘pantomime pwas.the: most popular form -of

- ftheatrical:entertainment¥inAEngland:” Margaret_Barton points out  that in.

The masquera e scene was obviOUsly added to

2

,'and Jullet was shortened; at thls point, however, the two main characters

'some'eighteenth—century'plays it became a["struggle between;Harlequin and;y

- were demand1ng an 1ncrea51ng amount of thlS spectacular and sUperficial

entertalnment 'and because the theatres themselves had to cater to“the S

»

all powerful de51res of -the general pub11c, a manager was well adv1sed to

¢

- money 1nto the house ~In Fleldlng s Tumble—Down chk (1744) a d1aloguef

o

‘and iMachinist,;- the stage de51gner, which, although 1ron1c, aptly e

during Shakespearean presentations:

A

. 2 .
;Shakespeare, between pantomlme and stralght drama." "3 Because: audiences

- takes place between a theatre manager\\ Mr. Prompter an actor, Fustlan' »



Mach. . . . But, Mr. Prompter, I must insist that you cut
o out a great deal of Othello, if my Pantomime is .
e perform'd - with it, or the audience will be 'pall'd
' before the entertainment begins. , S
Promp. We'll cut. the fifth act’, Sir, if you please. -
Mach. Sir, that's not enough .I'11 have the first act cut
. -too. ) / :

Fust. Death and “the devill Can'I bear ' this? Shall-
' akespeare be mangled to ‘introduce this trumpery?
Promp. Sir,. this gentleman brings more money to the house,

_ than all the poets put togeéther,
Mach.  Pugh, pugh, Shakespeare! .3

25

- By fadding pantomimiC‘actions between-the‘yoong loVers in his version of

_Romeo and Juliet Garrlck therefore ‘made conces51ons to public taste to

°

make the play even more popular, but d1d not allow the pantomlme to take”

'

" an 1mportant p051t16n

T

The second and th1rd acts of‘ Garrick’s playsk were kept

'essentlally falthful to the original text of Shakespeare Two' passages

2

. at the beglnnlng of the second act in whlch Mercutio speaks mocklngly of
Rosallne were »deemed unpardonably gross. andv"not f1t‘for' readers th

.peruse’ or - spectators. to hear."3 Lines:such as . the following - were
T spectat S . g wer,

therefore excised:

L I conjure thee by Rosaline's bright eyes, - -

PP By her high forehead and her scarlet lip, : e
.. By her fine foot, straight leg and quivering thlgh S

.‘And the demesnes that there adgacent lie. . ' o

‘ : (II i. 18 21)

©

i e . - . o
- The balcony scene, which in Garrick‘swplay was presented as . a’ garden

; scene; ‘remained as a highhpoint.inoAct II, but it too, * ~rnd lossj of
its 189 ,llnes, GarriCk _cut twenty—51x,~ twenty-two c i yere
from Romeofs'speechesf Llnes whlch dlsplayed anyth, ST pure

idyllic ' love were omltted Romeo must "vow" not oo and  his

LI



S

'

reference to belng "baptlz a" under another name was changed lest the

Church be offended Shakespeare s two 11nes
Call me but love, and I 11 be new baptlz d;

Henceforth I never will be Romeo e
(IT.ii. 50—51)

became -

Call me but love, I w1ll forsake my name
And nevermore be Romeo : :
. s -(Il.ii.37f38)

‘Also in the interest of decorum the Nurse's -teasing of-Juliet in II.v.
was shortened Deleted, 'for-ekample‘ was

I am: the drudge, and toil in your dellght _
But you shall bear the burthen soon at night. . - .
. \(II v.74-75).

.
1

Although Garrlck was generall; falthful to Shakespeare s text in.

i

»the second act he could not re31st 1nterpolat1ng comic pantomlmlc stage
bu51ness to make II.iv. moré\entertalnlng'to h1s audlence - - Francis

'Gentleman descrlbed Garrlck s presentatlon of the Nurse and Peter bearlng

S Julietvs_message,to-Romeo;_

Stage 'policy, to . please the upper reglons, .generally -
presents - Peter ' as- bearing - an enormous fan before his
mistress; skipping also and grinning like a baboon; the
. beating which he .gets for not: resenalng Mercutio' 's railler
is" a very mean pantomlmlcal -yet sure motlve of laughter

In the third act the scene between Friar Laurence and Romeo 'was

shortenéd; Romeo, as a heroic figure, was made  to rant less about his
banishment and Friar Laurence was quicker to comfort ~him. . Likewise;

Juliet hurled fewer imprecations.upon-Romeo'S-head‘for'killing }T?baltf

N

' . For 1nstance, no longer d1d she cry "o serpent 7lid‘w1thfik flowerlng i

\'face/ D1d ever dragon keep SO falr a cave7" 'etc. (III ii. 72 84) ln'



' .Garrick's play there was no bedroom scene} the parting of the_lovers took
place in the garden ‘with llttle excision.

In Act IV cuts reduced Garrlck S. text to half the 1enéth\Q£\

»

. : N
original, Servgnts, 'mu31c1ans, Capulet, Parls ‘and the Friar" suffered

27

loss . because they“were minot charaters, but nothlng v1tal to the clear .

movement of the plot was omitted. The neo—clas51c dictum of unlty of

1

actlon requ1red that not more than one thread of plot: should be admltted

iinto‘ a play, and that all eplsodes not strletIV’necessary to the‘}de31gnh

'should be rlgorously excluded

'

It was’ in ‘the flfth act that Garrlck made his maJor alteratlons

Friar Laurence, toward the end’ oﬁ~Aet IV in Shakespeare, asks. Jullet s

parents: and Paris to "prepare/ To. follow this fair corse unto her ggave".

(1V.v.91-92). In the year 1750, at'the openihg;of the fifth act, an
elaborate fhneral proce5310n for Jullet was 1ntroduced in which appeared

the follow1ng dlrge wrltten by Garrlck

‘ CHORUS'
Rise, rise;
" Heart-breaking sighs,
The -woe-fraught bosom swell;.
-~ For sighs alone,
.. And dismal moan,
‘Should echo Juliet's knell

AIR : :
‘She's gone —- the sweetest flow'r of May, L -
. That bloomlng blest our sight; B ' : :
. Those eyes which ne, like breaking day, )
- ! Are set in #®ndless night! : ‘ ’
L CHORUS
‘Rise, rise! etc.
AIR

She's gone, she' s gone, nor leaves behlnd ‘ Ty
- So fair .a form, -so pure a mind; Lo
How could'st thou,rDeath.&at once destroy,-
v_The lover's hope, the Parent's joy?
‘CHORUS
~Rise, rise! etc.



-1Q and_Solemn Dirge.

AIR
Thou .spotless soul, look down below,
. - Our unfeign'd sorrow see;
Oh give us strength to beafr. our woe,
-To bear the loss of thee! . :
CHORUS ‘ . ,
~ Rise, rise! etc. - R :
I a h o - (p. 139)

a

°

compose.mu51c to hls words, and the dlrge, 1nvolv1ng at least seven vocal

Y

36
parts, then ‘sung during the play's performances;3 Many of

28

Garrlck. asked the' prefeminent‘English musician‘Dr.' William Boyce to

Shakespeare s' or1g1na1 texts havé songs in them, ,testifying that music: .

was already ‘a popular feature in dramatic productions during Elizabethan
5 times; An even greater tasgevfor?musical drama affected ,many of
. . ~. ‘

Shakespeare s plays as they appeared on’ the elghteenth—century stage, and

the 1nclus1on of add1t10nal 1nterpolated\songs was’ often required to"

fﬁ‘

'malntaln the success of Shakespearean productlons\

Garrlck s add1t16n of. the funeral process1on seems to have been

o

' forced» upon him solely by tHe news that such a proce551on and dlrge at
\

.the r1val theatre, Covent_Garden, had been 1nst1tuted A/member\of the

o

\

audience made this statement in his‘dlary: ' "Both ye houses play d on ye\\\

isame day Romeo and Juliet" . both Houses too added a Scene of Jullet s

funeral." Thereafter,vplaybllls for performances for both theatres

featured' not - only the Masquerade Scene but al 0 the Funéral Proce531on K

The - c1rcumstances of ‘the 1ntrodu0tlon of the fune#al process1on‘

e

bear w1tness to the competltlve pressures of stage managersh1p~ ‘ Before"

1750 . the partS'of,Romeo and Jullet at’Drury :Lane were‘ played underh

Garrickfs direction, by Spranger Barry and Susannah Clbber, but for the .

{ b : 4

K . - - - T
. : . . . . Fle X =,
. . . Lo o B
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|
1750-51 season these two actors left Garrick's employ and opened the same
play at Covent Garden. Garrick countered by 'acting the part of Romeo

himself with a new actress. The rivalry between the two theatres became

fierce and centered upon acting abilities, and“Arthur Murphy reports that

. L | N
‘the public delighted in the rivalry: - ladies .of the audience stated that

Garrick's passion was so fierce that, they expected to see him .climbing u
)% . >Xpe g up

" _the balcony, but Barry's voice so winning that any Juliet'would surely

)

38 . ) ” A '
wish. to go down to meet him. The .veteran actress Susannah Cibber was

considered’ the better oof the Juliets, although Miss Belfa&y " showed

29

amorous rapture and had natural loveliness. The audience tired of the -

!

Tack of variety, however, and Burnim quotes the following poem which ‘

appeared,in The Daily Advertiser on,October 1, 1750:

'Well "what's tonight?' says angry Ned, RN
As up from bed he rouses:
'Romeo again!' and shakes. his head --
"~ 'Ah Pox -on both your houses!'
i

after the twelfth nlght and Garrick

a 1

triumphantly staged a final performan e at Drury Lane’with Miss_Bellamy.

rs. -’ Cibber at Covent Garden tir

Critical reaction to Garrick s interpolated funeral was mixed.

v

Some contemporary critics pointed out the absurdity of this practice:-

1

obv1ously the spectators could not have- the sllghtest tw1nge of—fear and

.
pity for the corpse wh1ch they kné//to be on the p01nt of’ wakang as soon

- I

as it was lald in the tomb Arthur Murphy made the follow1ng evaluat1on

But what end is' all this farce and shew' to answer? If it be
calculated to please the ear and eye only, .and not de31gned'
""to have a proper tragical effect on the mind ‘of the
. audience, nor contribute to the carrylng on or denouement of
the plot, it is absurd and rldlculous. -



-

/

5

X

Francis Gentleman, however, -tcevealed Garrick's purpose in  adding the
N “ ‘ ‘

procession and concluded: "Though not absolutely essential, nothing
could” be better devised than a funeral procession, to render this play
thoroughly popular." Gentleman justified his remarks by explaining that
"three~fourths of every audience are more capable of enjoying sound and

- o . L] |
show, than solid sense and poetical imagination. His assessment of
the eighteenth-century audience's taste may be sound. Theatre managers
- ¥

seem to have agreed with his opinion for during the eighteenth century an

increasing proportion of music and lavish spectacle was introduced into

- productions. This trend could already be disce;néd in the first decades

©

of the century, as demonstrated by the following notice which the Daily

Post carried in May of 1726, advegtising a Drury Lane pfoductidn‘vof‘

Macbeth. ‘

50

. . with all Songs, Dances and other Decorations proper to
- the play; and several additional entertainments. viz.
.Kfter - the 1lst Act, the Musette by Y. " Rainton and Miss
Robinson, After the 2nd, the 8th of Corelli's Concertos;
after the 3rd, a q?Joo'den Shoe Dance by Mr. Sandham's
Children; after the %th a Dutch Skipper by Mr. Sandham; °
after zze 5th, La Peirette by Mr. Roger the Peirror and Mrs.
Brent, ' . - , : .

3

.Probably'the'most popular feature of Garrick's play’concerned his

addition of a seventy-five line death scene in Act V. . In Sﬁakespeare's

play the star-crossed lovers never have an opportunity to take: a final

b4

farewell., Otway had introduced to the stage a’scene in which Juliet

-

awakens before Romeo dies from the effects of the poison; Cibber had

féllowed suit; and Garrick also decidedhtg‘include such a scene in his

5 .

version of the play. . Garrick's addition, béginning at V,iii.l18, is as

<

follows:

30



(Drlnklng the p01son) L
Rom.. Soft"—— she-- breathes and stlrs"

;x’Jul; Where:. am 'I7 <- Defend’ me, - powers'»f-‘ﬂ;@-- '
‘Rom. . She speaks,'she llves, ‘and' we “shall stlll berbless d

C My klnd propitious: stars o'erpay me now -
s For all'my sorrows past. —-.Rlse, rlse, my Jullet

- And frod this cave of death, this house of horror, d'
‘Quick let me snatch thee t I(@/thyxRomeo S arms,
t

There: breathe a vital sp; in. thy llps, o

: - And ‘call’ thee back ‘my -soul,: te"life and 1love .- (Ralses her{ -

-’Jul ] Bless ‘me! ‘how, cold 1t 1s';——JWho s there7‘5?

Rom Thy husband;.

"Tls thy Romeo, Jullet ‘rais d from despalrv

U Tol joys’ unutterable' ——,Qu1t qult this place,

And:let us fly together —-— (Brlngs her: from the Tomb )

Jul.. Why do you force me 507 == I 11 ne'er consent =

'"fiWy strength may- fall me,” “but my will's unmov'd ——‘n

“.I'11 not. wed Paris —= Romeo is. my, husband -

N

“Rom. Romeo is.thy. ‘husband;. I‘am that Romeo,.f"
~Nor_ all the opposing powers of ‘earth or. man .-
’ Shall break our bonds, or ‘tear thee from my heart

‘Jul. *I know that voice —— Its maglc sweetness wakes»
My tranced soul ~--I-now remember ‘well ot

R

Each ‘circumstance -- 0. my - losd, qmy husband' - (G01ng to embrace

Dostothou avold me, Romeo’7 Let. me touch 5
"Thy hand; ‘and' taste. the .cordial of thy llps -

. You fright me —-’Speak =- 0, let me hear ‘some voice e
_E:Be31des my own, 1n thls drear vault of . death
S0 T 'shall’ falnt —-= Support me. ——;-' s

. Rom. - Oh, T ¢annot ;.

T have. no strength but want thy feeble a1d -s s mi‘ o

: Cruel p01son'

,y‘Jul “-Poison! What means my; lord? Thy trembllng voice,
. -Pale llps, and sw1mm1ng ‘eyes, -— Death's in- thy face
’}:Rom.i It is indeed, —- I-struggle with hlm now; —- -
:g_The transpgrts that T felt® . - S

- . To hear ‘thee speak and see.. thy openlng eyes,,‘

L ,Stopped for a moment his 1mpetuous CQurse, '

. 'And all my: mind was. happlness and theeﬂf——,,

_And ‘now the' ‘pbison - rushes through ‘my. velns.-f+'”'”
~ I have not txme to tell, o

”fFate brought ‘me- to this" place to take a last»

“Last fareweIl of my love, .and w1th thee d1e

afJul Die? +- ‘Was the fr1ar false’7

" Rom.. L know not 'that.

