. script writer, and scripts are in-

“cles and books based on insights
" gleaned from professional pro-

teaching of the plays by directing

. Shakespeare fall short in terms of
: performance.

deavors designed to strengthen
he bond between academe and

: _London- and: another in Detroit

Scholarship

The Script’s 'the Thing: Shakespeare

in Performance Is New Area of Study

Examining early texts and working with actors are among the activities of researchers

By ANGUS PAUL
William Shakespeare was a

complete till they’re brought to
iifc on stage.
* Actors and directors have al-
ways known that.
Now, so do many academics.
To a growing extent, Shake-
speare scholars are writing arti-

ductions.

They are enhancing their
campus productions, and show-
ing how traditional “editions of

And they are supporting en-

cater.

baild replicas of the Globe Play-
house—one on its original site in

The hope is that the structures

“will be focal points for educa-

tional, scholarly, and theatrical
activities.

Those developments mark
quite a change. For a long while, most of

‘the commentators on Shakespeare were

literary critics who thought stage produc-
tions failed to do justice to his poetic
achievement. As a result, the theater sel-
dom influenced them.

In The Shakespeare Revolution: Criti-
cism and Performance in the Twentieth
Century (Cambridge University Press,
1977), J. L. Styan mentions a few excep-
tions, such as William Hazlitt, the early
19th-century English essayist.

“Hazlitt enjoyed going to the theatre,

and his best insights came from watching
a performance, especially by Edmund
Kean,” writes Mr. Styan, professor of
English at Northwestern University.

Research on Playhouse Design

Much later, he notes, the British scholar
John Dover Wilson recognized the impor-
tance of Harley Granville Barker’s Pref-
aces to Shakespeare, the first of four vol-

umes of which appeared in 1927. The

*‘prefaces,”” each an essay on a single play,
were based on what Granville Barker had

William Shakespeare: Productions of his works
are considered essential by many scholars
who want to understand the playwright.

learned from acting in and direct-
ing Shakespeare productions.

But by and large, most Shake-

_speare experts agree, theater pro-
fessionals were more interested
in learning from literary experts
than vice versa. .

The British actor and producer
William Poel, for instance,
“moved easily in the world of late
Victorian Shakespeare re-
search,”” Mr. Styan writes, and
was a ‘‘considerable scholar him-
self.” ‘

Research.at that time focused
on the design of the Elizabethan
playhouse and the staging of dra-
mas during Shakespeare’s era,
according to Mr. Styan. ’

Beginning in 1881, Poel used
that research in directing a num-
ber of Shakespeare’s plays. Thus
he helped originate, Mr. Styan ar-
gues, the trend in Shakespeare
production away from elaborate

In the 1950’s, several Britons
who would gain prominence as
actors and directors learned tex-
tual analysis at Cambridge or Ox-
ford Universities—ironically; often from
professors who had little regard for the the-
ater. Thus, Peter Hall, Jonathan Miller,
and others went on to mount Shakespeare
productions distinguished by close atten-
tion to the playwright’s words.

Both Mr. Miller and Homer Swander,
professor of English at the University of
California at Santa Barbara, discuss that
development in essays in William Shake-
speare: His World, His Work, His Influ-
ence (Charles Scribner’s Sons, 1985). The
three-volume collection was edited by
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‘King Lear’: Dana Evans and
Kate Rickman (kneeling) in the play
at Shakespeare/Santa Cruz in 1982.

John F. Andrews, a former editor of the
Shakespeare Quarterly and now with the
Division of Education Programs at the Na-
tional Endowment for the Humanities.
Also in this century, such people as the
late actor, director, and scholar Angus
Bowmer were nurturing the opposite
view—that academe could learn from the
theater. In 1935 in Ashland, Ore., Mr.
- Bowmer founded the Oregon Shakespear-
‘ean Festival, an institution that has com-
‘bined the talents of stage artists and col-
lege professors.

Slow to Gain Adherents

Such performance-oriented scholarship
has gained adherents, but slowly, and
some opposition from the academic estab-
lishment persists.

In 1982, for example, Steven Urkowitz
submitted the manuscript of an article on
Henry VI, Part 3 to a journal. The article
considered, among other things, the ef-
fects the play’s original texts could have on
its performance.

Mr. Urkowitz, associate professor of

English at Hofstra University, quoted
what one of the readers for the journal
wrote in a review of the manuscript: *“This
sort of thing must be discouraged.”

By and large, however, it is now fashion-
able to study Shakespeare in the context of
performance, said Mr. Urkowitz. The
ideas behind such study have proved valid,
he explained, and have become sufficient-
ly familiar to gain respectability.

