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ABSTRACT

“WE ARE MOCK’D WITH ART”: THEATRICALIZING DEVICES
IN PERFORMANCES OF SHAKESPEAREBHE WINTER’S TALE

ALINE DE MELLO SANFELICI
UNIVERSIDADE FEDERAL DE SANTA CATARINA
2011

Supervising Professor: Dr. José Roberto O'Shea

This dissertation discusses the use of theatringlizlevices in four
stage productions of William Shakespear&ize Winter's Tale The
selected performances were staged by the RoyaleShaire Company
(England, 1992), Théatre de la Complicité (Englah€l92), Folger
Theatre (United States, 2009), and Companhia Atdeelsaura (Brazil,
2004-2005). The discussion is structured followitige notion of
“performance text,” proposed by Marco de Marini®©93), which
testifies to the importance of analyzing a perfarogin terms of its
stage elements and also its contextual circumssamtence, the notion
of “theatricalizing devices” is proposed in the g@Bst study as a tool to
look at those devices employed on stage that camjltaneously,
comment on the theatrical medium and its convestiand help a
production address themes and concerns relatdx tvdrld outside the
theater building. Additionally, the referred dewdcbave to do with
further fictionalizing the already fictional stageality, without losing
sight of the fact that those making and attendimggiven performance
are inserted in an outside context.

Number of words: 52278
Number of pages: 144
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RESUMO

“A ARTE ZOMBA DE NOS”: RECURSOS TEATRICALIZANTES
EM PERFORMANCES DED CONTO DO INVERN®E
SHAKESPEARE

ALINE DE MELLO SANFELICI
UNIVERSIDADE FEDERAL DE SANTA CATARINA
2011

Professor Orientador: Dr. José Roberto O'Shea

A presente tese discute 0 uso de recursos tedaictds em quatro
producdes teatrais d@ Conto do Invernode William Shakespeare. As
performances selecionadas foram produzidas pelalR8lyakespeare
Company (Inglaterra, 1992), Théatre de la Comgliginglaterra, 1992),
Folger Theatre (Estados Unidos, 2009), e Compaftuees de Laura
(Brasil, 2004-2005). A discusséo esta estruturagdmiado a no¢éo de
“texto espetacular” proposta por Marco de Marinl®93), a qual
testemunha a favor da importancia de se analisarperformance em
termos de seus elementos de palco e também deciscasstancias
contextuais. Dessa forma, a nocdo de “recursosiceatantes” é
proposta na presente tese como ferramenta paraaghbales recursos
empregados no palco que podem, simultaneamenteentamo meio
teatral e suas convencfesajudar uma producdo a tratar temas e
preocupacdes relacionados ao mundo existente fErado auditorio
do teatro. Além disso, os referidos recursos aasBse com
ficcionalizar mais profundamente a realidade jédia do palco teatral,
sem perder de vista o fato que os individuos qakzeen e assistem a
gualquer performance estéo inseridos em um congsxéuior.

NUmero de palavras: 52278
NUmero de péaginas: 144
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“Truth, is it? Well, well, well. This is the thedt€@ur motto is: truth up
to a certain point!
(Luigi PirandelloSix Characters in Search of an Authporl01)



Chapter 1
I ntroduction

“The game is up®

In William Shakespeare’s famou# Midsummer Night's
Dream there is an acting troupe known as “The Mechdsiicahich
chooses a playtext to perform, distributes roleglie actors, discusses
the text to be presented, makes decisions duringarsals, and finally
presents its theatrical performahaguring Theseus and Hyppolita’s
wedding. All these parts of the process of an gatindeavor are shown
to the Dreanis reader/audience in between the other develommat
the story (such as the entanglements between thiddweers Lysander,
Hermia, Helena and Demetrius). In this way, theipe offers a play
within the main play, creating a second layer dftidn for the
readers/spectators. The addition of another lafyfictaon, as well as the
consequent presence of an on-stage audience atjethe performance
by “The Mechanicals” (besides the off-stage audienc reader), are
elements pertaining to what | propose to call “thiealizing devices.”

In order to better expose the notion of theatrziradj devices
that permeates this study, let me refer to a malotixample drawn from
a stage production obream by the Royal Shakespeare Company
(hereafter RSC) in 2005. Director Gregory Doran destrated in a
creative fashion how the story staged by “The Med#as” was a
fiction to both the audience members and the ogestpectators who
were not part of the acting troupe. Theseus, theelf Athens, attends
the theatrical performance by “The Mechanicals” arges Quince and
his theater company to skip the epilogue, sayilNp €pilogue, | pray
you; for the play needs no excuse.” Yet, Quince hisdfellow actors
have intended to present an epilogue, and in dalebey the Duke’s
cry they have to improvise and cut it out of theaitnical performance.
The figure below shows this moment on the Mechdslistage (which
is within theDreanis own staging):

! Belarius’ line inCymbeling(Act IIl scene iii).
2 The expressions “production” and “performance’ttseding or not the words “theatrical” or
“stage”) are used interchangeably in this study.



A Midsummer Night's Dream - RSC production 2005
Directed by Gregory Doran
Designed by Stephen Brimson Lewis

Photograph shows: Bottom (Malcolm Storry, left) and Peter Quince (Paul Chahidi}
with Theseus (Miles Richardson, right}.

THESEUS Mo epilegue, I pray you; for your play needs no excuse.
Act ¥ scene 1 line 335

@ RSC 2005

Fig. 1. The epilogued Midsummer Night's DrearfRSC, 2005)

The actor playing the Epilogue barely appears erstage and,
at the sight of him the Duke delivers his line urtls a way that the actor
understands the dismissal of his role and quicdwés (though feeling
surprised, as fig. 1 suggests). This passage heliiastrate, in general
terms, my idea of theatricalizing devices, whicls tado precisely with
the highlighting of theatrical elements on stage, being that certai
elements are stressed in a theatrical performancerder to call
attention to the qualities, powers, conventions laeauty of the theater
medium. Yet, my proposal goes further, as | sulilhdt these devices
have atwo-fold purposein that they do more than comment on and
celebrate the art and conventions of theater: uextbat the devices are
also employed to enhance a production’s abilitcdonmunicate with
the audience on real-world issues and current sopamd on the
spectators’ own feelings and experiences as hureanig® Hence, my
approach submits that these devices can simultahebe a reminder of
the fictionality explored on stage that celebrdtesart of theateand a
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means to develop and express thematic construudscause reflection
on the reality outside the theater space.

This view is derived from theoretical claims redgagd the
effects of theater. According to Marco de Marings,“performance
always provokegffects of the reads well agheatrical effectsnot only
in the sense of simulation and duplication of tgdli..], but also in the
sense of its real production of meanings, kindavedreness, events and
lived experiences” §emiotics157, emphasis in the original). In this
study, | appropriate this claim on the effects (e theatrical) of stage
performances and see them as features pertainintpetatricalizing
devices themselveBurther, my approach encompasses specific
components ofheatricality andmetatheatetthat, to megeneratethose
devices. | review critical literature on these tameas (in my third
chapter) so as to enhance and develop the definitlraracteristics and
functions of theatricalizing devices that | wanttb/ance in this study.

The present research explores theatricalizing dsvia four
stage productions of another, less popular Shakesge playtextThe
Winter’s Tale The corpus of the research is made of a 1992uptimh
by the RSC, directed by Adrian Noble in England982 production by
the Théatre de la Complicité (hereafter Complicitiiected by Annabel
Arden also in England; a 2009 production by thelger Theatre,
directed by Blake Robison in the United States; an@004-2005
production by Companhia Atores de Laura, directgdhniel Herz in
Brazil, soon to be justified in this introduction.

This investigation on the use of theatricalizing/ides in the
above mentioned stage performance3iud Winter's Talés especially
concerned with the employment of these devices oments that deal
with the motto of Shakespeare’s main source of iiagpn. The
Winter's Talewas inspired by Robert Greené&sandosto: The Triumph
of Time(later titted The History of Dorastus and Fawpjgrom which
the Bard borrowed and adapted many of the plognhevand characters

% By “reality” | mean the non-fictional world of thepectators, that is, their location in real
contexts and circumstances beyond the theateritgiltlalso mean the spectators’ experiences
as human beings, that is, the reality of theirdilrees.

“ Devices related to highlighting the theatricalexgp of a performance could be studied under
the perspectives of thbeatrum mundmetaphor, allegory, masquerade, symbolism, mimesis
parody, satire, and even other fields of study., ¥ebas been my deliberate choice to select
and limit the related fields that | want to invgstie as merging with and generating
theatricalizing devices (namely, focusing on medathr and theatricality). This choice has
been motivated by my need to control the scopéhefstudy and avoid superficiality in the
treatment of loaded fields that would require adlesive study for each. The implications and
possible losses caused by my limiting of the s@pamy entire responsibility.
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(I detail the main differences between the twodemntithe next chapter).
Shakespeare’s main source of inspiration not oitgsca triumph of
time in its subtitle; it also presents a mottoGireene’s title page, which
reads: Temporis filia veritag i.e. “Truth is the daughter of Time.”

Hence, | am particularly interested in discussihg use of
theatricalizing devices in the treatments given the referred
productions to the general theme of Time unfoldangd revealing
Truths. This theme is intriguing given the abundaf¢rences to time in
Shakespeare’s playtext (its passage and its s@asumd the telling
addition made by the Bard, in relationRandostg of a character called
Time (as chorus), suggesting the relevance of libené to the story.
Additionally, | discuss devices in scenes thatratated to the particular
motivations and possible themes and thematic aseistattempted to be
explored by the companies (for example, the optimimessage of
hope, or the exploration of painful themes sucthasof loss). In short,
then, all devices discussed are related to eitiemtain theme of the
relationship between Time and Truth or to spedHiemes that are also
relevant in each production.

Each of the four stage performances selected wasdated in
certain circumstances, and this research explores anly the
conception(s), production and reception, but aeoprecise conteXbf
each company in their staging Dfie Winter's TaleThis exploration is
accomplished through an attempted reconstructiorthef historical
moment and recollection of the remarkable factsosumding those
contexts. In my view, a broad understanding of gpecific contexts
facilitates an investigation of the motivations apdrposes of each
company in producing the selected text at thosediand places. To put
it differently, by studying the context of a protioa one should be able
to perceive some of the possible goals and meartigycompanies
expect to achieve in the reception of their work.

5 | understand that a company could choose to parfotext motivated by long-past events
that would not normally be considered as pertaininthecurrent context. Yet, | have chosen
to follow Christopher Hardman'’s thought that “[t]liery choice of which plays to present in a
season sometimes reflects a perception of thewaakce to contemporary audiences, and the
ways in which they are treated show the directanislerstanding of that relevance” (104).
Additionally, | find that Roberto Ferreira da Rothaaying that “the theater, the most political
of all the arts, always refers itself to the presétPerformance Correta20, my translation)
further supports my decision to investigate the edrate and present (not past) contexts, as
this is the context to which the productions mistly refer.
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Thus, the research is interested in verifying hdwatrical
performance and context inform each other, beirtgisyway concerned
with the interactions between theater and real dvoBesides, the
analysis of each production in the light of its @fie context, and the
subsequent comparison between the selected prodsi@s regards the
interpretations to the playtext and the uses ddttiealizing devices are
expected to demonstrate how a single text (the &ipmarean playtext)
can be used and adapted in varied ways, for seperpbses, according
to the different environments and the objectivestaite.

The focus on the relations between theatrical pednces and
their contexts relates to the notion of “performamext” introduced by
de Marinis (1993). In short, a performance textetknto account
“every unit of discourse, whether verbal, nonvert@a mixed, that
results from the coexistence of several cod&Enfiotics47). In other
words, the performance text involvel stage elements, combined with
the surrounding circumstances of a given theatpeaformance. More
specifically, still according to de Marinis, “by fhermance text is meant
a theatrical performance, considered as an unatd#neugh complete
and coherent) ensemble of textual units (expresyi@f various length,
which invoke different codes, dissimilar to eacthest and often
unspecific (or at least not always specific), thylou which
communicative strategies are played out, also dépgron the context
of their production and receptionS¢miotice}8).

It is necessary, first, to endorse an existenicsih on the
issues of “completeness” and “coherence” citedhis definition. These
two qualities are much criticized because they yngpl “essential truth”
in which only one way of seeing a performance i®s§ble” or
“correct.” Establishing, instead, that performancastually allow
various understandings, possibilities and meaniatgsbuted by the
spectators, | find de Marinis’ definition useful darcentral to this
research. This is so because his idea of perforenaext includes
internal, stage features of a theatrical perforrearike the use of
different means and units of expression (e.g. dhailable verbal text,
intonations and accents, mime, gestures, costumesic, stage sets,”
Semiotics79), and includes also the surrounding circumstardethe
theatrical performance, i.e. the contexts in whikclis produced and
received.

This is a fundamental take as it helps justify nmalgtical
procedures, which movieom a quick investigation on the contexts of
England, U.S.A. and Brazil at the time of the prctthns (the outside
circumstances), discussing the possible goals anceptions developed
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in those specific contextdp the stage components employed and
developed (the internal elements) that use thadiricg devices. By
attempting to connect the selected stage perforesangith their
contexts of productions, my analyses look at thelafiperformance
text” of the productions, going beyond what happamstagenly.

The four stage productions dhe Winter's Taleselected for
this research (RSC in 1992, Complicité in 1992,gEblin 2009, and
Atores de Laura in 2004-2005) were identified bagedheir specific
significance and potential impact on the occasibtheir reception, as
well as their creative constructions as regarduies of theatricalizing
devices. Additionally, a sense that these prodostishare similar
conceptions even though they are informed by diffeiplaces, times
and circumstances is intriguing and hence has @stributed to the
selection of these works for a comparative analyslsreover, the
location of the companies in different countriesersf an interesting
triangle of productions offhe Winter's Talein distinct parts of the
world—North  America, South America, and Europe— &ys
“interesting” because productions of the same phayih separate places
and contexts carry varied ideological, artisticltumal and socio-
political assumptions, so a comparison of thesedymtions proves
exciting and rewards academic inquiry.

The research has been conducted with a few obgsciivmind.
First, as already pointed out, it aims at proposin@pproach to analyze
theatrical performances by means of theatricaliziegices, specifically
used in the selected productionsToie Winter's TaleThe goal, then, is
both to propose and to explore the notion of “thealizing devices” as
a strategy for theater artists to manifest simeltarsly their celebration
of the art of theater and their comments on realdvgsues. The term
“theatricalizing devices,” though perhaps awkwaa the ear, is
sufficiently specific to define and describe thenckiof tool | am
interested in exploring: a tool that is developedstage, at the moment
of the performance and within its context, and Wwhias a two-fold
purpose, that is, a purpose simultaneously artestid related to the
spectators’ outside reality. Besides, it shouldsteted that the notion
and use of the devices is, to my knowledge, a topicyet explored,
particularly in light of the corpus selected.

Additionally, by investigating the varied contexend the
differences between the selected productions inir theses of
theatricalizing devices, the research aims at staleding and
elaborating on the specific conceptions of eachpaom in their process
of producingThe Winter's TaleSuch understanding of the conceptions



7

shall enable a broad view of the motivations analgof each company
in adapting a playtext in a certain way and withaa target meanings,
in varied contexts. Another objective, then, isattalyze the relations
between the playtext by Shakespeare and the sgleitterent historical

contexts in which this text has been produced,rdemnto testify and

elaborate on the relevance of the historical cdritexhe meanings the
companies attempt to produce. Hence, it is expettadthis research
starts from the theatrical environment and addeesdeo historical

issues, by discussing political and socio-cultdogics that inform the
historical context of each production and the pbidabjectives of the
companies.

A final objective is to analyze each production’stical
reception in order to establish whether the pradot conception(s)
and goals (artistic, social, cultural, and politioaes) were successfully
received or not. In other words, the research aithsnvestigating
whether the selected stage performances haveie#flgotontributed to
the audience’s perception and stance vis-a-vispkeific circumstances
pertaining to the production’s contexts.

To conduct this study, some hypotheses were raiBesl.first
one has to do with the very approach | presentexptbre for the field
of theater studies: theatricalizing devices. My dilesis is that these
devices are employed in the productions and useslicgh a way as to
both comment on art (its characteristics, qualitigewers, and
conventions), celebrating theater itself, and atghme time comment
on real-world issues, given the circumstances ®fpifoductions and the
meanings suggested by the use of theatricalizinge® Therefore, it is
part of my thesis that theatricalizing devices diameously call
attention to the fiction of the staged reality, ipireg the art of theater,
and, paradoxically, are also used to call attentiothe realityoutside
the theater space. Hence, this dissertation estieslia dialogue between
the theatricalizing devices employed and the attethpthematic
constructs and goals of each production (aestlagtit beyond) in the
light of the given contexts involved.

A second hypothesis is that an analysis of a proshis
historical contexts may bring insights to the ustharding of specific
theatrical choices, and similarly, an analysis gieen element on stage
(in the present case, the uses of theatricalizengcds) may contribute
to the understanding of specific historical cordext other words, it is
also part of my thesis that a production and itatext inform each
other.
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A final hypothesis is that the selected producti@esfront
Shakespeare’s alleged authority, by “updating”dhiginal meanings of
the playtext to make them legible to the targetenmks in early 1990’s
England, Brazil in 2004-2005, and the United State2009. Thus, |
investigate if the productions try to “find” andcanstruct Shakespeare’s
alleged original meanings, or if they actually ¢egheir own meanings
instead, through Shakespeare’'s text, in order to communicate
successfully with their contemporary audiences.sThypothesis is
inspired by Terence Hawkes’ claim that “Shakespdagsn’'t meamve
meanby Shakespeare” (3).

The importance of researching Shakespeare in stage
performance is partly credited to the chance teedtlize about the
significance of the Shakespeare myth across cultbcaindaries,”
particularly as Shakespearean texts have now liedied less as pieces
of literature and more as performance texts (O'SReaface9) that
may communicate with their contemporary audiencesamcerns of the
present times. Thus, the relevance of studies oakelpeare in
performance is that they allow one to theorize &lsogio-cultural and
political identities and the contexts that inforhe tstagings analyzed.
Further, such an analysis is relevant due to “thetiphe effects
Shakespeare’s work has had internationally in tteegss of shaping
cultural identities, ideologies, linguistic and eliary traditions”
(Delabastita 15-6). In addition, the research skalhtribute to the
critical literature on theatrical performance asayon Shakespeare in
performance, and on theater studies in Brazil.

This dissertation is organized into seven chaptdhds
introduction being the first. Chapter 2 reviewsuant literature offhe
Winter's Talein terms of its received criticism as playtext awfdits
stage history. Chapter 3 elaborates on and explttvesconcept of
theatricalizing devices, by reviewing and apprapr@ elements from
relevant theoretical literature on the areas ofatteality and
metatheater. Chapter 4 analyzes the productionghby RSC and
Complicité. It elaborates on their shared contéxtroduction, discusses
the possible goals and conceptions developed, zsmlythe
theatricalizing devices used (which ones, how,witkd what contextual
and/or thematic connections and effects), and mfwms about the
productions’ critical reception. Chapters 5 andefeat such process
with the productions by Folger and Atores de Laueapectively. The
conclusion (chapter 7) evaluates the approacheatticalizing devices,
debating its two-fold purpose aforementioned, veamples from the
productions analyzed. It also explores possiblaticgis between the
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four productions; discusses the issue of Time-Tdghlt with in the
analyses; indicates points of limitation of the myagh used and of the
research itself; and suggests possibilities farrfutesearch.

Ever since its first appearantbe Winter's Taldas “fluctuated
both in popularity and critical esteem” (Draper .4B) the recent past
years, it has been gaining more and more attergtiah appreciation
from theater companies and researchers, beingdmesi “one of the
most popular pieces of the Shakespearean canoy”tod@ to the
“seductive powers” of its poetry and performanceafldne Soares dos
Santos “Introducéo” 7, my translation). Having s#idt, it is time to
take a closer look at the histories of this playtex



10

Chapter 2
“Welcome to Our Shearing™:
The Histories of The Winter's Tale

“What's past is prologue®”

This chapter reviews relevant literatureTme Winter's Talén
two parts: the first one introduces the playtext'gin and sources, its
characteristics within the group of “late playsiitats received criticism
on selected main themes that are relevant to theessinvestigated in
this research. The second part reviews its stegeriji

2.1 Shakespeare’s Playtext

The main piece of evidence to datbe Winter's Taleis an
account of a performance of the text, attended bySibinon Forman in
1611, at the Globe Theatre, in London. Forman lecalme events of
the plot, citing Leontes’ jealousy and plan of maridg his visitor; the
escape of the cupbearer (Camillo) and Polixen8otemia; the request
for the Oracle’s message; and the loss and rec@ighe baby. Forman
also calls especial attention to the rogue Autdyctiting his early
tricks, and advising one to “[bJeware of trustingighed beggars or
fawning fellows.® While Forman’s text dates the first stagingTdfe
Winter's Taleas of 1611, the play was first published in théid®oof
1623, only, with no previous quartos’ publications.

Other pieces of evidence to help date the playsxtelonging
to the end of Shakespeare’s career are some conmaits thatThe
Winter's Taleshares with other so-called “late plays” written the
Bard, namelyCymbeline, The TempestydPericles These four plays
may be referred to as tragicomedies, late comedird, romances.
Susan Snyder & Deborah T. Curren-Aquino (2007)dedé Barbara
Mowat's phrasé, “tragicomic romance” (9), whereas Marlene Soares

! perdita’s line irThe Winter's TaléAct IV scene iv).

2 Antonio’s line inThe Tempegict Il scene i).

% The full account written by Forman is reprinted ktenry Morley and William Hall Griffin.
English Writers: An Attempt Towards a History ofglish Literature Charleston, SC:
BiblioLife, 2008. p. 122-123.

4 The First Folio was the gathering of 36 plays teritby the Bard, collected by two fellow
actors from Shakespeare’s theater company aftemtiter’'s death. About 20 of Shakespeare’s
plays, includingrhe Winter’'s Talewould have been lost were it not for their pudtiien in the
Folio.

5 Mowat, Barbara A. “What's in a Name?: Tragicome®gmance, or Late ComedyA
Companion to Shakespeare’s Works: The Poems, FPrnoBlemedies, Late Play$.vols. Eds.
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dos Santos (2006), invoking Gary Taylorclaims that most
contemporary scholars use the term “romances” r@thicdo” 10).
Following Santos, some of the common traits shasethese four texts
(and which therefore reinforce the view thiate Winter's Taledates
from the end of Shakespeare’s career) are the aiggdnature leading
characters; family separations and reconciliatioiadse deaths and
resurrections; the presence of divinities; and ‘tamcy and daring
theatricality,” especially displayed in these plajdeservingly most
famouscoups-de-théatref all Shakespearean dramaturgy” (Santos 11,
my translation).

J. H. P. Pafford (1963) cites other characterist@amon to the
four “late plays:” the fact that wrongs and evilhmman characters are
responsible for bringing disharmony; that humarorsrrare healed by
the virtue of people with the help of gods; andt ttime and natural
processes help men eventually reestablish harmRichard Pilgrim
(1983) also elaborates on the similarities betwdem late plays,
following a markedly Christian approach. Among tmenmon features,
Pilgrim mentions that human action, frailty andleare the agents
responsible for the wrongs in life; and that reraprpenitence, and
forgiveness are the means to reach resolutionegwhciliation. In sum,
the fact thatThe Winter's Talds identified with these other plays in
terms of style, common characteristics, and theraeggorces that the
Tale is one of the last plays written by the Bard, aminfan’s 1611
account specifically sets its date.

It is agreed among Shakespearean scholars (e.gleSidy
Curren-Aquino 2007; Emma Smith 2007; Marlene Soaes Santos
2006; Laurie Maguire 2004) thafthe Winter's Talewas strongly
inspired by Robert Greene’s novdndosto: The Triumph of Timalso
known asThe History of Dorastus and Fawniaritten in 1588. Ros
King (2009) confirms that Shakespeare “relies Hgan Greene’s story
for the first half of his play” (77). Yet, scholassich as Stephen Orgel
(1996), Mario Digangi (2008) and Jonathan Bate @2CGfcknowledge

Richard Dutton and Jean E. Howard. Oxford: Black®eblishing Ltd., 2003. Vol. 4, p. 129-
149.

® Taylor, Gary.Reinventing Shakespeare: A Cultural History frore fRestoration to the
PresentLondon: The Hogarth Press, 1990. p. 173.

" While these specific traits appear individuallydther plays too (such as a false death in
Romeo and Julietthe apparitions inMacbeth the separations i® Midsummer Night's
Dreamn), Santos’ point is thaill of these cited characteristics appeaalirthe last four plays,
thus making them constitute a group.Tine Winter's Talethe famousoup-de-théatras the
stage direction “Exit, pursued by a bear” (Act dtene iii).
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still another source of inspiration, namely, Ovidi$etamorphoses
(1567). This latter text influenced Shakespeareifipally concerning
both the style and the idea for the statue sceate(®vii), and the myth
of Proserpine alluded to in the debate betweenitaeathd Polixenes
(Orgel 44).

Concerning his main sourcPandostp as usual, Shakespeare
made minor and major changes, so as to adapt ltn¢othis interests.
Here are some of the differences concerning tls¢ fiart of the story
(that corresponds to Shakespeare’s first three).dcisGreene’s text,
Pandosto (Shakespeare’s Leontes) is the king o) not Sicilia.
Greene’s Belaria (Shakespeare’s Hermione) is oplynd pregnant
when in jail, which means that in the source téfré is no speech of
“nine moons.” The men who go to Delphos for thedrdnear the truth
before returning to Bohemia, whereas in Shakesfgeaext all
characters hear the Oracle’s messdgeng the trial, only. Besides,
Greene’s Pandosto does not defy the Oracle (ubhdantes), and the
prince’s death in the source text occurs with revimus indications of
the child being sick. The queen dies Randosto,and her apparent
resurrection only happens in Shakespeare’s versilso, in the source
text, the baby is abandoned being put on a boatolefthe ocean,
whereas Shakespeare designed the abandonment iwiltlerness,
followed by the aforementioned famous stage dioecti

Next, these are the principal differences betwbersburce text
and Shakespeare’s text in what constitutes actelbaofThe Winter's
Tale. The character named Time and his speech as chanes o
equivalent in the source. In Greene’s text, theg ki Sicilia, Egistus
(Shakespeare’s Polixenes), arranges marriage teohiDorastus (that
is, Florizel) with the daughter of the king of Deawnk, and this event
does not take place in the Shakespearean textdd®esihere is no
sheep-shearing feast in Greene’s story, only alsrdpss feast of
which Fawnia (i.e. Perdita) is the hostess. Gredoavs the beginning
of the romance between the young couple (from thaity talks and
hesitations due to rank issues to their engaging liove relationship),
whereas Shakespeare presents Perdita and Flofiegldg in love
during the sheep-shearing feast. While Shakespglaces Florizel's
father disguised in the sheep-shearing feast tm lahout the secret
relationship, in Greene’s text it is the neighboafsFawnia and her
adopted family who notice the royal presence inghepherd’s house
and tell the king about it.
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In PandostoFawnia and Dorastus plan to escape to Italy with
the help of Capnio, an old servant of the princ&,due to bad weather
their ship reaches Bohemia instead. There, Pandestds Dorastus to
jail and entertains and feels attracted to Fawntay rejects him—the
incest is greatly minimized in Shakespeare’s tewith the help of
Paulina, a character with no equivalentFiandosto In Shakespeare’s
text, the reunion between lost daughter and rathkf is only reported.
In the source text, however, when Egistus learmsitabis son being in
Pandosto’s jail, he goes to Bohemia to have Dosastleased and
Fawnia, Capnio and Porrus (the shepherd) killedregt; Porrus shows
the evidence of Fawnia’s rich birth, and it is fead that she is the
daughter of Pandosto. In the end, while Shakesiselagentes recovers
his lost daughter and allegedly dead wife, havingpappy ending,
Greene has Pandosto kill himself, tormented bywhiisngs to Egistus
and Belaria and by his incestuous desire for Fawhie Bard thus
turned Greene’s story that ends bitterly into ornihva much more
joyful ending.