Tt thought thee dead dlstracted at.the 51ght

S0 fatal- speed! == drank. poison, —— kiss'd thy. llps,f"

‘:'And found w1th1n thy arms a prec1ous grave, ;7.
. -But, in that moment. - O' —_ i : ST
’fEJul And d1d I wake for thls’

h1m )




‘ IO cruel cursed fate' in 51ght of" Heaven, r—"‘ =

Rom. - My ° powers are blasted :
»:'Tw1xt death and . love ' m torn, T am dlstracted o
~ Apd death's strongest —- 'And ‘must -1 leave thee, Jullet‘7 -—
- "Jul. Thou rav'st; lean on my breast. , LT
- Rom Fathers have flinty hearts, no tears can melt ‘em,“f—

,Nature pleads in wdin; —- Children must be wretched

‘Jul. 0, my breaking heart' o v
':”Rom She is'my wife, —- our hearts are tw1n d together e

; Capulet forbear' tm— Parls, 1oose your . hold; - "

Pull ‘not our heant-strlngs thUS',—— they crack = they break
0, Jullet' Jullet' - (Dles. Jullet faints’ on Romeo s body.)
: . : : : (pp 145 146)

ST e

",I hls ‘advertlsement to the thlrd edltlon of the play in 1753T

x4

':1Garr1ck felt compelled to JUStlfy thlS add1t10n to’ the work of the

N K 3 e N

‘.dramatlst he 1dollzed he explalned that Bandello, from whom he clalmed ffd

L

‘Vf .Shakespeare' had borrowed the subJect for hlS play,’ had Jullet awaken (e

_?glven approval From the Restoratlon onwards, the love ;element S

Y

T
Se e

;1fstory from‘ French and Engllsh translatlons,'h "both 'of wh1ch have

”h'lnjud1c1ously left out thls Addltlon to’ the Catastrophe,' and thus ‘he dld‘5

.5fcon31dered essentlal to tragedy, had been expanded in: most Shakespearean

, ‘ AN S o
,‘;productlons = ‘?Garrlck‘--furthermore, felt ob11ged to compose hlS ”own;,

cae R

5
:andt,Distress ! Murphy pralsed Garrlck =3 endlng as superlor to Otway s

.because‘ it! rouzes a var1ety of pa581ons" we are transported w1th Joy,-

*leth despalr, grlef and p1ty

The 1ncrea81ng preoccupatlon wlth what now seem to be sentlmental '

_‘audlences'vtoﬁ'respond to drama emotlonally rather‘ than 1ntellectually

o L

L

_*before Romeo dles- Shakespeare d1d not read Itallan,f hav1ng taken the Sy

hfconclu31on. because Otway s d1d not possess suff1c1ent "Nature, Terrorjl '

"surprlse and rapture, and by a rapld change we'axelSudd331Y,QYBrWhElmedvf{a

'~-not know the endlng,, to wh1ch certalnly hlS better Judgment would have°:3lb hd,

':effects durlng he‘ flrst half of the elghteenth century had caused.w e



A, B
\

R v‘ K -.q.r‘,_" .. . E K '-v" . ) S rl:)l ' e .‘ . . o
"_uTheir ’pOwers‘of‘identlfiCatdOn:with the characters were cultivated to a -

l‘

'fremarkable degree and 1t:'was now.the7g0al'ofhdramai to»'"shock one's -

f'had taken the place of" the whole man of the Renalssance The;eighteenth+ﬁuh"

=

1whatever would provoke a- feellng of plty 1n the audlence

tears‘ = the fdlstress of Ophella, the pltlable reunlon iQfﬁ Learvband/

Lo

"sen51b111ty, whether 1t caused o be melted 1nto tenderness the heart of”'

'0'

o : e 47" ‘ : o
‘ every spectator,v or produCed'a feellngfof terror. Such a’ conceptlon B
Hof tragedy was indeed:‘far removed'fFOm that held ‘in° the days of

"Shakespeare:-“ The 1nterplay of emotlons had glven way almost entlrely to‘j

~nstead of the»

.v,\ *

,cvarled pa531ons of Ellzabethan heroes and her01nes, contemporary traglc

.bcharacters were act1vated solely by love The human belng in dlstress.“-'-‘w

/

'~_)century theatre con51dered pathetlc s1tuat10ns to bes'useful- devices':
-ﬁﬁdbecauSe they demonstrated the goodness of the characters who 'w1thstood"
Z'Vﬁalli trlals and because they prov1ded the spectator wlth an occas1on for:r’

dlsplaylng hlS own goodness,‘ 51nce to be: moved by the 31ght of v1rtue 1n7 f~'

y
.

v‘dlstresSy fwas-;a' 31gn of ‘a _properly sen51t1ve and moral nature

Consequently;jf}lln, 4Shakespeare s tragedles, . m1d~e1ghteenth—century

audlences found the1r Chlef pleasure in scenes that most readlly provoked

.

"
Cordella and the dy1ng klsses of Jullet

?Inrrthej last “scene of Garrlck s, verslon of Romeo and Jullet a

”‘_splendid opportunlty arose for the two main actors to dlsplay thelr

greatest actlng talents in wr1ng1ng emotlon from the. audmence. Garrlckv'

- . not only w1shed to make Shakespeare s traglc force yet more powerful but .

i also asplred to éreate for hlmself an opportunlty of playlng one- of those L

[

sensatlonal scenes_ of pas51on and death in whlchg‘he.‘excelled, !.The.if

-l o~
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‘interpolated death ' scene was,.y accordlngly, ,‘elongated» With .. many
'contortions and ".groans. Francls Gentleman expressed his ~delight‘ in-
"GarriCk's'-conclusion to-the play} "Cr1t1c1sm could never ever [meet]:V '

1

_’more meltlng 1nc1dents express:Lon, than the catastrophe of th1s plece :’
h.furnlshes Wegdeem 1t rather too great a straln for tender sympathy "48
Even Garrlck s stern opponent MacNamara Morgan acknowledged the pathos of

' Garrlck s 1nterpolated death scene, thus compllmentlng the actor manager

on hls ;maglnatlon and creat1v1ty;v_ "Nothlng was ever better calculated
v.to’fdraw tears_from:an'audience_; J‘m'.y .The’circumstance of Jullet 5
"awakenlng : ','v perhaps the flnest touch of nature in any tragedy

o anc1ent or modern.,

o Because the ver51ons of C1bber and Garrlck were the eonly ones s
’:Tacted w1th any frequency 1n the mld—elghteenth century,» audlences_ were‘ti”
*'unacqualnted w1th the real nature of the Shakespearean endlng Garrlck

. ’S. " B 4

"hcut 166 l1nes from the last act malnly from the parts of Frlar Laurence, j.ﬁj :

n'Parls"and those people who appear ln the tomb to v1ew the dead lovers.l

ferh llttle understood llnes in whlch Frlar Laurence recounts :what he,dA“
diuknows; of ithe.-circumétances’.that%brought on the tragedy Were -almost.}" )
e b e L RO
»entirély'*eicised.,_'Francis Gentleman approved of Garrlck s’ deletion;
‘*‘maantalnlng that "Shakespeare has glven the frlar,’ herek _'ftediousf:

1c1rcumstant1al narratlve' of forty llneS" cuttlng 1t off to five,*»is'y

,perfectly rlght 'f&%y the Catastropherls ,suff1c1aptly wrought up

"Explanatlons by other characters at the end of the play were: brlefly
~{g1ven Montague and Capulet became reconc1led and the Prlnce closed w1th

r,Garrlck's_llnes: L _f'-fg#

sy
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From pr1vate feuds,vwhat d1re mlsfortunes flow,
i Whate‘er the cause, the sure effec 1s WOE o L

o

o M

- of tragedy was ‘never very serlous durlng ‘the elghteenth century, pleasure

35

A The 'battle between 1nstruct10n and pleasure as the ch1ef obJect‘ :

" 'won - w1th ease ‘ However, moral 1nstruct10n was regarded ,as a very."

k)

' llmportant part of tragedy and scarcely any adaptatlon' of Shakespeare‘

',hfalled to p01nt ,,,,, up the moral lesson ',or to Supply one 1f Shakespeare had:"‘

; .
not obllged For the elghteenth—century audlence some very, 1nstruct1ve;

"S‘Romeo and-Julietkbz FranCISQGentleman, '1n The Dramatic.Censorf preSented] -

:;these'lessons‘

T . . . . _ - .
Dlsobedlence in’ chlldren in d01ng what they know is totally

- against. parental 1nc11nat10nsv brlngs “a o train' - of

perplex1t1es, - and produces the.most ' fatal consequences o gg'f .

. Parents ‘may learn that: famlly»quarrels are not only socially

absurd ¢but’; pregnant :,mlsery to them and the1r‘,

: offsprlng,_ they may. also' »ive that compelllng youth . in .- :
“the article. of marrigge’ is- 3 ounnatural ‘dangerous exertlon"~,}

aof author1ty\“ ‘and - duellists may. infer- from Tybalt's’ fall
that the sword: of fate hangs suspended by a: cobweb—thread ‘
“over a turbulent dlsp051t10n o ‘ S

S el

)_‘

*rf;'lessons. could therefore " be . drawn from . Garr;ckvs1' vers10n ~ of

Although the elghteenth century found Romeo and Jullet s scenesp-,'

‘"buSy and varlous,rf 1ts 1nc1dents numerous and 1mportant u and'-' ts .

"ﬂ'catastrophe 1rre51st1bly affectlng,'

" A .

wlthout alteratlons “to the language that Shakespeare had employed

”‘tpresented on the Engllsh stage untll Clbber S Vi

‘:[vGarrlck blamed thlS long absence on Shakespea_e s use of Jlngle j'ﬁd‘ _j'

'“g\,\qulbble, whlch were always thought the greatfobJectlon to rev1v1ng 1t.f

\

nr:He stated that hlS des1gn 1n alteratlon would be to clear'thev»orlglnal,ll

the play was not fully ‘acceptable‘

'ef,'Aﬁter Otway s presentatlon of the play in 1680 the drama bwas tnot ,

Slon appeared in” 1744 },-i .



, S sy e _
as -’ much as p0531ble," from thls defect Garfick lived in,an age' that

: ) g
‘admlred Shakespeare s 1mag1nat10n but cr1t1c1zed tralts attrlbuted to hls‘

36

-_supposed lack of learnlng or to the lack of reflnement of the late

'51xteenth century Romeo and Jullet was compared to a flne garden fllledﬁ

"with v‘some beautlful flowers of: genlus," but Shakespeare 8 language had

54 o
caused the garden to ‘be’ choked with weeds. o Accordlngly, Garrlckr made]

‘! e

fthose alteratlons that he felt were necessary to f1t the language of thev

Elfaabethan ' dramatlst '”to elghteenth—century standards :;of. Ataste.

L Generally,_the changes were 1ntended to ‘make the play more understandable

. to,‘an elghteenth—century aud1ence,_yor tO'make'pltv conformv‘tq that

Laudience's taste '1n tragedy “ Garrlck 's alteratlons fell “into” three'

o
|

f‘categOrieS“ he omltted qulbble-(puns and plays on words), he cut a great'

/

' ﬂjdeal of Jlngle (rhyme),p and he substltuted many words and phrases of his

‘v.own. 'vThe. century was conv1nced that excess1vely flguratlve .languagei

"ilrepresented‘.a 1ack of Judgment and that Shakespeare s language vwas,‘bu

oo

L

a exce351vely flguratlve' thus,v]many alteratlonsfwerefde51gned to reduce .

'ethe 1magery in: the play.

Follow1ng Addlson s cr1t1c1sms the pun was now condemned as ~the"

".lowest form of w1t and thought hlghly 1nappropr1ate for serlous 'drama.y

-jSamuel Johnson sald in the preface to hls edltlon of Shakespeare.r

A qu1bble is to. Shakespeare what lumlnous vapoursvare ;tOQ o
o the traveller; he follows it at’ all adventures, it is''sure
"to ‘lead him out of his'way, -and sure’ to engulf him in : the
’mire It has some. malignant- pgwer over hls mlnd ~and its-
fasc1natlons are 1rre31st1ble.¢‘ ‘ : T

T,Carrick' blamlng qulbbles upon the uncouth nature of Shakespeare s 'ageﬂ g

.A‘rather‘ thap._upon the bard,hlmself set about e11m1nat1ng the punsp'and"

§



[ball: In reduc1ng the qu1bble, however Garrlck lost some-pretty,love—-
*"making iwhlch turns upon the word play concerned w1th ”Salnt " "Pllgrlm,
‘?_"Lips;-, and ‘?Sin. “a»Even Gentleman was‘forced- to hcommentv upon the

37

"playsfon words he found in Romeo and Juliet. He omitted all‘thelpunning‘

I3

|

1n*'the opening scene of the play, Ipruning,alI but four of the first
thirty-two lines. He also excised the extenSive paSSage of wit exchanged

fby Romeo and Mercutlo in the fourth scene of Act II (II iv. 51 97), and in

/
Act III Mercutlo s.famous pun.was cut "Ask for me tomorrow and you

'vshall flnd me .a grave man" (III i. 92) In Act II-Romed‘s reply to the

- Such fpassages, ‘said'Samuel:Johnson; 'affect "a dlsproportlonate pomp ofvr_

. ' gy . ‘} _ L e o 56 N o
—dlCtlon,. and a wearisome train of/c1rcumlocutlon.":’ In Garrlck’s play'

B Nurse when she 1s sent to flnd hlm appears in Shakespeare as; follow5"

I can tell you; but young Romeo w111 be older when
you have found him than he'was when you sought him:
I am the: youngest of that name, for fault of a: worse.
oy S O (II iv. 108 110)

»

o these llnes became 51mp1y "L am the youngest of that name, for fault of a

AR
v

“worse ‘(p lll)

V’Garrlck s most 1mportant‘HCuts dﬁ word‘play 'occurred in his

L abbrev1at1ng/ the love scene between Romeo and Juliet at the masquerade

’SWIftness:-of"Juliet'syfallinO’in‘Iove as a?result.of eXCision in' the;

* for tragedy; Shakespeare s‘ occa51ona1 'use ‘of rhymed llnes 1n‘_hls-rI

Y

’scene,, but he condemned her character rather than - Garrlck's exc151ons‘
,"Thls_ masquerade scene is well dlsposed to g1ve Romeo an: opportunlty of ;
'unfoldlng hlmself but we rather th1nk the lady s catchlng flre so veryy

:vsuddenly, shows her to be composed of €inder 11ke mater1a1 "57

‘,‘Thej elghteenth century regarded blank verse as the proper medlum

Ty o
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Vtragedies.‘therefore' posed problems for‘ his 'adapters' ‘Act—end. and

.sometimes' sCene—end rhymes were usually retalned because they were seen

‘ to fulfill a def1n1te purpose; . in Romeo and Jullet however, the play s
/ .

‘2498 rhyﬁbd llnes were abundant enough to cause concern. ‘-Garrlck

'proceeded‘ systematlcally to reduce.the number of rhymed.l1nes. in the

play, retaining scene-end, act-end and even”Speech—end rhymes for Romeo

38

and Juliét, "who' were allowed a more-"poetic' speech than the ‘other,p

‘charactersgss- The rev151ons centered malnly on those 281 llnes of ythe

play that “contained.consecutlve rhyme;v the sonnets between Romeov‘ind

Juliet Were therefore altered. For example, Romeo s sonnet. beglnnlng

0, she doth teach the torches to burn brlght‘b
It seems she hangs onto the cheek ¢f night
Like a rich jewel in an Eth1op s ear;

Beauty too’ r1ch for use, for earth too dear!
(I vibl- 44)

_ was altered by Garrick to read:

" 0, she doth teach the torches to burn bright!
- Her. beauty hangs upon the cheek of night,
-'Like a rich jewel in an Aethiop's ear; ,
The measure done, I'11 watch”her to her place.
{ ) “(p. 101)

In this scene Garrick also’altered the sonnet of dialogue between»fRomeO’

and . Juliet‘ cuttlng seven of the llnes and leav1ng only one rhyme. CIn-

,Shakespeare the sonnet beglns as follows
Romeo: If I profane with my unworthlest hand
- This holy shrine, the gentle fine is this,
.- My lips, two blushing pilgrims, ready stand v
'To 'smooth that rough touch with a tender kiss. _b-
(I v.91- 94)

A Garrlck s vers10n reads :
Romeo: If 1 profane w1th my unworthy hand

~~ This holy shrine, the gentle fine is this.
Jullet Good pllgrlm, you do wrong your hand: too much

g
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For palm to palm is holy palmer s kiss.
: : (p. lOl)

Injury done to the play because of the cuttlng of rhyme was not ﬁgreat,’
'1nasmuch as Garr1ck s emendatlons of rhyming words amount. to less 4%hanq
twenty- elght throughout the whole play. 5? ‘He therefore dld not comb

through the play to break up all the rhymes, but: altered enough to:

satlsfy»the averaée contemporary playgoer.

| ‘Shakespea;e was’ often offensive to.neoéclaSSical taste in: his
choité of words, one of the pr1nc1pal reasons belng the alleged v1olat1on
of the dlgnlty of tragedy,, a klnd of extenslon ofvwhat might be called
the doctrine/of decorum._60 Garrlckydmitted from Romeo and Jbliet‘yarlous

IR
LT _ R R S : , ,
'ords that seemed« unsuited  to. the'elevated- nature of tragedy and

-»substltuted words that appealed to mld—century ratlonallsm." the NurSels

Mwretch," -and, "knlfe" became

1

, "dugsv, became "breasts " "beast" became
"steel" or "dagger.