A major point raised by academics who
focus on Shakespeare in the theater is this:
His plays are not mere constructs of mean-
ings, themes, and patterns of imagery, but
rather are occasions for actors to re-
create—and for andiences to witness—in-
tensified living moments.

A Transforming Experience

The late Bernard Beckerman, in an arti-
cle in a special 1985 issue of the Shake-
speare Quarterly, discussed such a mo-
ment in the European director Giorgio
Strehler’s production of The Tempest,
which ran briefly in the United States in
1984.

Mr. Beckerman writes that Ariel, on be-
ing freed by Prospero, ‘‘looked out to the
audience, . . . crawled over the footlights,
across several rows of flats coming up to
stage height to represent the sea, and with
her eyes ever on freedom before her
passed through the audience and beyond
it. In this simple way Ariel gained release
to freedom through us. g

“The effect was more than thrilling. It
was transforming, giving us a true sense of
the freedom we ourselves possess.”

John Russell Brown spoke in a similar
vein when he said in an interview that
scholars’ studies of King Lear ought “‘to
strengthen our sense of a world in which
people grow old.” _

Mr. Brown, professor of theaterand dra-
ma at the University of Michigan at Ann

Arbor and associate director of the Nation-

al Theatre in London, added: “Lear is a
seed that must germinate and grow in our
minds; so that our lives are enhanced by
the experience of having been through
what the text offers us.”

Or what the texts offer us, Mr. Brown
might have said, because another concern
of scholars is to mine all the extant ver-
sions of the plays for theatrical insights. |

It is difficult to generalize, but often the
most important version of a play by Shake-
speare is that which is in the First Folio of
1623, which contains 36 works. For about
half of the plays, there are also one or more
quartos, each of which contains only one
work. Several are known as ‘“‘bad” quar-

tos, because they are seen as products of
an actor’s unreliable memory, for exam-
ple.

Until recently, editors of a play would—
with some exceptions—take the folio text,
incorporate aspects of a quarto text, make
changes of their own (such as altering
punctuation according to grammatical
principles), and, some scholars say, pay
relatively little attention to the fact that the
play was written to be staged.

Text editing is currently going in two
new directions.

Some publishers are bringing out edi-
tions that are traditional, but more per-
formance-oriented.

Publishers Show Interest

Cambridge University Press, for in-
stance, publishes the New Cambridge
Shakespeare, edited by Philip Brockbank,
director of the Shakespeare Institute in
Stratford-on-Avon. Volumes in the series
include such features as extensive stage
histories.

Other publishers are showing an interest

Continued on Following Page
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in making available both the folio and
guarto editions of some of the plays.

Oxford University Press, for ex-
ample, will publish this fall the one-
volume William Shakespeare: The
Complete Works, whose general edi-
tors are Oxford’s Stanley Wells and
Gary Taylor. It will include editions
of both the 1608 quarto and the 1623
folio King Lear.

The Complete King Lear, to be
published by the University of Cali-
fornia Press, will take a different
tack. Its editor, Michael Warren,
professor of English at the Universi-
ty of California at Santa Cruz, will
present facsimiles of the 1608 quarto,
the 1619 quarto, and the 1623 folio of
the play.

The Oxford and California editions
are products of more than a decade of
research—by Mr. Wells, Mr. Taylor,
Mr. Warren, and others, such as Mr.
Urkowitz of Hofstra.

Mr. Urkowitz is now examining,
among other things, the three early
printed versions of Hamlet—the
1603 and 1605 quartos and the 1623
folio.

Observers say that such research
could:

» Spur the publication of multi-
ple-text editions of plays- besides
Lear.

»- Increase support for the notion
that variations among extant ver-
sions often originated with Shake-
speare himself, and thus provide
clues to his artistic process.

B Foster appreciation for the fact
that the plays are not monolithic enti-
ties, but embodiments of the flux in-
volved in the theatrical process.

B Raise the status of the so-called
*“bad” quartos that have theatrical
merits generally discounted by liter-
ary editors.

» Encourage acting companies to
perform versions of the plays that au-
diences since Elizabethan times have
rarely seen.

In 1982, for example, Shake-
speare/Santa Cruz, a summer festi-
val on the University of California’s
campus, presented a Lear based
solely on the 1623 folio. It was direct-

NIVERSITY OF CALIFORNIA AT SAP—iTA BARBARA
Homer Swander: As director

of the organization ACTER;
he arranges for British actors
to tour American campuses.

ed by Audrey Stanley, who is also
the festival’s artistic director, in con-
sultation with Mr. Warren.