The artistic quality ofThe Winter's Talehas been debated
throughout time. Maurice Hunt (1995) recalls thelyeariticisms by
Ben Jonson in 1614, and by John Dryden in 1672¢hwfdcused on the
“violation” of the so-called unities of time, plae®d action, and on the
playtext's alleged disunity, suggesting that thd teas unsophisticated.
Other authors who confirm the early disturbanceardigg the
disruption of unities of time and place are Jan &e{2009), Hallett
Smith (1997), Bill Overton (1989), R. P. Draper §59 and Andrew
Gurr (1983), and they all agree that contemporaitics are no longer
disturbed by those issues.

As for more recent criticism on the text's artigigality, Smith
(1997) mentions a tendency to explore the symtadwects of the text
and features like the stage direction “Exit, pucsbg a bear,” the so-
called artificiality of the figure of Time, the relation of Perdita’s true
identity being told by a messenger, and the alléggatobability of the
statue scene. Yet, Smith upholds that all critmalblems pointed out
concerning these scenes “disappear if we remerhkeeplay’s title and
its meaning” (1615), because “Winter’s tales [are{ supposed to have
credibility, consistency, or conciseness” (1616)pdrticularly enjoy
Smith’s argument on the meaning of the title, siiicgets close to
conceptions developed by some of the companieyzsthin this study
(this point is further discussed in the analysesnbelves).
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The play’s artistic quality has been fiercely defed in a
famous essay by Nevill Coghill (1958). Coghill cmess six points
from the text that have been considered crude asdphisticated, and
argues that these alleged troubles are actually eedigned and/or
necessary. The first point is the suddenness ofntesd jealousy.
Coghill claims that it is1ot sudden because by stressing that Polixenes’
visit has lasted precisely for nine months, Shaéasp makes one
intrigued about the queen’s pregnancy, by wondewhyg the specific
duration of the visit is mentioned. Not fully coneed by Coghill's
claim, though, | endorse other critics (e.g. Maglé3pares dos Santos
2006; R. A. Foakes 2003; Anthony B. Dawson 1978;DA.Nuttall
1966), who support that the outbunst sudden and unexplained,
probably made in this way to stress Leontes’ @hittyrant character.
Harold Bloom, in special, highlights that Leontesis own lago and
that his tragedy is caused by HiseasgBloom 2010). In contrast, it is
important to recall that in the source teRandosto the outburst is
clearly not sudden, given that for at least 9 pagessequence there are
descriptions of the relationship between the queed the visitor,
suggesting dubious behavior that may have led timg ko his
misjudgment.

The second point has to do with the stage directiexit,
pursued by a bear.” Coghill maintains that theoddrction of a bear is a
strategy “to create a unique and particular effecthat point demanded
by the narrative mood and line of the playtexts lat the moment when
the tale, hitherto wholly and deeply tragic, turssddenly and
triumphantly to comedy” (203). Thus, Coghill holtlsit the bear signals
the text’'s change of mood. | agree with this claderticularly given that
the stage productions | analyze do mark a changenia at or around
the bear scene. The third point is the presenéatbier Time and, again,
| entirely agree with Coghill. He argues that sitize content of Time's
speech is presented in a subsequent scene, Timat isnportant for
what he says, but for his relation to the theme andlityuaf the
playtext: “Time is absolutely central to both arfdhe were not a
character in the play, it would be necessary toervhim” (205).
Coghill asserts that Time moves the reader fromvibdd of realism
into the fable of the Bohemian sequence, and #lsthe bear shown
early before, it helps change the tone from tragedypmedy.

Coghill's fourth point refers to the “crude shifts clear the
stage in the Florizel-Perdita-Camillo-Autolycus gence.” Such shifts
refer to the direct addresses to the audiencefremut several asides
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and movements backwards and forwards made by tbleamcters,

which for some (e.g. S. L. Bethell, 1947) do nokmaense. For Coghill
these shifts are necessary for the reader to fdll@vcharacters’ plans
and the development of the plot (with Florizel aRdrdita’s trip to

Sicilia, being followed by Camillo and Polixenesy—ihis way, the

shifts are required, not “crude.” The fifth poistthat Perdita’s recovery
as the lost princess and the reunion with her fatine reported, not
shown. Coghill holds that this reporting, whichludes a reference to
Hermione’s statue, postpones the climax to the k=tne, and
guarantees “that mounting thrill of expectationdegkto prepare us for
[it]” (210). | endorse the author’s view that thssnot crude but rather
clever, because otherwise the showing of LeontdsPandita’s reunion
would cause the statue scene to be an anti-cliemakthus it would ruin

this scene’s power and beauty.

The final point is the statue scene itself. Cogdrijues that this
moment, allegedly improbable, needs to be a mifacleeontes as well
as for the reader (hence the several previousemfes to Hermione
being dead, and Paulina’s claim for the awakenihgme's faith).
Coghill's study is particularly relevant to me fdebating and defending
textual moments that, on stage, are likely to hsatricalizing devices,
specifically the points on Father Time, the beansg the statue scene,
and the report of Perdita’s restoration, all of evhl analyze in at least
one of the four stage performances selected.

Due to my focus on investigating theatricalizingides, one of
the themes that most interests m& e Winter's Tales its fictionality
and inherent theatricality, including the effectsragic and illusion and
the relations between fantasy and realism. Sevechblars have
addressed these issues. One such study is Paf{@@B8). The author
submits that Shakespeare’s play contains realiampltit and character”
(1), but overall it constitutes a “complex mixtusérealism and fantasy”
(Ixx). While the fantasy aspect refers to the atkgnprobabilities (e.qg.
the statue scene), among the ways to ensure digdiPafford cites
themes that have a strong element of realism: €[tjlay is also
concerned with the passion for justice and persboabr and with the
virtues of integrity, loyalty, courage, love, patoe, and self-sacrifice”
(Ixvii). |1 agree that the apparently improbable rgt@lso addresses
realistic themes, and endorse Pafford’s conclugianit is in the subject
matters that it deals with that the story findsgnections to reality.

Francis Fergusson (1977) also discusses fictignatitl realism
in The Winter's TaleFor Fergusson, there is a realistic style inligici
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which contrasts with the unrealistic atmospheret thimerges after
Antigonus’ scene on the nonexistent seacoast ofeBid Fergusson
submits that the stage direction “exit, pursuedaliyear” wants to “bid
the audience accept the rest of the play in thd gpian old tale” (134),
signaling a shift in tone (a claim similar to Cdgg). Also, following
Fergusson, the Oracle, with the atmosphere of itiyiand the speech
by Time, “with his attitude of the teller of oldl¢s” (134), further
enhance the unrealistic tone. In the end, Fergustates that the
reunion of Leontes and Hermione, connected to afldtouble, pain,
and a long passage of time, “acquires a solidaterejuality in spite of
the fairy-tale device of the living statue” (13&jence, for the author,
the so-called improbabilities of the text do nostdib the spectators’
belief in the story and awakening of their faith.

Another author who investigates the play in termst® co-
existent fictionality and realism is Michael Goldmél972). Goldman
maintains that elements from the sheep-shearingt feach as the
dances, backstage preparations for the party, cfeasa comments on
their costumes and the role-playing (Perdita besorhera, for instance)
impart “a remarkable mixture of artifice and realisindeed, they both
seem to increase as the action develops” (132).seThelements,
Goldman says, occur under the justification of fiivity, since “it is
an occasion of art, and everyone involved, likedRa&yis playing a role”
(133). So, while the role-playing signals fictiadbgl the comments on
the costumes remind one of reality, and in thesentes one can notice
the interplay between fantasy and reality.

Pilgrim (1983) also argues that the play sharedismaand
improbabilities, and states that it presents characwith “intense
vividness” and who are “brilliant and lifelike” (77 similar opinion is
expressed by David Daniell (1986). The author bebghat the play has
a “tough realism” (118), which Daniell incisivelytices in the intricate
relations between king, court, and country. At f#aene time, Daniell
also sees the text as “altogether alert to thetibah that radioactive
area between illusion and truth” (119). Furthettus interplay between
illusion and reality, Daniell writes: “Leontes knewais accusation to be
true. Autolycus swears his ballads are true. Peenditonly playing at
shepherdesses; everyone in Bohemia acts, andngecfisode in that
country is another play-within-a-play” (119).

Anthony B. Dawson (1978), holding a similar viewadyzes
possible interpretations and stagings for scenasittvolve issues of
reality, falsehood and magic. Dawson describes tevem the first
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Sicilian part ofThe Winter's Talghat are true facts misunderstood as
false by Leontes, and events in the Bohemian pattdre false in the
sense of being played (like the role-playing in thleeep-shearing
festival), and which “characters and audience nsgst as true, and
which turn out to be true in fact” (150). Considgrithese issues of
reality and fantasy, Dawson asserts that the texthe Winter's Tale
owns some sort of magic, a “beneficent art which| bears a close
resemblance to the art of the theater” (153).

Subsequently, Dawson shows how this magic, whiclesyi
some sort of inherent theatricality to the playtecdn work well on
stage. Indeed, the author discusses the statue,sieninstance, as a
great moment of “theatrical act par excellence3)1Besides, in a later
work (Dawson 1988), he states that “we are alldeil in the theater,
ready and eager to accept the magic before us’),(22fich implies the
audience’s easy acceptance of theatrical effeatsh(as, | think, those
that | call theatricalizing devices). Hence, Dawsonew is relevant for
demonstrating that moments which in the readinghefplaytext may
have caused trouble, in theatrical performance @&tk more
smoothly—something made possible with an understgndand
appropriate exploration of a text's theatricalityhus, for my research, |
approach Dawson’'s view as a support to the perspedf stage
performances fully exploring a text's theatricaliyd, therefore, the
theatricalizing devices that can emerge from it.

Still another study focused on the interplay betwesalism and
fictionality is provided by Andrew Gurr (1983). Guinsightfully
discusses Shakespeare’s bear and statue as matohimgrparts. In his
view, the bear marks the end of the first, tragid eealistic mode of the
text, being “a creature of brute nature” (423). Ht&tue scene, on the
other hand, relies on tricks of art and illusiominy unrealistic and
“holy and lawful magical art” (423). For Gurr, tls¢gatue scene is also
unique in that, unlike other tricks of the kind dayed by Shakespeare,
not only the characters are surprised by it, batrtader too does not
know in advance what is to happen (420-421). Bm&lurr asserts that
the bear and the statue remind the reader “that whaee is a fiction”
(425). This claim on the two scenes as remindersthef text's
fictionality is extremely valid to my research givehat, among the
selected stage performances, | observe the useairicalizing devices
that comment on the art of theater and its fictibpaincluding in the
discussion of the staging of these very scenes @rehstatue).
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Also within the theme of fictionality, illusion, dnreality, Bill
Overton (1989) maintains thathe Winter's Taleis a text with
“powerful theatricality” (85). For instance, thei® theatricality in the
outburst of Leontes’ jealousy, in a scene filledhwidramatic tension”
(64). The sheep-shearing festival is, too, a sowfctheatricality for
Overton, especially due to its marked entertainmentdances, song,
“graceful romance and broad comedy” (64). The preseofcoups de
théatre is another indicator of theatricality, in his peestive—
specifically, Overton refers to the bear and thatust scenes, also
explored by Gurr. At last, Time as chorus is anotBgample of
theatricality explicitly described as such by thethar. | endorse
Overton’s claims, and his study is important fas tresearch because
most of the ways and moments in which he finds tthedity are
actually analyzed in at least one of the selectagesperformances (all
the ones | cite herare analyzed), specifically due to their uses of
theatricalizing devices.

Overton goes further and claims that the theattjcalf the
playtext is found in more complex ways, i.e. by tlee of words that
call for imagination and refer to theater metaphaenewing the
audience’s “awareness of the dramatic medium” (&8)s awakening
of the awareness that it is all theater is alsaiggnt to me because it
refers to what | mean by theatricalizing deviceseé this reminder that
“all is theater” in the stage productions | analymet only by words
predicted in Shakespeare’s text, but also and &dlyecia the
companies’ own visual creations and sometimes adlded spoken—
this is explored in the analytical chapters, later.

Finally, Overton states that the playtext's “codictory
responses” also enhance its inherent theatricalithe author
exemplifies this position reminding that the OldeBherd encounters
the baby while the Young Clown sees Antigonus beiatgn by a bear
and the ship being swollen by the ocean: “the secpies contradictory,
simultaneously tragic and comic. It seems desigtecdtonvey the
shocking co-existence of living and dying, suffgriand renewal. It is
hardly an accidental symmetry which has an old stambling on birth
and a young man on death” (68). In the end, Ovatgrily concludes
that the Bard uses theatricality playfully but tealiss serious themes
like madness, violence, death, and restoratiojrgd conscious games
with his audience’s awareness” (68).

Yet another discussion on issues of fictionalityusid Hubert's
(1991). Hubert acknowledges the presenceThe Winter's Talg of
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several reminders of the play's own fictionalitynda the author
approaches such reminders as forms of metadramaongnthe
metadramatic techniques, Hubert cites Perdita diatpeing the others;
Camillo’s acting as a dramatist, given that he &imts the plot, places
the cues, and thoroughly coaches his players” (I2#&)lina’s directing
of Hermione’s restoration; and Time as Chorus nmlenplicit self-
references to the events developed in the storgitibdally, Hubert
shows how Leontes “play[s] the role” of cuckoldpeses Hermione as
in a spectacle (111), and even says “theatricahpietrs” such as “that
is entertainment!” Following Hubert, Leontes dig@a“‘two salient
aspects of theatricality: the awareness of plagimpgrt and an addiction
to spectacle, for not only does he elaborate hi®fis but he visualizes
them while compelling others to share his visio@1J). In the end,
Hubert thinks Leontes fails as both dramatist anectbr.

Further, for Hubert, Autolycus, unlike Leontes, ceeds as
dramatist, being eager to make his fictions true tikat he can
immediately benefit from his show (by stealing alling things).
Hence, Autolycus “shows far greater mastery of stege than does
Leontes and multiplies successful shows instead reyjeatedly
externalizing the same self-defeating obsession18)1 Hubert's
insightful conclusion is that the appreciation lné playtext depends on
understanding the manipulative power of the theatrnedium, that is,
the operations made through metadramatic/metatba&latechniques.
With this focus on metadramatic techniques andttivedity, Hubert's
ideas resemble my own version of theatricalizingiaks, and some of
the author’'s examples are discussed in my analytiegters.

Similarly, Michael O’Connell (2002) approaches filaytext’s
self-reflexivity, and sees this technique as a nel@i of the theatrical
experience. O’Connell gives examples of the wayswinich The
Winter's Taledisplays awareness of its improbabilities and thesity.
The author's most interesting insight, in my viesencerns the statue
scene, which he conceives as “Shakespeare’s greatgs de théatre
given that the statue is not really a statue, teeq is not really dead,
and “[t]hat this is announced through her posingvhat we are led to
believe is a statue of the ‘dead’ queen, a stdiaedomes to life, places
an intense focus on the issue of theater, whatehé&aand what it can
demand of an audience” (225). In other words, fiZddnell the statue
scene stands for the art of theater itself, “ofypiaght, actors, and
stage—and an art that is verbal, visual and emhkdd{@26). His
conclusion is that readers and spectators neee &whre of the need of
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their participation in the conclusion of a textdikhe Winter's Taleby
awakening their faith towards Hermione’s restoratio

Another scholar who discusses the playtext in $eh its
fictionality is Marlene Soares dos Santos (200&ntS8s asserts thahe
Winter's Tale presents “great poetic richness and fascinating
theatricality” (“Introducdo” 7, my translation). Fthe author, the text is
open to incidents, events and characters, andstlsis because there is
not much concern with reality and logic as theriit imagination and
creativity—this claim is relevant to me for implgrthat the text has
great possibilities for the development of thealiig and its emergent
theatricalizing devices, when it is put on stagerdbver, Santos argues
that the playtext is a fiction, not only becauseitsf own title that
informs readers that the story is a tale, but dls® to reminders of this
fictional featurethroughoutthe text, especially with the appearance of
the figure of Time. Santos cites as another examwiptbe reminder that
the story is a fiction the fact that the plot iseof condensed through the
device of narrative, in which characters tell whas happened (e.g. in
the visit to Apollo in Delphos; in Antigonus’ dreamh Hermione; and in
the recognition of Perdita).

For Santos, all these aspects together reveal asaluand
playful nature of the playtext, which causes therapation of The
Winter's Taleto require a “willing suspension of disbelief” (Sas
refers to the phrase by Samuel Taylor Coleridgetrdducéo” 20). In
short, Santos’ thesis is th@he Winter's Talas “about the universe of
fiction” (“Introdug&o” 20, my translation). This evall perspective that
the tale isabout fiction itself is extremely important for the pesg
research, because it indirectly validates possibdgings of the story
that explore the fictional aspect of the tale, sthing which, in my
view, actually happens in the selected productaredyzed specifically
through their uses of theatricalizing devices.

Christopher Hardman (1988) also discusses theoffiglity of
The Winter’'s Tale Hardman proposes that the presence of Time as a
character and chorus, “cobbling together the tragid comic parts of
the play” (60), emphasizes the play’'s own fictigtyal As Hardman
phrases it, “[o]ne thing [Time] certainly does @ntribute to the much
commented on fictionality of the work.would indeed be hard to forget
that one was watching a plafor there is no attempt to conceal the time
gap: quite the contrary, a personification addiesise audience directly
and even somewhat ineptly, presenting himself addher of the tale”
(60, emphasis added). In this sense, Hardman kaysthe idea of life
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as some kind of artistic fiction, perhaps a playnsr throughThe
Winter's Talé (66). Such a claim is clearly important to thesearch,
since Hardman implies thathe Winter's Taleas a whole is an
opportunity for the use of theatricalizing devitexausehe story itself
highlights its fictionality and artificiality.

Another issue that has been explored in the redeixigcism of
The Winter's Taleand which interests me refers to the theme of
regeneration and renewal, specifically concerninggfactors that enable
renewal to take placthrough timetowards the end of the play. Many
scholars have insightfully addressed this topicl bave done so under
different perspectives. While most agree that iaisxombination of
several factors that helps set things right, sehalsually defendne
single factor as the main agent responsible foewahand restoration.
The most debated factors are two: while some cengltht the main
agent for restoration is the power of a divine ordennected to faith
and miracle, others consider it to be the passatime.

One such religious-minded perspective is S. L. 8lEgh(1947).
The author sees the play as a tale of “providendegaidance, miracle,
mysterious prompting to good or evil—a whole ramgeanexplicable
experience over against, yet intimately bound uphwthe natural
affections, social sanctions and other manifesiatiof the natural
order” (30). Bethell acknowledges that the playthas many pagan
references (such as sexual love outside marriagerding the Clown),
but recalls that Shakespeare explicitly puts fodvaeferences to
Christian dogma as well. In this manner, Bethdlsts that the text has
“a changeless divine order whose redemptive fundasoprovidentially
effective within the time-process” (44). Hence,tla¢ same time that
Bethell defends the power of a divine providencettes main force
behind the tale, the author still acknowledges rthle of time, in the
sense that it is through time that the divine pitexnice works.

In this way, Bethell’'s perspective is that the playabout
regeneration (89) linked mainly to Christian faftD2) and the divine
order, which are made manifest with time. Bethgfiorts the Christian
view exploring references to original and actual, guilt, innocence,
and divine grace, which can be found throughouttéx¢ In the end,
Bethell argues that the statue scene is the clifoaxhe restorations,
because at this moment “Perdita is returned, Mamilis, as it were,
renewed in Florizel, Hermione is soon to comef knd the friendship
of the two kings will be cemented into a union loé kingdoms by the
marriage of the heirs. Leontes and they all are lagain—regenerate,
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‘ransomed’ and restored; the old world of suspi@od hatred has been
destroyed” (102). In short, while Bethell considéhe divine order
crucial to the story, the author still implies thahe can help in the
healing process.

John Anthony Williams (1967), similarly, believdsat divine
providence is needed for healing and regeneratiotake place. He
develops the thesis th@ihe Winter's Talgs about faith, claiming that,
“[Nike Leontes in the final scene, the audienceagked to awaken its
faith in the ability of law and providence to traeed human
expectation and to insure by their natural workéngestoration of life”
(21). Yet, like Bethell, Williams acknowledges thmportance of time
to the story, stating that it “assumes an exaggdnasponsibility for the
events” since “[a]ll things may be subject to Timéhin the natural
order” (19). Hence, Williams sees time as parhoke natural processes
that are guided by the divine order, and for thason he approaches the
issue of time as also relevant.

Coghill (1958), unlike Bethell and Williams, doestriake the
divine order into account, and stresses much momghatically than
these two authors the fundamental role of timeéneoplay’s quality and
thematic structure. In fact, Coghill urges thatri€iis at the heart of the
play’'s mystery” (206), and precisely for this relaguos visible presence
should be celebrated instead of taken as offenddraper (1985),
likewise, thinks that the treatment of the issudimf in The Winter's
Tale means that Shakespeare “wished to give it excegtidramatic
prominence” (12). Thomas McFarland (1972), in tutebates the cycle
of disintegration and subsequent regeneration éntétxt implying the
relevance of the time factor, too.

McFarland’s view is that the first three acts amnthated by
death, restlessness and hate in such a way tletpy hcomic resolution
to Leontes’ madness coulthly emerge after a long gap of time and the
appearance of a new generation. The author pdiatsdisintegration
takes place through Leontes’ rage, which makesythiag fall apart.
Then, the bear “appears as suddenly and ferocicaslyhe rage of
Leontes, clears the coast for a new entrance” (18&) only the
entrance of the shepherd, but also of what he septs: the comedy and
subsequent renewal, which reverses the disintegraiicFarland thinks
the distribution of flowers in the sheep-shearitgp asignals renewal:
“by giving flowers here, healing blossoms are siresver the entire
desert seared by Leontes” (132). Thus, McFarlamdexs that it is not
only time in terms of number of years that playsoke in cycles of
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regeneration, but also time related to nature &ddasons, since the
flowers distributed symbolize spring, a period adsom.

A last study to be commented on that discussesotheof time
for the resolution of problems is provided by Irfgiina Ewbank (1995).
The author proposes that, in comparison to thecsotextPandosto,
ShakespeareThe Winter's Talgreatly enlarges the role of time to “a
controlling theme,” since the play is “a dramatxpleration of the
manifold meanings of Time” (140), and “communicatesconstant
awareness of the powers of time” (153). To suppertview, Ewbank
evokes several references to time made througheuplay. Then, the
author submits that time not onbynfolds errors, enabling thus future
regeneration; for Ewbank time also helpskeerrors, and the author
cites as example the fact that Leontes does netigtime to investigate
his suspicion of Hermione’s adultery. Hence, Ewbhlames time, not
Leontes alone, for the error in judgment. Whilegrese that times
crucial to the playtext (and central to my analysis light of its
relationship to the issue of Truth), | must recaild endorse Overton
(1989), who explicitly criticizes Ewbank’s perspgeeton this point, in
that it reduces Leontes’ fault and his possibléahcharacterization as
an unreasonable tyrant.

Ewbank then holds that the statue scene is thenath
manifestation of the triumph of time over the hunieings. This is so
because the scene 1) recalls plastin which the characters were last
seen together; 2) reinforces theesent in which Hermione is wrinkled
by the intervening time; and 3) points to faéure with the enjoyment
of the family reunion and the restoration of Perditbout to get married
and “potential mother of future generations” (198)light of Ewbank’s
defense of time as “the” controlling theme of thlayp | endorse
Overton (1989) again, who claims that it is trogblme to apply to a
text a particular theme as bearer dfirgle meaning of an entire work.
Overton criticizes Ewbank for ascribing to time thk responsibility for
what happens to men, while, in Overton’s vielhe Winter's Tale
shows whatmendo to men, and to women (Overton 31). To me, the
story shows what people do to one another (in gomtbad senses), and
how errors can be corrected and life renewed, thighhelp ofseveral
elements—among them, the passage of time, of cobusalso divine
providence and human agency, the latter manifested in people’s
goodness, the ability to forgive, and growth thiougflection and
penitence.



24

2.2The Winter's Taleon the Stage

Dennis Bartholomeusz (1982) once said: “[a] plegds the art
of dramatic performance to complete itself” (2)n& this art can only
be completed with teamwork made of human agentsedfdi,
technicians, actors, spectators), Bartholomeusngrézes that “the
patterns of interpretation change from one agenttheer. The necessary
absence of the immutable is both the strength aakmess of the art of
performance” (2). In this light, the following rew of The Winter's
Tale on stage shows how approaches to staging the plakseve
differed from time to time, being that these diffleces are not
necessarily a path towards progress, but certairiature that imparts
richness, creativity and force to a playtext’s stdustory. Further, we
shall keep in mind Bartholomeusz’'s perspective o(at$aimed by
Charles Frey 1980) that the changing conventions ttafatrical
performance inform more about the value and talsén age/erahan of
Shakespeare’s original texts, meanings, and times.

Concerning the Jacobean stage, that is, the ptiodscn the
17" century (Shakespeare’s own time), Frey states thatrall, the
performances were “less than spectacular” and esm@th “verbal
purity” (16). In other words, the stagings were enooncerned with the
speeches and poetry of the Bard. Then, drawingayma&n’s famous
account (mentioned in the beginning of this chgpterey submits that
the first production offhe Winter's Talgin 1611,probably focused on
familiar physical action, and had rapid pace andtinaity. From my
own reading of Forman’s register, | would like tddathe implied
thematic concern with morality and falseness, whglikely to have
been well-explored by the Shakespeare theater aomffemselves,
given Forman’s choice caveat on the rogue Autoly¢[i§eware of
trusting feigned beggars or fawning fellows.”