A1l emotlonal express1ons that. might seem excessive were

'bsuppressed.or toned'down. Thus‘bn ‘ B SR - o jb" LT
‘These violent'’ delights have v1olent ends

And in their triumph dle like fire and powder
Whlch as they kiss consume.

(II.vi.9-ll)v
Garrick altered Vklss" to "meet." :Jnliet's cry
‘*Prodigious birth‘of’loye'it.is to me,
- That I must. love a loathed enemy , T
S ' (I.v.137-138)
" 'was omltted entlrely ERa

Thus;, although the play prospered on the London stage inv the:

eighteenth vcentury ‘ont the basis ofilts,emotlonal 1mpact and draw1ng

power, ~its text was’ cut to bring it into . some’ conformlty wlth the



40

e
i

prevailing standards Cof elghteenth—century criticism. . Shakespeare S
language, h1s more elaborate concelts, passages whlch seemed out of _place’

'Tin‘ tragedy, and Speeches which-detracted-from the,decorum of Romeo and

Jullet s gﬁgracters were regularly exc1sed by ‘the elghteenth—century

prompt books and acting edltlons. Franc1s Gentleman ‘summarizing

Garrick s presentation.of Romeo and-Juliet};said that the~adapted play ,

. . has many poetical beauties, expressed in - smooth,

- nervous, agreeable:. ver31f1catlon, and takes, in several
* places, tender possession of the passions; .it conveys very "
~ dnstructive admonltlons, ‘rises - by  just degrees to a

, striking conclu31on and must be allowed the candid praise
‘of great merit. i ' ‘ ‘ o

) Garrlck S alteratlons in plot 'Characterization and/language met

the approval of Drury Lane and Covent Garden audlences well into the

vnlneteenth century. From 1748 to 1776 Romeo and Jullet was the most “i

'popdlar tragedy in the two 11censed theatres in London, and was second .

yonly “to The Beggar s Opera (1727) as the most frequently repeated p1ece

of - the elghteenth century 62 - At Drury Lane it mlssed only ne season

between ;1750 and 17775 and at Covent Garden the play was staged every

an g

yeafu from 1750 to- 1800 except during 1780 a str1k1ng proof of' its-
:?‘popularlty _since no actor of eminence but Barry appeared in it there
'kThe 1nterest of the publlc carrled on for years in the relssulng of three

J'edltlons (1748 1750 1753) of Garrlck S adaptatlon and a pr1nt1ng every .

X

: 63
three years thereafter unt11 1787 Garrlckls addition of the f;nal :

death 'scenee'appealed to the melodramatlc tendéncy-_inr‘drama found
throughout the nineteenth centnry;"and was used as the final‘epiSOde“'inQ'*
*Gounod's oOpefa, - where the lovers sing a duet before the curtain ' falls. -

' For almost a hundred years Garrick's alterations as well as his additions’
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of the Masquerade Scene, - Funeral Procession and Dirge, andlDeath Scene

,were used in productions of ' Romeo and Juliet throughout England. )

?Even with all itSvalterations and additions Garrick‘s was by -far -

"

the( best text of Shakespeare s play which was carrled on- the English -

1 -\J

64
stage from 1680 untll the mlddle of the nlneteenth century. Garrick's
pre—eminence dld. llow him to return more orlglnal Shakespeare to the
theatre than_ any of h1s predecessors,. yet the hegemonylof the London

v

stage during the elghteenth century meant that the spllt metween stage

and printed text was altogether more powerful than in the. twentieth--

century. theatre;‘ .Garrick's Was-usuafly'the most falthful version of.
‘Shakespeare that could be seen acted by his aud1ence. -On the other hand,

'fuller texts, whlch had always been avallable, not only' beeame"more

-~

a easily accessible.»to the public, but," through the textual work'Aof,

Steevens, Warburton,'vCapell, and Johnson among others,'more falthful
.Hente;. the. division between vShakespeare ‘seen on‘the‘ stage and:.the

Shakespeare read in‘the "oloset" was‘actually,deepervthan_it is \today.

" Garrick's 1nterpretat10ns of a part.and his alterations of .the plays ‘

themselves had an, authorlty now unthlnkable. ‘The -twentieth centiiry

-

seen both' a renewed scholarly; toncern with the" establishment of

}has

Shakespeare'§' textf and an unprecedented freedom with that text on  the"

~ stage and elsewhere. ’ Modern'theatrewis-essentially pluralist in its

‘aesthetic approach' in Garrlck s London by contrast two major companles

1dominated serlous‘theatre, and at Drury Lane}Garr1ck s was the deflnlt;ve-
*“"Romeo of his period.‘ o R
Garrick, ' by his own testimony, was an avid lover of Shakespeare

- e K : N



J‘for the most part took him at- hiS/word that his

and Was driven as Thomas Davis, his eighteenth—century biographer says,

by - ' pass1onate desire to glve the public as much of their admired poet‘

- as pOSSlble n63 ‘Indeed, it is poss1ble to make‘a case for Garrlck as a

"restorer‘ of Shakespeare -rather than as an adapter; it is easy to
: . . il " ' /""’ .

deceive ourselves if we compare Garrick's acting versions of Shakespeare

with those_of.Howard, Otway and Cibber. - Garrick is so much closer to
Shakespeare that we may be inclined to minimize his departures; but

departures they were, and some of them, considerable ones.
v , - ‘ .

.Despite Garrick's professed 1ove_of'Shakespeare he was the most

active adapter of the mid-century, and some of his alterations' to such

plays as Roméo and Juliet may strike a modern reader as '"extraordinary

. : : ' L, 66 - ~
acts -of vandalism" as John-Barnardvhas 1ndeed'termed,them. Even some

[

P by :
critics closer in time to the actor—manager s’ own found his vers1ons of

Shakespeare to be mutilations of the original texts.  Garrick's publid,

"

no - drop of that 1mmortal man," but not Dr. Johnson. - When Boswell‘once.

|

argued that Johnson should have mentioned'Garriok in ‘his Prefate to

42

only plan" was "'to lose ;

Shakespeare, on the grounds that Garrick had "brought Shakespeare 1nto"

‘m

"

notice, the boctor s gruff re301nder was, "Sir, to allow that would be

torplampoon the age.' Wbl Similarly,' ~ Charles  Lamb, writing in the

- nineteenth century, long after Garrick's death, said, "I - am almost '

o . o e ‘ B .
disposed to deny to Garrick' the. merit -of being an admirer - of -

Shakespeare.“68 A

S\ jl ) o ’ . ) ) : -
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Chapter IT

‘Henry IrVihg: Shakespeare In SumptuouS'Qarments ’

3

During the latter half of the eighteenth century and throughout

the nineteenth oentury Shakespeare's plays continued to hold 'a prominent
position on ‘the English stage. In 1882’Wllliam Archer, . one of the

leading theatre critics“of the period, made the following evaluation rof

the. playwrlght s reputatlon'

.Shakespeare " is unquestlonably _the popular dramatlst of " the
day. -What other playwright can boast of two five-act:- plays
runniag  $imultaneously at the two leading theatres of
London?ll What other playwright is studied so scrupulously
or mounted so sumptuously? If he now ' 'spells ruin' to
anyone, it 1is not to the managers who act him, but to the .
‘modern dramatists who have to compete w1th h1m.2 & '

, Juat as David Garrick had_dominated'the Engllsh theatrical worldAwith his:‘
Shakespearean productiOnsAin'the eightEenth century, Henry Irving‘Jnow
eXercieed‘,that- same control in the last decades . of ’the_ nineteenth

centﬂr&. In 1878 he becaméﬁhanagEr of the Lyceum-theatre in London ano
fln more than twen#y years of assoc1at10n with that theatre -as mahager ands
pr1nc1pal actor, he presented thirty-seven plays,‘ of whlch twelve were
Shakespeare s and the others were~melodrahas; | All his ‘Shakespeareanv
' productions_'ehjoyed'longland sutceésful runs,'_beoomlog famoue for both
their inoreaaing 'use.bof lavieh‘ spectacle’ and his .acontroversial '

interpretations 'of such leading figures as Shylock, Richard III ' and

Romeo. ' Romeo anvauliet, _presented' in 1882, was his first . elaborate

production and its run of 161 performances proved- that I?%1ng s

43



presentation and treatment of the play appealed to a century which built
upon and expanded the‘eigﬁteenth—century taste for the spectacular and
‘ iy y . :
" the sentimental. 1
During the ‘eighteenth‘»and the first hglf\ of the~ nineteenth
century develdpments occurred in«English thaCrical Sbnditio§$_that were

to affect Irving's Shakespearean productions. Already in Garrick's time

and until 1843, the London theatres were regulated by a’ patent system in

. .
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- which only two theatres, Drury Lane and Covent Garden, were licensed to

perform plays with dialogue which of course inclﬁhed Shakespeare and

-

practically all of EngliSh~drama. Afgfr thé lively dramatic activity of

the Restoration, and much of the eighteenth "century, English‘ drama

decline in both tbe

o ) Toa -
throughout most of the nineteenthecentury suffered a

number and quality of new playsy offered. Prevented froﬁ performing"

\ . S . ) .
anything mere worthwhile, - thE& management of thée '"minor" theatres

i Wiy . o

: . o ~% : : . R Co
_presénted trivial novelty and. spectacle yé, the public. The common -

2

' practice now Wwas to present pantomimes or to circumvent the licensing
. e B . . e .

Pl

,»rlaws by’pérformihg'farcés, melodramas and burlesques, piays in which the

dialogue< was accompanied by music. . Often all these forms of spectacle,
together with animal acts; would be presented on the "same program.

Hence, the theatre oftén’became a kind of variety show.
bl N ) . ’ ‘

- £

e Largéf‘ and less literate audiences than in the past century
* .

filled the theaprés, In the  prologue to Mrs. Inchbald's To Marty or Not

. t6 Marry (1805) Mr. Taylor urged the authdggés‘ "anxious hope . . . still

o - .. 3 o
to find/ Some®useful moral for the feeling mind." This might. tempt the
. : 0 , . ' : R . :

more genteel playgoer of the eighteenth century, but now most of Ehe

- writers for the theatre worked for all the emotiona1  and sensatibnal'

J

Id
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. effects p0551ble In an adaptatlon of Ollver Tw1st 'Qfor‘ example, :thei?'

fodlow1ng treatment of the scene of Nancy 5. murder shows the taste' of_"ﬂ

. 0

both performers and audlence in the popular theatre' "Nancy was always

\-”dragged.rOund the stage‘byfher halr, and after th1s effort Sykes; always_'vb‘

looked up deflantly at the gallery _ He was always answered by one

loud and fearful curse, yelled by the whole mass 4 All the emotlonalff":

“

and v1sceral effects of the popular theatre - the v1olence, the macabre L

the focus1ng of strong feellng on the monstrous V1lla1n the audlence sb :

emotlonal -response, the mlxtureaof horror and theatrlcal thrlll - are“ﬂyf

\ T " . N ’ .:’ N . -

' suggested by thlS pefformance and 1ts response. It 'isv a graphlc R

1llustratlon of what was commerc1al and thus successful durlng most of.-

n_.",.__ S e

y;the-nlneteenth century.”p‘.Ld ARSI AP ,Lh"*gfr, RN i.;f

s

”rSerious dramatlsts could” seldOm"compete.*With‘lthis"kind-{of.

e

Sy L Lo P o g "

ftheatricalf Spectacle." Shakespeare could compete w1th bear ba1t1ng plts:',

e

.', next 'door to the Globe,‘ or the slaughterhouse drama of h1s Jacobean;bf

¢

,:f contemporarles, but not w1th an audlence,that was unwllllng to. llsten touf

long speeches, or wanted a varlety show of fast—mov1ng entertalnment that

startled the eye and d1d not make great demands on the ear or 1ntellect

Sensatlonal effects therefore moved into the two patent theatres as well

and by the t1me the patent law was repealed 1n 1843, the use'.of theSe.hf:

\‘

effects had become a part of Shakespearean performances 1n‘mostxtheatres.c.

To accommodate the grow1ng audlences,.‘theatres at thetgnd of thef

Y

'felghteenth century were enlafged some seat1ng as’ many as three thousandvsf

‘people.- That process of completely. 1solat1ng the ]actors,‘frpmﬁ thef_'

|
s

,‘r/\"&*

‘,-Spectators,ﬁ Wthh bega o at the close of the seventeenth centu%y “and

R ‘n!;r



' gradually cut away»the/old Restoration stage and itSv_attendant stage—
doors,‘ now attalned 1ts culmlnatlon 1n that the apron vanlshed entlrely .

'_and' Jthel picturefframe jstage,»" apt for .reallstlc and ' spectacular

K experiments,'xwas establiShéd; Percy F1tzgerald , commentlng on the new:

@ e

Haymarket, * drew . attention  to a novelk“arrangement ‘1ntroducedA by’g
 Bancroft: e )
S , 4 . SR
A r1ch and elaborate gold border, about two feet broad, - . o
after. the- pattern of a picture frame is continued all round ‘ '
: “the: proscenlum,f and. carrled even below.the actor's feet —- .
.. . theré can be mno doubt the sense: of illusion 1ise 1ncreased
‘ ”f-and for the reason’just given; the actors seem cut off from
“ the . domain of prose' “there: 1s no' borderland or platform 1nf'v
_ “|front; and stranger still,  the whole has the air. of.a. .
e ".‘plcture prOJeCted on a surface.? :

Db
s

Here the plcture frame stage is not only recogn17ed but full a&areness of~f‘
B 'its functlon and s1gn1f1cance is. clearly reallzed

s

The enlargement of the theatres created pract1cal;%roblems.i soft‘
'ff;vorces could.*not-be_heard; rapld speech could not be undegstood and -
- lfac1al express1on 1subtle ge ure and the flne nuances of dellvery had to

be omltted or exaggerated ThuS&the-actors'were driven into‘-a -leW,‘«

»heavy enunc1atlon w1th each phrase marked off by strong pauses., Becauseﬁuq‘

fythem actor and stage had shrunk behlnd the proscenlum; ‘rapport between

¢actor' and audlence dlmlnlshed and w1th that lost rapport went los5~lofh'
'.,1nterest 1n plays dependlng a oreat deal on language for thelr theatrlcal
: - S ™ S
'*feffect.:j In conJunctlon w1th scenlc 1nterest thére was.  an ‘1ncreased

a’empha51s on broad gesture eye-catchlng stage actlon _ and clever stagev““~ﬁ§7'.

o

,‘dev1ces., A/ demand in the theatre therefore arose for thei‘p}g orial'""
) ) : i . vn’i
'ij"reallzatlon .of 'the word and the sc nrg reéreatlon of the’ dramatlst 8 -
S {

.sett;ngy“ ‘T look at the stage as 1f 1t were. a: plcture ‘'was" by 1850



automatlc response in audlences and to make performance resemble palntlng

‘became a hablt of managers and techn1cal staff Act1ng made great use of_

<.
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L eyeecatchlng’ styllzed ‘and, sometlmes stereotyp1cal gesture, attltude and;~

ofac1al expres51on, thus plctorlallzlng character and emotlonal response
'The actor was no longer performlng far 1n front of a plctorlal background

of w1ngs and backshutters,- but had'retreated behind the-proscenlum arch

‘.kand was. therefore 1ntegrated w1th1n a scenlc un1t

.}Thef n1neteenth century framed 1ts stage as a palntlng would bev

'framed' fjbut . as Vthef century progressed : n1neteenth century » taste ’

also 1n31sted that the content of the frame should be as. lifeelike ’as

: possible;_vaesignerS"like, Wllllam Capon (1757 1827) responded to -the o

fdemand by '1ntroduc1ng ma581ve_ three—dlmen31onal pleces 1nto L thelr fff-

‘-5usett1ngs The p1eces were often d1ff1cult to move,v’w1th"the result thatgﬁf

L : R R v - : nv X
-ifrequent delays occurred even w1th1n the progress of \a; 31ngle %ct;

”‘;Producers vattempted to recover the t1me lost 1n sh1ft1ng scenesr'byfgh

i

fdrastlcally C“ttlng the plays ThEsevcuts together w1th the 1nher1ted;f

“exc1s;OPSu 1of~ Restoratlon dapters and the temporary dlstortlonsb*

- .
‘\.