The new research could also lead
more academics—as directors,
scholars, and teachers—to analyze
Shakespeare’s original texts rather
than trust the judgments of editors on
punctuation, stage directions, and
other matters.

The benefits of such analysis are
indicated in an article by Mr.

Swander of Santa Barbara in the

summer 1985 issue of the Shake-
speare Quarterly, in which he writes
about the character Menas, who ap-

Cleopatra.

Editors of most modem texts of
the play have, for a variety of rea-
sons, changed significantly those
scenes as they appear in the only au-
thoritative version of the play, the
1623 folio text, Mr. Swander writes.
The changes include, he notes, giving
Menas dialogue assigned to another
character. They are unwarranted by
any available evidence, he says.

Mr. Swander shows how the folio

pears in four scenes in Anwny and’ “ Royal Sha

_ Stratford-on-Avon presented the

scenes expand the play’s dramatic
possibilities and in production could
heighten, for example, the intensity

- of the conflict between Menas and

Pompey.

Insights Gained from Stagings

Another kind of emerging scholar-
ship is founded on the insights pro-
vided by particular stagings of
Shakespeare’s plays.

In Elizabethan Stage Conventions
and Modern Interpreters (Cam-
bridge, 1984), for instance, Alan C.
Dessen draws on his experience as a
play reviewer for the Shakespeare
Quarterly.

Mr. Dessen, professor of English
at the University of North Carolina at
Chapel Hill, mentions the “‘passage
in Richard II where the Bishop of
Carlisle warns the court of the hor-
rors and ‘the woefullest division’ that
will come °‘if you raise this house
against this house” by deposing Rich-
ard II (1v.i.145-6).”

Most commentators have tdentl-
fied the two houses as those of Lan-
caster and York, Mr. Dessen writes.

He adds: ““So did I, until I saw an
actor (Laurence Paulsen at the Ore-
gon Shakespeare Festival, 1980) ges-
ture on the first ‘house’ to the on-
stage nobles and on the second
‘house’ to the heavens. ... To
‘prove’ the authenticity of this read-
ing is impossible, but when I saw it
enacted on stage it made immediate
sense and opened up various meta-
phoric possibilities.”

Productions have also prompted
scholars to re-evaluate the reputation
of certain plays.

During the 1977-78 season, the.

speare Company in

Henry VI trilogy. Many observers
have commented on the project as a
revelation of the excellence of a work
unjustly neglected.

And in the case of The Two Noble
Kinsmen, which Shakespeare proba-
bly wrote with John Fletcher, “the
theater has fostered a more positive
academic approach to the text,”
Hugh M. Richmond writes in an as-
yet-unpublished article.
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mostly had to rely on themselves
when preparing a role.

Even scholars “who have made
‘Shakespeare in the Theatre’ their
theme” have been little help to per-
formers, John Barton, a director with
the Royal Shakespeare Company,
says in Playing Shakespeare (Methu-
en, 1984). The book is based on a
television series in which Mr. Barton
worked with R.S.C. actors.

But evidence is mounting that aca-
deme has begun to contribute in prac-
tical ways to stagecraft.

In Players of Shakespeare (Cam-
bridge, 1985), edited by Mr. Brock-
bank, the R.s.c. actor Patrick Stew-
art notes, for instance, how an article
by Mr. Dessen of North Carolina
helped him play Shylock in The Mer-
chant of Venice in 1978.

Workshops for Actors

More recently, Mr. Swander of
Santa Barbara has collaborated with
Robert Egan, the resident director of
the Mark Taper Forum in Los Ange-
les, to offer Shakespeare workshops
for professional actors. The work-
shops were ‘‘based on the belief that
everything in a script by Shakespeare
is a signal to the actors,” Mr.
Swander said, even “‘things conven-
tionally thought of as ‘literary,” ™
such as diction, imagery, meter,
punctuation, rthyme, rhythm, scenic
structure, and syntax.

In addition, more scholars are con-
sulting—either formally or informal-
ly—with directors on productions of
Shakespeare’s plays. The scholars
emphasize that their goal is to expand
the options from which directors can
choose, not to impose a particular in-
terpretation.

In the planning stage, for instance,
is an arrangement whereby. profes-

‘sors wiil constitute an advisory board

to the Folger Shakespeare Theatre in
Washington.

The board is likely to be one facet
of a new organization called the Na-
tional  University Associates for
American Shakespeare, to be led by
the Santa Barbara campus and the
Folger Theatre, which shares a build-
ing with one of the world’s best
Shakespeare libraries. The organiza-
tion is expected to involve a variety
of institutions nationwide.