The productions oThe Winter's Taldn the 18' century were
“bigger and better,” in Frey's view, because theyrav “more
spectacular” and the characters were “more finegwd” (25). Frey
discusses David Garrick’'s 1756 production, probably most popular
of the time, and recalls that the entire action plased in Bohemia, so
that the first Sicilian part was summarized in ara@/e. Also, minor
characters were eliminated, their lines given tgomeharacters, and in
this way roles such as Autolycus’, and the stattens itself, were
expanded. Hardman (1988) also comments on Garrigldgk. He



25

informs that it was titledFlorizel and Perdita: A Dramatic Pastorahnd
says that the shortenings made to the playtext dhiateenabling an
exploration of the sentimentality of the Bohemiagg@ence. Hunt
(1995), similarly, sees Garrick’s production as thest popular at that
time, and adds that Macnamara Morgan, in 1754, atsged the
Bohemian sequence only, thus signaling a tendency.

Hunt then informs that, after Shakespeare’s owr tithe next
“complete” staging ofThe Winter's Taldi.e. with the Sicilian parhot
suppressed in narrative form) took place earlyhi 19 century, only,
with John Philip Kemble, in 1802. Even though thieduction differed
from the original text in a few changes (such asrtbtorious absence of
Time’s speech and of Perdita and Polixenes’ debatart and nature),
Hunt submits that it “set the tone” (7) for the héity years of The
Winter’s Taleon the London stage. Subsequently, Frey statesithizie
first half of the 1§ century, the idea of spectacle, with sensational
effects, pictorial realism, and elaboration of detas accentuated even
further in comparison to the previous century (29)nt laments this
fondness for the spectacular, because, as he pussich fondness
resulted in stagings ofhe Winter's Tale(and other Shakespearean
texts) having a lot of poetry cut to favor the ilgibn and emphasis on
pageantry and scenic effects (10).

To explain the point more specifically, Hunt disses the
production by Charles Kean, in 1856. Describingvifsle spectacle
character, Hunt recalls the criticism that indiatloharacters got lost in
this production, and that his conception of thet tégnored both the
poetry of the play and the dynamics of ensemblngitt{11). Frey,
similarly, disapproves of the sensational effectajming that Kean’'s
“and the major productions of the next fifty yealsmonstrated [that]
the play itself could more easily be hidden thahagmwed by splendid
decoration” (29). Hardman, in turn, merely stated Kean'’s production
was “spectacular,” with “amazing” costumes andisgét (102), and
other extravagant features. In my vielpth the poetry (i.e. the
language) and the scenic effects are importaniagtit to be used in a
collaborativemanner to reinforce each other and help advaresttry
being told.

Towards the end of the #&entury and early 2Dcentury, the
appreciation for extravagant productions diminishadd the focus
returned to the poetry of Shakespeare. According/¢othen (1997), in
fact, affirming a critical consensus, the returntlis focus on the
“beauty of the words”started with director William Poel, who
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attempted to recreate the original staging conaiitiof Shakespeare’s
time. Indeed, Frey confirms that Poel, in 1881wa#l as Ben Greet, in
1895, and Frank Benson, in 1903), produdéw Winter's Talen a
“plain” manner, with “[s]implified sets, a rapidyried delivery [of the
words], continuous staging, and experiments wigha#form” (33). Yet,
the most influential performance around that timend which
established the tone for the forthcoming produatioms, indisputably,
Harvey Granville-Barker’s, in 1912,

Hardman describes the importance of this productiating
that “[iin 1912 everything changed when GranvillaerBer produced the
text at the Savoy. It was the beginning of a seoégroductions
performed on an apron stage encouraging a gredteracy between
actor and audience, with a minimum clutter, limigad slightly more
stylized scenery, and clear, hard overhead light{h@3). Hunt, in turn,
claims that the importance of Granville-BarkeFise Winter's Talés to
a great extent due to his understanding of thetg#ig genre as being
romantic tragicomedy. As Hunt submits, GranvilledBa “was ahead
of his time in perceiving that Shakespeare hadodhiced comic
moments in the tragic half of the play and potdigtisagic motifs in the
sunny humor of the pastoral scene” (17). Also, ofslhg Frey,
Granville-Barker's performance dfhe Winter's Taleemployed rapid
delivery, with few pauses, “no scenery other thaainged walls,
backdrops, and curtains,” and ahistorical costumes.Frey puts it,
these elements combined made this production “aetlidea new
Winter's Talé (34).

Concerning the Zbcentury, in the after-Granville-Barker era,
Hardman concludes that directors and companiesedtdo look for
“some governing idea and [make] sure it is madeif@sinon the stage”
(104). In other words, Hardman submits that stageduyrctions from the
last century on make contemporary and criticalrpritations of the
playtext in one way or another, “and may well révibee ideas and
interests as well as the preoccupations of thectdireand of his time”
(104), not of Shakespeare’s tim&hus, Hardman seems to align with
Frey and Bartholomeusz (mentioned earlier in trestisn of the
chapter), in a perspective that | myself endorsevaly regarding the
claim that the way a playtext is staged commenttherperformance’s
present time and its specific (and not permanemcerns and tastes.
This also has to do with my hypothesis (mentiorrethe introductory
chapter) that a stage production of a given tefdrins about its own
surrounding circumstances and contexts, by way ledtwhe director
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and actors can mean bppropriating Shakespeare to their present time,
instead of by trying to reproduce the Bard’s prdbatiginal meanings.

Within this approach of “updated” critical interpations,
Hardman discusses productionsTafe Winter's Talesuch as those by
Trevor Nunn’'s in 1969, John Barton & Nunn’s in 19&hd Ronald
Eyre’s in 1981. His general assertion is that thgseductions
successfully made changes to Shakespeare’s tekthahthe disruption
and replacement of structural patterns were maeetalihe directors’
belief that the changes employed make the storyrénmoeaningful to
the audience” (107). Hunt, in turn, values PeteodBis 1951 and
Nunn’'s 1969 productions as the most noteworthy oneshe 2¢
century post-Granville-Barker. Also, as much as dr@n, Hunt
foresees that future productions will “certainlyifly] other unfamiliar
yet familiar stories iMhe Winter's Tale(56), that is, other changes that
can make the story communicate better with theemeodi, and it seems
to me that this is possible especially given thaytext's vastness of
thematic and staging possibilities.

Being better acquainted witlihe Winter's Talelet us now
review the theoretical background on theatricafjzilevices, in the next
chapter. This review constitutes a fundamental omeat prepare for
the analyses of the stage performances under igaeh.
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Chapter 3
“Proceed, No Foot Shall Stir:
Approaching Theatricalizing Devices

“Though this be madness, yet there is method .iif it

Initially, let me set down a proviso: my understimgdof and
approach to what | call “theatricalizing devicesbeg beyond the
ordinary perspective that all things related to theater are, as a
terminological consequence, “theatrical.” Overafly proposal is that
elements from metatheater and from what configutesatricality
generatetheatricalizing devices. | term “theatricalizingvites” those
strategies developed on stage thahlight or refer to a theatrical
quality pertaining to the performance itself. Inhe@t words, these
devices emphasize the fictionality and artificialiof the staging,
particularly in those moments in which such arifity and theater
conventions are explicitly used, referred to, epthyed.

In this way, | also hold that theatricalizing deasc are
reminders that what one attends to and watchd=egdr, not real life.
So, to put it still in other words, theatricalizirdgvices refer to the
“extraordinarily” theatrical (which does not meamrnely exaggerated),
that is, the “highlighted” parts of the theater,tesspeak: just like when
one reads a text and uses a highlighter pen tchlietdevant passages, |
see theatricalizing deviceas such highlighted partof a stage
performance. This *“highlighted” or “extraordinarilyheatrical” is
expressed in scenes that show self-awareness ofictien of the
production, or scenes that somehow double-fictiaeathe reality
(already fictional) of the stage.

In what follows, | explore in more detail the chagmistics and
constituent elements of what | mean by theatricajizdevices, by
explicitly referring to the readings that inform mapproach. The
selected readings reviewed here deal with metaheatd its various
forms, including the play-within-the-play, and witheatricality, the
main fields that | draw on to develop my own pecspe on the devices
| am interested in exploring. First, | offer an oxiew on the basics of
theatricality and metatheater.

! Leontes’ line inThe Winter's TaléAct V scene iii).
2 Polonius’ line inHamlet(Act Il scene ii).



29

The topic of theatricality is a delicate one, giveat the term
has received a broad range of different understgsdand meanings. To
get started, Heloise B. Vidor (2007) classifies fhbadamentals of
theatricality, both within and outside the realmtbéater. To Vidor,
these are: 1) the presence ofgaze observing the action; 2) the
developingaspect of theatricality, in that it is only devyedaol during the
moment in which it takes place (when it is functiw); and 3) the
intentionalaspect, in which theatricality is not only perashas such by
the spectator, but also its purposes are madele/itip. In this way,
theatricality has to do with performing somethirg, the stage or in
everyday life, with the awareness of an audienagphbrceives the goals
of such performance.

Elizabeth Burns (1972) talks of theatricality aw€'tdouble
relationship between the theater and social li); being therefore an
element inherent in all human action, within andsmle the theater
world, and noticed in the relation between our i and the
conventions associated to those actions. Burngize$ the fact that,
because theatricality relates to human action aldgside of the theater,
the term is often oversimplified and misused bytireu references.
Burns states that “[b]ehavior can be describedtlsatrical’ only by
those who know what drama is, even if their knogkeds limited to the
theater in their own country and period” (12). Rert the author claims
that “[tlhe ‘theatrical commonplace,” as it is apta by ordinary
people today has lost much of its moral and cosigificance” (11)
due to its being taken for granted and oversingaifi

Given that theatricality relates to a society asdcustoms and
values, Burns concludes that it is not just th&udihg of a certain set of
codes helpful to classify something (in theateliroeveryday life) as
“theatrical.” In addition, as Burns puts it, theeslity is like “a store of
possible modes of representing social action waadumulates over the
generations” (4). Hence, for Burns, theatricaligrigs according to the
person, time, and place, being related to a broam-sultural context. |
explore Burns’ more specific ideas on theatricalggon. For the
moment, let me remark that Tracy C. Davis and ThorfRastlewait
(2003) echo Burns’ views. They say that the peroapdf theatricality
on stage varies from person to person, period iogheand according to
the context. This happens because *“[jJust as theetanges, so
theatricality changes. Both are being reinvented eexperienced”
(Davis and Postlewait 27).
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Additionally, Davis and Postlewait point that “thdea of
theatricality has achieved an extraordinary ranfgem@anings” (1), and
say that this fact alone leads theatricality tosfidg mean everything
and, consequently, nothing at all. Hence, it isessary to go further
into what theatricality can actually meamd dotoo. For Davis and
Postlewait, theatricality can be dismantled frora theater world, and
applied to all aspects of ordinary, everyday life-elaim similar to
Burns'. Yet, even if restricted to the theater {gamy focus in this
study), the array of meanings is of consideraldte.drollowing Davis
and Postlewait, theatricality “to some people [iglintessentially the
theater, while to others it is the theater subsumgdthe whole world.
Apparently the concept is comprehensive of all nmegnyet empty of
all specific sense” (1). In light of this perspeeti Davis and Postlewait
(and myself) do not aim at elaborating or validgtinsingle definition
of theatricality, yet they do provide important andre specific insights
into it, reiterating that the meaning of theatityatannot be taken for
granted.

A dated understanding of theatricality has it apegorative
term. Davis and Postlewait mention a range of teamd expressions
that are borrowed from the theatrical activity tgeess disapproval or
hostility, such as “playing up to,” “putting on aenormance,” and
“making a scene” (examples from Jonas Barish citedavis and
Postlewait 5). Further, according to these auththg pejorative
connotation was reversed in modernism, when “[ofdy the styles but
also the ideas that defined modernism came to lemtified as
theatricality,” and as a result of this revershkdtricality reached “an
aesthetic aura and justification apart from itsgldim)moral heritage”
(12). Within the context of this reversal, DavisdaRostlewait cite
Mordecai Gorelik and his 1940 assertion that theslity is a stage
form that subscribes to the well-known principlattftheater is theater,
not life” (Gorelik cited in Davis and Postlewait)18 endorse this view,
believing that theatricalitin the theatei(my focus here) has to do with
all that is artistically planned, rehearsed angldiged to the gaze of
others, within a particular context and set of @ntions, and with clear
objectives being shown.

This principle that “theater is theater, not lifig”interesting to
be placed next to my thesis—that theatricalizingiakEs used on stage
can actually help communicate and reflect on realdvissues, apart
from celebrating and commenting on art in itselfdd agree with
Gorelik that theateis not life, and | hold that theatricalizing devices
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emphasizeghat what is being watched is theater, arts, astdordinary
life; yet, | also argue in this study that theatan fictionalize life on
stage (in more or less direct ways) so as to mitersents and achieve
certain goals with the theatrical performance—stetgts and goals that
do reach the real world, outside the stage perfoceand the theater
building. On this note, | recall Christopher Hardmgl988), who
suggests that life can relate to and resembledh@at like theater can
resemble life—a suggestion that implies how artgeneral and the art
of theater in particular, and the non-fictionaldioary world of the
spectators, have lots to share and to speak witlabout each other.

Furthermore, when we talk about fiction (e.g. thetidnal
world staged in the theater), reality is, at itSthenerely imitated. In
other words, the stage can engage in the spectttierdeeling or
impression of reality, but it is still all fictiohalhe Aristotelian concept
of mimesis considers just that. In tReetics Aristotle establishes that
in literary creations reality can be imitated imeth manners: imitation
“of things as they are or used to be, things apleesay or think they
are, and things as they ought to be” (Aristotle. 3Vljchael Davis
(2002), in an introduction to theoetics adds that drama “reflects the
distinction between doing and looking at doing—hestw acting and
reflecting. On the one hand drama mats¢mpt to convince its audience
of the reality of its actionon the other hand it musiways remain
acting’ (xviii, emphasis added). In short, then, reatiges not fit into a
fictional world as realityitself; it is always a form of imitation and a sort
of “fictionalized reality” which can still creatbdse “effects of the real”
stated in the introduction (page 3).

In fact, “mere” imitation can be a very valuablinth Gerald F.
Else (1967), in his introduction to a translatidritee Poetics reminds
that Aristotle considers that the imitation of humrection can give “a
valuable extension of our ordinary experience” andthis sense,
imitation “is a positive and fruitful [activity]” §). Kenneth McLeish
(1998), likewise, introduces thoeticsexplaining that seeing imitations
of reality and comparing them with reality itseff pleasurable and
“morally instructive” (viii). | support these clasnn that they align with
my perspective that theater (and the devices loegplcan teach about
human beings, feelings, relationships and themes, iY is crucial to
state that my approach is not interested in ingitatbut in theatricality,
and that not all theater needs to bring an illusadnreality to the
spectators in order to teach them about themse®veshe contrary, the
epic theater of Brecht, Piscator, Meyerhold aneésttaimed precisely at
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no illusion at all, by developing a constant reneinthat all is a fiction,
based on the idea that too much illusion may aleetfze spectator and
prevent critical detachment and positioning. My rapgh, similarly,
calls attention to the fact that what is watchedheater, not real life,
and that is why mimesis and its connections withation was not one
of the fields included in the scope of my research.

Finally, Erich Auerbach (1953), in his clasditimesis: The
Representation of Reality in Western Literajutiscusses examples and
manners in which reality is treated in works oergture. Among
strategies used to confer realism and a “conviridimgation of reality,
Auerbach describes relationships between charafderh as Sancho
and Don Quijote) that show “how variable and coniposur human
relationships are” (352); the vivid expression bf@acters’ thoughts,
emotions and speeches; the use of direct discotosterly, perfectly
well-articulated, uniformly illuminated descriptish (3); realistic
references concerning a person’s or object’'s orggid nature or past
story; “informational” digressions; individualityf tanguage; references
and descriptions of the sensory and the gesturdlgeaphically imaged
descriptions. In my research | do not explore fewrtthe concept of
mimesis, but | do try to pay attention to the waysvhich a fictional
staging, with its fictionality highlighted by meart$ theatricalizing
devices, can imitate and approach allegedly realifiemes and
feelings.

To return to the issue of theatricality, Davis aRdstlewait
bring up the important point that theatricality da®ot take place only
on the stage, but alseithin the audienceThis is so because it is the
spectator who has to recognize the attributesedgfttitality as such (like
the expressions and modes of behavior enactedage)stThe authors’
points signal their up-to-date understanding of dhdience as playing
an active role in the theatrical event, not onlydmming up with the
interpretation but also with the perception of theater event as such—
through the realization of its employment of theafity. Another
relevant remark by Davis and Postlewait is that simeuld not reduce
theatricality as mere opposition to reality, forfact both are in a way
realism (thus making the dichotomy a false ondhat they present and
work on the truth of a situation (which, on stags, presented
fictionally).

Lynn M. Voskuil (2004) seems to agree with Davisd an
Postlewait on several points. First, that thediticdhas a variety of
meanings. Second, that it should not be reduced tbinary of
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theatricality versus authenticity or realism (whigh “a binary that
remains surprisingly firm in our scholarship,” ®gcause the two are
“clusters of concepts whose meanings variably setel; overlap, and
cooperate—as well as compete” (12). Third, thaatiieality (though
Voskuil refers strictly to the Victorian kind) carhallenge beliefs and
institutions (this resembles Davis and Postlewaiti&im that
theatricality presents the truths of a situatiofsjlditionally, Voskuil
submits that theatricality is conceived as suclingybeholder, a claim
that implies, similarly to a position stated by Baand Postlewait again,
that the perception of theatricality varies acaogdio the spectator, for
each has different experiences which enable thegréton (or the
failing of recognition) of theatricality.

Putting all these initial ideas together, thealigacan take
place on stage and on daily life, as long as tiesomeone watching
someone else perform something (in real life, feanmaple, a quarrel
witnessed by others constitutes theatricality, »aglified by Burns),
being that the possible goals of the thing perfatinave to be more or
less clear to the observer. Also, the recognitiba moment as one of
theatricality depends on the beholder of the actmal is influenced and
marked by the specific culture and context involf@dthis recognition
to take place. In this sense, a certain performamogerstood as
containing theatricality for some can be understddterently if the
circumstances and context change. In the end, theatricality proves
a complex term that means more than mere theaenoi a mere
opposition to realism, and has to do with all peoplthin and outside
the theater building, that is, on stage and iretreryday life.

Having seen some major ideas on theatricalityyd tow to a
similarly overall perspective on metatheater, befaroving to more
specific examples of how both theatricality and attegater generate the
devices | am interested in exploring.

Richard Hornby (1986) considers “metatheatrical’osi
productions that make theater their own subjectamnething that they
refer to. That is, metatheater occurs when theegtagduction addresses
the theater art itself, “whenever the subject glay turns out to be, in
some sense, drama itself” (Hornby 31). Hornby segse major ways
in which metatheater can occur. These are calladations of
metadrama and metatheater, and they can occuhgget in merged
forms. Hornby presents six variations, namely: plathin-the-play,
ceremony within the play, role-playing within thae, literary and real-
life references within the play, and self-referencAccording to the
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author, the main feature required for these variati to actually
constitute metatheater is that they cause the aceli® “see double,” in
the sense of dislocating the spectators’ perceplipnbreaking the
fictional illusion presented on stage, and beconsifrconscious of the
disruption of the imaginary, fictional world; a diption caused
precisely by the metatheatrical techniques emploléarther elaborate
on “seeing double” later.

The first variation discussed by Hornby, the playhim-the-
play, creates “two sharply distinguishable layerperformance” (35),
the outer and the inner plays. Hornby states tiege two layers must
integrate in minimal ways for them to constitute tatieeater. In
Hornby's own words, then, “the outer play must iome way
acknowledge the inner play's existence” (34). Sacknowledgment is
reached as long as the characters on stage distinthe inner play’s
characters and plot, and see the inner play itseH performance. Yet,
for Hornby, prologues, choruses, narrators and like usually
acknowledge the inner play, but often they are mmwaventional
frames that do not cause the “seeing double” (3bat sort of
dislocation of perception in the audience to se® tlayers of
performance co-occurring. While | understand Hotelyaim, | show
in my analysis that devices such as the prologtlegri-olger production
and the uses of Time as narrator in the Atoresalgd’s production do
cause the “seeing double,” ensuring metatheated (#rerefore
theatricalizing device) to those productions.

Next, as regards the ceremony within the play, Hgrn
characterizes it as omnipresent because it ocoupgaytexts from all
cultures and all times. Ceremony includes feasifis,bgames, trials,
processions, funerals, initiations, weddings, ankero occasions in
which there is “a formal performance of some kihdttis set off from
the surrounding action” (49), and which conveys mrag In short, the
ceremony within the play explores concerns and gbsarrelated to
social life, its transitions, rituals, and valué® me, the ceremony
within the play generates theatricalizing devices €onstituting a
performance (with temporary role-playing) withiretbverall action of
the staging.

Regarding the third variation, role-playing withithe role
(treated within the action of the play itself, raftthe play-within-the-
play), Hornby holds that this is a way for explgritne character (and in
this way the concerns of the individual in reak)jf because the role
played within the role frequently shows who therelter is and who
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he/shewantsto be. “When a playwright depicts a character who i
himself playing a role, there is often the suggesthat, ironically, the
role is closer to the character’s true self thas @veryday, ‘real’
personality® (67). Moreover, the role-playing within the rolbosild
also cause a dislocation of the perception, butiBpaily the perception
of an individual character. The impact of the mlaying within the
role, as put by Hornby, is “its reminding us th#itrauman roles are
relative, that identities are learned rather tharaie” (72). In my view,
role-playing within the role is a kind of theatiigang device, given the
spectator’s raised awareness of a character'stility (with an usual
role and a new one, role-played).

In terms of the types of role-playing within thdesoHornby
mentions voluntary, involuntary and allegorical €Woluntary may be a
complete disguise (with even a different name andge), or a false
attitude (like Hamlet's pretended madness, or legoanipulation of
Othello through his false honesty), but in any cdsi consciously
employed by the character. The involuntary, in tisrcaused by factors
outside the character (like when one is convincetdtm be whom one
thinks he/she is, such as Sly FThe Taming of the ShrgwThe
allegorical happens when the character is indyexgkociated to a well-
known figure (real or fictional), which can happenthe role-playing
within the role as well as in the literary or rdifd- references (other
variations of metatheater, following Hornby's caiggation).

Next, Hornby discusses the literary and the rdéal+eferences
within the play. A first point on these two forms roetatheater is that
both have a greater or smaller degree of metatbalityy depending on
the degree to which the audience recognizes themefasring to
something or someone from “the real world”: if derence is too
obscure for theatergoers, or if it is too well-kmoylike a common
proverb or a biblical saying, or a person so ofefarred to), the literary
and the real-life references within the play may cause an effect of
uneasiness and dislocation of perception, and fitverenay not reach a

% Hornby cites PortiaThe Merchant of Veni¢eRosalind As You Like )t and Viola Twelfth
Night), who “dress up as men, and in doing so revealrfesculine’ sides of their nature”
(67). CleopatraAntony and Cleopatia who cross-dresses, plays roles (i.e. Venus),pansl

on manipulative shows, could, | think, be seenhasepitome of voluntary role-playing within
the role. In fact, “To suggest that Cleopatra eeormer and playmaker has become a critical
commonplace” (100). Singh, Jyotsna. “Renaissancéithatricality, Antifeminism, and
Shakespeare’'s Antony and Cleopatf@gnaissance Drama: Essays on Dramatic Traditions,
Challenges and Transmissionblew Series 1989. Ed. Mary Beth Rose. Evanston, IL:
Northwestern University Press, 1990. p. 99-121.



36

quality of being metatheatrical. A second pointthat both types of
reference normally pass with time, and for futwwaders of a playtext or
viewers of a recorded production, for example, thetatheatrical

quality of the literary or real-life reference mbg lost. In addition, they
tend to vary from spectator to spectator (a ptiat possibly aligns with

Hans Robert Jauss’ “horizon of expectations,” thotigs is not stated
by Hornby).

Finally, Hornby's last variation on metatheater $elf-
reference, and this iglways strongly metatheatrical: like literary and
real-life references, self-reference has its metdtictal impact
dependent on the audience’s ability to recognieeréfierence(s) made,
and obviously there can be nothing more recent tinawery production
that makes a reference to itself! In this way,-sefiérence shall always
be easily perceived. Hornby then says that “[wktif-reference, the
play directly calls attention to itself as a play imaginative fiction”
(103), and obviously breaks the fictional illusiamd dislocates the
audience’s perception. So, self-reference (likeplag-within-the-play)
reminds the audience that what is being watchedperformance, but
unlike the play-within-the-play “such reminders.][.are direct and
immediate, a splash of cold water thrown into taeef of a dreaming,
imagining audience” (104).

Hornby significantly differentiates self-referendeom mere
acknowledgment of the audience. Mere acknowledgnoamt occur
through the use of choruses, narrators, monologuessides, which
transform the audience “momentarily [into] the @wers’ confidants”
(104-105). The author goes on saying that asidesuses and narrators
normally help the dramatic action move along, boitndt necessarily
make self-references; and prologues and epiloguws sommonly do
refer to the story, yet ironically they themseleeenot part of the story
they are referring to—they are prior or subsequerit. To conclude,
Hornby exposes that self-reference is the mostemr form of
metatheater and metadrama, and “[hJowever playfuioaent of self-
reference may seem (“nobody dies halfway through l&st act”), it
always has the effect afrastically realigning the audience’s perception
of the drama, forcing them to examine conscioustydssumptions that
lie behind and control their response to the wadhe play” (117,
emphasis added).

To summarize, metatheater and its variations mh&atér (or
an element from theater) the very subject to whlol performance
refers. Additionally, metatheatrical techniques amgployed every time
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an element on stage, such as a role-playing witha role or a
ceremony within the play, causes the audience ¢akbthe illusion of
the fictional world and become self-aware of tlatidinality, by “seeing
double” the stage, that is, by simultaneously ge#ie performance as a
fiction and also noticing the techniques used as flttional stage.
Finally, following Martin Puchner (2003) on his riatluction to Lionel
Abel's seminal study that coined the term “metatbeain 1963, it is
important to recall that metatheater always displéself-awareness,
self-reflexivity, and self-knowledge” (Puchner 2).

Next, having seen the basics of metatheater amaiitations, as
well as of theatricality, | turn to the specifiatares and elements that |
borrow from these two fields for my own approaclogwsed in this
study.

Theatricalizing devices play with the fictionality the staging,
a feature that Maurice Hunt (1995) relates to acudision on
theatricality. Hunt refers to the work of BarbaraWwat to say that the
playtext of The Winter's Tale specifically, interrupts the “illusion of
lived life” mimed by the plot, “through devices $uas the theatricality
of asides, choruses, and self-conscious allusionthe play as play”
(40). It is implied here that theatricality distasche stage performance
from the imitation of real life, emphasizing andjming its own
fictionality, and also reminding the audience tagt is being attended
is a performance (since the story interrupts thlasion of lived life”).
Indeed, Hunt says, “[ijn this romance, the predental style [...]
mainly informs playgoers that they are watchingiraprobable, make-
believe tale. The appearance of Time the Chorustladibsurdity of
Antigonus’ death suggest so, for example” (40thia way, devices that
disrupt the illusion generated by the productionchiling attention to
the production’s fictionality and by playing withuch fictionality are
understood as theatricalizing ones.