;OCCasdoned’vby:afstar-actor"S’vanity,- often reduced the her01c sweep of

v),

'Vithe ‘major Shakespearean tragedles to a patchwork of short and 1ll—“

s : L . ~

; f connected5 3cenes ,' The problem 1ncreased rather than dlmlnlshed as tlme“_}ﬂ_’v

‘passed. ' Great star performers emerged such as Charles Kemble, Edmund,_

~'Kean;,/“William;,Macready,' and Charles Kean, 'who appeared in' crudely o

"abbreviated "actingyverSiOns of the maJor dramas, heaylly mounted 1n'an

1ncrea51ngly 1llus1onlst1c style

5 T . ) P . : :
< . . v g

New developments lln,hlstorlcal and archaeologlcal reséarch and

the_ popularlty of hlstorlcal flctlon prompted a‘w

,;pdé‘.V




! -

the facts of ‘history, a‘striving.after "historical ~accuracy." ' Thus
g J . ) L h ' .

audlences were attracted to such’ presentatlons as:

A grand Naval Spectacle at Sadler s Wells - Theatre,
'presentlng that memorablemonument of Brltlsh Glory, | the
Siege of- Gibraltar; . with exact -representation of the
armament ~ both by Land and Sea, of the combined forces of -
France and. Spain, with real" Men ‘of War and Floating -
}Batterles,-'built and = staged by profe581onal men from His .- . o
‘MaJesty s Dock -Yards, and - which float in a receptacle;'- B
conta1n1ng nearly 8000 cubic feqt of real water. RN

S

- ¥

This ’interest‘ 1n the past and the recreatlon of hlstory 'in ~painting,

poetry,. the nOvel scholarshlp, and theatre became one of the most

l ‘l)

'_1mportant features of n1neteenth—century thought and creatlve art f :k”ﬁ

'Learnlng through hlstory was 1mportant for the V1ctor1ans, “as~

PR

'~apparent’ in'their respOnse'to the‘Shakespearean productlons of Charles

o

' neceSSLtated full and elaborate scenlc treatment for Shakespeare s plays,:h,_F é%

: h playbllls 1nto 'm1n1ature essays in- whlch he 'gave‘ the’ historical

gwhat :were often 1nessent1al detalls 1n elaboratlng the p1ctures of pastp‘

[rKean as: in thelr apprec1at10n of hlstorlcal palntlng The requlrements’f"“

S

;’of hlstorlcal reallsm,* archaeologlcal accuracy and plctorlallzatlonﬁ

P ) v

'L\)

and by the mlddle of the nlneteenth century it ‘was, the alm of sucho

»\ +

: managers as Charles Kean to mount thewplays of Shakespeare not only w1th’j_.f,
"every attractlon' of - approprlate and p1cturesque scenery,' but w1th a

- fscholarlyf prec131on wh1ch would make the ages conJured up by the poet?sﬁ I

fahcy 11ve agaln before the London publlc, Kean went S0’ far as to ;urp;?

o

t.ackground df each play and the detalls of h1s archaeologlcal 'reSearch;

Author1t1es‘ of all klnds were used to ensure a falthful reproductlon of

-fages.:f Kean appealed ob11v1ous.fof the fact “that Shakespeare bus1edf

~

hlmself but 11ttle w1th petty %iigracy‘of detall,g choos1ng ,plcturesque

N



‘locales gfor his dramas and then concernlng hlmself only with‘fthe

49

development of the dramatlc essent1als of his themes and the human nature‘

a

of» his ‘characters.v That‘lt was Shakespeare s purpose 1n many of hls

rplays to present as‘coMplete a picture‘as poésible-ofJa bygone age» wash-ni'

_""(,‘l N

) hardly questloned by the. mainstream of V1ctor1an theatrical oplnlon.b

Kean’ spep acles Wthh utlllzed the most elaborate methods of hlstorlcal

reallsan 5 p_@d the main trend in Engllsh Shakespearean peructlon forl,

siity, yearsi this was the tradltlon 1nher1ted by Henry Irv1ng at. the K

’.fLyceum At the same t1me, there seems to have been a contemporaneous
blnterest in a; closer adherence to the Ellzabethan texts, of Shakespeare s

. plays than had been exerc1sed in- the prev1ous century

o f Influenced therefore, by an age wh1ch demanded S

4 novelty;‘ Henry Irv1ng presented Romeo and Jullet ‘in 1882 Hls professed

b

ideals as. a- producer can be found in thls conc1se sﬁatemen s .wthh,

f\espeare w1th',

.}although 1t concerns hlS 1879 productlon of The’ Merchant of Ve 1ce, is

also of relevance to. hls Romeo and Jullet presentatlon""‘

I have endeavoured to av01d hamperlng the hatural action
~ the. piece w1th any unnecessary embelllshment but have trie
not to omit'any accessory which might helghten the - effects
-+ I have avalled myself of every resource at my - command
- present the play 1n a manner acceptable to -our audlences

T‘Irv1ng knew his audlence when he remarked that Shakespeare well acted dn-

. @ 8 . 3 B

"Za bare stage could afford 1ntellectual pleasure, but the enJoyment of’ ther

audlence llstenlng to the poetry of: Shakespeare would be greater 1% thelr_

!

7

"pleasure to the noblest works of dramatlc art who mlght otherw1se turn

el e '8 : L
away"fromgthem as dull'andtunattractlve._ In.the short prefacevto' his:

o s

'ieyes _were ‘charmed  as well'ﬂi“"Many are.thus brought to- 11sten w1thf~

o



o, 50 . .

!

acting  version of Romeo and Jullet Irv1ng repeated h1s 1deals fdr‘ this

particular play. ‘ "In produc1ng thls tragedy, I have avalled myself of .

'

"every resource at my command to illustrate w1thout 1ntru310n “the Itallan

4 ; vy . N d,
warmth 1ife, ‘and romance of - th1s enthralllng love story wd o "‘3

\;,
e

f When the“turtain 'opened for the flrst;'t1me‘ on”

“\

Irying's i

productlon, the audlence was dellghted to see Romeo and Jullet presented

v

on the stage more 1av1shly than ever before.;‘ The play unfolded in" a
“.majestlc progresslon of twenty—two dlfferent scenes and acts created by
the_ best scene'Apalnters of the day Clement Scott-‘ a contemporary
l.theatre cr1t1c marvelled at the p1ctor1al effect of the productlon"?d ‘1

'Such scenes as these -= the outs1de of old Capulet s house
'Jllghted for the ball, ‘the sunny. plctures ‘of Verona in the
summer, the marrlage ¢hant- to Juliet changed into a ' death.
dirge, ‘the old lonely street in Mantua, where the Apothecaryy’
_dwells,.l‘the wondrous solid tomb of the Capulets -- are as
-~ workhy = of close and renewed study as are the plctures in a
‘gal.ery of palntlngs 10 o s

A

©“The %opening scene revealed the market place in Verona; urealistically'f

’fcomplete wlth donkeys and ch:
o I

‘4ren walklng over a sloplng brldge._:lTo“
'Vpcreate the proper atmosphere for the flrst meetlng of Romeo and Jullet

'Irv1ng presented the opulence of the Capule house '*The curtaln llfted

on:.an elaborate banquet in whlch Rosallne as seated on' a throne of blue s

- and.'s1lver‘ flanked by' 51lver draperle and- surrounded':by scarlet

oleanders.  Serving men were seen removin peacocks from the table whlle

in- the 'foreground moved'ricnl{’ clad P geS.3 The promlnent Engllsh

; musician:-Sir; Jullus Benedlct had been a ked to compose music for ‘this\‘
: production: and- as the mlnuet began Irv1 g exerc1sed to the.'utmOSt, his-

masteryf: of crowds., Clusters 'of y ung people moved slole and "

rhythmiCally arOund the’stage, displaylnﬁkthelr rich Renalssance;brocades,”

]

et



" and satins-ahd accompanied'by‘unseen singers who,made their own melodious
\ o _ ’ o L o oo '
contribution to ‘the dance ﬁelodles.- Bram Stoker, ‘Irving”s business

managen;and,biographer,, felt that Irv1ng had approached,Romeo and Jullet

in- the correct manner: "The story . . . demands plcturesque"settlng.

For 1ts traglc ba51s the audlence must- understand the power and antiquity

of the surroundlngs of each of those" unhappy lovers.

'In the balcony scene Jullet was presented on the marble terrace‘

of an anc1ent palace whose SOlld plllars towered above her,v wh1le below
: ‘V

her the garden\was covered in the dense follage of real lilies and trees

' through which shafts of moonllght shone ' To~emph851ze the contraSt ‘inf

- mood’ that Irv1ng felt was ‘soh 1mportant 1n the 1nterpretat10n of

v'Shakespeare, 1nnovat1ve use was made of modern technologlcal advances in

llghtlng : The scene’ 1n whlch Mercutlo was kllled for example, showed'
h the market square and-emphas1zed the. glarlng wh1te heat of ‘the c1ty lh‘

this scene, when Mercutlo descrlbed his wound as be1ng not so deep as a

‘well, nor so w1de as\a. churchdoor" (III 11 90), he could gesture \to?‘

' either"Side.lof h1m whEre a fountaln and a church had actually been'

'construCted'fon »the stage. : Nothlng was left out ofi the p1cture of]

~Renaissance Italy: an.old street in Verona a street in . Mantua, and the

o

‘“”anciedt,‘apothecary's shop were ~all’ ‘there. The-tbmb scene gave great-h

~satisfaction to the audlence as Romeo melodramatlcally dragged the body

' of-Paris down:a steep,. dark, gloomy stalrcase»and along‘a gallery,to the,

'Jﬁburlal place

In the preface to hls actlng edltlon of the play, Irv1ng defended,

. '

~5hls exten51ve use of lav1sh accessorles,"employ1ng a Elmllar method. of

"‘v

t‘ju

C
B
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'reasonlng to that of Garrlck who, over a century earlier, had argued for

a final farewell by the lovers Garrlck‘had stated that Shakespeare -did
not know the orlglnal endlng to hls source and surely would have used it
had he ‘been aware of 1t;» L1kew1se, Irv1ng argued that Shakespeare would

have used lavish accessories if stage ‘¢onditions had been different:
Such changes as have been made from the ordinary manner of
_presentation are, I think, justified by the fuller
development of our present stage, of the advantages of which
the Poet would, doubtless, have freely availed himself had
“his own opportunities been brought up to the level of our
time. o .- '

~

: Irv1ng s productlon moved in a serles of separate p1ctures, whose

aim -it was. ‘to complement action’ as well as to portray contrastlng moods.

In her memoirs,? Ellen Terry, who played Jullet to Irv1ng s Romeo - points:

out that Irv1ng once: told her hlS reason for creatlng a plctorlal effect

1n thls play

.Hamlet could be played anywhere on its acting . merits. It

- marches’ from s;tuatlon to 51tuat10n.-,'But Romeo -and Juliet
proceeds from picture’to picture. Every line suggests a-

“picture: It is a dramatic poem rather thgn a.drama,. and I

mean to treat it from that point of view.

: OWen Meredith 'a contemporary poet and scholar‘v,COncurred.with Irving's"

Y

evaluatlon of the play, seelng Romeo and Juliet' as one of the most poetlc

)

but one,ofrthe 1east dramatic of Shakespeare s tragedles.'3'"To us;_ he;
said, '"its~‘main chaﬁm and interest must alwayS'he poetio*'rathér ‘than
: dramatic."l'4 Shakespeare had surrounded the two young lovers with a

<

Vscenery and had 1nvested the romance w1th a: sensuous beauty, ,Irving had

Kl

captured ‘on the stri  the charm which Meredith felt:.wasv the play's

"natural poetic climate.
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Although ~ the. general public flocked to see Irving's production.

aéd\marvelled at -the treatment of the play, some'critics wereAappalled by

. the impoftance that Irv1ng had 3351gned “to spectacle ‘.Henry' James

\

_reviewed _the. play 1n 'The Atlant1c Monthly in’ 1882 and condemned Irv1ng'

¢

for putting '"the cart before the horse.-l‘__5 His 'conclusion. about ,the

roduction was that "the lay is not acted; .it's costumed."  Irving, in
prod: he play is not acted;  it's c g, 1

e

" his view, had reached the pinnacle of.a negatlyeftrend‘found -throughouti

"nlneteenth—century Engllsh drama in-attaching too much 1mportance “to

scenery and decoration; the subllmltles of d1alogue and characterlzatlon

o

’

+-Clement Scott . was forced to admlt that in certain scenes of Irv1ng s

“p@%ductlon the 1mmorta1 lovers of Verona had been made' subordlnate and"

ineffectual figures.»l The Capulet ball for example, ‘was an especially

‘fsplendid scene,,but "L . it seemed 1mp0551ble to” get action w1th all'

thlS magnlflcahce The play was forced to stop, whllst the eye travelled

A ..;'s'
- .

from one” detail to another." The very beauty of ‘the stage‘.plctures

/ .

dulled the  action itself}\land SCOtt,singled out Romeo's -farewell in

Juliet's chamber fas an example of what he meant.  "Here we have, if
; anything, an excess of colour.” Hevfound the colours and scenery to be
| e

i a trylng background for the central flgures.

‘th was Henry Irv1ng ‘more than anyone else who helped transform»

3

R <
Shakespearean fproductlons 1nto such.lav1sh spectacles;_wthe ,plctorlal

had been suffocated by the luxurious scenery and massed. crowds. Even;

53

trend. of.‘the realistic—romantic theatre«of the nineteenth century - had )

found ‘in lrv1ng its most 81gn1f1cédﬁ Brltlsh exponent. His‘uSe of a

. magnificent ‘series of plctures represents a 1evel in nlneteenth—century_
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pictorial realism beyond which' progress without the motion picture would

hardly seem possible.

Not -only did Irving's,version of»Ronéo and Juliet,gain fane‘ for

~its uselof lavish{spectacle, -but it alsoqreceived reeognition 'forn;his
ngunuSUal interpretation of the'piay. ) From'thehRestoration‘onwardsf Romeo
and__Juliet‘had been seen'as ideaiized symbols of young, inmortal' love.
"Zirving; .however, arejected the traditions employed by such actor-writers
'_as Clbber and Garrick, and wished'his Verséonhof.Shakespeare‘to stan& on

its ‘own merits. Orlolnallty became hlS goal and he took Shakespeare s

. text and bent it to his own purpoSes. , "No two people form the = same

conceptions- of character, and therefore it is always advantageous to seé

‘an independent ‘and . courageous exposition of an original idea,” he

'stated.17 Irving's emphasis upon individuality;, coupled with a pleavfor‘

liberty - of interpretation, appears also ~in this characteristic
S . ‘ '

‘declaratlon. - M"Ifa conceptlon is not part of a man's own braln -—1if it

vlS not the 1mpulse of hlS own . creatlve faculty ~- then -it cannot bear the

"18

: stamp of 'individuality ‘without which.there can be"nop‘true art.

Because Irving was a romanticvactor his- tragic heroes were frequently

¥

'eccentrically individualj] indeed the dramatlc interest laroely derlved

from What' ViCtorianvcritics Called their idiosyncrasy“ e"Alanj Hughes
| 19 | )

calls it "tnagedy of the uncommon man.""~ - In his insistence on personal

vinterpretation, Irving nagnified thé\Value of personality; maintaining,
\\ . . . . P

"Thqre are only two'ways of portrayinéhamcharacter on the stage. ‘Either

you can try 'to turn yourself into that person — whlch is 1mposs1ble -
or, and thlS is the way to act —- you cap take that person and turn him

~into yourself That is how 1 do it. 29'



Both Henry Irving and Ellen Terry had always wanted to appear in,.

Romeo and Juliet; indéed, the roles had become favourites of actors and .

actressés: for over-two hundréﬁgyears In'1882, however, Irving was

A‘forty —four years 0ld and. Terry was. thlrty five, both were //ncomfortablyc

aware that they were more than double the ages of the characters they

were portraying. " Irving, moveover, with his lean ascetic face, angnlar
r ‘ C . . . b

.géstures, Crooked gait and high nasal voice’lacking in flexibilityi did
not fit the traditional conception of a young Italian lover\ rHis‘style
- 0

of acting also did not lend 1tself to the spontanelty of youth, being

characterized 'by slow deliberate’ speech accompanied’by'many_pauses ‘and

byplay which had been developed.in.many years of/;playing_ parts in

*1‘ meIOdramar'v Irving' compensated for his physical 'defects,‘ however, - by
4attempting to create thronghﬁa‘myriad ijféaliéFiC'dEtails adsubtle'land
-:complex:character._ Thetauthority of theatrical éradition‘andvthe power
of the " classical repertory ‘were blended with the: psychological
Iinterpretation and the Character'details df,a_nen school to produce a
'l.completelyjpersonal and indiyidualiZed‘style of acting. yIrving's success
‘ase an'actOrnwas due_partly_to"the intensity with'Which he‘conceiyed and
T ' - T - v N

projected ‘ his‘l not  always soﬁnd-; but .invariably'_ "interesting"
characterizations,‘ partly to his striking,. almost demonic personality;
”and partly to his very faults which so fasc1nated beholders that"they
came . to be accepted almost as trademarks ‘of his excellence.zl It vyas

‘natural that Irv1ng should choose those roles to which his somber

character would give mos%aforce, in Shakespeare his past ‘success had been

with Hamlet and Richard III, and he was at his best in melancholy scenes. .‘

—~—
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Understandably, Irving's interpretation of Romeo and Juliet took
into account his own acting strengths and weaknesses, and his-planning,

both of his own performance and ef the whole production; brought out

‘those features he® could best express. Romeo was not presented from the

outset as light-hearted, young and spontaneous, but rather as earnest,

despairing, tragic, and star-fated. He was not”the love-stricken boy but

a tragic fool. of: fortune. Clement Scott, in the Theatre, summarized the

lovers as Irving presented them: - - o

We see- Romeo and. Juliet as the '"pair . of ‘star-crossed
lovers;" the victims of adverse destiny, the subjects of our
pity . . . not the lad physically beautiful ‘but mentally

- incomplete, or the silly girl of fifteen of Coleridge .

‘but the youth' matured and the maiden strengthened into
action, the .pivots of a tremendous tragedy . . . the fate-
haunted examples of vengeance and vindictiveness, who live
to suffer for the faulEﬁ of others and who die "poor
sacrifices of our enmlty

'It was'frving“s belief that»Shakespeare’s”play had been wilfully

perverted in the elghteenth century,‘ by.either the waywardness of #David

:j . < ;
Garrlck orf.the bad taste. of the age in which Garrlck ‘had 11ved

;

'Aekn0w1edging in his acting edition his indebtedness to the 1871'Var10rum

edition jot .the play by Furness and the editions.of the pla&m by Singer

- *(1826) fand Dyce (1857), it became Irv1ng s concern to restore a more

' Elizabethan text of Shakespeare s play to the stage, add t6 undo 'whath

Clemedt Scott'-referred to as the mlschlef of ,the“eighteenth century

.

: under the false guidance of David Garrick."24 ] Irvihg's ‘regard for

" restoration reflected a trend, foudd'throughout the nineteenth century,

to return to a more authentic Elizabethan text. John Philip/Kemble began

a partial restoratiom at the beginning of the century and as the century

progressed- audiences had occasion to hear an increasing . proportion of

q .
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. Shakespear‘e.25 Garrick's 1nterpolated funeral procession and dirge, and

Shakespeare's own words on thetﬁnglish 'atage. ' There was still,

however, a good deal of rewriting of the dramatist. Kemble's pgﬁduction

“of 1811 showed the «emains of eighteenth-century taste; Romeo's

extravagant metaphors of love were elinminated and nearly all rhymes were

57

suppressed. By the middle of the nineteenth century, however, most,

productions of the .play had restored Shakespeare's  language, a

restoration aided by such literary figures as Coleridge, Lamb and Hazlett

. ) .
who = considered adapters such as Garrick to be great ‘abusers of

s

his farewell scene between the lovers, nOnetheless, generally still held”5

- the . English stage; indeed many actor® using Garrick's stage version

thought that they were using the original text,

. It 'was Irving's view that past ‘productions

.emphaSizegproperly the tragic setting of the story, Garrlck had omltted
the Prologue and this omission had been made by every Engllsh theatrlcal

ﬁctlng ver51on on the stage for over a hundred years and had not been -

: producer between 1749 and 1882." Because people had been seeing Garrick's -

/////V;e;d}hg Shakespeare, they had been m1s1nterpret1ng the tragic pattern so

plainly put forward in the Prologue. Clement Scott descrlbed Irv1ng s

\ o
F\\\_Qgsi{é' to restore the story of Romeo and Jullet as--Shakespeare had

written it: . "It has been Mr. Irving's ambition to do something of great

moment in restoring “the fabric destroyed by mutilated versions and-

-corrupted texts. -. . .' He has striven . . . to gét . . . at the soul of

: 26 _ | .
Shakespeare."" -Shakespeare in the Prologue had stressed the  feud

e . _ o T ' d
~ ‘between the two great families resulting in civil strife and = had
' ‘ s . T



- Members of th Capulet fattion entered,

therefore provided the setting for the tragic jewel: the "piteous

overthrows" (1.7) of the "Star—crossed lovers" (1:6) who "™with their

S

death bury‘ their parents' strife" (1 8)¢ Because this" setting “-had

¥

generally been neglected on the stage the story had been exalted "into a

~

1"

region of" supernal elevation above common 11fe, a reault at variance .

} ) S 2
with the dramatist's 1ntéﬂt10n. / . .

» Irvin took away the usual romantic prettiness.wmnff stressed a
) g vay P

o

setting: of warfare and revenge. In his view the play-was no light love

‘poem' and no,tale springing from the quarrels of two neighbours, but a

‘tragedy” stemming from the hatred of tyg'virile rages.zs*'The blood-feud,

the ';uthless'vendetta declared between Montagae and Capulet'thfoughv the

' generatlons had 1nfected all Verona. In the f}gﬁt scene of the play a

.. picturesque crowd of citizens and nobles, children. and donkeys went

A"

peacefully about their' business around a fountain in the foreground,

while upstage a sloping bridge crossed a walledhatream. “But peace was ah

illusion. Under the pretty surface the c1ty was:

sordid murder" where tempers b01led over

. e ;‘

brldge.' 'Then over the brldge came a T h ofuthe,MontégJ

sticks andfswords, Bram Stoker relates that S
: B g

scene . . . 1like a released torrent anﬁ e

‘,o.

Y ,{ E
[ . = - R

The 1lovers, as star—crossed,_;au
were the = innocent victims of a malig vitable fate$‘7‘E1lén“jTerfy

t
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Lnts out that 1n thlS productlon Irv1ng used a- "fate tree 'to sym)oliae‘[ :

e
. N

e destlny hanglng over the lovers 31 It gloomed over the street along

z

1ch Romeo went to ‘the ball relnforclng h1s dark exit speech' Lo

e . Y o

: my ‘mind mlsglves _

, "Some consequence, yet hanging in the stars, .
» . Shall bitterly begln his fearful date
Wlth th1S/n1ght s revels S '
T . _ (I iv. 106 109)

s et e RN

loomed agaln over - the "dlsmal heart chllllng street in Mantua ‘whereV

. iheard of Jbllet s supposed death and brought p01son from‘ the

P

,‘\‘

otheCary Terry attrlbuted Jullet s sw1ft surrender to-a ‘sﬂ7
I
gency prompted by a: presentlment of'sorrow : i
i

O God' I have an 1ll d1v1n1ng soul L e BT

Methlnks I see ‘thee, now :thou art. below,.f R e FIN B

As one dead in the bottom of a tomb. L T
S C(IIIvis4-56) 1

. i
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nry Pettltt p01nted out that past productlons had-imade_:the“fplayh

o

N
harmlng, effectlve or pretty,’ and sometlmes dramatlc but,onlyVIrving

de 1t traglc AR T 'ﬂ»?r.--ﬂ"*”"-“; yj;j\ R

¢

In h1s act}ng edltlon Irv1ng announced that the most 1mportant of'

Sy td '-’33’{ "

s restoratlons wasb that of Romeo s unrequlted 1ove of Rosallne

wllow1ng the example set by Ghrrlck most subsequent producers hadﬂ:

\ltted any reference to Rosallne and 1t was not untll/the mlddle of the_

!

neteenth)century that she was: restored “to the play By that t1me Lady{'

o

ntague had also been restored @gnd Juliet was once agadn presented _as " ”yfuh

s

34 - -
.urt@en, rather than elghteen : Irvlng -sdw Rosallne as belng essentlal

a - N ‘,

the proper 'understandlng of Romeo s temperament,' bellev1ng' that

Lakespeare had carefully worked out the flrst baseless love of Romeo asbl

., palpable ‘eV1dence of the subJectlve nature of the man- and hls
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35 f Reacting agalnst the ,neoiélaSSical‘»views of Jdramatic;

a,pass1on

i
1
, L
|

, characters .as 1deal types n1neteenth—century cr1t1cs v1ewed Shakespeare ,

as the dramadlst of the 1nd1v1dual the supreme observer of human nature,:

T
w7y - -

’ o 36 s .
whose creatlons were as complex as they .were true to 11fe. N "To play
Shakespeare vw1th any'measure of success, “it is necessaryathat the actor

-shallif abovd all thlngs, bbe'a"student of character, declared Irv1ng
. "The end and\alm of actlng," he further malntalned is:,to lay bare~to’an -
7‘aud1ence thefheart and soul of the charactertwhlch the actor may attempt~

to portray "3 "To Irv1ng the 1nterpretat10n of Romeo and Jullet was .

i

: 4 : , , S
' therefore malnly a matter of determlnlng the character and motlves of ‘the-
hero,--whom h% treated as (a real person ‘with a past as well as a present

,iand who had’ ps cholog1cal causes for hlS actlons.:' Irv1ng arrlved at hlS"

‘lnterpretatlon by constructlﬁg Romeo s llfe before the play, lgnorlng the
oy , :

fact that an audlence,;s shown nothlng of Romeo s character before “theik:

s N . , e
s -

. SO BRIy T ,
»y»play'begins._ A“modErn' r1t1c or dlrector, asked what Romeo and Jullet is o

.about,-ewill‘ usually offer ~a’ theme,‘ the actor s alternativen.is‘ to
ffemphasize the charactqr of Romeo : ThlS was Irv1ng S ch01ce. The central

bas1s of Irv1ng\s in erpretatlon is found in’ the psychologlcal state loff‘»

'ctorlan cr1t1c1sm and stage tradltlon, W1th'

thhe-central'characte S.

‘ftheir; concentratlon,upon chara er,.’ generally assumed that thls was thevf

true 1nterpretat10n, and that only erfect 1llus1on could make 1t woqk

: Romeo,u therefore,




S
~¢

TR S ‘3' '
 mutually - respon81ve5pa331on. P Instead of 1ncont1nently dnopplng all

"all—compelling” loVe, é”

,'love claimed hle errant fancy

~passion.'" Irving seemed tgq

o

;}mw the heart of a young man yearnlng for

m38

a definite ‘object,”htﬁere'wasfstill arsterner possibility‘of a deeper

61

In the scene of the Capulet ball Irv1ng s alm was to place in the

L . L

~

"strongest~ p0531ble 11ght Romeo s sudden trans1t10n of affectlon from

" Rosaline to‘ Juliet. Edwand Russell the rev1ewer from Macmillan's'

L : o - . - .m,“,
Magazine, descrlbed '1t as a tran31t10n "from d1sconsolate yearnlng ~and

‘:‘loveffamine to the 1nst1nct1ve approprlatlon and assumptlon of glow1ng,h

’ thought of "Rosaline; as the 1nvar1able stage usage had: been Irv1ng‘;g'

,4-.

‘ventured to dlsplay in dumb show to the audlence the sudden :transference

o

cof thought and emotlon whlch must have taken place Ga21ng from Rosallne‘~

dharound the room he ‘was struck statuellke by the beauty and charm of an

unknown girl "As' he stood 1mmob11e1 the 10Ve of Rosallnef-ffell'dgx

unconsc1ously from “him . and 1t was changed into "the glory-and glamour? of

his new adoration." f“;'“' "f‘flv , ,ﬂ e

Irv1ng found 1t dlfflcult to portray the 1mpulsave,: y&t bashful

?1*vand dellcate ardour, that tradltlon had’ decreed to the young lover.,

4

.vpassion as, he boldly courted Jullet at the Capulet ball and '1n” the

‘vh keynote of Irv1n§ sﬂRomeo was yearnlng tremulous' worshipr

realize t,atj he could be adored by her' and when he knew it he almoétr'wi.ﬂ

v

/
\ i
v L T Vol
B N . IR DA STy

’"vmbbalcony sce e. Ellen Terry, a frank and receptlve Jullet returned h1sd
h'1t clear that he adored h1s love and only slowly came do.‘“

i?sank 1n the sweetnessrof 1t In Shakespeare there isi'a';definite

' ‘Instead, he soUght to. portray the extreme 1ntensltygof Romeo{s suddeni L



: ! o i ‘ ER
] ‘ . ‘ L ,
contrast between Romeo s bghlsh character at,the,beglnnlng of the - play

i '\.‘77:‘ . ¢

,and his more’ mature attltude towards love in later scenes In ‘Irving's

"productlon this contrast was not stressed Russell however agreed with.

- Irv1ng S unusual 1nter&retat10n of an aggress1ve Romeo from the outset of
’P,

: the play, tatlng that "the explanatlon lies dn the sudden exc1tement of

i whl '-“"n“- A
a new passion. Tk : o

q . A - o »
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In Act III Irv1ng restored scenes 11 and’ 111 in whlch the youngd'

lovers react ”to Romeo s banlshment : Garrlck had exc1sed those linesf

whlch mlght portray a "blemlsh" on the 1deallzed characters that . hlS

a“;‘;

'audlence des1red Irv1ng, hOWever, almed for much more reallsm. In Act'

_III he wlshed to show that Romeo s flbre had been weakened through love,'

'lghand that thlS momentary weakness had been the cause of Mercutlo s death

*'Likewise,_vhe, felt that 1t was 1mportant for the audlence to s Romeo

"|;

i‘sobblng his angulsh to the Frlar Garrlck had ellmlnated Romeo s faults,'

‘ 1t was now Irv1ng s purpose to emphas1ze them The Macmlllan S rev1ewer.

N

= hdefended thlS emth%is bellev1ng that "Shakespeare fully 1ntends us to

A.&‘,

"behold the seamy 31de of%,‘
'there is a seamy side to 1t in character as well as in mlsfortune
Another maJor restoratlon that Irv1ng almed for in. hlS productlon

1‘wasf a return to Shakespeare s own conclu51on to 7thef_tragedy, deletlng

?"s beautlful love story,{ and‘tO‘ know “that:

Carrick S’ funeral dlrge at the end of Act IV and the ‘seventy—five—llnef.

hfarewell between the two lovers in Act V g It was his view that Garrlck

' had contrlved a cllmax and denouement totally at variance w1th the,/

‘dramatist's’ expressed*lnjunctlon .Late as 1811 1n John Phlllp"

-Kemble's;fproductlon, Garrlck s 1nterpolated love scene had stlll lbeen.ﬁ

G



ﬂAto the human soul "

The W1nter s Tale (1887) _f N _;t

‘performed and the funeral dlrge was retalned Uﬂtll Irv1ng sv‘production

lrv1ng/s pos1t10n in deletlng such 1nterpolat10ns was that "truth should&'

<

: remald unalterable, and the true words of Shakespeare be allowed to speak

Although it was Irving's aim }o restére Shakespeare's -play, he
dld' not produce a completely restor text. Restoration of jghe "true

text" in the latter part of the nlneteenth century dld not ‘mean ’f’“

performance of,the’inyiolateftext, but only the deletlon of all language'f

. inserted byfsearlier "improvers",dand performancexof as much of the.
: original‘vas _time vand sexual proprlety permltted i uproducerwrwas!
.,privileged It0‘vgive as much or as 11ttle as he chose of the 5authentic‘

text‘ but whatever he. gave must be genulne.; ~It had not yet occurred'to.

e

'the maJorlty of producers that probably Shakespeare : as author, _waS'they“‘
[ best Jjudge of what should be acted and that h1s plays, as wrltten might

‘be” allowed to speak for themseI‘Es The plays were too. long to 'be

- " e

’crowded = w1th heavy, unw1eldy scenery —— in. the allotted three hours of~
_ithe regulatlon evenlng in the theatre Be51des, many of the scenes and

. . . . N N Y

'speeches seemed unlnterestlng or unnecessary Hence; ,naturallyyx.therer

were ‘as many act1ng verslons ‘of Shakespeare as thére were' 1nd1v1dual_f;fﬂ

B ﬁ.‘

’rmanagers to: produce hls plays. : Perhaps the Justlflcatlon for cuttlngff

8 Shakespeare s plays 1s attempted best by Mary Anderson ;n her preface,;to‘

; The follow'ng stage—edltlon of 'A Wlnter 'S Tale,' like " its . .
'_:varlous predecessors, may be said’to aim at. ‘kéeping as close . . . .’
to the ‘oniginal play as is compatible with the requirements -

S of the ‘theatre and the no less extracting demands of. moderngh
- taste. ' Of the larger excisions it .is unnecessary to ‘speak,
" they are ‘Unavoidable; no audience of these days would.. desire ..