Still specifically on The Winter's Tale Hunt recalls other
strategies to develop theatricality that | borroww fny approach. He
mentions the uses of a “self-conscious tale-tellimgnong them
Mamillius’ winter's tale for his mother and the cbuadies, Father
Time’s narrative and the mini-narratives of the tggmen of Act V,
scene ii” (41). The way | see it, the device ofrative passages and
self-conscious narrations through asides or cheruee even other
ways, are further means to highlight the theatrieatures of the stage
performance, playing with its fictionality, and dueently telling the
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reader or spectator that what is shown before tiseanfiction. Hence,
devices of this kind are theatricalizing ones, too.

Davis and Postlewait (2003) also discuss severg$\ivawhich
theatricality can be reached on stage in term&@fhighlighting of the
production’s own fictionality and, therefore, thewlp to further
characterize the devices | am exploring here. Hoe #uthors,
theatricality can be put to use through stratetfiet raise the awareness
of both the actor and the spectator regarding itigorality of the
staging, and among the possible strategies they pidtting devices
such as mistaken or disguised identities, excharggmulers (cross-
dressing), and misdirected suspicion (15). Thelsen,tare ways of
employing the devices | am interested in exploridigo, if a character
on stage makes direct reference to an audience arerab reveals
his/her self-awareness of playing a role and falhgwa script, for
example, he/she is again calling attention to fhévé aspect of the
theatrical performance, and raising awareness @fntiedium and its
fictionality. In short, then, | hold that theatrizing devices borrow
from the field of theatricality theonsciousness of viewirfgr reading)
on behalf of the audience, a phrase submitted togrigic Michael Fried
and recalled by Davis and Postlewait (20).

Connected to the self-awareness that a producaondgsplay
and to the spectators’ own awareness of fictionaht the disruption of
the illusion of real life imitated on stage, thése feature mentioned by
Abel regarding metatheater that | also apply toapgroach, which is
the characters’self-consciousness of their selves as fictionatadtars.
This claim resembles Davis and Postlewait’s onangigg the character
showing his/her awareness of following a script. Akel puts i,
metatheater is the way “for dramatizing charactére, having full self-
consciousness, cannot but participate in their dvamatization. Hence
the famous lines of Jacques, Shakespeare’s philesai metatheater,
‘All the world’s a stage, and all men and women eheplayers™ (Abel
153).

The character’s line implies that not only he isaevof his
fictionality (like the spectator is, too); in mdiaater (and in
theatricalizing devices, as follows my claim), tlgarenesseadsto
actions and participation in the “game” of the thieal production.
Considering that Jacques is a fictional charactet lsis commentary
implies that his fictional realitys real life (though on stage), Jacques is
therefore acknowledging that in the real world,elibn the stage,
everything is theatrical, and he is taking actitmsake this fictionality
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work. Another way for acharacter aware of his/her fictionality to
advance this game of fiction is by directly addiegthe audience and
still keeping the fictional identity (that is, natldressing the audience as
the actor, but as the character he/she plays). ynchaim, then,
theatricalizing devices take place when the characeveals the
awareness of his/hefictional condition as a characterand helps
advance the theatrical fiction performed.

In a similar view, Burns (1972) shows that a waytaerstand
theatricality is through the actor's and/or chasdstawareness of the
presence of an audience (and its effects on hijp/aed the awareness
one has as “interpreting” or “acting” for this aece (be it the regular
audience or the gaze of other characters on stije)awareness of the
gaze, for Burns, is actually one of the most funeiatal takes to
understand theatricality, both on stage and outideheater building.
Burns states that “a demonstration, a street fightiedding or even a
family quarrel glimpsed through a window becomeshaw for those
who watch, and, although the acts which are, farse¢hwho are
involved, instruments directed at accomplishingramediate objective,
that accomplishment is often only complete if thd fmeaning and
intention of their actions is apprehended by othgr4). In other words,
for Burns, both on and off-stage, theatricalitgxpressed by the idea of
a “show” performed by some to the gaze of othemsmly approach,
theatricalizing devices can occur in this mannem, tin that a
character'smanifestationof his/herself-awarenessf the fictional role
and of the position of performingp an audienceemphasizes the
fictionality behind the staging.

Next, my particular approach is also marked bydresence of
different “layers” of theatricality and illusion, f@ature borrowed from
Puchner's reading of Abel's concept of metathealdreatricalizing
devices are expressed in scenes that show moreotmartffictional
reality” within the characters involved. For exampivhen a character
assumes different roles, and disguises his/hemit@ai’ identity (as
fictional character), making others believe him/teebe someone else,
there is both the original situation of theatrigal{that of the whole
performance itselfand the added layer of illusion within the overall
illusion of the production. IThe Winter's Talgefor instance, Autolycus
produces different layers of illusion by playingtholes of a victim of
robbery, a ballad singer and seller, and a membéeheo Royalty, all
these behind the identity of a rogue. His role-plgywithin the role is
therefore a form of metatheater, following Hornbglassification, and
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also a manner to develop theatricalizing devicesnitiplying, so to
speak, the layers of fictional reality. Yifen Be(®007) seems to
reinforce this point, stating that in the play-viitthe-play technique
there is “a complex fusion of theatrical realiti€$5).

Related to the different layers of illusion is tldea of “seeing
double” already exposed and which | want to explarenore detail. |
argue that seeing double (from Hornby's view of atfedatricality) is
part of the understanding of theatricalizing desjgearticularly in that
the dislocation of perception it causes remindsahéience that all is
fiction, and to me theatricalizing devices do jtigit—comment on the
art of theater itself, by calling attention to &@gifices, techniques, and
fictionality. Thus, applying the notion of seeingutble to my approach,
this process takes place in that the differentriay# fictional reality
cause in the audience some uneasiness and a tiwhooh perception
regarding the fiction at stake, given that the tgecs realize several
“realities” coexisting within the staging. This cde reached, for
instance, through the role-playing within the raeby means of putting
a (fictional) audience on the stage, as in therseny within the play or
the play-within-the-play.

A close perspective is offered by Beus (2007), \ubtis that
the spectator is required to temporarily suspesthai disbelief when
the play-within-the-play is at work, and to engagéhe displacement of
fictional realities. In my own perspective, it seeithat the spectator
needs to “play the game” with the actors, acceptirggillusion of the
staging as well as the occasional disruption of #zane illusion, and
acknowledging also the fictionality on stage ane ftaying with this
fictionality that the theatricalizing devices offeoy means of their
techniques borrowed from theatricality and metatrea

The idea of seeing double can be further enhangedhé
reading of Gerhard Fischer & Bernhard Greiner (2063ugh they do
not refer to Hornby’s notion. First, Fischer & Grer establish that the
play-within-the-play causes a duplication of theatuical reality, a
claim that resembles Beus’ “complex fusion of thieat realities” and
Abel's “different layers” of illusion. Then, Fisch& Greiner state that
with this duplication (that is, the inner and oupdatys within the main
play), the regular audience is faced with an irdkeraudience, an
audience on stage, made of fictional characterhjchvacts as a double
to the actual audience” (xi), and thus dislocasgption and, | claim,
causes the seeing double. To be clear, for Fiskh@reiner, the play-
within-the-play “describes a strategy for constingt playtexts that
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contain, within the perimeter of their fictionalatity, a second or
internal theatrical performance, in which actorpegr as actors who
play an additional role” (xi).

Putting it all together, these ideas of seeing touby
dislocating one’s perception through the maniféstatof different
layers of illusion and theatricality, reached feample with a fictional
and on-stage audience of a play-within-the-playa areremony within
the play, or even with the “show” performed to othen stage (such as
Autolycus’ singing ballads, which follows Burns’ tmn of
theatricality), are here applied to my approachciigally because of
the emphasis on the stage’s fictionality that ifered by such seeing
double, and the playing and displaying of the thesit artifices,
medium, and self-awareness.

Next, another feature that | borrow for my approacdmes
from Abel (2003). Abel ascribes to metatheaterube of imagination
and the aforementioned consciousness of the matatisd elements, in
such a way as to develop a so-called “stagy” qualithis “stagy”
guality means the emphasis on and exploration o¥eations specific
to theater, and this is exactly the element | heriar my own approach.
| would say an instance of the “stagy” quality i actors’ movements
to the back and foreground of the stage, sinceetmesvements are
planned and rehearsed to follow the developmeatmbt in light of the
presence of an audience—as seen in the previoustechaCoghill
(1968) discusses this kind of movement in the secgiebetween
Perdita, Florizel, Camillo and Autolycus, Tine Winter’'s TaleHis point
was precisely that the movements @guiredin order for the plot to be
advanced: Camillo, for example, could only sharthhe audience his
plans because Florizel and Perdita moved to thke diihe stage. These
movements, then, are called “stagy” and work aattlealizing devices
due to their clear exploration of conventions aedhhiques of the
theater medium.

Associated to the idea of a “stagy” quality is tlieeatrical
effect.” This is described by Patrice Pavis (1988)‘stage action that
immediately reveals its playful, artificial and #tdcal origins”
(Dictionary 394). That is, the *“theatrical effect” refers toeth
conventions of theater too and, at the same timpliés one’s buying
the game of fiction and its playfulness and aifity. In this light,
Pavis mentions what he calls “theatrical gadgetspleyed to reach
such theatrical effects, and these gadgets arejetoother means to
develop theatricalizing devices. This is so as $atates that the
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“theatrical gadgets” emphasize thheater is theater, not lifePavis
exemplifies the gadgets as “exaggerated make-upge steffects,
melodramatic acting, stagy costumes, music hallaradis techniques,
exaggerated body language, and etc” (395). The evaggeration of
everyday life elements (like make-up and gestuisshot all that
theatricality and theatricalizing devices are, adburse, but this
exaggeration certainly approximates these elemdatsa certain
theatrical quality that constitutes theatricalizawyices.

Heloise B. Vidor (2007), likewise, claims that ayta enhance
the development of theatricality is through “tlenphasis on the
material exteriority the ostentation of signsto be used in the
representation. The aim of this is to attract theegof the observer, who
after being seduced by the form [...] establishbe game of
theatricality: what is behind that which is beirgpresented” (61, my
translation, emphasis added). Again, while meregggegation is not all
that theatricality and theatricalizing devices at#| this feature is one
possibility to employ the theatricalizing deviceslainderstand them.

Martin Puchner (2003) also discusses exaggeratonstage,
arguing that metatheater, specifically, can be kbpesl through
histrionics and ostentation (14), in which there ssme sort of
exaggerated display to reach a certain effect. Uyinn/oskuil (2004),
in turn, in a study focused on theatricality, récahat theatricality is
exercised by means of self-display, in which a abiar “shows off” to
others in an exaggerated manner, linked to the afidamboyance and
spectacle itself, which includes, once again, tkeggeration and the
awareness of actors’ and spectators’ presence alesl at a theatrical
event (12). | take these characteristics—exaggeratilamboyance,
spectacle, etc.—as features that enhance thegyricad therefore
constitute the kind of devices | am exploring. Alseen though Voskuil
refers strictly to Victorian theatricality, he netreeless indicates some
ways to develop it in the fgsentury that are valid still today—some of
which were, in fact, noticeable in the stage proidns | analyze.
Voskuil recalls the uses of masks (and the act mhasking); the
character who is self-conscious of being a charactd who makes that
feature explicit, and the actor who plays multiptdes. To be clear,
these features are then included in my approaoh, to

Besides the actor who plays multiple roles, anothay to
develop and call attention to a performance’s tiedity is by having a
characterplaying multiple roles (as discussed before, dipadly on the
issue of different layers of illusion, ifhe Winter's Talehe character
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Autolycus plays multiple roles, such as those bablad singer, a victim
of robbery, and a member of the Royal family). Téosistitutes another
characteristic of the approach | explore in thiesrch. On the note of a
character playing multiple roles, Beus (2007) cdexs that the variation
of metatheater called play-within-the-play takescpl every time a
character doubles roles, pretending to be somedher dhan the
character’s “original” person, or pretends to bperiencing something
that he/she is actually not experiencing (as dofiel character, of
course). As we have seen, Hornby (1986) would tbal role-playing
with the role but Beus does not make this distinction.

Next, Lionel Abel (2003) assigns to metatheatergtesence of
a so-called “fantastic” element, and | borrow tfeature for my own
perspective, too. This fantastic element has towdth strategies
employed on stage that clearly distance the stafiomm what is
commonly found in the “real world.” That is to sdle fantastic refers
to displaying on stage that which is highly incteéj unrealistic, and
fictional. Productions that make use of the famntastnd up,
consequently, developing a stronger sense of fiatity (and hence
develop uses of theatricalizing devices). Examptds “fantastic
elements” on stage are an apparition, an Oracle,aroralleged
resurrection, not by chance “athf these elements are present in the
analyzed stagings ofhe Winter's Talewhich is a tale, as its title
suggests.

Another characteristic of theatricalizing devidesrowed from
theories on metatheater and more specifically @y-plithin-the-play
has to do with the relations and interactions betwectors and
spectators. Beus (2007) claims that the play-withexplay constantly
makes audience and actors interact, in a “playiig e boundaries
between fiction and reality” (22). This is exaotige of the ways that |
see theatricalizing devices to operate—in intemfgriwith these
boundaries, the devices call the spectators for @remactive
involvement, and also highlight the theatricalifytioe event, by calling
attention to the fact that some people are playahgs while others are
watching.

Paul Yachnin & Myrna Wyatt Selkirk (2009), in a mmageneral
discussion on metatheater, hold a similar persgeckor the authors,
metatheatrical characters require thedience’s complicitywith the

4 Antigonus’ dream of Hermione is staged by Atored dura, for instance, with the presence
of the queen as an apparition, with a ghost-likeas
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game of the fiction, while they “[invite] actors toe themselves and
their characters at the same moment so as to ergagridience more
effectively and to deepen the characters they patsd (151). In other
words, for Yachnin & Selkirk, metatheater requitee actors’ active
engagement with the staging and requires alsospettators “awake
their faith” regarding the performance (to use Yanh& Selkirk's own
reference toThe Winter's Tals playtext), being aware of the
fictionality but buying the fictionality “game” ahe same time. These
claims are important both to my own approach andigmaling the
perspective | myself have concerning dwtive role the audience must
play, a role in which spectators act as co-creatbrshe performance
and of its meanings—a perspective derived from Mlade Marinis
(1997, 2005).

In an attempt to briefly summarize what has beeraaced in
this chapter, | conceive that theatricalizing desiemerge from several
elements from metatheater and theatricality thethéu fictionalize the
always already fictional theatrical stage, remigdine audience that all
on stage is fictional. The devices therefore empgbhaand explore a
production’s artificiality, and play with the illimn it creates for the
audience, constantly disrupting this illusion andking the audience
aware of both the fiction and the fictional techuegg used. Most
importantly, the referred devices can also be um#b to comment on
the medium of theater (its beauty, powers, conwestietc.) and on the
world outside the theater building (the specificwerall context of the
production in relation to the production’s main Igoather than artistic,
and issues pertaining to each spectator’s conditsom human being).

Among the characteristics and constituent elemeats
theatricalizing devices, | have discussed and/tedcthe creation of
distinguishable layers of performance (an inner anduter play); the
use of different layers of illusion that emphasaztficiality (with actors
playing multiple roles, characters playing multipdes, the presence of
an audience on stage, cross-dressing and mistakemlisguised
identities); the idea of seeing double and dislaggperception by being
reminded that all is the illusion of lived and fwtal life, by means such
as self-conscious tale-telling and uses of naeatiwith asides and
choruses; the direct addressing to the audienceamrsdtieness of its
presence; the character's awareness of followirsgrgt and being a
fictional person; the ideas of spectacle, selfldigpand a “show”
performed to others (like a character's show tceottharacters); the
creative exploration of conventions of theater sas movements back
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and foreground on the stage); the exaggeratiorhatigonics (of acting,
make-up, gestures, costumes); the use of mask hedatt of
unmasking; the exploration of imagination; the pres of fantastic
elements; and the audience’s complicity and intemaavith the actors.

Bearing these points in mind, let us shift in tredlofving
chapters to the analysis of the four selected gpeg®rmances of he
Winter's Tale It is time to investigate the powerful, self-ces$ed
fictionality of theater, through the uses of thealizing devices
employed by the companies in their productions.
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Chapter 4
Boxing & Semaphoring the Bard:
Royal Shakespeare Company & Théatre de la Complidt

“Go with me, and see what | can show in tis.”

While the RSC have producéthe Winter's Taleon several
occasions throughout their history (following thengany’'s website,
there have been 12 productions since the 1960smpliuté’s
production was their first attempt at Shakespeargaging. Another
major difference between these two productions istn®f their size:
RSC’sThe Winter's Talenvolved more than three times the number of
actors that performed for Complicité’s productiohthe same play.
Still, these two companies and their 1992 produsti@are placed
together in this chapter for at least two importaatsons.

The first reason is that, unlike Folger and Atodes Laura
(which are treated each in a separate chapteuldmot watch the
RSC’'s and Complicité’s productions, neither live through video
recordings. The RSC do hold a recording of the pectdn but it could
not be made available to me, as the video can tessed on-site only
(and the site is in Stratford-upon-Avon, Englarn@dmplicité, in turn,
claim that there is no recording at all of theioghuction. As a result, the
analyses on the RSC’'s and Complicité’s performanedg on the
analyses of photographs, published interviews wiile directors,
published theater reviews, and scholarly studidleated. Additionally,
for the RSC'’s production | had access to a cophefprompt book, and
for the Complicité’s | could rely on the advertigimmaterial, the
production’s program, and an informative packagehenplaytext with
the director’s thoughts about it, sent to the acpoior to rehearsals. The
other major reason to place these companies tagettieat they share a
context: England in the early 1990s.

Before going any further, let me highlight the déal of
analyzing what one has not seen. Pavis (2003) ndisthes
“performance analysis” from “historical reconstioct or “theater
historiography” (2). The former implies being presat a performance
and having a direct experience of it live (my cagéh Folger and
Atores de Laura), whereas the latter means reaantistg a performance
from secondary documents and accounts (my case allithfour

! Octavius Caesar’s line ilintony and CleopatrgAct V scene i).
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performances, in fact, but alshe only wayfor me to access the
performances by Complicitt and RSC). As Pavis stateoth
possibilities are equally valid, since “any perfamoe, whether it
occurred yesterday or in ancient Greece, is lasé¥er; and we can no
longer have an aesthetic experience of it, nor teeess to its living
materiality” (10). Furthermore, “Whether we are lden with a
production that has actually been witnessed byp#reon describing it
or a reconstruction of a past performance, in tyeaie can only ever
hope to restore some of its main principles andtm®tauthentic event”
(11). In this sense, there is undeniable legitimatyanalyzing the
records of a performance that one has not actaa#yn: after all, no one
who is analyzing Victorian Shakespeare today, mstance, saw those
productions.

Next, it is my claim that the context the two comigs
experienced possibly relates to their very choica playtext to produce
and such context also dialogues with the produstiohjectives as well
as conceptions of the playtext. In this way, théofeing discussion on
the context is immediately connected to the congsaossible reasons
for performing The Winter's Taldn that particular country and time.
The general context soon before and at the timehef selected
productions was heavily marked by the transitioomfr Margaret
Thatcher to John Major as English Prime Minister.

After three mandates and eleven years in officatditer left
Downing Street being fairly unpopular among manytloé British
people, including people in the arts who were, tgp$tom the left.
This was so mainly due to a serious loss of joliseronomic recession
faced by the country in 1990, and which resulted gnoblic
dissatisfaction. As Peter Riddell puts it, That&hetconsiderable
virtues—courage, vision and the ability to appreci@and be decisive in
face of key challenges—had by the end become cagosted by her
faults” (221). Still, “she had been one of the mharkable British
prime ministers ever, presiding over important e to British
politics and society” (Riddell 221). Riddell statést the main reason
for Thatcher’'s fall was that her party “believedwas necessary to
modify some of the most unpopular aspects of Tlisim,” and a
change in office was meant to provide “a changgaftonality and
style, rather than of fundamental strategy” (22®Jeed, the subsequent
years of Majorism were, according to Dennis Kavédmdg large dose
of Thatcherism, minus the abrasiveness and mucthethyperbole”
(192).
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When Thatcher left office, the main troubles fadeg the
British people referred to a depressed housing etakeak business
and consumer confidence, the country’'s trade balamthe red (Childs
238), rising inflation, heavy burden of taxes, am&mployment—all of
which emerged or got worse in the 1990-1991 reocaggiavanagh 120-
127), precisely the period in which the RSC and @laité were
producing The Winter's Tale Within this recession, the new Prime
Minister Major was initially well received and “faihe end of January
1991 he had become the most popular Prime Minfstethirty years”
(Childs 231), certainly a remarkable fact given riblative decline of the
British economy at the time.

Among the strategies employed by Major to cope with
troubles faced by the country there can be citedhflp to pensioners,
the ease in the transition from the much hatedtpalto the council tax,
and expanded government programs for unemployedemorReitan
126). Major also reformed the health and civil gms, as well as the
use of private-sector management in education aedltth areas
(Kavanagh 204-205), though it is valid to recalatttsome of these
measures were opposed by the left. Still, as Re@ararks, even though
Major later fell down in public esteem, his initialeasures made him
“most popular during his first two years [1990-1894hen Britain was
wracked by inflation and recession” (127).

How could such a context relate to the RSC and Qioitdpin
their choice to stag&éhe Winter's Tal@ First, it must be observed that
the RSC’s decision about this play may have betmeinced merely by
the well-known fact that they alternate the Bapl&ys each season, and
their previous staging ofhe Winter's Talédhad been in 1986 (directed
by Terry Hands). Besides, it must be admitted Hwth the RSC’s and
Complicité’s productions in case do not seem to atimmaking explicit
statements strongly related to the English conceahsthe time.
However, this fact does not invalidate the impactaof looking into the
context of a production; it only alerts us that sgonoductions may have
stronger or weaker connections to the surroundingumstances. In
general terms, then, it may be stated that theigingbmpanies staged
The Winter's Talewithin the context of serious economic recession,
unemployment, and dissatisfaction, and these factery likely carried
a widespread feeling of anticipation for bettergjayf hope for recovery
and renewal—if this is true, the choice for stagiftge Winter's Tale
proves wise in that this play can effectively disstuhe themes of
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regeneration and hope (as seen in the second chaytéh in turn can
be easily connected to the theme of Time.

With this possible connection in mind, | proceedliscussing
the productions by the RSC and Complicité separaltdirst elaborate
on each company’s possible conception of the playéad then analyze
the use of theatricalizing devices in light of tkisnception and taking
into account, also, the reception of the perforreanc

4.1 Royal Shakespeare Company

Michael Billington’s perception of Noble’'s prodian, as
reported by Carol Rutter, is that tAi¢inter's Talewas conceived as a
“child’s darkling fantasy” (cited in Rutter 108)n@ to me it seems an
altogether reasonable view of the production’s eption. It is
consistent with the fact that in the opening scefnihe production, the
child, Mamillius, is apart from the adult world, daise the adults are
confined to a gauze box (hence the reference inchiapter’s title),
celebrating, precisely, the boy’'s own birthday, lelthe boy himself is
not actually part of the celebration. Further, @mults, through the
gauze box, have shapes that “lacked definition,rgyvéuzzy, like
hallucinations, their motions slightly out of syndpasmodic” (Rutter
107), a description that enhances the idea ofld’stantasy, given that
the only child on stage, Mamillius, is not insidestbox, is not part of
that frame, and sees those shapes that resemhleitration (and may
seem darkling for a child), from the outside.

Also, following Rutter's description, the openingese shows
that the young prince is “separated from the grogps; a lonely
spectator with no other children to talk to,” laéetfdamaged child” who,
after he is dead, seems to haunt (Billington’s Wwdite rest of the
theatrical performance, “darkeninghe Winter's Tale into the
interrupted ghost story Mamillius was telling” (Rert 136). Thus,
drawing on Rutter again, perhaps the production m@sed an infant's
fantasy, a fantasy later “brought to life when ¢faeize box rose and the
adults spilled out into the child’s space” (Rutté€d8), and which by
wrongs (especially on behalf of Leontes), the c¢hifdntasy is darkened
and the innocent world of childhood is contaminatetiile chaos is
brought to the kingdom.

Rutter further helps to see the probable concepmifoNoble’s
production as a fantasy, commenting on the pupliciaterial for the
production. It seems that the material registerecthfthe start, prior to
the theatrical performance itself, the productiartissen perspective:
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In 1992 [...] Adrian Noble advertised ®Winter's Tale
according to MamilliusThe program cover illustration gave
a close-up on a little boy's wide eyes while thestpo
reproduced the production’s opening image: thetasyli
child, far downstage, sat playing on the floor,dwed his
crystal ball, gazing behind him at the adults wherav
trapped in the gauze box as if caught in the sirest of
court protocol (or the child’s imagination). (138nphasis in
the original)

In this way, the character of Mamillius seems tocketral in
the conception of the RSC’s production. Indeed,Raster puts it,
“spectators were both invited to privilege the dhib see everything
through his eyesyet also to see him marginalised, alienated” (135
emphasis added). Furthermore, still as reportedRbiter, Mamillius
receives a gift from Polixenes, a top, which thg bets spinning, and
“[iIt whirled and whirled—and whirled. The adult wd froze. Time
stopped” (108). In this sense, Mamillius seems ¢mtrol/own the
fantasy; hence, it is a child’s one. Moreover] &ilowing Rutter, after
the party the boy plays ghosts in the sheets tkerjs ladies are trying
to fold. In my understanding, this mimicry of ghestith the sheets is
related to Billington and Rutter’s claim that thdeéd) child later
“haunts” the story; and this seems to be anothecepdf evidence that
Noble conceived the production as, specificallghéd’s fantasy, and a
“darkling” one at that.

Other ways that Mamillius is at the core of the GRS
conception are implied by Peter Holland. After disog the gauze box
(which appears in several scenes in the productierg “representation
of another world, a different perception co-exigtinith the rest of the
stage and always offering to burst on to it” (12H®|land suggests that
Mamillius is “in control” of the telling of this ta, as if being the
narrator or, as Rutter says, as if spectators meited to see the events
from Mamillius’ perspective. This can be noticedtlre report Holland
gives of a moment in the opening scene in which Nias shakes a
snow globe toy, and by so doing “[brings] the i@sthe court, frozen in
tableau in the box, into play” (127). In short, Mé#ius controls the tale
of the production; the darkling fantasy is of al@hand this child is him.
Another example provided by Holland is MamilliustHispering of the
sad tale of sprites and globins” in Hermione's eahich makes
“Leontes suddenly appear in an echoing world withim box, a greater
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terror than his son’s attempt to ‘fright’ Hermion@27). Maybe it was a
greater terror, or maybe it was just the realizatbthe child’s fictional
fantasy.