‘to “have 'Thef Wlntgr/s Tale' produced 1ts entlrety
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A literal adhe51on to the text as it has begg handed
down to us w0uld in any case savour of super31t10n

\
\

“As 'with almost all Shakespearean\producers before and‘after‘him,

Irv1ng felt JuStlfled in maklno a number Pf cuts. 'ih his actingvedition

i

: = )
of Romeo and Juliet he referred to hls arranoement of the - text, claiming -

that' he had endeavoured to retaln all that was’ compatlble with the

e -

: R a5 5 o -
- presentation of’ the play w1th1n a reasonable t1me X Time' became  a
v major" concern because the nature of hls spectacular productlon d1d not

allow for the qulck shlftlng of scenery Shakespeare had merely used

_'dlalogue to 1nd1cate ‘a change to a: new locatlon and his versatlle methods

‘5

Elizabethan st.éngas'extremely flexlble.as regards acting. _;Action'was_

unlocalized unless the dramatist required a specific location, which was

stage, however, ,was »c0mpletelyl inflexible,, realism and naturallsm;

.?' t P o

A‘

*'anthuarlan dlsplay meant‘long wearlsome 1ntervals whlle heavy sets we%e

S

'lTroom for all of thls d1d not matter, 'as audlences were qulte prepared to

.‘_w

~suff1c1ent pomp and splendour attached to the latter

I : :

Much t1me was needed - 1n Irv1ng s productlon for scenery and ,Set

‘o

at' the nd of Act IV were therefore added : These 1nsert10ns,' common

64

y'of staglng had allowed his plays to be - performed contlnuously The

‘:_then,“established'Qby;thevconventionpof.vlanguage.. ,The late Victorian’
’_requ1r1ng that every scene must be locallzed in terms of t1me , and place.ln
.f,Each scene requlred a new set and the changes could 1nterrupt the flow of -
”'actlon ‘_The -fact that the practlce of-hlstorlcal reallsm and lav1shp

f‘changed and that Shakespeare S text had to be cut and rearranged to make

h ccept the penaltles for the sake of the beneflts, provided there ~were'i”‘

'fChanges;‘ mu51cal 1nterpolat10ns such as a weddlng carol to, awaken Jullet o
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throughout nineteenth—century drama, could be’justified to extend the

65

atmosphere between scenes and ﬂo helghten the\nood of the play The ﬁf

'productlon tlme was also lengthened by added bits of spectacular bu31ness

as-‘exempllfled by the proce551on of falr brldesmalds to awaken Juliet at

hthe‘ end of Act v and the melodramatlc.d£ag°1ng of Parls body downW_the.'n_

46
stairs into the Capulet tomb in Act V Irv1ng s slow ponderous speech

: with 1ts lengthenlng of every syllable,_ and h1s empha31s on»posture and

,pantomlme to helghten scenes consuned even further tlme  'As a result of

©

- Irving's . acting ~style 'and ‘various interpolations,‘ the dsubtlety “of

Shakespeare's'intention disappeared and.thefduiCk;rhythm;and music of the

poet S: words became 1ost , i”v,i; Y T

Irv1ng s pollcy was\to omit those passages that he felt could be .

”exigfed w1thout 1051ng cont1nu1ty 1n”the play In the first two acts

: llttle was om1tted In Act I he cut a servant s comic speech about the

'shoemaker and his yard (11 38- 43) : bellev1ng, as d1d most producers of‘

%

the nlneteenth century, that comic parts could ea81ly be cut because they'

v;were minor. parts, and thelr exc131on or abrldgement would glve more - t1me
-for"the maJor actors to demonstrate the1r skllls on the stageﬁ Star
’actors. in the late elghteenth and nlneteenth centurles demanded‘3that

thelr roles be helghtened in 1mportance as much as p0531b1e o

"1The entlre sonnet duet between Romeo and Jullet at the"Capulet,e

Adball was. kept (I iv. 90—104), aaduet-which:had'been shortened and»alterédy,

3

throughout the seventeenth and elghteenth centurles because of its rhyme

In the balcony scene (II 111 ) h0wever; Irv1ng:made.somevexc1s;0ns to

~ the ‘s eeches between the 1overs, ‘shortenin Romeo's description of the
P OTts g Rome P

n - 3 s

'efair’nJuliet.by cu&ting,eight oﬁ}‘ rtwentyéfour‘lineS'appearingr at the
.- Jrv Hr Ry o : - - o . . .




beginning of the scene. Omitted were the lines starting with ". . . 'tis

ndt to -me she speakS' (II ii. 14) in. which Romeo describes Juliet's . eyes

ra v\“\
i‘c@

s and w1shes to be". .. a glove upon that hand ./ That I might touch that

fcheek!" (II.ii.22—23).

66

" The Friarfé speech on thetmedicinal power of herbs in II.iii.1-30

-had often .been.entirely omitted in earlier productions,lrbeing*~deemed

unnecessary to the central action of the . play.v Irving, h0wever, in

cdtting'eight of the th1rty“11nes, retained the maJority of the speech.

“In dIIﬁiv.f'sdme'.of the comic lines of the Nurse were cut asnshe 'Brings

Romeo's message to Juliet 1nclud1ng her allu51on to Parfé. as’ "the

7';properer;vman (1 185). and her mnaive question, "Doth_not“ rosemarie - and

.Romeo7begin:both with a letter?" (1.187—188).

] N N
. : S

JLarger’ excisions. were made in Acts III IV and V. Most of the

‘:good natured g%&ter between Benvolio and Mercutio at the beginnlng of the

0
£ |,

third act was omitted and a large excision ‘was also made at -the end of-

VIIII i.,, the scene in which Mercutio dies and Romeo is- banished ' Irving”l"

’ omitted the whole latter ) rt)cf the scene, cutting 51xty lines so that

the curtain could effectively beabrought down on Romeo s cry O,, I ‘am

,fortune s fool'" (III i. 129), giving ‘the main character a Splendid ekit;

o L (
but atlthe eXpense‘of the rest of the characters.. .The Prince was denied

~a second -entrance to banish Romeb, Benvolio thérefore.was 'unable"to

i

\Itjdenied the g?portunity to show their rage and grief

,,\ . ' J

‘fIn Act IV,  the v1tal moment where the«FriarV"

lﬁoisonf waS¢m§obbed,_of its significance by the:" omis‘i

o~

~Jrecount the skirmish,to the:Prince, Cand’ the Capulets and Montagues were



passages‘thatkexpress the fervour of Juliet's resolve:
0, bid me leap, rather than marry. Paris,

From off the battlements of yonder tower, etc.
: e (IV i.77-88)

'Clement Scott 'explained = that - Irving had -omitted these lines * as -
anticipating the tomb scene but it was his own belief. that the speech was

an important forewarning of the oncoming evil, 'a necessary note \
L . . a .

- harmony so skillfully devised."48 .This passage marked a ‘turning p01it in
I Y " o L ' . (
the tragedy at which the girl Juliet becomes a woman. Merely reﬁalylng

the simple‘line."Give me, give me! 0, tell me: not of fear'" (IV.i.12¢)
and oml&gingk the other ‘twelve lines de5cr1b1ng Juliet's - horr1

imaginings, = was 1ot 'enough to destrlbe her mental condltlon at thls.
,W ) \\ . B

-juncture. = , . ALY
Shakespeare's Act IV~ends wibhéthe lamentations of the , Capulets
npon ‘the dlscovery of the supposedly ead Juliet, - followed by a  short
. : ,

3 :
.comic 'scene between Peter and the mus1o&ans Irving interpolated a

€
9

processionb of ‘bridesmaids - and»a wedding\carol to the. fourthf'act and’

omitted the lmuSicians"scene, this enabled him to end the act with .a

grand tableau in-which the Fr1ar urges the Capulets and Parls "To follow
thls fair corse unto her grave" (1IV. v. 93) "f_\k

Bram Stoker relates that the pathos of" \the }lay s last act

\touched“ Irv1ng to hls heart s core and that in speaklng the words he
\ 49 s

: wept It was Irv1ng s 1ntent10n however 'noted Russell to purge the.

: o : :

flnal scene of all. the sent1menta11ty of prev1ous productlons and effect
- 3 0

an 'endlng of 81mpllcityrand/power.5, It was to this very last scene ' of
. \ C ~

“the play that Irving made hls most drastlc cuts, omlttlng 137 consecutlve -

lines. - When Juliet had d1ed the curtain closed whlle behlnd it the



sournd of an approacHing crowd was heard. The curtain opened once more to
\ , 3

reveal‘ the lovers imperishably united in a final splendid'Atableau.

[

Surrounding the bodies of the two lovers were the 'Capuléts, Montagues,.

i

68

Paris, Prince, and Friar Laurence; while a great multitude of silent

’

awestruck - citizens’ carrylng b1321ng red torches thronoed the staircasef

occupylng every p01nt of vantage and from the churchyard offstage, came r

voices of friars chantlng prayers for the dead. Irv1no was more

1nterested in the lovers than in the restoratlon of order in Verona.' The -

eally significantv compensation which the tragedy offered lay in"the

growth and self- fulfllment ‘of the lovers The Prlnce solemnly JOlned the

'hands of the two fathers and above the dlstant requ1em closed the play"~

- w1th only a fragment taken from his. flnal speech . “,'
. \ 4 R ’ /
A For never was a story of more woe . L ;
Than this of Juliet and her Romeo.
- '**“*;;'” (V. 111 308 309)

- e n ' R :
Clement ‘Scott pralsed Irv1no s conclus1on, judging that -the play
/ L ) B

”ends -as Shakespeare '1ntended it to end."s, Wllliam‘;Poel;, however,

condemned the omlss1ons, “calling the conclusion a "mutilation" which: he

'attrlbuted to "the despotism'of the actor on the Ehblish stage,_ andf

consequently to the star system. Irv1ng, in hlS v1ew,%h%d negﬂected the. .

,1mpontance of the minor characters andchad not stressed, enough the .

econc1llat10n of the two famllles : He ended'his condemnation by aSking,

A

"Why open your play w1th the quarrel of the two houses 1f you do not .

intend to show them reconciled7" BramnStoker,‘ on  -the _other._hand

defended 'IrVing's' endlng by merely cont entlng,-»"So much’ can now 'be

bexpréssed'by/pictorlal effect . .'; whlch 1n Shakespeare s time had to be

eXpressed in»words.{f53




Austin Brereton wrote that the tabieau at thepconclusion of the

play brought to a close one of the grandest spectacular representations

L 54 ‘
of . a Shakespearean play that had ever been presented. Those in favour

of spectacle argued that pictorial recreation of bygone - times, together

with the beautiful and ornamental ddditions of fine paintings, rich

69

costumes, - and lavishly executed properties, replaced inevitable:

‘deficiencies in the 1mag1nation of a modern audlence no,” longer content

with s1mplic1ty of staglng, the v01ce of the actor and the spoken word.

/

?Although‘Henry Irving, in the opinion of some of/his reviewers, achieved

his - goal of Heightening ‘the imagination of/the, audience in . this

"enthralling 1love .“story," his production of Romeo and Juliet was not

termed a success by most critics. He had followed a nineteenth—century

trend in restoring ‘the text of Shakespeare, ' but had somehow missed the

. essence of'the mercurial Romeo. 'There is no doubt that he had’failed to

convey the appearance of youthful spontaneity and it is hard to 1mag1ne a

" successful Romeo in whom this is lacklng. Even though Clement Scott and‘

a majority of ‘the audience were 'delighted to see "Shakespeare in

sumptuous garments," ? Irving himself knew that his portrayal of Romeo‘

was. not successful. . His best moments as Romeo were in "the "banished"v

.scene and in the Apothecary‘scene;, but he could not- capture the youthful

exnberance of Shakespeare'sicharacter As he himself'later put it: "The

most elaborate scenery I ever had was for Romeo and Juliet but as I was

not the man to play Romeo the scenery could not make 1t a success.‘ It

never does -~ it only helps’ the: actor." 156

‘a long war against “Irving; claiming that Irving couldn't piay

George Bernar¢’Shaw'conducted '



s
|

I8

'Shakespeare'S‘ chari;ters but only versions of himself and that he used

Shakespeare's texts

dramas in which to exhibit characters of his own creation. - Reviewing a
L . : | | R | | %
Lyceum production of Cymbeline Shaw observed: "A prodigious deal. of

nonsense has been written about Sir Henry's conception of this, that and
. o J . | ’ .

the other Shakespearean character. The truth is that he has ngver in his

life conceived or .interpreted the characters of any authot except

‘ himself."’ ‘ . : ‘ ‘ o

In spite of the fact that very few critics praised Irving's

acting 1in Romeo and Juliet, the production ran to 161 performances, a

.fact that ‘amazed Henry Jamesﬁ‘ "As«it~happens; the play has ‘thriven
mightily, ~and ‘though people are sadly bew1ldered by what they see and

hear in it, they appear to recommend the performance to their frlends

it" is not.fdlﬁflcult to understand why " Irv1ng's .lav1sh ‘plctorlal

-vproduCtions Vere popular:- vShaw as well as James gave Irving“credit- for

ach1ev1ng great visual beauty in his productlons, and the’ late nlneteenth

70

\, .
s mere quarries for the makings of original romantic

century was r1ch 1n v1sual arts 1n England as well as on' the contlnent-,

4

'The{ popularity of Irv1ng s-approach to characterlzatlon may ‘seem ’more
difficult to'oomprehendlbut; as Edward Moore notes, Irying's success can
-be,junderstood when'onebreflecte'on what the literary critice were doing
rwit‘; Sh@kespeare at thls tlme Thiejhas the'oreat age of "character"

analy31s -- volume after volume analy21ng the characters of the plays ,as

if |they were real.people; a tradltlon early cllmaxed;ln 1ts~ahsurd1ty_by

Mary Cowden Clarke's Girlhood.of Shakespeare's Heroines. (3 vols., 1851--

: 52‘;, and later climaked brilliantly.by\A.v C. Bradley's  Shakespearean

Tr gedy (1904). "The age of the great noveldof character’was the age of



criticism by character analysis, and was the great age of character
b 1 1" . ' 59 ‘
acting, - concludes Moore.
There is no question that as a renderer of idiosyncratic

' character on stage Irving was superb. For all his inability to read

k)

verse, Irving was sensationally successful in certain Shakespearean parts

.and“the reason certainly must be found in his meéting the nastés of .the
age by giving his strong‘pefsonality the “real meat of gréat ﬂarts to work"
upon; Dby a?plyiné. intellectualized character methodé‘ipo‘.traditional
roles, and by filling .in naturalistic by-pléy between tﬁe iines he couldl
hot read properly. | As-Edward.WestvrightlyApoiﬁté out, 'irving shcceeded
in those parts to which‘he could apﬁly mogt'sﬁfely'his melodramatic .and
éhafaCter acting technidﬁe: Richérd’iII, Aiago, Shylock; he failedAmggt
bconspiéuously vih those where sound elocutioniénd;a herpic‘ beéring jw;re

G ' | 6
indispensable: Macbeth, Othello, Romeo. 0

71



Chapter III e

R : W1lllam Poel: The Bard Rﬁstored

'

§

In 1902 Henry Irving retired from the English stage and the

.Kemble-~Kean-Irving tradition of spectacle was continued by the

ot

Shékespearean producer H%rbett Béerbohm'Tree who, dg;ing the *Edwatdiah
nperiod, tried. to out%do his predecessors with@a series of ‘sumptuous

reaiiétié ‘presenhatiohé. “Irving shared with Kéah andl nge ‘the
éducétiohal objettivés‘ of hiStorital recyeation “in Shakespeaian
-produétion'althohgh not with the ardour of these two,‘being.tommended, on

-the wholé, for his restraint of speCEacle qhd its harmonious relation to

"both - play and acting performance. He had integrated the actor into the

scenic environment by compositidnally subordinating the inténsity of .Lhe
-
picture to the visual promlnence of the actor each composition therefbre

i
havxng its focal point on the’ pr1nc1pal actor. In d01ng so, Irv1ng was

.