Even if Noble conceived his production to be sdrimegf like a
child’s fantasy, it seems clear to the director geththat the playtext
and the production need to address real-world aodg This can be
noticed when, in an interview (published in Jonatligate and Eric
Rasmussen’s edition dthe Winter's Talg Noble says|i]t strikes me
that underpinning the play is a very traditionaldieeal morality story,”
a story that moves to “repentance and finally reat@m. A very simple
story, but one of the most important stories ondccever possibly tell
about human beingsbecause we are all seriously flawed” (162,
emphasis added).

In other words, Noble seems to realize that inespitall the
fictionality of The Winter's Taleand its improbabilities (such as the
baby not being eaten by the bear and its safe egsitus still a story
that has lots to teach to human beings today, addtesses the flaws
inherent in all people, including the spectatorsbld’s claim suggests
his view thatThe Winter's Taledeals with morality, with right and
wrong, and it also gives hope for redemption afterperiod of
repentance, a view that aligns the director’s prieation of the play to
the importance of the issue of Time. Hence, evéinwias conceived as
a child’s darkling fantasy, this fantasy may haffeas of the real for
the actual spectators, who are flawed and hopéalthe characters.

Further, Noble makes it clear that he does notSedia and
Bohemia as two different, apart worlds. In factstls why he did not
aggressively contrast, visually speaking, the twantries. As Noble
himself says in that interview, “it's not two wosldIt happens in one
world. It's one story. To create totally differestenery for one and the
other is just rubbish” (162). To summarize, for Mobhe Winter's Tale
takes place in one world, which is a fictional dadtastic one, but its
plot and themes are those of the spectator’'s dondias human beings
and their real world.

In this way, Noble fits the developments of thergtmto a
child’s fantasy but actually deals with serious texat that address the
spectators outside the theater space. As he ptibmé of the wonderful
things about the play and one of the reasons ag#gyjan audience in an
almost unique way is that it's partly about gettingecond chance. It's a
notion that chimes in so many ways with people.ntes does these
terrible, terrible things but he gets a second chathat’'s why it's so
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moving” (171). Noble seems to aim at focusing onratity and themes
related to justice and family values; to presemstay that gives hope
with the idea of a second chance being possiblet@amliscuss how all
people have flaws and are susceptible to errofsciia be corrected,
remarkably, for my purposes here, through Time:u‘y@an have a
second chance, but it requires a huge amount ef iy 1), he says.

The opening scene, briefly described earlier, grssthe first
instance of theatricalizing devices to be analyZesihas been said, the
scene portrays Mamillius’ birthday party, but theybs isolated in the
foreground of the stage, while all other characéeesframed within the
gauze box in the background. The child is, thegefeoisibly detached
from everybody and everything else. The figure Welshows the
isolation (and perhaps loneliness) of Mamillius:

Fig. 2. Mamillius outside the gauze box (RSC)

The gauze box constitutes a telling theatricaljzidevice
because it eloguently indicates and enhances tyis beparation from
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the others in a theatrical way—note the framingaaferemony within

the play inside the box, with the presence of loafoand an especial
atmosphere made with dry-ice, as well as the eipnsif all characters

inside the box as if they were aware of the gazbefiudience. Further,
the box is such a kind of device in that it makesharacter on stage
(Mamillius) act as an audience member (the chilénelooks back,

watching the others), in the same way as the ofbktage spectators.
The creation of on-stage audiences, such as imdment expressed in
this scene, reoccurs in the production, especdllymes in which the

gauze box is used, for this box functions as aafditaming device that
emphasizes some characters while detaching othestage.

This first use of the gauze box is highly sigrafit in light of a
specific theme developed in the story. In sepagatire child from the
others, the device of the box here anticipatess imay, the theme of
loss: loss caused by death cannot be recoveretharefore it separates
people; and Mamillius, separated by the box, digstemously and is
the only character (together with Antigonus) notbto given a “happy
ending,” with restoration and family reunion. Irhet words, the child
first appears alone in this production, becaush@box device, and the
production also closes with everybody separateoh fitee boy, because
he is lost forever.

Still in this scene, another theatricalizing devéhe technique
of “freezing” characters, which strongly emphasi#es fictionality of
what is shown on stage. In the aforementionedviger, Noble states:
“l used that method [of freezing] from the begirgf the play. There’s
a feeling about the beginning of the play wherebgpe are clinging on
to joy, clinging on to memories,” and the freezisgggests that those
people are “hanging on to something” (165). BesidssNoble says, “I
dramatized that [hanging on] by using a lot of iérames, allowing
Antigonus and Camillo to walk around and look atdgéul things
frozen in time” (165-166).

Taking Noble’'s words into account, then, the fragzilevice,
like the gauze box, clearly relates to the themioss, but this time not
the loss of Mamillius, specifically. By freezingeticharacters, Noble
wants to suggest the characters’ desire to keethamg they do not
want to let go (a joy, a memory, etc., as the dlirebimself stated).
Then, as the characters are eventually “requiredeturn to “normal”
moving on stage (so that the story can continaieg, implied that they
go on and lose that which they wanted to keep. Lafsshatever it is, is
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inevitable, and the freezing device “to hang osdmething,because it
cannot last foreversuggests this fact.

The next scene to be discussed is Leontes’ mistakeusation
of Hermione. Leontes accuses his visibly pregnafg of adultery, and
the public disclosure of such an intimate maritaktter is emphasized in
the RSC’'s production, by way of a blocking of theaacters in a
semicircle that seems designed on purpose by Leostehabthers are
to listen and witnesthe scandalous accusation. Obviously, Leontes is
unconcerned with respect or dignity: by publiclasing the queen of
adultery he humiliates and exposes her to those lding forced to act
as spectators, watch the whole event on stage. dddssation is a
theatricalizing device precisely given the ideadshow” performed by
Leontes, and given the presence of three kindpedftators: Hermione,
perplexed; the other characters on stage; andeiipglar theatergoers.
The next figure illustrates the scene:

Fig. 3. Leontes accuses and exposes Hermione (RSC)

This scene is related to the theme of Time asdtief of Truth
that interests me. Leontdswstily judges and makes errors in these
judgments, with no evidence of the cuckoldry cdskewise, the king
quickly makes his suspicions public: he briefly reports hieas to
Camillo, and a few scenes later he exposes Hernimad, convinced
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that his suspicions are true. While Leontes’ mistefudgments and
accusations occupeedily with an unexplained outburst of jealousy, the
revelation of the truth only comes aftive passage of timen which
Hermione goes to prison, delivers the baby whohentbrought to
Leontes and later abandoned, and finally goesab Trhe truth emerges
only after the passage of these events, with tlael&s message at the
gueen’s judgment. Hence, the relation between Bk Truth emerges
in the aftermath of Leontes’ public accusation isfwife and is fulfilled
later, with the Oracle, when it is time for the e&tion of truth. In short,
then, it isthe passage of tintbat proves th&uth of Leontes’ errors and
tyranny.

Let us now look at the scene of Apollo’s anger abthies’
defiance of the Oracle. As predicted in Shakesfetert and staged in
the RSC’s production, Leontes’ famous line “theseno truth at all in
the Oracle” is immediately followed by the entranck a servant
announcing the death of Mamillius. To this annoumeet Leontes
replies that “Apollo is angry, and the heavens thelwes do strike at my
injustice,” meaning that he is being punished it death of his son—
in truth, not only Leontes but also the royal fammaind the kingdom
itself, which loses its heir, shall suffer the cemsences of Leontes’
injustice.

This defiance of the Oracle is staged by the RS aifurious
tempest (not predicted in Shakespeare’s text), wttiane operates as a
theatricalizing device. This tempest is actualliticized by Holland,
who considers it “one piece of excess,” and dessrib as “a hugely
extravagant storm” with “thunder and high winds ttBaing the
courtiers, umbrellas skidding across the staged’ which caused the
language of the actors to be “lost in the thedtrieanpest” (127).
Theater critic Paul Taylor, likewise, thinks thdiet device is too
ostentatious: “the storm that breaks out when leodefies the oracle
is of such showy, Lear-like violence (spectatoasténed by the sudden
gale; up-ended brollies skidding picturesquely wuhe stage) that
when Gemma Jones’s excellent Paulina cries ‘Thigsrie mortal to the
Queen’ you simply feel that she’s not the only e will be a goner
if they stick around in these spectacularly inclatneonditions”
(Novelty Shop

Yet, | myself claim that the very sense of exagtj@nas a form
of theatricalizing device (as seen in the previohigpter), because this
sense enhances the notion of “spectacle.” Stillaggrration can
sometimes go too far, even within the theatricatjzilevices’ approach.
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If it is true that the audience had difficulty tedr the actors’ lines in
this storm, then | agree with Holland and Tayloritnextravagance,
and think that the device could have been betteeldped (that is, in a
way that would not prevent or disturb the delivefyhe lines). The next
figures show Apollo’s storm—first, when it is appahing, and then
when it has arrived:
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Yet, the device of the storm is significant to freduction, not
only for the sense of spectacle it brings, but dsoause it visually
suggests themes and interpretation of the plotshivat stake in the
scene and in the story so far. With the storm, Blgissibly portrays
Leontes’ own state of mind at the loss of his sas,well as his
submission to forces stronger than him—nature &edgbds/heavens.
The fact that Leontes as well as all other characiee thrown to the
floor and the gauze box goes down as if it couftbsate all (as shown
in fig. 5) possibly indicates that the king is soiperior to the heavens,
and that he (and the entire kingdom) is to be fadsor his injustices
and wrongs. Further, it is significant that thisrst is a creation by
Noble, i.e. it is not cited in the playtext (thehorstorm written by
Shakespeare farhe Winter's Taleccurs at the disposal of the baby in
the wilderness). Hence, it could be argued thatdfeem has been
deliberately conceived as a theatricalizing devifexaggerated,
extravagant, with the idea of spectacle) to retdothe themes of
despair, loss of control, and confusion at thisipof the story.

Next, the bear scene is another moment in whiehttlcalizing
devices are used. Sadly, there are no photographkiso scene to
facilitate understanding and illustration, and thiecussion recurs to
Rutter's able description, as well as to Noble ilhgfrom the
interview aforementioned). Rutter describes thee@ss follows:

In the theater, this enigmatic suggestion that Hiemmtropes
the Bear has been realized at least once—and niiggica
Noble’s The Winter's Talg1992). A ‘real’ animal, shaggy,
brown, and bulky padded on stage left as Antigonus,
downstage, crouching, tucked more warmth aroundbéttosy.
Feeling the monster’s breath on his neck, the @murirned,
leaped away, lunged back to the child, then stoazeh. The
Bear was already straddling the baby, nosing héred
things happened simultaneously to align incongruitd
make spectators ‘see’ the Bear as maternal aviaten: the
flies dropped billowing white silk, the phantasm of
Hermione; the baby cried, as if giving her firstthicry; and
the Bear’s sniff became a kiss, the rugged aniswinging
her head side to side (for spectators saw herse8ear) as

if perplexed by the sound, or bidding farewell, then
backing off before turning on Antigonus. (149, emagb in
the original)
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Noble, in turn, says that he wanted the resulhefliear scene
to be “as amazing, fabulous, and extraordinaryassiple” (169). It is
interesting to note that this position fits perfgcthe director’s
conception of the story as a fantasy (fantasies hye definition,
amazing and fabulous). Further, the concern walgisg that scene in
such “extraordinary” manner offers room to the v$dheatricalizing
devices that work beautifully in the theater. Noldemments that
“[tlhere’s no question at all that the saving ofdi& is a miracle. Her
life is saved through divine interventiofihat bear should eat the baby.
[...] I've made that very clear’'ve had the bear sniffing around the
baby, pawing the baby, looking at the baby andkilbhg the baby.
Someone is looking after her” (175, emphasis added)

Shakespeare’s text simply says that Antigonus e$ptsrsued
by a bear.” In the RSC'’s staging of the scenepthar appears on stage,
moves around and gets close to the baby, and uctexibe caresses it,
at the sight of Hermione’s apparition, before fipglursuing Antigonus.
It seems to me that this staging ensures theatiiogl device by a
“magical’ connection between the bear and the gueeamhich the bear
acts like a mother protective of the baby, just Iltermione would do,
had she not been set apart from her daughter.cbhisection illustrates
the miracle Noble mentions (of the bear not eathg baby), and the
staging of this magical sense of miracle, withtatsch of the fantastic,
works as one of those devices | am investigatinge Dhost-like
appearance of Hermione reinforces the fantasy toactl, as put forth
by Susan Snyder and Deborah T. Curren-Aquino, playdiversionary
role that caused the bear to move from the babgrtvixntigonus” (32).
It is this magical bear-queen connection, maderetelay Hermione’s
ghost-like appearance, that saves the baby.

It is significant that the bear scene is treatedleunthis
atmosphere of miracle and magic (in alignment \lih conception of
the story being a fantasy) specifically due to theations this
atmosphere shares with themes at stake in this mooh¢he story. The
bear scene touches on the issues of hope anddaitie the baby is not
eaten, after all, there is hope that it will bectex (as it later is) and that
the Oracle’s message can still be fulfilled (whalso happens). This
emphasis on the theme of hope relates then tohtreet of faith: it is
required that the spectators keep their faith avgkas to believe that
their hopes will be met. In this sense, the fackietd mood of the scene
is consistent with the themes addressed by thengtdgere. In other
words, the device of a miraculous and magical apinee matches, and
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perhaps visually endorses, the concerns with hogefaith behind the
story at this moment. It is valid to remember, ald@t such issue of
hope could be connected to the context outsidgtbéuction, that is,
that of a country under recession and in needdoovery and better
days.

Next, in Noble’s Bohemia, the dance of satyrs isrfprmed by
men each holding two red balloons as testiclesaoibus sizes and an
erect mop” (Holland 127). Holland considers the lipghassociation a
“cheap gag,” but what is significant is that thdsdloons recall the
earlier balloons, present in Mamillius’ birthday riga and at the
awakening of Leontes’ sexual jealousy and tragicusations of
promiscuity. Hence, the balloons are a theatricadizdevice that
emphasizes that all is a planned fiction and spkxtaas they
purposefully establish connections to other momentise performance,
working as visual elements wmify it: by recalling Mamillius’ party,
they inevitably recall the child’s loss, and sudsd was caused by
sexual jealousy (it seems that the child dies gifief that emerged from
his sadness concerning the troubles between hénsdr In this sense,
the phallic association reminds that the develogmehthe story began
due to issues of sexuality and fidelity. In othesrds, while they may
seem a “cheap gag,” the phallic imagery of thedoal$ is relevant in
that it connects to the precise themes of sexualily jealousy that
caused the troubles (losses, separations, deathspntes’ kingdom.

Finally, let us look at some devices in Noble’sgsig of the
statue scene. Many of the devices used in thiseseem suggested by
Shakespeare’s text itself (e.g. that Paulina conimahe scene as a
theater director; that music is used to “awake” $tetue; and that a
character poses as a statue being actually aliwghasizing the
fictionality of the staging). Yet, there are soméhev specific
arrangements designed by the RSC as additionateteviHermione is
back-turned to the audience and at the center efsthge, while all
others face her (and are faced by the audienceh Blocking makes
the spectators see “Leontes’ reactionhasgradually comes to life”
(Coursen 227, emphasis in the original). Additibnabll characters
freeze when both Hermione and Leontes “come td Viféh her body
movement. This blocking and freezing are exampfetheatricalizing
devices for visually emphasizing artificiality anfbr creating a
ceremony within the play, and in this sense thesbriques also recall
the production’s conception of a fantasy. The fghelow portrays the
scene:



60

Fig. 6. The statue of Hermione (RSC)

The statue scene, like the bear one discussedehetmverfully
touches on the issues of hope and faith. As Pastatas, it is required
that people awake their faith (for the miracle ofriione’s alleged
resurrection). This claim is directed not only t@®obtes and the
characters on stage, but also to the audienceylmienv, the audience
needs to awake their faith to the staging itsddfjying” the fictional
game of the production, but equally important is plossibility that this
call for theaudience’shope and faith can be connected to England’s
context in early 1990s, in which, as we have saesgrious recession,
loss of jobs and public dissatisfaction very likegsulted in a wishful
feeling for revitalization. In this sense, theng twake for faith could
work as a thematic construct sent by the companthdoaudience in
terms of them not giving up on their hopes for drediays.

Additionally, the statue scene, with the blockimyd dreezing
devices, is related to the issue of Time beingfditieer of Truth. It is
after the passage of a wide gap of time, sixtearieny years, that the
truth of Hermione being alive finally arises; arust only happens
because the truth of the Oracle (that the lost lwaljd be recovered) is
fulfiled, as is the penitence of Leontes. Nobldikbcking device,
therefore, frames at the center the character whath herwrinkled
face, suggests the time lost apart; and her “restion” and later
embrace of her husband and daughter point to theefof a happily
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reunited family. The freezing device also usedhia scene, likewise,
centralizes Hermione, as well as Leontes (the tlwio move), pointing
to the fact that now that all truths have emerged the lost ones (i.e.
the queen and her daughter) have been recoverésl tie for the

revelation of Hermione being alive and for a hammonciliation within

the royal family.

The reception of the RSC’s staging has been mikéost
critics and theater reviewers were pleased by treatigity and
imagination presented on stage, and a few foundtiiese were some
unnecessary exaggerations. Among the pleased rengevBheridan
Morley asserts that the director could “freshen wpi old text,
particularly in the Bohemian sequence, which becarae vast
celebration of the British countryside.” Mel Gussasimilarly, thinks
the production “plays free” with imagination, bedam “a magical
retelling of one of Shakespeare’s most disturbilag$” It is interesting
to note that Gussow's reference to “magical” pdgsdligns with the
conception of the story being a fantasy, discussddre. Additionally,
Gussow thinks the production portrays “a cyclerahsformations: good
king into mad tyrant, lost princess into shepardsi3, stone sculpture
restored to life” in a beautiful manner.

Herbert C. Coursen (1995) collects more positiveniops on
Noble’s production, stated by several reviewersoAgthem, Malcolm
Rutherford says it “comes close to perfection;” i@tNicholas de Jongh
thinks it is “enthralling, eccentric;” and Charl&pencer enjoys its
“wonderful freshness of approach.” Michael Billingt in turn, thinks it
is thematically unified under the vision of a faya and Robert
Hewison’s opinion is that “Noble has created angmative world one
warms to.” Additionally, Michael Davies thinks iedelops “flawlessly”
in what is “by some way the best RSC productios geason;” while
Richard Williamson says it is “gloriously entertmig [and]
imaginative;” and Paul Lapworth says it is “marwedd and thinks that
“Noble walked the high-wire between realism anddap with supreme
confidence” (all cited in Coursen 228-229). Alldhpositive criticism
seems to validate the creativity, eccentricity, i®dhness employed by
Noble to the staging dfhe Winter's Talgand these points of appraisal,
in my opinion, are often associated with the devideave discussed.

Among the less pleased criticism, Coursen himseffhydains
about some “exaggerations” that are “unbelievablenen a play that
insists on suspension of disbelief” (227). This ptamt is exemplified
with the device of Time’s choric speech being regdCamillo from a
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balloon. | see Coursen’s point that such devicddcbe too much for
more skeptical viewers, but | tend to think tha talloon with Time's
speech clearly connects with other moments in tregyztion that
contain balloons (such as Mamillius’ birthday pagpd the sheep-
shearing feast), and it therefore helps to unifg pgroduction under
themes such as that of loss and of the healingagassf time. Another
example of Coursen’s complaint refers to the Bol@msequence,
which, in his opinion, “became, as it is alwaysdenger of doing, the
play itself, and did not integrate with Sicily, ept through Polixenes”
(227).

Paul Taylor, similarly, shows some discontent wfith staging.
He claims that it is a “spirited but external protion” (Novelty Shop
which probably means that the interpretation angr@gch to the text
are intelligent, but that often there is a merepldig of the visual
(external) appeal. In fact, Taylor states that pheduction is “[o]ften
pictorially arresting” Novelty Shop However, | do not believe that all
is mere “pictorial display.” At least regarding tHevices discussed in
this production, the creative elements are cleadye than just external
appeal, as they do connect to different subjectarsabf the story. This
is the case of the gauze box, for instance, whighliés claustrophobia
under Leontes’ tyranny, and his submission to ®re&gonger than
himself (see fig. 5). It is also the case of tharlszene, with the magical
connection between the bear and Hermione, thah&suon the theme of
hope (hope that the baby can be saved).

Taking into account the scenes that | could anafyam the
registers available, 1 am strongly inclined to rhospraise the
production, particularly in terms of validating iises of theatricalizing
devices. This is so because the specific devicesugsed here are
important not only to remind the audience of thetidhality on stage
and to explore and play with conventions and spoitiéfs of the theater
medium. In addition to that, as we have seen, tdese&es connect to
relevant themes dealt with in the story, such aselof time, truth, loss,
hope, faith, and sexual jealousy. Particularlyiiseies of hope and faith
seem to me even more significant, in that these mare easily be
related to the outside context of the productiargsibly developing a
thematic construct to the spectators that therk Isbdope for recovery
(given that the country, as discussed before, wademu a serious
recession that brought a widespread feeling of &ealr dissatisfaction).
In this sense, then, | believe that the theatdoali devices used in this
production explore their two-fold purpose, by battmmenting on the
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theater medium and its conventions, in ways that thematically
important, and also commenting on issues pertaitontdpe spectators’
selves and real world.

4.2 Théatre de la Complicité

Complicité were founded in 1983 by Simon McBurney,
Annabel Arden and Marcello Magni (all of which attéen the
performance under analysis). Complicité are knogvnaking a highly
physical theater, influenced by the French schdolarques Lecoq,
which was attended by several members of the grébp. company
have experience with opera, radio production, nruidciplinary
installations (e.g. in Trafalgar Square, Londohgatrical adaptations
(in which there is a prior text to be adapted), antirely devised stage
work. These varied experiences help one understdnd McBurney
prefers to call the group an “art organizationheat than a “theater
company” (though I shall keep the latter terminglog

Following the company’s own website, Complicité aleays
“seeking what is most alive, integrating text, neuginage and action to
create surprising, disruptive theater.” Additiogalthey explain that
“everything changes” from one production to thetpard there is not a
permanent group of creatives, actors or technicidios “each
production is cast according to its content.” Stf]Jome things can be
identified as being more or less constant. Thetk& principle of
working collaborativel§, and in particular having designers involved
right from the start of any production. There’'stisg emphasis on the
performer’s body [...], and finally there’s a commént to the huge
amount of research and background work that godés @very
production.”

Their productions include an adaptation of Samuetkgtt's
Endgame(2009), a performance inspired by the life andidits of
writer Bruno Schulz $treet of Crocodiles1991-1992), and another
performanceThe Three Lives of Lucie Cabydl994), based on a novel
by John Berger. Most of their repertoire, howevsermade of works
devised by the company, and they have staged rhare 20 different
productions. Complicité’s 199%/inter’'s Talewas their first attempt at
producing Shakespeare. After that, they co-prodweittdl the National

2 A principle which aligns with the group’s namencg the French word “complicité” means
“togetherness.”



64

Theatre (LondonMeasure for Measurii 2004 (and revived it in 2005-
2006).

Annabel Arden, the director of Complicité\Winter's Tale
once said that “[a]n actor is a master storytéllend that “[a]cting and
theater are a means of coming together and exagmmirat it means to
be human” (gtd. in Luckhurst and Veltman 8). Thes®ds suggest
Arden’s awareness (not only ifhe Winter's Talebut as a theater
director in general) of art’'s ability to communieawith its audiences
and discuss with them issues related to humaneaatd the real world.
Besides, Arden seems to know how powerful theasar loe to tell
stories (as actors arenasterstoryteller[s],” emphasis added), and to
share ideas with its spectators. Hence, Arden’'ksvas a director are
probably interested in being more than entertainmand be also
efficacious in proposing reflections on mattergha real world and of
human beings, matters, therefore, of everybodytarést and possibly
related to the outside context, too. This posiieams to echo, in a way,
Noble’s aforementioned declarations regarding tluatity lesson he
sees behind the text @he Winter's Taleand how this story discusses
human flaws that pertain to all beings. Possibhent these two
directors understand the power of theater in aaimiay.

Arden started the work on ComplicitéWinter's Tale by
inviting actors to a four-day workshop to get acgtead with the text
and its possibilities. In an informative packagetde the invited actors
(to which | had access), it is stated that becdlse Winter's Talds
taken as “only a tale,” “the impossible can happed often does.” In
this way, Arden approaches the text as “a very queischoice for
Complicité. It offers us fabulous opportunities &if the thing[s] we do
best: creation of startling images; sudden changesspace; the
exploitation of comic play; conflicts between realiand fantasy;
exploration of inner states of mind through physplay; music, dance,
clowning, magic.” These statements glimpse at tlossibility for
several startling uses of theatricalizing devicasthis production.
Indeed, as Arden declares, the “primary aim isrémdform reality
onstage, to make the most ordinary and basic aspétfe marvelous -
to find the poetic in the unpoetic.”

Further, concerning the play’s themes, Arden sttitats“[t]his
play deals with internal values which are, in faitte laws of the
universe—faith, honor, promises, jealousy” (qtdCurtis), and declares
(in that informative package) that the group isrfoerned with touching
our audience where they are most vulnerable—thetlfeadt they share
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with our characters the experiences of failurestfation, inability to
act.” It is possible to connect this concern of @baité’'s Winter's Tale
to the overall context at stake, from the producsigreparation phase
to its development and reception. As discussedrbgtengland in the
early 1990s was somewhat depressed due to a stongomic
recession that affected areas such as employmensirty, and life
costs. In this way, it is very likely that the pdgtion was experiencing
feelings of frustration as well as of some hoperémovery, and Arden
explicitly states the interest in producing a gtggihat addresses these
kinds of feeling.

References to “creation of startling images¢ #xploration of
the “conflicts between reality and fantasy,” ane tfinding of “the
poetic in the unpoetic” and making the ordinary veésus, suggest that
the conception developed by the group carries theof for a
production full of magié in which the impossible happens. Connected
to that, references to the characters’ experiengesfailure and
frustration indicate the concern about talking @ taudience (in a
mostly comic way, as Arden says: “my aim is to make real comedy
with a tragic and a formal dimension”), about pesh$ that can be
overcome with hope, faith and, possibly, the passsdgime. After all,
Arden declares thaiThe Winter's Tales a nightmare which turns into a
new kind of waking dream. It is tHeopewe all share and need of a
miracle being possible” (emphasis added). This implies tthdative
thematic construct of keeping one’s faith alive drglieving in the
healing powers of Time, a theme that interests ene.h

The production develops its themes and concerpdoxg
great oppositions. Actress Kathryn Hunter (who gplaylamillius,
Paulina, Old Shepherd, and Time), for instances #agt the production
“is about great extremes—total despair, and thermigaculous
reconciliation; great darkness and then fantastiht| and joy”
(“Theater,”City Limitg. Simon McBurney (co-founder of the company
and responsible for playing Leontes and Clown), sadidat The
Winter’s Taleis a wonderful mix of the comic and the horrifieetgrand
and the pathetic, and it's those opposite extrethas have always
attracted us” (qtd. in Curtis). In short, it seetimat the group wanted to
offer a thematic construct which reinforces thaerathe storm there
shall be sunlight again (by emphasizing the opjmrsitbetween despair

% Actress Gabrielle Reidy (Complicité’s Hermione abdrcas) even makes it explicit that in
The Winter's Tal¢he group was “entering a world of make-believe. d#a’t hide the fact that
we are in a play” (qgtd. in Edwardes).
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and joy), and that problems can be healed, by ieiraed/or by human
action.

In light of this early discussion, and by observitige
advertising material of the staging, it may be stidt Complicité’s
conception is thathe Winter's Tales a saga of faith, which focuses on
the comic and the idea of renewal (rather tharrdetinri’) that emerges
with the passage of time, since this saga is dpeeloin cycles
(believing, disbelieving, and awakening the bela&gain). Another
statement by Arden (in the advertising materiad suggests this focus
on faith reads: The Winter's Taldhas] an urgent relevance for today:
the only way forward is to make the impossible paes’ Here it is
clearly implied the thematic construct of neveriggvup and of having
faith that what is deemed impossible can actuadlyntede possible.
Also, from the director’s view, such a saga oftfag something that the
world (or at least England in the early 1990g)entlyneeds.

Still regarding the conception as a saga of faitihserved that
some lines from the original playtext are quotedoudighout the
advertising material of Complicité, but it is rerable that one
particular line is repeated and displayed moreueady (in different
posters), perhaps to point towards the group’s etian. This line is,
precisely, Paulina’s “it is required you do awakelyfaith.” Every time
this line is used in the advertising materialsiplaced between the title
The Winter's Talend the company’s name. In this way, the advedisin
materialcentersthis phrase, several times, with the very likdfee of
leading the viewer to keep remembering those wandd,even to watch
the theatrical performance with those words in miFids reinforces my
reading of the conception of the production asgas# faith, which is
developed in a comic world of magical make-beliesdreme opposites
and startling images.

The phrase “awake your faith” refers to at least things. One,
that the spectator should make an effort to “buyg fproduction’s
fictionality and “startling images,” reflecting upats themes and, at the
same time, its theatrical techniques. In this wthg phrase refers to
awakening the audience’s faith on the theater nmedind its powers.
The other possible reference of the phrase hasotavith the very
thematic constructs the group wants to advancehirktthat the
advertising material and the repeated and cergdleentence aim at

4 4 realized a lot of our shows ended in death destruction—which | love—but | wanted to
do something else” (Arden).
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making the spectator watch the production awakehisiper faith in the
human being as an entity, that is, by watchingdéeelopments of the
play and reflecting on the power of forgivenesgergance, justice,
honor, and faith itself. Hence, my point is thahiicité conceived he
Winter's Taleas an act of faith and wanted the audience to exami
“what it means to be human” (to recall Arden’s ata¢nt), so as to
reinforce their faith that humans can be good amdifen for their
flaws and errors.

Bearing in mind this conception developed in t@ttext, it is
time to analyze specific uses of theatricalizingices in the production
and how they relate to the interpretation of the tnd the themes
Complicité are interested in. It is valid to remaemkhat a saga of faith
can be related to what | approach as theatricglidievices: for those
who have faith, anything is possible, be it a nigaor something
considered “impossible.” Hence, devices that defriom exaggerations,
the emphasis on fictionality, the idea of an exulawry spectacle, the
use of fantastic elements, and the use of imaginafor example, are
all easily accepted once one can awake his/hér. fait

One use of the devices can be noticed drawing olfamt’s
reference to the production’s gestures—the focusgestures makes
sense considering that Complicité are known foir thgghly physical
theater. More specifically, Holland recalls Leontegaggerated and
mimetic gestures to Camillo, when the king talkewhhis suspicion of
adultery. Arden’s production makes Camillo “a constooge, not
following the argument” (124), and as a result ltesnmakes “the
images graphic and [...] comically exaggeratedippgry’ (275),
‘hobby-horse’ (278), even ‘inside lip’ (288) wereeltt up for
Camillo's—and the audience’s—regard but by being@they became
parodied” (124). For Holland, then, this Leontes “ismashamedly
theatrical” (125). Theater critic Robert Hewisomates that the group
“shows no fear of the words,” but he explicitly agproves of what he
calls the king’s “semaphoring” of the text in tharlg speeches (from
this criticism comes the reference presented is tiiapter’s title).
Critics Michael Billington and Paul Taylor, likevds regard as
unnecessary Leontes’ mimetic demonstration of losd (in fact, the
king’s miming is the “empty gestures” referred imcthe title of Taylor's
review). Still, | think that such “semaphoring,” igh constitutes a
theatricalizing device, is significant due to ikematic implications to
the story as highlighted by the production.
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The exaggerated, graphic acting by Complicité’s rites is
such kind of device in the sense of a charactetfsdésplay to another,
and also in the idea of flamboyance (and theaitygahherent to such a
behavior. More importantly, it is remarkable thhtstsimple device
relates to the issue of belief, which is absolutegntral to this
production: do the spectators believe in Leontedaes his showy
behavior make them suspicious of the events rephdoyethe king? In
other words, do the graphic and exaggerated gssthallenge the
audience’s capacity to believe?

By reading Holland it seems to me that this flandray
mimicry aims at leading the audience to believet thaontes is
overreactingand wrong in his accusations. Further, it seems that h
gestures aim at generating laughs (Holland classifiem as “comically
exaggerated”), at the same time as reducing thghweif Leontes’
words, since the adultery he talks abounhdd true, after all. In this
sense, then, the gestures should help the audier=ieve in the truth
of Hermione’s good character, and not in the flayalmd and (later
explicitly) unreasonable jealousy of Leontes. Hence, it may aedt
that the fictionality of Leontes’ behavior, expreds by the
“semaphoring” device, connects to the theme of Timgh
relationship: the passage of time proves, latat, tlieontes’ beliefs are
incorrect, so the truth of Leontes’ misunderstagd@merges from the
deliberate fictionality of the device of exaggemgtihis suspicions with
flamboyant gestures. This paradox that truth engefigen fictionality is
fascinating for proving that the devices under ¢elsae not a “charm”
on stage, but actually effective tools to contrbtd the telling of the
story.

Another device noted in Holland’s account refecs the
costumes worn by Leontes and Polixenes. As Hollpuis it, these
characters are powerful and potentially dangerouséing kings, and
their power is “suggested in the robes [..], Sim|rcoats made by
stitching together half-a-dozen jackets so thatrtimmarchs seemed to
be trailing their subjects behind them” (124). Téearticular costumes,
in my view, employ theatricalizing devices for segting a “staged
reality,” i.e. the implication that the characténgear” all their subjects
(or perhaps roles) possibly refreshes in the agdid¢ine sense that what
is being watched is theater. Moreover, it is notpsging that this
implication is conveyed precisely by the outfitthe kings, since they
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are the two characters to have furious outburéteontes regarding
Hermione’s alleged adultery, and Polixenes regardire relationship
between his son Florizel and Perdita). In otherdspthe two characters
who most vividly show (as predicted in Shakespsatekt) opposing
sides of their constitution (both loving and aggres sides) are the ones
to wear such kind of costume.

Further, this device can be related to the issuEmé as father
of Truth. This may be observed in that people ndlgn@ange, at least
in minimal ways, as time passes, and in this pscaad given the
circumstances, they may develop several “sidesthefr personality,
and thus also develop, so to speak, many other jdsishh or
“characters.” That Leontes and Polixenes wear ocossuthat suggest
different subjects in one single person is, theeefa visual reminder to
the fact that all people have good and bad chaistits, qualities and
flaws, and different sides. With the passage oéfithen, it is likely that
“truths” about a person’s character be construeted revealed. As an
example, let us take Polixenes (in light of Shakasg's own text): the
loving friend of the Sicilian royal couple spealenderly of his son
Florizel (in Act 1), but years later, at the diseoy of Florizel's
relationship with Perdita (in Act IV), he acts matied by great hate and
in a way that does not resemble the loving persem defore. Yet, it is
the same Polixenes, only seen from different sighelsat different times.
In short, then, one may claim that Complicité’staase device pointed
out by Holland relates to the issue of Time revealiruths—in this
case, the truth about a person’s complex and penplapal identities.

Next, Benedict Nightingale, in his review of théaging,
mentions real-life references to Stevie Wonder'di@awassettes and
Rice Krispies (a possible sponsor of the produgtioand these
references are theatricalizing devices for beimgration of metatheater
(as discussed in the previous chapter) that puteainto the fictional
world. The critic Robert Gore-Langton, similarlypraments on the
Stevie Wonder tapes of Autolycus, confirming théeiplay between
reality and fictionality. What these references enasignificantly
perform is a connection between the theater aridgéestion into the so-
called real world. My point, particularly concergirRice Krispies, is

5 One could claim that Paulina has an outburst ds wiken she brings the baby to Leontes
and defends the infant and the queen in Act Il adgiénin the performance by Atores de Laura,
at least, the actress who plays Paulina acts tiEseswith impressive anger and fervour. |
would like to thank professors Marlene Soares dast@ and José Roberto O’'Shea for this
precious observation.
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that Complicité’s real-life reference may have besgvertisement
(perhaps mandatory by contract) of a sponsor ofpitueluction but,

simultaneously, it could have been a criticismh## fact that much of
the world today is subjected to a capitalist idggloand even the arts
need corporate sponsoring. In other words, | belithat a real-life

reference to a sponsor could be a theatricalizireyiceé that

communicates on the real world, establishing aqoet to a certain
situation (that of arts being subjected to caiali

Theater critic Charles Spencer considers these-lifeal
references “significant liberties [taken] with thext,” and Robert
Hewison explicitly praises these “liberties,” adglithat the company
can offer “a new approach to an old play.” MichB#lington, however,
criticizes the frequent “sacrificing” of the text'sneanings “to
Complicité’'s  self-delighting cleverness,” being sthi sacrifice
exemplified precisely with those real-life refereac To illustrate,
Billington argues that at the finding of the baby the Old Shepherd
“jokes about sponsorsbscure[ed] the lines that are the play’s leitioti
‘Thou met'st with things dying, | with things neveim” (emphasis
added). As already stated, | think the real-liferences (in jokes or not)
can be a clever criticism of a capitalist systent, lbt me be clear that |
would not enjoy these jokes at the sacrifice of deliverycifcial lines,
especially if the added references distracted gidgeace and diminished
the focus on thematic aspects of the production.

Next, other uses of the devices occur when Marmiltells his
sad tale. Mamillius clearly acts as narrator (catichg a role-playing
within his role), not only in the sense predicteg $hakespeare, in
which the boy says a line that starts to tell aysftthere was a man...”),
but also given the blocking developed by the corgpae. the visual
organization of the characters involved in his#illing, and the way
this blocking creates an on-stage audience to Miasiilpresentation.
The boy is placed at the center of a semi-circéndp surrounded by
other characters (his mother Hermione, and heefdivho act as his
listeners, attending Mamillius’ storytelling as rhuas those actual
spectators who face the stage outside the fictioealm of the
production. The next figure illustrates the scene:
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Fig. 7. Mamillius tells a sad tale (Coplicité)

The scene is interrupted by Leontes’ entrance tous
Hermione of adultery, and the child’s tale tellisgems therefore to
anticipate to the audience the fact that there ‘isad tale” going on,
since the events in the Sicilian coare tragic. However, connecting
this tale telling to the theme of Time and the goaf the director
(discussed before, concerning making the productiomic with an
emphasis on love and not on destruction), this @&agien for tragedy is
not fulfilled. This is so because in this scenevaman fig. 7, and in the
following scene (in which Leontes exposes his tintsignd accuses the
gueen), the spectators are led to believe thgpehfermance is going to
be a sad tale in itself, but with the passagermétin the storyand the
passage of the production itself (exploring itsyalamanner and comic
inventiveness), the emphasis on developing thethain a comic way,
aimed at by Arden, is revealed. In other words, Hazel tale is
concretized only in the sense that terrible thidgshappen, but this
nomenclature “sad tale” does not apply to the petido itself (nor even
to the story’s resolution). Unfortunately, the fétat | could not watch
this staging limits my ability to offer further exgles of how Arden
makes the story comic, and | can only simply relyher statements of
intention and other written registers.
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Let us now look at the “exit, pursued by a bearérsc
Complicité’'s bear carries the taste of a spectarid the sense of
flamboyance, thus constituting a device that exgdoand emphasizes
specific theatrical means and the fictionality loé foroduction. In other
words, Complicité’s bear scene celebrates theatdrita liberties and
possibilities, through the development of the cooaped stage direction
in such aspectaculamanner. Holland even describes the bear as “huge”
and “vampiric” (125). Further, thway the bear appears, emerging from
the floorcloth and with the “help” of the other axd, reinforces the use
of theatricalizing devices in terms of the artdiliy of the scene. The
figure below shows the famous stage direction gldyeComplicité:

Fig. 8. “Exit, pursued by a bear” (Complicité)

The bear, in being an element representative afr@and its
wilderness that kills some (the ship crew and Aorigs) while it hosts
and saves others (the baby Perdita), is also celatehe Time-Truth
scheme. To be clear, nature is destroyer (e.g. wieresented by the
winter season and the bear), and it is also hé¢aleen represented by
the spring time). In addition, it seems that sudhtht of natures
character is revealed with the passage of timéoeldear, first there is a
sad winter, marked by tragic events in the Sicikkaurt, and a winter
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which culminates with the savage bear destroyintjgénus and with
the deaths of the mariners—that is, those people wdrk as “agents”
for the tyrannous Leontes, obeying the kindéstructiveorders. Then,
as time passes, nature is revealed to be an afjhatling and renewal
as well: with the passage of sixteen years, themes an especial
spring time that inspires the story’s final happganciliations, which
are possible after this long gap of time in whibk former tyrannous
king is now penitent and regretful, while the quéemeady to forgive
her husband and be restored to her family. In shione reveals the
truth of nature’s cycles: after a period of dedinrg nature (aligned
with the passage of time itself) shall enable éopdenf healing.

Finally, there is theatricalizing device use atfils entrance of
the Old Shepherd, when he is looking for his Idseep. Holland
comments that in this entrance there is “the aceminpent of the rest
of the cast baa-ing away as lost sheep, pursuedHyman sheepdoly”
(125). In my view, this scene uses theatricalizidgvices by its
unashamed artificiality. Besides, it clearly (thbugspectfully) mocks
the classic problem of staging animals. “Clearlgthuse Complicité’s
lost sheep and sheepdog do not eloexk like real animals and do not
evenattemptto do so; the actors merely get down on all faurd wear
masks, in such a way as to suggest foatthat momentthey are
animals. “Respectfully” because at the same tina¢ there is a clear
attempt atot looking like real animals, the simple “dressing wgth
masks can be understood as a celebration of aitaabheans, in which
little is needed, visually, to play a new role {firis case, an animal) and
move on with the production.

In short, then, the entrance of the Old Shephef@omplicité’s
production is a scene that makes use of the devVieas discussing
precisely for its playful approach to a hard issuéheater, in which the
actors’ mere wearing of masks enables them to stageals, and also
somehow shows to the audience how theater work$i@wdictions are
developed (the staging of the bear, likewise, calels the means of
theater). The entrance of the sheep and sheepditlgsisated in the
figure that follows (the Old Shepherd himself doed appear in the
image):

® The entrance of the Old Shepherd in Atores ded’awroduction is, likewise, noteworthy:
the Old Shepherd enters humorously calling hisshsep—"Ofélia! Desdémona! Miranda!"—
making a literary reference to well-known Shakespaa characters.
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Fig. 9. The lost sheep (Complicité)

The scene of the sheep, sheepdog and Old Shelaukidg
for lost animals (before finding the baby Perditan be associated with
two important themes of the story: one is thatosk| and the other that
of hope. The connection to loss is quite clear:shigjects in fig. 9 are
looking for something that is lost (two sheep), dinel story addresses
the loss of people who are separated from theovieel ones (Mamillius
and Antigonus, who die, Perdita, who is abandored] Hermione,
allegedly dead too) and the sad consequencesofmblings (Leontes,
for instance, seems 1ose also the pleasure for life, and lives to pay
penitence). Furthermore, the scene connects tothtbme of hope
because there is not only loss, but the chancedio for that which is
missing. In other words, it is evident that thepterd and his animals
hope to find the lost animals, and make the necgsfforts that are
available to see if they accomplish this task. His tsense, then, the
scene suggests persistency and attitude towardsghe of loss, and
keeping one’s hope that such losses can be fouhdeanvered.
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Many reviewers received Complicité’s performanaaaekably
well. Jan Sewell claims that Complicité’s stagiad[p]erhaps the most
admired production [oThe Winter's Talpof modern times” (140). lan
Shuttleworth, equally pleased, exalts that “[rjprds theater so
wondrous,” and states that “[t{lhe Complicité styfehigh theatricality is
here employed to marvelous effect across an ergjpectrum of
emotion.” Jane Edwardes adds that the group’s ‘iggsinthusiasm and
commitment is overwhelming,” and believes that “Qdioité have
proved the point that they can deal with classteats in their own
way.” Emma Lilly, in turn, praises the ensemblersse “Complicité’s
forte, when they move together as if they'd beepassted at birth.”
Victoria Smith classifies the production as joyltd says that “the
tragedy of the tale is never neglected,” and thisa particularly due to
the “passionate” acting of Simon McBurney’s Leontes

Still among positive comments, Paul Taylor (who visghly
critical of the RSC’s production) enjoys the grapdynamism,
exuberance, and “vividly physicalized theaterGe§turey while
Benedict Nightingale says that “[tlhe energy, cotmmeint, theatricality,
and inventiveness are as strong as ever.” Chapescgr deems the
production as “magical” and thinks it “honors thgseat play while
doing full justice to Complicité’s distinctive eautgicity.” Additionally,
Spencer praises the way movement and body languagiee group’s
distinctive physical theater, “brilliantly illumines the text, and almost
every scene has a vitality that forces you to amrsine play afresh.” At
last, Spencer concludes that this production redefo Complicité’s
“power to astonish.”

With less excited opinions, Michael Arditti and RobGore-
Langton seem to share a dislike for the devicesithtneir view go too
far or seem gratuitous to the themes and develon@nthe story.
More specifically, Arditti criticizes that there istoo much
“extravaganza” and a frequent focus on individuabnments that
damages the idea of a whole. In Gore-Langton’s vi&e production
displays “the self-conscious inventiveness of AmtalArden’s
direction” but lacks neatness (“[it] is an inspinegss, but a mess all the
same”), and the reviewer laments that among iegat confusion, “the
cold, penitential grace and tragic ebb have gorssing.” In a similar
tone, Paul Taylor, apart from some compliments eaf@ntioned,
criticizes that Complicité are, at times, more @ned with exhibiting
themselves and their inventiveness than with ekplothe possibilities
of a Shakespearean text. As he puts it, TayloikdsIsome business
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which he thinks are added simply “in order to gefuick, local titter”
from the audience.

To sum up, while many critics endorse and enjoy Ql@ité’s
liberties, creativity and surprising effects, a feansider that some of
the added business have the counterproductiveteffeerasing the
focus on relevant themes and end up instead simglgbrating the
company'’s style and imagination. On this note,iterate my position
that the added business to a production, includihg use of
theatricalizing devices, should be used with resfmlity, in order to
contributeto the production and its goals and attempted inganbeing
always related to specific themes and motivations of skegging. In
other words, the devices shouehhancethe treatment of specific
themes that the artists want to convey, insteaatafing, obscuring, and
diminishing these themes to favor mere self-display

Further, as much as theatricalizing devices, givgnapproach
to them, work to celebrate the art of theater ahd imedium’s
potentialities and beauties (and here lies ribk of losing the bigger
focus), the devices are equally useful and necgdsafacilitate the
communication of certain attempted themes and itedke audience,
which may refer more or less directly to concerhfiuman beings in
general (their experiences and shared feelings, eiaample) and
concerns of the given context involved, in parteult is required, then,
that when the companies employ theatricalizing aksyi they mind the
risk of falling into the trap of narcissistic selisplay, and actually
guarantee the two-fold purpose of such deviceg,ithdhat they both
pay homage to the theater medium, and help edtaliismes and
meanings that communicate to the spectators ard réed world and
concerns, being in this way much more meaningful.
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Chapter 5
Snowflakes & Sunflowers: Folger Theatre

“And thereby hangs a talé.”

| attended live a production dthe Winter's Talan February
2009, at the Folger Theatre, in the Folger Shalaspéibrary in
Washington, DC. On that occasion | collected thegmam and the
invitation leaflet, and took notes during the intdrand right after the
end of the production. A few months later, | rededsand received a
generous selection of photographs and publisheidwsy as well as a
copy of the final script. In other words, my anaysf this production
takes place through both performance analysis ahéater
historiography.

The invitation leaflet of this production offergbmpse of what
the spectator can expect when attending the tbehtperformance:
“Love at first sight. Parted families reunited. Rises broken, hope
found. With all the magic of a fairy tale, Shakemgés late romance
resonates with nature’s perpetual powers of renéwidie excerpt
clearly indicates the production’s concern withtoegtion, reunion, and
renewal, as well as the finding of hope. In othesrdg, the Folger
production does not seem to focus so much on thwdéive part (like
Complicité’s), but instead on how destruction canréversed to more
joyful days. In this way, it seems that directoald Robison had the
word “hope” in mind.

In light of the general context of the Folger protilon opening
in the same weelind city in which Barack Obama was inaugurated as
the United States’ President, one wonders aboupdtissible relations
between this political context and the Folger appafocus on the idea
of finding hope. The Capitol (where Obama took gissidential oath)
and the Folger Shakespeare Library (which host§thger Theatre and
their performances) are separated by two blockg, amthe central area
of DC. Therefore, one may argue that the sele@mhinterpretation of
Shakespeare’$he Winter's Taldy Folger is very likely to have been
marked by the “Obamania” and its slogans of hope etrangé. The
following brief review of the American context sobefore Obama’s

! Jaques’ line if\s You Like IfAct Il scene vii).

2 The Folger first complete rehearsal of the producatiates of 29 December 2008 (according

to the final script made available to me), whichame Obama had already been elected, but not
yet inaugurated.
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election attempts to offer insights on the possiblations between this
context and the Folger playtext selection, intdgiren, and conception.

James Carville argues that in the context of theedgan
Presidential elections of 2008 people were concewith an on-going
general decline of the nation: “Americans [weredisg their standard of
living starting to slip away. They [were seeinggithnational prestige
decline. They [were seeing] the budget deficit gngt (82). This
excerpt indicates an overall dissatisfaction of ynAmericans with the
routes the country was taking. Indeed, David Genmgealls that under
the government of George W. Bush the U.S. had fessatds ofowest
economic growth and job increases (in fact, thenentc decline and
loss of jobs were serious). Gergen says also thBush's years, while
poverty went up, the average income went down figmitly, and this
“has left a lot of scars” in the population (95ente, Gergen holds that
many considered Bush “a huge disappointment” (84Y claims that
issues such as the economic troubles and the e@r®la widespread
feeling that some changes would do the country good

Christopher Arterton and William Greener, in tuamgue that
Obama was successfully elected for conducting &mpaign precisely
under the themes of hope and change in the lighdoaiestic policy
matters regarding jobs, health care, taxes ancé¢baomy in general.
As Arterton and Greener put it, Obama “himself edibd change,”
while the president at the time, Bush, as wellhas dther candidates,
Hillary Clinton and John McCain, “were all part thfe [old] package”
(176). Further, Arterton and Greener report thapalis a significant
number of the electorate considered that “the dmtdi quality that
mattered most [...] was ‘can bring change™ (17B)is, again, clearly
signals that things were not going well in the U&hd for that reason
change was desirable.

Something else that contributed to the feeling thats a time
for change was that in 2008 the American economgiscdeveloped
much more deeply and a great world recession emefgee crisis hit
the U.S. in September that year, when the megadiabhcorporation
Lehman Brothers filed for bankruptcy; the stock kearstarted to
descend, and the credit market froze. It is easilgerstandable, then,
how the election was later won by the candidatesicemed the most apt
to bring change. In fact, as Dennis W. Johnson pu908 was a year
of a “transformational election” (2), motivated the concern with the
economy and jobs, the urge to change, and the tigiethe country
could get a second chance to recover from BuskisJahnson offers a
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broad perception of the context of 2008 U.S., wdahbe quoted at
length:

The Iraq war was still costing American and Irége$s and
money; the war on terror was heating up in Afgh@amisThe
economy was in the doldrums, the subprime mortgage
market hurt many, depressed home values, and drighit
many more. The bruises of government incompeterszke h
still not healed from the Katrina catastrophe. Moifter
month, the reputation and approval rating of PesgidBush
plummeted, and his administration could not catbineak as
bad news piled on top of bad news. Nearly nineajuen
Americans felt that the country was heading in treng
direction, a sure indicator of profound discont¢a8)

Thus, there seems to be agreement among the atitfabrhe
U.S. in 2008 was in the mood for change, givenntiestly unsatisfying
results at the end of eight years of Bush’'s adrmatisn. The Wall
Street meltdown and the wars were some of the fadtwat led the
American people to look for new representation, rm@aposals, and
allegedly different approaches. The decrease @frathtions’ regard for
the U.S., aligned with the country’s poor perforcenvhen it came to
economy, health care, taxes, housing, and jobsedadiine emergence of
hope: hope that past mistakes (from Bush'’s yeaightnibe redeemed
and that bad situations might be recovered; hdge, that the country
might have a new chance to get on a right trackpoeilan short, for
restoration and renewal. And it is within this vergntext that Folger
decided to stag€he Winter's Talelnserted in this perspective of hope,
it seems to me that the company interpreted thgteplaas a way to
develop a thematic construct focused on regenearatio renewal, or, in
other words, as a way to, using theater, tell theeAcan people that it
was time for change and that a new generation ek inings right.

In light of the country’s general context and thesgble
relationship between this context and the Folgeoicgh for and
interpretation of The Winter's Tale the conception the company
developed to perform the playtext evidently aligm&l continues with
the perspective on faith, hope and optimism. | arthat the Folger
production develops the conception of adult fairy taletold in the
form of abedtime storytellindpetween a father and a son, the former
telling the latter the story ofhe Winter's Talatself (though sometimes
it is the kid who reads from the book), in a sdrplay-within-the-play
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frame (this point is further explained later). Alsauch a bedtime tale
holds the feeling of a happy ending, as typicafaify tales, and as
desired by the audience in the American conteketp faith and hope
alive. From this claim, the Folger conception ofadspeare’s text
centers on the fictionality of a tale that, everoutph full of
improbabilities, still deals with real feelings atimmes.