,able“ to place the character amidst his scenic-milieu without sacrificing
the human values 'of the 'dramé or- the histribnic Vélues of the

performance. Martln—Harvey, a llfelong admlrer of Irving's scenic style, ;
’ : : B 5 ,
contrasted Irv1ng S technlque wlth . that of- productlons which . were

excessively archaeological:

This - "archaeoibgital method" of production . . . has a

serious .drawback -- a play itself is -sometimes buried
beneath a mountain ‘of antiquarian detail. This was never

the case with.the Irving productions, for he was a master of
Mtone" (palnters will ‘know what I mean), and though he would
spend months of research over correct historical detall he
could, with his feelings for "tone," reduce all this detail
to a mere background -- a subtle. gle den1ed to those ~who

followed or imitated his method. . . .%_ -

v

«
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- o ‘STree >further developed Irv1ng s p1ctor1al romant1c1sm but . was

con81dered not as flne an. actor as Irv1ng and was’ frequently accused of i

<

exce351ve scenlc elaboratlon, hlS productlons often concealed Shakespearen; _

4

under ‘a mountaln of carefully concelved but essentmally 1rrelevant

effects J'For Anthony andfCleopatra'he~actually bullt the barge she sat

in" w1th 1ts purple salls,. golden poop, -and”silverpoars;- and moved-;lt

ontg the stage.f7 He loved trlcky bu31ness,‘ tableaux_andadumbnshows;.“In}j'

v

ing John he staged the 51gn1ng of Magna Carta, which ShakeSpeare.neverSS:i e

I3

thought of. In A Mldsummer nght s Dream real rabblts nlbbled the grass\

3% i

of. the floorcloth Tree also often "helped' Shakespeare along w1th_f}.

R B

.music; The actress who played Oberon for example,‘ not only spoke the; o

paSsage beglnnlng ;"I know a bank where the w1ld thyme blowa but then“ul

Lo,

'sang -it} - At Hamlet 's death hls soul was wafted upward by an ‘angellc -
e o 4 z NI ) ‘x : ) L

chorus 31ng1ng h1m to his rest ‘L.v,f‘ ﬁ.“jhf gg‘_:ﬁv"jvft - '.'-efﬂ
' I was Tree s bellef that the publlc was not 1nterested in, the
. /- IR

,plays of Shakespeare except %s vehicles for prov1d1ng an .exc1t1ng star"f
-\ . EE R . "

performance and hat Shakespeare 1n h1s words, ,could "not be madeiﬂ?

Y /4 s

tolerable to any large sectlon of the play g01ng publlC W1thout the'“

C .‘:;v

‘plethora of scenlclspectacle and gorgeous costumes wh1ch the .student_»

‘regards Sasi superflulus and 1nappropr1ate.p, Tree felt Justlfled id,”

‘drawing such a concl 51on by looklng at what he called the "brutal butﬂj,d,“

,unanswerable loglc of f:gpres : even relatlvely unpopular plays sDch’/Fs'

: - ‘ 3.
. g Johnf drew audlencws of 170 OOO when he produced them.‘~1Thus At was .

\ S

under Treels guldance th_t spectaéhlar Shakespeare moved 1nto rts mqgtiﬁ.';;;

opu}ent and flnal pha e of the Engllsh stage.., He“-had’ modifled“

‘ex1st1ng language of seenography and conseQuently had explered that_‘



o

‘ 1anguage's limitsj except in the c1nema,' Shakespeare asvhistorical,fact

or as p1ctor1al 1llustrat10n would hardly surv1ve the 1914—18 war.

\
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: Although the r1chly upholstered ver31pns of Shakespeare generallyg

.;“

the late Victorlan perlod became a battleground between supporters ~and

v,\

B

\

,and more subordlnate to mere scenlc succeSS'.

dellghted ‘the masses, there was a- grow1ng number of | cr1t1cs who expressed '

5 contempt‘for these elaborate productlonsi Shakespearean performance ”in'

~opponents of the spectacular style, a terrltory contested with partlcular‘
;bltterness toward the end of the nlneteenth century and durlng the - relgn;f
bffof Edward VII Clement Scott who had pralsed Irv1ng s productlon of'
.=;R0meorand Jullet foUnd that subsequent producers were ! carrylng 'théi_

; traditiOn \too far. l.He'criticizeé,an 1884 version of the play 1n:»wh1ch

51lks and ‘satlns are preferred to: 1nterpretat10n fand"lamentedv-thatlll':'

N d

5 N Lo

NE

. because producers were overd01ng spectacle,. Shakespeare s .poetry Was~ .

sufferlng It seemed to h1m that the entlre productlon was sacrlflced to‘““

the harvest of the eye' and that actlng was currently belng made ‘more'

N
A

"There are plenty of- people to tell us, ;',S.:'What ‘kind of

. eouch . wooed [Jullet] to sleep, dozens of authorltles as to
.~ where" certaln pines or orange-trees grew in" Verona o obut

‘ apparently ‘not one who can 1nstruct the. younger~~generat10n
howto deliver ‘the. Queen*Mab speech not -a human being who"
- ‘can’ persuade. a popular actress that the love of Juliet: is
'jsomethlng szp ior to. that ‘of ‘Mary Jane fllrtlng ‘over the -~
garden wall AT ‘,3,‘.: v " ST :

AN
B

LS

. as the result of an 1nev1table tendency and good 1n thelr own, 'way as

/vf

v : ,' B Y 14 o i | RN 9"\ o
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'ahW1lllam Archer saw the mlracles of" modern“mountlng and stage—management'-‘

SRR ' ;
~ the . dramatlc ‘stage had 1earned from the lyrlc stage the secrets of -
'E”g’movable scenery and mechanlsm, so the poetlc drama was now borrowlng from

"if:melodrama and pantomlme the methods of reallsm and spectacle. V»Archerfr“"



o the scene palnter and the machlnlst ﬁghe,A"

‘ upon one'of Tree s most popular productlons.,;

own“gsake, and subordlnatlng artlstlc fect to mere ostentatlon.

:commercial' stage"vhe had scarcely seen |a 31ngle productlon. in wh1ch

expense dld not predomlnate over 1nte111 ence, . wh11e the reasonable

'1ntegr1ty and loglc of the narratlve had t yleld to the 'convenience ofv

v

: cr1t1c1zed

»tthe methods of such producers as Tree and dellvered the follow1ng attack

RN

e
S

%Mr - Tree s Jullus Caesar is al grieVOus[f‘insult to .

v ‘Shakespeare. e What do the’ pla g01ng public want? Do .-

“ they’ go to Her MaJesty s to see Shake peare s Julius Caesar "
OT7 6 seej Mr. Tree? If the form v then the. présent
',-”performance is. an unquallfled fallure. S : B

1neteenth century To accommodate the puhll s taste for spectacle and

3

'_producers »were. ruthless w1th Shakespeare“s te ts. , Often\more than a

w.

‘ thlrd of a play was dlspensed w1th ‘what“remal ed however,v took well

.Ttyplcal presentatlon of Shakespeare 1ncluded al 1east three Interyals,

orchestral 1nterludes. .

Stlll more: damaglng to Shakespeare S. texts than“the CUQ§ were the o

rearran ements of the texts made 1n order to mlnlle he number t;mes
g ‘%%"

.

I R
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also felt that producers were overd01ng t, 1ndulg1ng in expense for 1ts

o Shakespeare, “he concluded was belng "hor 1bly maltreated" on the modern'f

o sée as much as. pﬁsslble of the st§¥ durlng a. performance,‘l

| 1nterpolated 51lent hu31ness,. often to brldge aps left by cut 11nes AS'

,and as much as forty flve mlnutes was: used in. changlng scenery, ‘the long

:_“~wa1ts between scenes belng fllled in by actors taklng _calls “and’ hy

s:[v

’_Such condemnatlons ‘were well Justl 1ed at the :end 'of;,theV'

"over -three hours to perform.; Productlons ha d become vCluttered w1th e



o

L .

’the scenery had to be. changed "In versions of The Merchant’of Venice,

for. example, it  was not unusual to play all the early Venetlan SCenesV

COnsecutively; then the Belmont scenes were grouped toget?er and played

‘one after the other ~In splte of the fact that much of the: play was thus

‘as the standard actlng text In Augustin Daly S adaptatlon of Twelfth

o Night, the erformance started w1th the f1rst scene of the Second act

followed by the second scene of the flrst act thlS rearrangement allowed

‘h;Daly to get the seacoast scene out of the Way and gave hlm' the added

advantage of. allow1ng the star to enter after the audlence was’ seated

Throughout the nlneteenth century, however,. a small school of

7jhours w1th no vestlge of scenery and no: 1ntervals. Between 1843 and 1879

—
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reduced “to mere. absurdlty, thlS arrangement was for many years regarded

chought per31stently argueﬁ that plaln ungarnlshed productlons : of "
'thhakespeare should be\presented on the stage The flrst step in this®
Mdirettion was’ taken by BenJamln Webster,'vwho 1n 1844 -1n an. 1solated x

,exper1ment, presented The Tamlng of the Shrew at the Haymarket 1n ‘two”.N

,Samuel Phelps produced thlrty—one of Shakespeare s plays at - Sadler s_idﬁ

Wells with: 31mp1e settlngs and a concern to folT‘w Shakespeare S texts,,fk”’

e
{

Ty

Taf, company to present Shakespeare w1th a 'm1n1mum ‘of- scenery andv'

-

DN

. ’ ' 5,
81mple productlons. Phelps had no money for elaborate presentatlons and -

¢ o

O 7

3 : /.

‘o K g .
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“followed '1n the latter part of the century, by Frank Benson, who formed v O
"accessories. Practlcal con51derat10ns were partly respon51ble for these

'h»Benson had worked malnly w1th a’ touring ~company,ﬂ thus% necess1tat1nglnf
'51mple Settings. It ‘was Benson who in 1899 produced Hamlet ' ,itSf~
:?entlrety for the flrst tlme/ﬁzhce Shakespeare s day,f playlng the first‘»

Ti;half of his f1ve—hour productlon at a matlnee,j the rest 12 the evenlng'7
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" The 'factblthat teXtual .fidelity’in Shakespeare's playsH~uas still:,a 3
unusual occurrence can bée seen by George Bernard Shaw's reactlon to the
. .
'.1897 Hamlet productlon of Forbes—Robertson,» the flrst producer to brlng
FOrtinbras ‘back .into the final scene of Hamlet 1nstead of dropplng the

//curtaln on "The rest’ 1s s1lence

 The Forbes—Robertson Hamlet at the Lyceum “is, very

'unexpectedly at- that -address, really not at -all Unlike'_ _
Cpl Shakespeare s play of the same name. I am quite certaln oo

.-.vsaw. Reynaldo = in it for a moment; ' and possibly I may have

2 seen ‘Voltimand and Cornelius; but just as the time for. their
, scene arrived, my eye fell on'the word "Fortinbras" in the
programme,. which so amazgd me that I hardly know what I saw'
for ihe next ‘ten mlnutes

jom. \Ehe late 1870 s. onward it was thef,rebellious; voice .ofpv
. Poel that prov1ded the best sustalned 'opposition ‘to the . ¢ °

-.Poel s view of the standard Shakespeare productlons of hlS tlme ‘H

/Tree.

may be gauged from hlS sarcastlc adv1ce to any manager contemplatlng

i@

“Bardic: rev1val' Pt S

Choose your play and be - sure to note closely in what countryﬁ o
the - 1nc1dents ‘took ‘place. Having done this, send artists to - -
the . locallty to ake. sketcheg of - the - country, of its |
- streets, its houses, its landscapes; of its people, and: of;'
their costumes. A ,4v'Then, ‘when you have collected
© ‘vast  expense, - labour -and- ‘research, - this 1nterest1ng
' informatlon about. a country ' of whlch ‘Shakespeéare ~ was
possibly - entirely  ignorant, : thrust all your .extraneous -
knowledge -into your represenfﬁgzon, whether it fit the .
_context: ‘or not; let it justify.the rearrangement of - the -
(play, the ‘crowding of your stage with supergumarles, the
addltlon of* 1nc1dental songs and glees P : L,

Poel admlred the r1ch plctorlal effects achleved by Irv1ng at the Lyceum'

?Q.:and by Tree at Hls MaJesty s, but malntalned that they were 1rrelevant to° e

.;in;» the”]imagery]fof»~Shakespeare's‘plays and‘destrUCtiVe 90§; thelr rhythmm



.ShakeSpeare's poetry was obv1ously sufferlng in spectacular production.,

A change was needed in the dttitudes of producers’ and actors ‘who had to
&

78

‘reallze that their only business was, to be loyalg;o the author nd to. ¢

‘1nterpret Shakespeare accordlng to what were thoug

t to be hls 1ntent10ns‘

and not accdrdlng to the theatrlcal fashlons of the t1me :He«_stressed‘

that if Shakespeare s plays were g1ven on the stage in their entirety

with 'the'_simplicity and rap1d1ty w1th wh1ch they were actedﬂin'his'“own

"day, "it'would limit the &}

discussions that‘every rev1val of 'them occas1ons."0 Poel wam'to become

iy

‘the 'fOrerunner‘ of a group of producers who reacted agalnst thel_laylsh,f

AR

,.century and'attempted to return both to the 31mple style of

B

“-less experlments mutllatlons and profltless '

: that had characterlzed Shakespeareanlgroductlon from the late_

Vjproductaon that Poel bel eved Shakespeare had used and to a ,complete

“w B “ A *

'restoratlon of the draﬂatlst s text ! f1905 twenty three years after
e S
,Irv1ng s productlon of Romeo and Jullet, Poel presented the play at t

‘e

";vRoyaltx Theatre in London Although only”four performances of the play Lo

g : B

$

'»’jva -
I .

Awould be glven to very small audlences 1n a non—commerc1al veﬁture,> the

productibn 1n§Thded a number of 1nnovat10ns too startllng to he ugnored

'

1‘These"innovations were the praCtiagggoutcome of more, than twenty—five o

';‘years of thought about and cr1t1c1sm of past Shakespearean productlons.-

,%.

'ShakeSpearean_"proddct10ns~1s certaln,v yet 1t is equally sure that their

. work largely Lfound 1ts ba51s 1n the efforts of thelr predeces rs.
' -

Wllllam Poel cad/ be sharply dlstlngu1shed from' these twOs earller‘
£v o @ S ’

PR

That Dav1d Garr1ck and Henry Irv1ng had been 1nnovators in thelr ;

* producers 1n that hlS work took the form of a. strong reactlon agalnst the_w

.theatrlcal conventlons that had largely come about because of Garrlck s

\
3 “ s
A : A n
b L T
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and Trvin 's. 1nfluences. Far more self aware and cr tlcall "conscious
8 y .

a

lthan either Garrlck or Irv1ng, Poel started w1th hls own theoretlcal

.

“framework of well—conceived ideas and theorles.: He was " much -more

theoretically “based than most people in the theatre before’him ~in that
T o _ R o ‘

his ' practice was rooted in much background thought and production

theories.. Neither Garrick nor Imwingmy%s anything~like so impelled, as

ey \

was Poel, by ;a'body of;cr%@gﬁ [%ﬁféé' ‘81t10ns and dramatic theories
dtal sﬁﬁée experimentation. - In

£va '

iy

QEhiS respe@f E l’- although.g ady formulatlno 1deas more, ‘than  twe
- A y : |

decades b

‘:’{"HE
twentlet?vt

e turn of’the century,  can gery‘much-be .consideredcwa

L . i r,l . ) o N

' conCludes‘&ﬁ_”

century ofp new drama is directly and indirectly -self comnscious;

uiflgure. In Drama From Ibsengto Brechthaymond;Williams '

-
b
'é<q1? y‘;. .