The program’s front cover features the image ofakenfigure
with his back to the viewer, walking through a wint path, under the
words “Pray you sit by us, and tell ’s a tale,” d®rmctually written by
Shakespeare to be spoken by Hermione to Mamilins program’s
front cover is included in the Appendixes). Theichmf this saying to
appear on the cover of the program hints at thecequiion of the
playtext developed by Folger as a story regardefictisn, a tale for
distraction, “a story to be told or read in frofitadfire on a long winter’'s
night” (Barbara A. Mowat and Paul Werstine qtdthe Folger program
16-17). Indeed, the program reprints a passage ftben Folger
Shakespeare Library’s edition @he Winter's Talgedited by Mowat
and Werstine, worth quoting at length:

One of Shakespeare’s very late playse Winter's Talguts
onstage a story so filled with improbabilities thibe play
occasionally seems amused at its own audacity. Near
story’s end, as incredible details accumulate, cma&racter
says, ‘This news which is called true is so likeo&htale that
the verity [i.e. the truth] of it is in strong susipn.” He has
just exclaimed, ‘Such a deal of wonder is brokehwithin
this hour that ballad makers [the tabloid writer§ o
Shakespeare’s day] cannot be able to expressstthA ‘old
tale’ spins to its remarkable conclusion, anothiearacter
tells us that what we are about to see, ‘Were tittbld you,
should be hooted at/Like an old tale.” The sensethef
incredible and the wonderful seems built into tkesign of
the play, as its title indicates. And the play’aldgue forces
upon us an awareness of that title's significarfgtl. in the
Folger program 15, explanatory notes in the orijjina

Even though the Folger conception highlights ttedidnality
aspect in the shape of a bedtime story (emphasikimgvords “tell us a
tale” in the program’s front cover), the performaiscprogram cites
Mowat and Werstine's work once more, saying thgjef the story the
play tells is at the same time solidly groundedhia everyday [...]. The
monstrous jealousy that descends upon Leontes §egms not
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unfamiliar as an emotional state that can threateyone who loves
someone else and who is thus vulnerable to lossbatcyal” (the
Folger program 15-16). Hence, it seems that Thie Winter's Talas
simultaneously a way to get someone distracted fiautine problems,
i.e. a tale for leisure “in front of a firednd a reflection on mundane
problems and issues specific to human relationshipg emotions,
which refer to each spectator, outside the theatent. Moreover, by
presenting a story that shows errors being made wamdade, the
production gives hope for the possibility of regatien and renewal—
in alignment with the overall feeling in the U.®ntext.

Director Robison’s notes offered in the productioprogram
clearly indicate his view of Shakespeare’s playtexa fairy tale (staged
as a bedtime story): “I've wanted to dirédte Winter's Taldor some
time, because it strikes me as the most matureeoptoblem plays. It's
an adult fairy taleof emotional depth, extreme behavior, and complex
relationships” (6, emphasis added). While thistidta confirms my
claim about the conception being focused on fictiiby, the rest of the
director's speech points to the themes of intenestthe given
circumstances. Robison says: “[tlhe story is onepmimise lost and
hope found.Change is in the air todayThe Winter's Taleis
Shakespeare’s most mature examination of that cuildf@m loss to
hope, from sin to redemptiorirom one generation to the néxpo,
emphasis added). This latter citation significastipws that the director
himself acknowledges the craving for renewal aredltbpe for change
in the context at stake. This acknowledgment ishligigignificant in
helping support my claim that there was stronguigriice of the context
experienced by the U.S. at that time in the groohtce, interpretation,
and conception ofhe Winter's Tale.

Finally, the dramaturg Michele Osherow also proside
important remarks that hint at the company’s cotioaf The Winter’s
Tale and the possible reasons and motivations behiickitin light of
the context involved)According to Osherow, Robison’s conception
“highlights the fairy-tale nature of this story” )(6Moreover, the
dramaturg supports the claim th@ihe Winter's Tale by Folger is
specifically anadult tale, which “underscores the difference between
adult and children’s fairy tales. In adult fairyeta the true magic lies in
human possibility” (7). So, having Folger conceibe playtext as a
bedtime storytelling, Osherow hints that it is aathild’s bedtime story
(only), but also a tale for adults, especially thego need to be hopeful
and to remember that there shall be light at tltbadrihe path—in other
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words, a bedtime story told by adults to adulthwéal-world concerns,
particularly in the given context described.

To be clear, the tale for adults framed as a bedstorytelling
(which presents a father and his child in pajameaglingThe Winter's
Talefrom a book) connects to the overall context of @&z election in
the sense that, for many Americans dissatisfiech wite country’s
problematic situation at the time, it was time ébange, as if leaving a
sort of nightmare behind (that of the world recmssiand all its
consequences, and the poor performance of thergdaninany matters
after eight years of Bush’s administration), andadning a new dream.
In this sense, the Folger conception of a bedtitog/telling might aim
at motivating such new dreams and hopes, and fmhew beginning
or a new chapter in the country’s history. Furtlieindicates that time
can heal errors and is, therefore, an importamete in the production.

Several theater critics praised the conceptionnoaadult fairy
tale told in the form of a bedtime storytelling.ndaHorwitz, for
instance, thinks that this conception enablesitied festorations of the
story, because fairy tales are supposed to endlhaBprbara Mackay,
in turn, says that, with the conception developdide director
“suggest[s] that in fairy tales, improbable thidggppen and that fantasy
can be easily mingled with fact.” David Cannon’snign is that the
Folger production is an adult fairy talgpdated for modern audienges
and its framing device of bedtime storytelling tsetp handle the story’s
shifts in mood. As he puts it, the device “emphesithe fairy tale
aspect of this script and simplifies some of thioac’

Susan Berlin, in turn, states that Shakespearafal strong
reliance on an atmosphere of fantasy and emotiomhe Winter's Tale
is enhanced by director Robison’s device of proulyidi as a play-
within-a-play, with the father-child prologue desicFinally, David
Siegel defends that the adult bedtime storyteltegeloped by Folger
creates a “modern dress production without pompcaiedmstance [...],
suffused with rich visual cues that give a delidaded to the audience’s
appreciation of the road to salvation.” He citegedsvant visual cues a
child’s stuffed bear “tenderly sitting on a woodsair,” and a fairy tale
book that father and child handle throughout thaelpction.

Glen Weldon, however, is less receptive to the eption and
the father and child device. Weldon describes tleaton of an outer
play as “a framing device that ties the eveningnug pat little bow with
the unintended effect of lowering the stakes rathegcipitously.”
Weldon'’s reference to an unintended effect sugdestsartly validates
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the father and child frame. As for the conceptibadult fairy tale (told
in bedtime storytelling), he says:

I'm still not sold on the fairytale device, whiclobs the
evening of a favorite bit (Time doesn’t get theapeg part
Shakespeare wrote for him/her/it), and as for they'p
famous stage direction (“Exit, pursued by a beat’y, still

here, although the pivotal and tragic scene in lvhic
features has been tweaked to align it more squavithythe
bright Bohemian Rhapsody of the play’s latter h@leverly
tweaked, yes—but if you enjoy the first half’'s Tatzx and
Fugue in D minor, you won't be prepared for sudffrastic
key change.

My own view is that the conception works in effeeti
alignment with a story full of “magical” improbatiés, with the themes
it addresses, and with the stage decisions mad®lger, in that many
of the devices developed by the company match tharpretation of
Shakespeare’s text as an adult fairy tale. In aiwleee this claim better,
let us look at the stage production in more detabserving and
discussing selected scenes. Let us do so bearimgind the overall
context behind the production and the conceptioveldped by the
company, so as to analyze how the theatricalizingicés used by
Folger enhance the effective communication of themmany’'s
conception and attempted thematic constructs of lamgol renewal.

According to Mowat and Werstine (gtd. in the Folgesgram),
The Winter's Talécalls for some of Shakespeare’s most daring pieces
of stagecraft and pulls out all the stops at the eith a remarkable
piece of theatrical artistry” (17). The inclusiori this note in the
program signals the Folger interest not in avoidibgt quite on the
contrary, inexploring the text's alleged improbabilities in a creative
fashion. This point indicates the likelihood ofdgrounding the kind of
devices that interests me in this stage performandeesearch.

One of the most remarkable theatricalizing deviodbe Folger
staging is, precisely, the bedtime storytellingrfeain a prologue not
foreseen in the Bard’'s playtext. As mentioned leefdne frame of an
adult fairy tale, with the anticipation of a happgding, matches the
overall feeling of keeping hope alive, being thekevant to the context
of the staging. Additionally, the bedtime stonyitedl frame gives the
production a play-within-the-play structure, beitigat the outer play
consists of a father and his child sharing a beslsiory while the inner
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play is the plot ofThe Winter's Taldtself. Director Robison uses the
actors who play Antigonus and Mamillius to douliede new roles.
The father and child open the production in thidqgue, with the child
in his pajamas asking his father to tell a tale-iefpating a famous line
of the text, in which Mamillius® mother, queen Heome, asks her son
to tell a story, and the child replies that a sad & supposed to be best
for winter. The visual hints that point to a bedtistorytelling are, apart
from the pajamas, a teddy bear and a fairy talek lwoo stage, not to
mention the boy's specific request to his fathehe Tiigure below
portrays the device:

Fig. 10. The prologue (Folger)

It is interesting to note that the child actor (wisoactually a
girl) wears the blue pajamas shown above when migihie child from
the outer play, and a blood-red costume when piapiamillius. The
visual difference in the young actor's costumegp$iehe spectator to
avoid confusion and better to follow and understaimg doubling.
Unlike child/Mamillius, the actor playing the fathand Antigonus
wears the same black outfit for both characterd,this strategy allows
him to “enter” the play-within-the-play easily; thg, in one moment the
actor plays the father telling the story to thdd;hnolding the fairy tale
book, and without leaving the stage for a seconddre stand up and
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become/act as Antigonus. This happens, for examplhe staging of
Antigonus’ death. Regarding this scene, theatdiccbavid Cannon
says that “the famous ‘Exit, pursued by a beargetalirection is
wonderfully pulled off.” The next figure partly stvs the Folger
solution to such a famously troublesome yet mansekiage direction:

Fig. 11. “Exit, pursued by a bear” (Folger)

The adult actor is next to the baby’s basket, asganus, but
since his outfit is the same as that of the faltten the outer play, what
happens in the production is a quick merging oftthe stories, the one
told by a father at bedtime, and the one knowTlaes Winter's Tale
The boy in his pajamas holds his teddy bear, aokslat the scene as if
watching the story being narrated by his fatheguala character alone
in the wilderness with a basket containing a babybé¢ abandoned.
Then, the child suddenly jumps and stands up, atsbund of a
thunderstorm, and playfully chases his father/Aottigs with the teddy
bear—this chasing stages the death of Antigonusaiol/ in a less
tragic and non-horrific way, and at the same tirhesuggests the
interaction between father-narrator and son-listeh¢he bedtime story.
After that chase the boy and the father (no lorggtigonus) sit again
and take up the fairy tale book once more, so asmtinue the reading.
They act to be reading (with mimics) during thelalime between the
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Old Shepherd and the Clown, and at the end of teaesthe father
kisses the boy goodnight and the lights fade fer ithterval of the
production. After the interval they reappear, ahd father opens the
book and reads out loud the passage of sixtees pe#ng passed.

In the sequence just described, the actors petteemeading of
the playtext (outer playand the events that happen in the story being
read (inner play)—as | see it, this is a theatidgad) device as it reminds
the audience that all on stage is fictional, esplycbecause two layers
of fiction are staged and merge with each othekimgathe audience see
double. Further, this merging between Robison’sedddyer of story
(father and son’s bedtime storytelling) with theeets of The Winter's
Taleitself carries the sense of an “acted out” realltyhat | mean is that
the father could simply report to his son what kg but since this is
theater, the company decided to act out the momihtextensive use
of theatrical gestures and artifice—after all, #otor (Antigonus/father)
actsto be eaten by a bear only to, immediately afiérdlown again and
continue reading from a book.

The bear stage direction, written in such a coneisg by
Shakespeare, is broadly open to varied types gingfathat is, it can be
presented in a violent manner, in a comic way,noa i‘cute” way, for
instance. In the case of Folger, it seems thatatier was the option,
since the playful chase looks inconsequential pedgifor being playful,
and the Folger staging of it seems to diminishitberor of the situation
(in which a fictional persois devoured to death by a wild animal). The
decision to stage the bear scene in this way msfgignt in light of the
thematic constructs focused on hope and optimigemated by the
Folger production. To be clear, the terror of there is reduced by it
being staged in a charming, even sweet way. Heaheeway Folger
stages the scene aligns with the production’s divesduced focus on
destruction—as discussed before, the productiomsede aim at hope
and renewal, so a horrific staging of the bear sasguld disturb this
attempted goal.

The next sequence to be discussed is Hermioned. tri
Arguably, Shakespeare himself offers the posgibitit theatricalizing
devices in this scene, in at least two ways. Finstreating a sort of
ceremony within the play (a variation of metathedlowing Hornby,
which constitutes the devices | approach, as déstlsn the third
chapter). Second, in Hermione’s speech about her situation, she
cries that such predicament “is more/Than histay pattern, though
devised/And played to take spectatéigr behold me,/[...] a great king's
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daughter,/[...]/To prate and talk for life and horfore/Who please to
come and hedr(citation from the Folger final script). The adb#alics
show the references to theatrical metaphors ard“staged” reality in
the story, implying Hermione’s awareness of heritpms as a subject
being gazed by others (in a ceremony within thg)pl@hese elements,
predicted in Shakespeare’s text, do appear as isutie staging by
Folger, and constitute theatricalizing devices, batn more interested
in discussing the devices entirely designed byctrepany.

First, it is interesting to observe that Hermiosediessed as a
prisoner in a modern costume, and such a visuasidacprobably has
the effect on the audience of resonating familmages of imprisoned
people. One may go even further and claim that $awliiar image can
possibly enhance the spectators’ sympathetic ddtittowards the
wrongly accused queen, and urge in the audiencddsiee for justice.
The visual decision of a modern dress costume femrtibne (and in
fact, for the whole Sicilian cast) may work as aatnicalizing device
precisely by the estrangement it causes in thetajoee-the costumes
are so real-life like and yet, shown on stage in a finabworld, they
cause a sort of estrangement in the spectatorsfagleca staging so real
and at the same time so fictional. Another intémgsteature is the tied
hands of Hermione, which limit her movements, aoidé her to place
the strength of the defense on her own words, sheehas difficulty in
expressing herself in ways other than through speggain, this may
enhance the feeling of sympathy (and uneasinesshetralf of the
spectators. The figure below shows the innocentmjire her trial:
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Fig. 12. Hermione's trial (Folger)

Further on the trial scene, the most striking deviised by
Folger is the participation of the father—narradérbedtime stories—
and his son. When Leontes says “Break up the gafalse Oracle] and
read” it is neither Cleomenes nor Dion who read thessage (as
happens in the playtext), but rather it is the datimvolved in bedtime
storytelling. The father reads the Oracle’s mesdag®a his fairy tale
book, a prop from the outer play used in a scen¢hefinner play.
Because he readeom this object particularly, it is clear that the one
reading the message is the father, not Antigonosdif (who, as we
have seen, is played by the same actor with the samstume), nor the
messengers written by Shakespeare or anyone fr@imrer play.

As the father reads that “Hermione is chaste, eoks
blameless, Camillo a true subject, Leontes a jesatgnant, his innocent
babe truly begotten; and the King shall live withan heir if that which
is lost be not found,” the child from the prologweacts, by screaming
“The great Apollo!” To this, the child receives enter smile by his
father, in a scene aligned with the company’s cptioe of a bedtime
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storytelling. It is interesting to notice that fathand child are
simultaneously unacknowledged by the Sicilian court, that is,
Shakespeare’s original characters do not interaith whem, but
obviously hear them, since the reading of the @raderferes in the
trial itself and in the events that follow. In thigay, this particular
device is a theatricalizing one in its exploratminthe theater medium
itself, i.e. through the emphasis given on the tticed quality of the
staging, by merging the outer with the inner playg, means of the
insertion of two characters from the outer in theeir story.

The use made by Folger of the prologue’s fathersomdin the
trial scene is important also in terms of its magnto the story—
specifically concerning the themes of loss and iurOn this note, let
us first observe what theater reviewer GeorginaroRetla says.
Petronella praises the father-son’s bedtime stiingeand participation
throughout the production as an “ingenious” waystdve most of the
alleged problems of the text, saying: “[t{lhe strarwists of the plot
make sense, somehow, when dreamed into existenaa byaginative
child during story-time.” More importantly, Petrdlzethinks that the
double-casting of Zophia Pryzby as Mamillius andldchand of
Lawrence Redmond as Antigonus and father is igtsili, for
“Antigonus and Mamillius, after all, are the onligazacters not to get a
happy ending. [...] So it is somehow fitting thhese two dead ones,
these two lost ones, are the ones who wait andhitting like ghosts
among the living. The device works beautifully.”

Petronella is right to see this connection betwdamillius and
Antigonus as being the only ones who do not padie in the joyful
reunion and regeneration of the story’s happy endithe reviewer is
then equally insightful to argue that it makes setisen, that the actors
who play these two characters double the fathercaiid from the outer
play. As | see it, Mamillius and Antigonus’ parpation in the inner
play of The Winter's Taledoes not end well, for they both die
unexpectedly, and the fact that they “become” (dmuthe characters
from the outer play can be seen as a paradigmeofMiole issue of
restoration and happy ending versus losses thatée recovered. To
be clear, those who are lost and gone forever eailel father and child
who tell a story about other people who, in tumget reunited and end
happily. Hence, the device of father (also Antiggnand child (also
Mamillius) reading the events that happen in theeinstory (as in the
trial, for example) is significant for its thematioplications concerning
loss and reunion—the two who cannot be reunitedratiee outer play,
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unacknowledged by the others, telling the stonthafse whocan be
reunited.

Let us now move to the Folger opening of the Baharpart. It
is a whole new place and time (sixteen years latehich severely
contrasts with Sicilia: in mood, more joyful, musicand relaxed; in
setting, less dark, with brighter skies and elesiédm nature; and in
costume, not dark and white only, but extravagaotiorful. On this
note, theater critic Barbara Mackay validates tbatrasts, observing
that lighting, set, costume, and music align with play’'s moods (and
changes of mood), contributing to the delivery of “delicate,
complicated text about trust, faith, redemption aedonciliation.”
Another critic, Susan Berlin, similarly praisesgbalifferences, arguing
that sets, costumes and lighting effectively bridige shifts between
Sicilia and Bohemia. Critic Missy Frederick, in imsar tone, claims
that the Folger production does “an excellent jdbplaying up the
play’'s duality,” exemplifying the claim with the saal contrasts
between Sicilia (“appropriately atmospheric, withlark, snow-flecked
set”) and Bohemia (“marked by sprouting sunflowdmsghter skies”).
Figs. 13 and 14 show the contrasts:

Fig. 13. Sicilia (Folger)
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Fig. 14. Bohemia (Folger)

The devices | am interested in are at stake in Rblger
transition from Sicilia to Bohemia soon after thermtor/father reads
this transition from the book. This kind of devican be noticed in the
fact that the actors themselves transform thengettom a dark, somber
Sicilia to a more lively and colorful Bohemia, ihet opening of the
sequence. They operate this transformation by iegtethe stage
dancing and singing, with their colorful costumessbepherds and
shepherdesses, and displaying body movements réhatoticeably less
“angular” and more expansive than those shownaertrégic part. Then,
these characters bring props to the stage (suchicagc and fruit
baskets), and turn the columns of the auditoriomfa black glass with
stylized snowflakes to wallpaper that imitates aebsky with clouds.
They also throw flower’s petals on the floor.

That the actors themselves change the settingicihpto the
gaze of the spectators, clearly reminds the audiemembers that they
are attending a theatrical performance, in whidtings need to change
and somebody needs to perform the changes. Y&, ifhportant to
acknowledge that the device of actors themselvargihg the setting is
somewhat common in modern Western theater, arnisrsénse it may
not be a very startling technique. Still, |1 thirkat this fact does not
invalidate this moment's relevance in this producti especially
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because the changing of sets as it is done by Fslggests thdtuman

agencycan play a role in issues of regeneration andreéiimes (that
is, people, represented by the actors, can makgshthange!). The
moment is also important because the differencésdes Sicilia and
Bohemia are an issue connected to the Time-Trd#iigeship that |

pay particular attention to. Let us take a loothé in more detail.

The sets in Sicilia are dark and black. The stad@ntns mime
snowflakes, symbolizing winter. Meanwhile, the segtsBohemia are
bright, and the columns represent a clear skybnght day. Objects in
Bohemia are colourful, and there is nature in threnfof sunflowers in
the background. The contrasting sets suggestuttedf the story itself:
first it is a winter tragedy, and later, with thaesgage of time, it becomes
a spring comedy with restoration, renewal, forge&s and ultimate
happy ending (though with some losses not recoyehedhis way, the
visual elements used suggest that the passagenef from wintery
Sicilia to spring-like Bohemia, sixteen years lateslds the truth of the
Folger staging, i.e. that after a tragedy, comedy eestoration shall
take place. It is important that this truth ariskem deliberate
explorations of fictionality (regarding those deascin the changes of
set, props and costumes), because this implieghbateferred devices
help tell the story and suggest its themes. Findlig truth of the Folger
production is relevant if we recall, again, thae tgroup aimed at
optimism and hope: hope that after the storm tisiwadl be brighter
days, a feeling shared in the real world of the Acam audience, as we
recall, given the context of the U.S. at the time.

The next scene to be discussed is the reportingeodita’s
recovery as the lost baby and her reunion with tesonThe Folger
production stages this scene with the father aild filom the outer play
in a conversation with Autolycus. In this dialogtleese three characters
discuss the revelation of Perdita’s identity, whileShakespeare’s text
such dialogue is assigned to three gentlemen. yauslasks the father
about Leontes’ reunion with Perdita, and the fathetding the fairy
tale book from the prologue, tells about the Ol@@@terd’s adoption of
the girl in the past. The father then acknowledgesdoes not know
more about the events, and calls the child fromaimer play to give
more details. The boy enters and reads Shakespdares from that
fairy tale book: “The oracle is fulfilled: the Kirgydaughter is found!
Such a deal of wonder is broken out within this rhihat story-makers
cannot be able to express it.” Next, the fathesp akferring to the book,
now held by the child, reads more about the Oradidfillment: “The
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King, being ready to leap out of himself for joyhe$ found daughter, as
if that joy were now become a loss, cries ‘O, thytmer, thy mother?
then asks Bohemia forgiveness, then embraces hisndaw, then he
thanks the Old Shepherd, who stands by like a wedtitten conduit of
many kings’ reigns.” The next figure shows thislagae:

Fig. 15. The reporting of Perdita’s recognition |(fer)

The entire interaction between Autolycus, from itmeer play,
with the father and child, who are devised by Folged pertain to the
outer play, as framed by the company, is a theditzing device exactly
because these characters belong to different riigkiovorlds and merge
these worlds for a moment. The interaction betwelearacters from
different fictions or different levels of stagedality is achievable only
because the production itself addresses fictignalitts own conception
(by being a bedtime storytelling). In this sen$e audience faces two
levels of reality (that is, it sees double), andefa moreover, the
merging of the boundaries between these fictiortss Tlearly calls
attention to the fictionality on stage, and to theatrical medium in
itself. Besides, the whole interaction between ati@rs from the inner
and outer plays suggests that the Folger perforenahather
theatricalizes a text that in its original is atlgaighly theatrical, with
many references to its fictionality and improbaiili
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This reporting scene is connected to the themesaaivery of
losses, since Perdita is found again, and of hiopthe sense that the
Oracle gives hope, earlier, that the baby would réeovered, and
because that recovery actually happens, the wékkaping hope alive
is proved valid, at least in the case of the b&oyther, the fact that this
narration is made by the father and child is igrafient with the
conception of a bedtime storytelling, as those wéad the reporting
from the book are the narrator of the bedtime séony his listener, who
also becomes a narrator in the end. Consideringthiese father and
child, as discussed before, double those two loatacters that cannot
be recovered, it is telling that they narrate & foint the recovery of
the baby, with its associated idea that one mwsayd have hope. In
other words, while Mamillius and Antigonus are he#ébst forever, the
father and child are the ones to read the exchgitdome of the lost
ones can be found. Finally, it is possible, onceanto connect this
discussion to the context of the U.S., in that Eblgeem to try to
communicate that brighter days are ahead, andhdgile must believe
and have hope for a better future.

Next, let us observe the statue scene as stageHolmer.
Keeping her back to the audience, Hermione is atddnter of the
scene, and seems to be simultaneously guided Bn&awvords and in
control of all the others’ expectation and maruéttil the “awakening”
of the statue, the spectators face the expressioat other characters
but Hermione, and while she remains “statued,” te®moves around,
gazing at her, and goes to the floor, kneelinghedueen as if begging
her to awake and forgive him. This clearly consasith the earlier trial
scene, in which Leontes has his back to the audiand remains sitting,
unmoving, while Hermione moves around (though wigd hands) and
kneels. The figure below depicts the overall blagkof the characters in
the beginning of the scene:
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Fig. 16. The statue scene (Folger)

The statue scene by Folger presents a theatngpldevice in
the constitution of an on-stage audience (somethlinggested in
Shakespeare’s playtext) witnessing a sort of “shawshducted by
Paulina. Several characters play the role of awdgiemhile Paulina
directs the scene and Hermione has the leadingewtn though she is
back-turned to the regular, off-stage audience¥oAthe whole scene
has a sense of acted-out reality, not only by et that a fictional
charactelactsto be a statue, but also due to several linesespokthe
scene (written by Shakespeare and maintained insthging). For
instance, Paulina introduces the statue with thedsvd'But here it is.
Prepare/To see the life as lively mocked as euéri¢ep mocked
death,” and this saying shows that Folger are awfifeeir production’s
own fictionality—as an actor plays a character vaheys a statue, this
character does more than life mocking sleep orhgeis art mocking
art itself (i.e. Paulina’s art mocking the art tietplay as a whole).
Moreover, the sense of theatricalizing devicesis $cene is reinforced
by Paulina’'s awareness of the on-stage audiencdtarekpectations,
telling them to awake their faith and to be patiemtd by her call for
music to “awake” Hermione.

The restoration of Hermione in the statue scegalights the
character's connection with the Time-Truth relasioip that | am
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interested in. Early in the story the queen is seduof adultery, is
humiliated and exposed by her husband to the fetteocourt, and is
finally judged in a trial that holds no justicer(seé the accuser and judge
are not only the same person, but also a persorediately affected by
the events related to the accusation). Then, as passes, the truth of
Hermione’s character is revealed: the Oracle’s agesseaches to all, at
the end of the trial scene, that she is chaste],gmad innocent. In the
Folger production, particularly, Hermione kneelswdowhen being
publicly accused by her husband, and does so omce &t the trial.
Later, as truth emerges and time passes, it is teeowho appears
kneeling on the floor when in penitence, accomphing Paulina, and
again at the statue scene, in which he kneels dawtrthis timeto
Hermione, asking for her forgiveness and acknowtegldper chastity
and his errors. In this sense, the developmertieftory, aligned with
the blocking itself provided by the Folger stagihg)p to portray and
further highlight the fact that Hermione is goodlannocent—and the
passage of time is required for this truth of Heme's character to
emerge and be confirmed.