"analysis 3f twentieth—century drama by stating that "this-

Critieally_'aWare of its own: problems nand forms. -Very - few 'modern'

dramatists,' whose-wor S surv1ved thelr 1mmed1ate place and time, have

35

. R p 11
vfalled to wrlte crltlcally about dramatlc form and the theatre : ; Thls

1

can, also - be said about. many of the more ‘"important ‘modern theatre

practltloners.,

P

5

4century and early twentleth—century 1nnovators who expressed dlssatl—

;&é®" o v Poel S efforts were comparable to those of other late nlneteenth—

_sfactlon w1th ex1st1ng theatrlcal condltlons or dramatlc forms and set

- out tpachange them. Constantln Stanlslavskl, for example, explains in

. O . v K

Té%gAMX_Llfe 1n Art hlS rebelllon agalnst ex1st1ng conventlons on the Russ1an,

stage in 1898: . . . . 'f" ' ’_};,; | 4

- LgThe -founding of our new Moscow ‘Art and Popular Theatre. was

‘\;?‘v;jp . in " the nature. of a revolutlon.o' We protested :-against the
[ R customary manner of acting, against theatricality, against‘
bathos, agalnst declamation, “against the’ bad manner of -

D T L L



as 'a- nut or apple, . and

_production, against the habitual scenery, against the star

- system which spoiled the ensemblé; Yagainstythe light and
farcical repertoire which 'was being cultivated on the
Russian stage at that time. ) Like all revolutionists
we broke the old and -exaggerated the new . . . we soug&t for
inner truth, for the truth of feellng and experience.

‘.Similarly} J.M Synge and W.B. Yeats, nuIreland,b protested

o Treey " i P

dealt w1th "the reallty of life in Joyless and pallid words

contention that "in a good play every speech should be as, fully flavoured

.‘?\
W

Y
g

'works among people who h@ve shut their lips on poetry nl3 Synge then

proceeded to base the 1anguagé90f hlS own plays on the idiom of a rural

Irish‘ people ‘whosé ,speechﬁis naturally poetic, both in imagery - and

R

[

. , o uwld .
or» powerful speech, one has not v . . ¢great literature - His goal

‘ then was to\wrlte poetlc drama 1n which like dramafof centuriesrpast,

there is much’lyriC‘feelingband at times a lyric measure . . . wrought

i -

. . i15
into the*dialogue.'

80

v against the lack of poetlc drama on the contemporary ‘stage. Synge' said,

It was his

such speeches cannot be written by anyone who

- rhythm. It was the thesis‘of‘W.B; Yenm%}tﬁat "1f one has not beautiful

"As always, criticism has preceded and fostered creation," says

- Mrs. Q.D. _Leavis}§df _the efforts of the Bront&s in the mid—nineteéhth“

IERT .
3

v ST A B
century .to write novels which WOuld not merely'give~a surface imitation

of life, but which would be true ‘to the whole woman and convey a sense‘of

. 16 .
' 11fe s springs and undercurrents.»; William Poel, in his_approach-to thE,

- theatre, was also, at first' crltical rather than creative archetypal of

‘the. twentieth—century reformer, the mode of his OWn. creativeness would

o ‘\d,
, o

declare 1tself later on. ‘As'a young man, .in the late 1870's,;he’Wanted |

- e

&




to find out what the theatre was really like, he wanted to discover all
. ’ A . . .

_he could about acting and, aboye'all he'wanted to study Shakespeare; he

& \‘4

therefore tried every sort of odd JOb behind the curtain and acted a w1de

variety of parts. A general cr1t1c1sm about -Irving's powers was already

81

‘given by him in 1877 after he ssaw the actor—manager as Richard III at the

Lyceum.' 'He appears to aim at creating an effect by worklng his scene up

to a. strlking ‘picture upOn which the curtain may fall," complained Poel

"This . is a modern practice that I'm ch dislike as 1t is sensational and

R -

In 1878 Poel went on tour in %ihe “pféiiﬁééé) picking up

0,

audience wherever'he could and giv1ng rec1tals from Shakespeare, Sher1d5

and ~other’ classical,playwrights. A year later, 'hav1ng familiariéed:

-himself with the plays he intended one day.to produce,' he proceedéd to
form ‘a small company of ' profe831onal ladies and gentlemen who fgave

4

scenes from such Shakespearean plays as Hamlet Macbeth, King_Lear;‘and'

Romeo and Juliet. “he very simple conditions of these performances threw

the actors back upen the text and Poel himself was forced to compare the

acting 'editions of ‘Shakespeare then in use with the original yersions of

the 'plays, He was made to realize how.much had intervened since these

'had left the hands of the Elizabethan stage manager --— or . 'whoever had

assumed such a role. It was'not merely a question of cuts or traditional

"business'; it was also a ‘question of literary.gditors preparing a text
for fpublication; setting up their own'.systemA of, punctuation, and

o

L

arranging their owni diViSion of the plays 1nto acts and scenes " ‘Poel's

conclusion was that contemporary Shakespearean productlon bore little
résemblance to that found in Elizabethan times,‘_ If a performance was to

e ; t

R . N .. By



be given as Shakespeare might have seen it,

establish an authentic text; to go back as close

N\ original representation.” It was also imperative to

it was

essential to

ial, fjgst,'
possible to

as

return to Elizaé%than

-

the

~=Staging conditions.

Poel became a man with a vision whose views never changed

throughout  his working lifetime. He assisted regularly at the

discussions ~of the New Snakspere Society, sometimes reading a -

*h%@Self' he wrote constantly to the newspapers, and he lectured whenever

AR S r(}f‘ g

mountlngwﬁ

anyone would offer him a platform. Slowly, in the face of

‘incredulity, his views became known. His bellefs, applled to the .

Shakespearean ~plays he chose to interpret, are summarized in,‘his‘tho

1yolumes of céﬂlected papers, Shakespeare in the Theatre

(1913)

in the

correspondence and journalistic'activlty of . a lifetime.lg.

Monthly Letters (1929), and; are elaborated

Lo Poel's work, salthough based on vtheory,' was far more than:

Vtheoretical. Because nen'believed'thatgthe methods~ of 'Shakespeareah

o

production then triumphantly in.vogue were  totally and'radically‘ wrong,

‘_and because’ he'was himself a radical, he dech

" dec151on of thlS k1nd " says Robert Spealght Poel s'

=4

them right.

W biographer, "is always her01c

\

. wl
actommodatlons of <comprom1se. 9 Found1ng an Ellzabethan

Soc1ety, Poel gave a dlrected readlng of~ Hamlet in 1887 and followed that
Aby performances of -a serles of Ellzabethan plays 1nclud1ng works hot only

‘by Shakespeare but .also by such playwrlghts as Marlowe, Webster, Beaumont

//‘

and Fletcher, Ford, and Jonson -- truly a  remarkable serles'.of

&

paper -

82

and .

personal

:d to set about puttlng

The artlst must\turn h1s ‘back on the easy

Readingv i
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expefiments. For a further ten years, from 1895 to 1905, he wasAable to

)

express his ideas more fully through the activities of the Elizabethan

'Stage Societf‘wnose productions gained a good deal of critical attention,

favourable and unfavourable.

When Poel presented Romeo and’Juliet inaMay of 1905, Beerbohm
Tree had produced,v just one month eafller,/ his first Shakespearean
Festival, . 'an eiaborately mounted and h@av1ly abrldged series _ of
'Shakespearean :plays ‘that dellghted the masses. 20 "The general public
hailed every new- reflnement of reallsm and every further elaboratlon"of
epectacle w1th almost unquallfled dellght It was in tune with the

S

v1suaL temper of the age; opp051ng crltlclsm was not. Poel and a small

83

number of‘ dissenting’ critics complained that an overdone émphasis% on

'

realism in production rendered audiences = mentally . pa331ve and

.-anaesthetlsed the imagination. Poel's ‘intentidﬁ'_nas to- forng the

iy

PR

’audlence s attentlon away from v1sual dellght3°' to fulfll that aim he’

,presented-tRomeo and Juliet with no scenery, 'concentrating his efforts
instead.on making Shakespeare's poetryfcome alive to the audience. The

' g A - N 21 :
public, unaccustomed to this radical change, stayed away. Even . the

Academz Wthh hdd 1ong\urged a-return to 51mp11C1ty, Cautiously termedu
‘the productlon 1nte111gent and "adequate" but 1nt1mated that Poel had

gone toe far in a return toaustetity.22 Poel, ‘however, was a ,trﬁe

.‘teformeg. and was undeterred{ he knew(that the conseruative'puuigc would
' . . . - - . .

not immediately tolerate a new thing but maintained that "no public

"demands'whatvis not oftefed totit. . Before demand can create ’supply@_ a

_Sanple ofithe,new ware‘muat be ehown."23 ' o

L I
3
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gy
w‘ .

distorted the fundamental dramatic

- ‘ o ) . ’ L7 S : :
of the téext a necessity. : . L ce \
{ . N ) . M . “

of Elizabethan 'drama demanded e'study of the ElJ{zabethan~ stage, .e

4 . . _ ’ | : | . p
~movement gathered - support to perform Shakespeare~on platforms ‘either -

L g
i R B
It became Poel's aim in his productions to restore rather than to

i

invent: accordingly, Romeo and Juliet wes presented with the goals of an

i

unabridged text; a simplified setting,} quicker pace, and_ none of the

cluttering business that .disfigured contemporary presentations. The main -

}

- thesis that underpinned Poel's practice was that every play was written

. by Shekespeere with a particular form of theatre and ﬂ@particular style

of productlon in mind. He was conv1nced that,Shakespeare and hls fellow—

.Elizabet ens could not adequately be contalned within the llmlts of the

proscenium stage; that the 1ntervals 1mposed by the accessories of
realistic scenery completely destroyed the yital speed and. continuity of

the | action, broke the tension‘wh

it was essential to preserve 1it,

re, and made savage mutilation’
: ; .

e

Encouraged” by the claims of'contemporary,scholars that th% study

\ ‘ A

/ \
|

chosen | for their likeness to the theatre_of his day (as provided by. the -

Inns of*Court,orsHalls of the Livery Companies) or reconstructed‘ within

,modern b ildings for thfé.purpose. ~The sémé tendency toward - realism

"Whlch encouraged the elaborately_spectacular productlons of Shakespeare s

o

plays was’ respon31ble for xperlmentatlon ;n ‘the hlghly conventlonal

e e

-~ | . » ot
manner of- Ellzabethan staglng \ Producers such as Charles Kean and Henry
v1ng had used the reallstlc pethod of maklng Lear look like an anc1ent

British monarch. Others, employlng an 1dent1cal method demandedﬂthqt_
, , ‘ : T

'Shakéspeare'sv stage be ‘reproduced in all its exactitude and hﬁ51

N : Lo Y e

<
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characters be costumed as they might have appeared in the original

productions. This was the type of historical realism sponsored and
guided by William Poel. _ .
The Elizabethan Stage Society was founded in 1894 to give

practical effect to the principle that Shakespeare should be accorded the

stage architecture for which'he designed- his plays. When later askéd‘why‘

'he had created the Society,.-Pael replled

I am really a modernist. My orlglnal aim was just to find
out some means  of acting Shakespeare naturally = and
appealingly from the full text as in a modern drama.” I

found that for this the platform stage was ' necessary -and

also ,gome suggestlons of the sp1r1t %nd “manners of the
time. S R :

Poel carefully’studie% the work'of w.J. Lawrence and the other scholars

who | were beginning"to ‘reveal the . true nature of the Ellzabethan '

'playh0uses " and he. examined the evidence 'afforded bij'the eariy

Shakespearean teth. It became hls Judgment that the Shakespearean plays

which ‘were'presented to audlences in the n1neteenth cedtury bore llttle
trace of the‘ swift continuous rhythm found on the “Ellzabethan stage.
_ ‘ [ - T .
Shakespeare, " he concluded, could-only be played ef%ectively on the kiqd

i
°

of- stage for whlch he wrote. .

= A1ded by a sketch of the Swan Theatre wh1ch had been fbund: in

'1888 Poel set out: to reproduce as far as was phys1cally poss1ble all the

.. conditions " that contemporary scholarshlp belleved to have governed the

performances of Shakespeare s plays in h1s own theatre and time. 2_ Such
expeh%ments could not have been conducted before th;ag§1
. N . t‘f

been earlier only a slloht understandlng of ‘the true -fed
- \ \ .

b Elizabethan»‘theatre,‘ ‘Not haylng the funds to rld hlmself of‘ftheﬁ'
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e

_’therefore’h undlstracted 7by , outward decoratlons

[l

?fproved to be,a challenge to the dramatlst

'conventlons. . dre851ng the actors in Ellzabethan~sty?e

stage and to arrange prOpertles and furnlture, ’and‘emplofing'an on-stage

'Elizabethans.

. : B | | l86rfj

B

proscenium, Poel put the Elizabethan‘two~levelled architectural aethlth S

an inner stage behind the proscenium arch and

projecting platform 'stage over the orchestra pit

proscenium. He also attempted to recreate several Eli% an theatricalb

— — v e

garments to

reflect Shakespeare s ;own“day rather than the hist idcal epoch of\-the

Ex

dramatic action; usingvcostumed pages to draw “the curtains‘of the inner
\ : ) .

{

audlence’:,td' empha51ze the audlence—actor relationships ‘of - the

Poel wished ~to recreate the bareness of that Pstage which - had
End spectator alike. -+ It -was--
‘9
not ' readily‘concelvable that Shakespeare Yould enJoy haV1ng his poetlcal

o

descr1pt10ns superseded by the obtru51ve art of the scene-palnter' the‘>

‘poet, he stressed” was hls own scene—palnter and electric1an. TIt was

pr1mar11y on an uncluttered Ellzabethan stage that the \1fts of the poet'

were to be understood by the audlence to the full and t at the audience, -
o
!

ﬂand subordinate

— SO

./,7 w

'detalls, 26. could ’81V€ its full attenflon to the ) etry.r Poel and a

“ small number argued that spectacle suffocated the 1mag1nat10n rather than

vy -
/

nourrshed 1t-, that 1t dlstracted attentlop from yéeaactor and the spoken
‘ i

‘ word and that a gorgeous plcture was an Lnadequate substltute for the

actor and the dramatlst : It was Poel“s bellef} that"af‘f;

Y

SklllS of« thef

: (DR
modern Shakespearean producer could not make the same demandSQ"on an

'audience ,to concentrate 1ts attentlon on the players and thelr speech

.‘ v

- w1thout there belng a- 31mp1e uncluttered Ellzabethan stage which allowed

[ . . :
S X - LT e . °
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- terms what negds to be verballzed ‘on the dramatlc stage.bg;“;T

So many thousand t1mes7 - Go; counsellor"f~f'7;1477

‘_} Thou and my bosom henceforth shall be tWaln.;— ],ng,f\\lhudl i

~I0 11 to ‘the- fr1ar, to. know. hlS remedy. S ﬂ,.'-:f,j?
If all else fail, ‘myself have power to’ dle. IO
pm .s-..\‘fg‘ . (III v. 233 240)

”i,Th fllm audlence is not told of th1s rlft between Jullet and the Nurse,f7

ftface The camera focuses on. her youthful,but serlous face as 1t 'reacts

K . _J R

1

i

'Fhé fllm Ju11et merely Says "GO Counsellor ‘as she forcefully shoves backfﬂ x

'\‘r"

e R

N A iR .‘«_».
-, o E

A
(

g 1nstead,\ d15111u31onment and matur1ty Are reglstered clearly on Jullet 5

o I[ft" every 11ne the Nurse speaks._ the eyebrows arch when—the Nurse calls;f
."lyRomeo ':"dlshcloutb to Par1s (III v 219), and the mouth sets flrmly as,ff-h

- the’ NursF tells her that thls match "excels your flrst" (III v, 223) nf_,.,*i'“

"ththe cuntalns of her bed and pulls away from the Nurse s ::?bmpt to touch;;3I7 -

sympathetlcafly -Such“act10n,3 in fllm;. 1s to transfer to,. v1suallh**ui'
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