In the playtext, the story finishes as the reunitbdracters
happily depart from Paulina’s chapel. Yet, in thelgér theatrical
performance, there is an extra scene fully crebyethe company, right
after this departure. This very last image of tafggmance by Folger is
moving and successful for many critics (some haxmargued that it is
more moving than the statue scene). After the clenrsleave, Leontes
returns to the place where the statue was, maylotose the chapel's
door. He then encounters Mamillius, who has beead der sixteen
years at this time. Since the young actor appeitts thhe same red
costume in which Mamillius was last seen alive, Wwaow it is
Mamillius, not the child from the outer play. Kniegl on the floor, the
kid offers his hand to his father. Leontes, visibigved, approaches the
boy, kneels down, and they embrace each otherllyinath watery
eyes, Leontes turns his back and leaves the stadgehe lights fade out.
He cannot take Mamillius with him.

This visual interpolation by Folger can be seenetoploy
theatricalizing devices by exploring an artisticams, i.e. the fact that a
character is actually able to see, touch and erabaaloved one long
gone. In other words, Leontes not merely rememhésson in his
mind: because this is theater, Leontes is act@adilly to reach out to his
son for a last moment of tenderness and embraceas, Tthe scene
explores the theater medium which enables such kindnultiple-
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sensory memory of the character, something thas dmé¢ happen as
such in real life. The scene has been well-receibgdcritics like

Cannon, who says it gives the “often forgotten Mbunsi" the chance
for a final and “touching” appearance. Fig. 17 shdkis last encounter:

Fig. 17. The final embrace between Leontes and Mam{Folger)

This final creation by the company is highly sfgr@nt in terms
of the themes discussed in the story. Mamilliuthés personification of
the loss, the sweet child who dies unexpectedlgradt mysterious
disease (probably motivated by the unhappinessecnimgy the terrible
events that were happening in his family). He stiawdt be seen again,
and yet the Folger production places himtlaslast image before the
final fading of lights. This appearance does twpantant things: one, it
recalls the audience members that some losses tchanmnmade, and
two, it tells that, in any case, regardless of liteses, problems, and
pain, life must go on.

In this sense, it is possible to connect Mamillidgal
appearance to the context of the U.S. In the cosigxounding Folger
and their The Winter's Talge most people were looking forward to
change and were dissatisfied with the routes thmtcp was taking, as
discussed before. From this perspective, it sebatsHolger wanted to
convey the idea that even though the recent psslied in severe pains
(in the case of the U.S., wars, loss of jobs, emoaagecession, frozen
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credit market, etc.), the problems shall not bgdtten (like Mamillius
is not forgotten), but it is necessary to move od &ave hope that
things will turn out better. In short, then, eveough the re-appearance
of Mamillius sadly recalls a loss that cannot beoxered, it also
suggests that one must continue one’s way, afeffiods reconciliation
with the past (being this reconciliation symbolizby the embrace
between Mamillius and Leontes).

The production by Folger has been mostly well-resgtiby the
specialized audience. Cannon, for instance, thinks'a very satisfying
production [...], [that] proves that fairy talegarot just for kids, and old
tales can still speak to modern audiences.” Itniplied from this
criticism that if this old tale does speak to thediance a story of
restoration, it may develop a thematic construgtobd the artistic
boundaries, thus addressing the spectators inféadings for hope and
better days. In other words, Cannon’s opinion isglihat Folger were
probably successful in communicating their attemiptthematic
constructs to the American audience.

In a similar perspective, Jayne Blanchard statest the
production highlights “the dreamy, fairy-tale asjseof the play,” and
that “[b]y the play’s end, you find yourself warmbgdThe Winter's Tale
and the idea that with belief and forgiveness, kappdings are
plausible indeed.” So, in spite of disliking whdtesthinks is a “less
convincing” Bohemian part, Blanchard indicates tlia¢ “warmth”
offered can be related not only to the productidhsmes but to the
audience’s own feelings regarding their contexteality. In this case,
again, it seems that the production’s overall agpteh thematic
constructs and goals would have been achievedincpaffects on the
real world through artistic means.

As | watched the Folger staging liead experienced first-hand
the context of their performance (by being in th&.Uat the time of
Obama’s inauguration), | argue that the stagingcesefully connects
the company’s overall contextual circumstancesrantivations to their
decision of staging a story full of improbabilitiéas a fairy tale) and
also full of very real problems and feelings (sashloss and anxiety),
suggesting hope and renewal through the frame ro&gical tale. The
fact that the company develop a fairy tale in thenf of a bedtime
storytelling being read to a child, but which isedied to adults (an
“adult fairy tale,” as stated by the company’'s datumng), signals the
coexistence of the improbable and the real in geeific interpretation
developed for the performance, and signals too,e oagain, the
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optimistic perspectives aimed at being sent. Intshitcseems to me that
the conception and the way the performance unf(as the devices
discussed) match and reinforce each other.

Further, | believe that the Folger production fesiin favor of
the importance that the outside context can direptay on artistic
decisions. To be clear, it was seen in the previchapter that the
English context did not seem to play such a stiahg in the selected
stagings by the RSC and Complicité. The discussioifhe Winter's
Tale by Folger, on the other hamngkems to be much more strongly tied
to the outside circumstances at stake, as arguedghout this chapter.
Thus, the analysis of the Folger production corditme importance of
looking at a production’s given context, and itidates, also, the
structure used in this study for the analysis & pgerformances—a
structure centered on the notion of performancet, texhich
simultaneously looks into the stage elements aadthside contextual
factors.



100

Chapter 6
“Viro a Ampulheta e Salto a Minha Cend”
Companhia AtoresdelLaura

“We are time’s subjects”

Atores de Laura were formed in the city of Rio deelro, in
1992, after an actors’ workshop at a cultural aenéened Laura Alvim
(hence the name of the company). The directotsaatiime were Daniel
Herz and Susanna Kruger (the former still direlsésgroup which, since
June 2009, has become a cooperative of gatheristsharf-ollowing
their website, the group’s repertoire contains t&dpctions, and they
have always been dedicated to collective work andentering on the
actors as the vital components of the performanéexording to
Marlene Soares dos Santos (2006), the companydwyered prestige
over the years and have accumulated “unanimousessicand praise,
many awards, and, sometimes, even rewarding bdseoffeceipts”
(“Tropics™ 5). Still following Santos, their prodtions vary between
collectively written plays and “universal classic6Tropics” 5) that
include Mozart, Moliere, Fernando Pessoa (fragmentand
Shakespeare.

Specifically as regards Shakespeare, Atores de aldiust
performed a collection of fragments from severalthed Bard's texts,
titted Sonhos Shakespearianos de uma Noite de Invernaultiat's
Birthday [Shakespearean Dreams of a Winter's Night or Jidliet
Birthday] in 1995. Kruger says, in a testimony in the DVDMf{Conto
do Inverno that staging these fragments left the group witbraving”
for a full Shakespearean playtext, and wonderinthéy would ever
“have enough breath” for such endeavor (my traisiat That endeavor
came eventually, with their performance@fConto do Invernowhich
was conducted using the annotated transiabgrlosé Roberto O'Shea.

! Time's line inThe Winter's TaldAct IV scene i): “I turn my glass and give my seesuch
growing.” | have chosen to cite this verse as ppegvs in the translation by José Roberto
O’'Shea and as it is uttered in Atores de Lauragisy (i.e. in Portuguese), in an attempt to
honour both the awarded translation and the only-fglish speaking performance under
analysis. Even though | do not analyze the languageslation issues (see note 3), |
acknowledge the difficulties of approaching and rappating such an eloquent text as
Shakespeare’s in yet another language and coraext,for this reason | praise both the
translator and the company’s successful and vadueffibrts.

2 Hastings’ line inHenry IV part 2(Act | scene iii).

% 0 Conto do InvernoTrans. José Roberto O'Shea. S&o Paulo: llumin@e86. Even though
the production by Atores de Laura was performeBrawilian Portuguese, | have decided not
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O Conto do Inverndy Atores de Laura is the first professional
theatrical performance of this text on the Branilgtage, and the first
staging of a full Shakespearean text by the redecoempany. According
to Santos (the company’'s dramaturg for this prddoyt the actors
initially felt lost with the lack of previous refemces of stagings dihe
Winter’'s Talein Brazil, and later this feeling actually turnedo an
advantage: “it was entirely possible to imprint twenpany’s own mark
on the first staging of the play in Brazil, as @otor remarked from the
top of his youthful enthusiasm: ‘We are making drigt” (Santos
“Tropics” 8).

Atores de Laura’s production is the last one dised, in spite
of the fact that, chronologically, the last prodostis actually the
Folger one. The main reason to leave the Brazdiaduction to the end
is the unique experience | have had with this paldr performance: |
did not watch it live in 2004-2005, but | had thgportunity to watch
live a revived production in July 2008 (with minor changes in the
original casting). Moreover, | had access to a widecording of the
original production (from 2004, with director's andctors’
commentary), and Atores de Laura’s is the onlyheffour productions
that allowed me such mediatized resource. Besadewjith all the other
performances selected, | could collect reviews@mtographs, and like
the Folger production I could rely on the finaliptitoo; but in addition
to all that, with Atores de Laura | also had tharte to interview and
interact with the cast, attend a rehearsal (for rth@ved staging of

to address translation issues, first because thesfof my analysis has been the performance as
a whole, and second because, surely, an adequalgsianof the translation would merit a
study on its own. However, for my purpose hereah cay that O'Shea’s annotated, verse
translation, seeking as it does the constructiora déxt that is not unduly simplified or
naturalized and that aims at a poetic registenfoeies the company’s fairy-tale, non-life-like,
if 1 may, theatricalized conception. O’'Shea spellg such concerns about translation in
“Dessacralizando o ‘Verbo’ Shakespeariano: Traducinglistica e Cultural”;
“Impossibilidades e Possibilidades: Andlise da détethnce Dramatica”; “Performance e
Inser¢do CulturalAntony and Cleopatr@ Cymbeline, King of Britairem Portugués”; and
“Preface” (see References). Furthermore, O’'She& @ene-mail letter to Atores de Laura
(included in theAppendixes), discussing the challenges of apprapgiat “classic” text in
another language, time, place, and context. Heraklowith the director of the performance,
Daniel Herz, to offer assistance with the preparatf the final (and shorter) text to be uttered
on stage. In those meetings, Herz and O’Shea tdokaiccount both the fairy-tale conception
developed for the staging and O’Shea’s “stylizedinslation. As a matter of fact, | am
currently working on a study specifically focusedtbe performance by Atores de Laura vis-a-
vis the translation by O’'Shea.

4 The analysis that follows is based on the origig@D4 production, which | watched
mediatized, because | am interested indiiginal circumstances, goals and motivations of the
group to choose to stage this text in particular.
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2008), and interview the co-director of the compaatythe time,
Susanna Kruger (who also acts as Paulina).

In order to understand the conception and posgiidds of this
performance, it is valid to briefly look at the Bil&an contextual
moment in the early Z1century. The period immediately before the
opening of Atores de Laura’® Conto do Invernoin 2004 was
remarkable to Brazil's own history, specifically segards its political
administration and leadership. The reason for thate election, in
October 2002, of the first Brazilian president “wtan claim to be [a]
genuine [member] of the working class” (Love 30%he period of
interest to be contextualized in light of Atores ldsura’s production
involves the election of Luiz Inacio Lula da Silgaereafter Lula) and
his first eighteen months as president (2003-200dfpreO Conto do
Invernoopened in mid-2004.

One may claim that Lula’'s election signaled the eurfgr
transformation in the country: “the population istedl in the hope of
changing due to the deterioration of employmentiandme, and to the
subalternity that the social policies of the pregiogovernment were
relegated” (Cavalcanti 14, my translation). It sedimt people wanted
change so deeply that Lula, the candidate prewodsfeated three
times (1989, 1994, and 1998) finally succeedectindgelected. Indeed,
Richard Bourne (2008) describes the rise of Lulanthusiastic terms:
“there was a carnival in Brasilia; the poor, wosestudents, and
members of the social movements crowded the a@mandrCongress
[...] in a show of unity and celebration” (102). Ttgaying suggests a
context of high expectations for change, partiduldor those of a
poorer origin similar to the elected president’snown addition, after
being inaugurated, Lula explicitly stated that red tbeen elected to
bring changes (Viana 42).

Cavalcanti reiterates that Lula’s government (asteén the first
term, the period of interest here), had a dual :fammservative in
economic matters, and reformative in the politicatea. The
conservative feature relates to the maintenancecohomic stability,
control of inflation rates, and flexible curreneyhereas the reformative
feature relates to the project of advancing sopalitics regarding
redistribution of income, the valuing of citizenshand the fight against
social inequalities (through programs suchLag Para Todos, Bolsa
Familia, Fome Zerp and others, implemented later in Lula’'s
presidency). Yet, as Cavalcanti puts it, the ihitimmes of Lula’s
government were more successful in terms of econtbray of social
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changes (the latter only effectively started teaifter the second year
of Lula’s term, i.e. in 2004).

While a mostly positive consensus was developefthvor of
the worker president in his first year of governin@aderet al 80), the
population’s patience to wait for improvements worcial fields soon
reached its limit, and the high popularity of thevgrnment suffered
some damage. It was difficult for the governmergnable the country’s
growth given the still high (though controlled)latfon rate, and the rise
of the country’s debts and expenses, and at the dame guarantee
priority to the social projects. Meanwhile, it watso hard for the
population to see that a year after electing tlesigent who came from
the popular masses and who had said to have beeteelin order to
bring changes, real social change had not takeseptat. In fact, the
workers’ income was lower and the number of uneggaopeople was
higher (Viana 21). As Bourne summarizes, “[o]ngha# difficulties for
Lula was that, after his long struggle to the mfescy, so much had
been expected” (152). To put it shortly, the cohtexwhich Atores de
Laura selected, prepared and sta@e@onto do Invernavas marked by
a feeling of expectations related to a strong ddsir changes, mostly in
the social area, and by the anxiety to see sualgelsahappen.

In my interview with a few members of Atores de taul
specifically asked about the production’s connedtiwith the Brazilian
socio-political context, and in general the answeese that the group
was not much concerned about commenting on suclyshiStill, it
seems that Atores de Laura were somehow influebgetie context in
their choice of producing®d Conto do Inverno Even though the
company disregarded making strong statements okthd, my claim is
that their production actually served as a momérgsgsape and relief
(particularly to the poor performance of the sodiaexes), and this
could be connected with the very conception deadwhich | explore
in the sequence). As observed, social indicators weing down before
Lula took office, and continued this undesirablef@enance soon after
that too, in the context of the company preparrairtproduction.

In this sense, the production by Atores de Lauaahied people
at a moment of anxious wait for the improvementsl amanges
promised by Lula, which did not seem to arrive sddance, my claim
is that whether it was planned or not, the productin mid-2004
brought, at a time of frustration and lack of patie, a staging with the
thematic construct that with time problems are sgland change comes
(for instance, a change from a tragedy to a coméldys,O Conto do
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Inverno demonstrates how after long suffering there shallabhappy
ending; and in this sense, therefore, one may dhanthis production
in this specific context could work as a sort ofngdler to those
spectators eager for and in need of the promisadgds.

From this perspective, | hold that the conceptienetbped by
the company is to be understood as one that hedpspectators escape
their reality and temporarily forget about their royproblems. More
specifically, the conception d® Conto do Invernds that the story
belongs to the realm of fairy tales, told by Atoms Laura to their
audienceand to their actors themselveEhat is, the Shakespearean text
is here conceived as a fable, an escape fromyealfairy tale that one
hears or sees with an awareness of its imposgibiBeveral hints
suggest such a conception. Among the most impootaes there are the
statements of the directors and actors (founderptioduction’s reviews
or in personal talks with me). For instance, theetiic Bianca Tinoco
guotes director Daniel Herz's own words, and hecuess the
performance as “a homage to the arrival of winserd] to the pleasure
of listening to and sharing stories” (my translajio

Other features that suggest the conceptionOofConto do
Invernoas a fairy tale are the make-up, the arena stagethe way that
the character Time is used throughout the prodoct@n the first item,
the make-up worn by most of the characters seernmitate masks, in
the sense that it denaturalizes the actors’ phlysigpearance. Hence,
the make-up, aligned with the costumes, distartoesttors from real-
world associations, and connects them instead anttatmosphere of
fantasy, suggesting that the characters portrayetidse actors are not
people from the ordinary world as the audiencebis, actually are
characters in a fairy tale. The two following figar(Paulina in fig. 18,
Hermione and Polixenes in fig. 19) illustrate thimlike real-life”
make-up:



105

Fig. 19. The make-up of Hermione and Polixenes (A.
de Laura)
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Further, it is important to remark that the makeisupsed in the
production to help the telling of the fairy talesepisely by visually
portraying the characters’ social positioning ire thlot. The nobles
(kings Leontes and Polixenes, queen Hermione, aindgs Mamillius
and Florizel) have their faces fully painted in tgh{as shown in fig.
19), whereas their servants (Camillo, Paulina, Hengis ladies,
Antigonus) have only half the face painted in wifitem the eyes up, as
shown in fig. 18). Finally, the shepherds, Autoly@nd the jailor do not
have this kind of make-up at all. In short, the aEenake-up facilitates
for a spectator to see the relationships between dharacters.
Interestingly, the character Time has half the fa@i@ted in white, as if
he too is or acts like one of the servants. Perdgitaturn, being a
princess raised as shepherdess, has a very ligittngaon the whole
face, and this simultaneously disguises her natdatity not known by
herself and the shepherds, and implies (to theeauadi perhaps), her
royal birth in the middle of the rural people. Baitt as it may, my point
is that the make-up ranks the characters’ socisitipaing, and helps to
suggest the fairy tale conception by approximating actors to an
atmosphere of a fantastic and fable-like reality.

It is important to state that the two worlds tha know Perdita
inhabits (rural and royal), which are suggestedhayway her make-up
is worn, as explored above, give the character aitgduhat asks for
further commentary. Perdita’s duality and persdragéctory inO Conto
do Invernoare connected to the relationship between Time Tamth
that interests me. As is known, this character, nwlee baby, is
abandoned in the wilderness and rescued by an OégHerd, who
raises her as a shepherdess. Sixteen years latidr, the events
developed in Bohemia and Perdita and Florizel’s to the Sicilian
court of Leontes, the truth of Perdita’s identis/ revealed, and the
former shepherdess is restored to her royal famidgjng thus
acknowledged as a princess. Clearly, then, Pesdiath in the story is
connected to the idea that Truth is the daughtefTiofe, as her
trajectory demonstrates the well-known old newg thath “always”
emerges, sooner or later. Finally, the device oflifés make-up, while
emphasizing fictionality and fantasy, paradoxicailynnects with the
character’s truth in the story; that is, Perditaigh is suggested by the
deliberate fictional make-up worn by the charactenjch creatively
accommodates the character’s duality.

The other feature that suggests the conception fairg-tale
storytelling is the arena stage. With this kind sthge,O Conto do
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Invernoplaces the audience on three “sides” of the actieg, whereas
the fourth “side” that closes the circle is usedtly actors themselves,
and all (actors and audience) are on the same lgwet. On this note,
director Herz says (in Tinoco’s review) that thetfthat the audience is
all the time around the actors in the acting aneaeciases the proximity
between actors and spectators and motivates tlotagpes’ involvement
with the story. | claim, therefore, that with thgewof an arena stage it all
becomes a highly theatricalized fairy tale stotytgl that both actors
and audience members attend to.

Further, Kruger says in her interview with me tliz¢ arena
stage calls the actors into question the whole,tand makes actors and
spectators fully participate in the event—not othlg theater event, but
also the event of a storytelling, at all times dgrithe performance.
Concerning the stage design chosen by the comphegter critic
Macksen Luiz validates the placing of the spectator the same level
of the actors and on three “sides” of the arena@abse this design
enhances the “atmosphere of fantasy.” His claimxettore, supports the
performance’s conception. The next figure showsaltema stage used.
Note the actors on the fourth “side” of the ares,ifathey too were
spectators of the fairy tale storytelling:

Fig. 20. The arena acting area (Atores de Laura)
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Those members of the company who do not participatany
given scene remain in the area designed for tlersachost of the times
sitting, just like the audience members (as showrfig. 20). This
strongly suggests that when the actors are notsiceae they too listen
to the fairy tale being told. Hence, the way thenar stage is used by
Atores de Laura implies, once again, that the pbdu is itself a fairy
tale storytelling time (attended even by the actons specific
occasions). The fact that actors are at times @&imd at other times
they seem to be just attending the storytellingasnected with the
other aspect | mentioned that helps illuminateftiey tale conception
developed by Atores de Laura, namely, the useetharacter Time. It
is interesting to recall that theater critic Maagkdeiiz claims that Time
remains on a secondary level in the production,| lmetrtainly disagree
with such a claim. My view is that the treatmentegi to Time by
Atores de Laura shows him as permeatingwhele story, even before
it begins, and at its end, too. Time is the “ownart narrator of the
story, the one who controls the storytelling evémtthis way, Time is
absolutely central, not secondary.

In Shakespeare’s text Time only “officially” appsgwith an
entrance stage direction), in the beginning of ftheth act, to deliver
his speech as chorus. On this note, it is wortherebering that scholars
like Ewbank (seen in chapter two) argue thattlieeneof Time and its
developments is present all along the text, a pbiat | agree with. In
any case, in Herz’® Conto do InvernoTime appears as a character
throughoutthe production, and even before the first sceredo®@ the
first scene, when spectators and cast are sitlitigeiir designated areas,
Time stands up from his chair, walks around théngcarea holding a
book, opens the book and exhibits it to all, asafnhouncing the
beginning of the story and suggesting, simultangoubat it is he,
Time, who narratésthe story, creating a play-within-the-play. This
invention by Atores de Laura reinforces that wisaperformed next is
the telling of a fairy tale. It also highlights thiéne action of Time is
crucial to the development of the tale, becauseeTgrihe storyteller,
since he even holds the book. Figure 21 showstrsator ofO Conto
do Inverno

® It is interesting to note that while Atores de tats narrator is Time, in the performance by
the RSC the story told is Mamillius’ darkling fasga and in the Folger production it is
narrated by a father and his son in a bedtime tetiting frame, with a similar play-within-the-
play structure, and the presence of a book, too.
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Fig. 21. Time as narrator of the story (Atored.dura)

To sum up, the conception developed by Atores ded & of a
fairy tale storytelling, which both audience andosae attend to, and
which is narrated by Time. This conception has beerified by
statements of the company’s directors, as wellyathé uses of make-
up, the arena stage and the character Time inrtdugtion. In light of
this conception, let us see the uses of theatzioglidevices in the
production, and their thematic significance ane&s.

In the announcement of Mamillius’ death, AtoresLde&ira use
such devices by “fictionalizing” the staging tha already highly
fictional (as a performance framed as a fairy tiktanced from real
life). Hermione and Leontes are at the center, dtage, facing each
other, whereas all other characters remain stangirig the background
(their sitting area). Then, one of Hermione’s ladiells the news of
Mamillius’ death. As she yells this news, all astoemain “frozen” in
the same positions described, and the young ad¢aging Mamillius
leaves the back of the arena (where most of theisgsand silently
walks towards the opposite side of the stage dnehis walk, the boy
silently passes through the space between the &imy queen, his
parents, and then through the audience members, henteaves the
arena completely, indicating in this way that hegane forever (i.e.
dead). Mamillius’ death may even suggest that thye las become a
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ghost, literally passing through the living ones, i& leaving the
(fictional) life and world.

-

e death of Mamillius (Atores de Laur) o

o - ¥

Fig. 22. Th

Fig. 23. The suffering at the death of Mamilliudqres de Laura)
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As | see it, in this scene the production’s fictibty is made
more fictional: such a farewell walk of a deceased @eramong the
living reminds the audience that thsstheater, not life (in a similar way
as the final embrace between Leontes and Mamiiliushe Folger
production). Hence, the fiction @ Conto do Invernowhich is already
distanced from real life due to the atmosphereaglyftale, is further
fictionalized by a visual interpolation that canmatually happen in the
real world. Besides, after Mamillius walks, Leonsesl Hermione turn
in slow motion to the boy’s back and raise themauas if to reach him;
they do so without ever leaving their spot at thater of the stage (as
demonstrated in fig. 23). These exaggerated gestanel the slow
motion movement also highlight the theatricalitytioé moment, again
suggesting the use of theatricalizing devices. Iginthe fact that all
other characters remain “frozen” to see this wald that the sound of
an emphatic drum’s beat reigns on stage are otftkeaitors that the
scene is theatrically distanced from real life.

At the same time, one may claim that the scenerig moving,
in the sense that it seems able to cause a stamlge@al) emotion in the
audience members, in spite of it being fictionadl dnghly theatrical.
The referred devices, in making the scene “mordiofial,” and
especiallyin visually displaying that which is logthe child, ghost-like
walking among the living), may be, precisely, theponsible agents for
the emergence of this strong emotion. In other worthe highly
fictional staging of the scene makes the specfaase and actualbee
that which is being lost, and thus one may argaettiose devices make
the audience sense more strongly the feelingstl@t a loss can bring.

This, in fact, is an interesting paradox: theatizigag devices,
while enhancindictionality, also causeeal emotions and effects on the
beholders. Such a paradox connects to the two{oligpose of the
devices, explored in chapters one and three,hiad.these devices both
celebrate the artistic means and medium of theaisd,are able to
comment on issues of the real world of the spexdatbo be clear,
specifically in the scene under debate, it is the af this kind of devices
that which enables the commentary on the suffefingh losses. As
Mamillius walks and “cannot” be reached nor stoppadd as his
parents raise their arms to embrace him but “cdrleatre their spots
(because they cannot prevent the child from dysigce the servant
announces that the boy is already dead), the deused in the scene
enhance not only the fictionality but also the mysef those parents
who lose a child—feelings of pain and sufferingnirehe death of a



112

family member that may be known to many in the endé. In this
sense, the scene simultaneously celebrates itsume@itaging a death
in a theatrical way) and comments on an issue pleatains to the
spectators’ real experiences and feelings.

The next use of the devices to be discussed insdheinterval
of the performance. Time appears holding his bowtk announces a
clever interval of sixteen minutes (in which eacinute, of course,
represents a year passed in the plot). He thenldie® on the floor and
sleeps with his head on thpenbook, which perhaps indicates that the
story keeps developing as he sleeps. Meanwhileh@lbther members
of the cast interact with the Brazilian spectatoffgring them food and
glasses of wine, and explaining what sheep-sheasing a cheerful
atmosphere. This is a way to prepare the spectmiovehat comes next,
in two senses. One is by signaling a change irpthduction’s overall
tone, which is about to become more relaxed anda:drhe other is by
offering background information on sheep-shearitige Brazilian
audience, especially in tropical Rio de Janeirogemshthe show was
staged, might not be familiar with it and, with ghinformative talk
during the interval, the audience might betterciwlland appreciate the
second half of the production. When the sixteenuteis are over, the
cast and the regular spectators return to thets sead Time “awakes.”
Time gets his book and walks in circles around dbeng area, as if
indicating its passage in the story. Finally, hepstat the center of the
acting area and delivers his speech as chorus.nékefigure shows
Time in the interval:
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Fig. 24. Time sleeps during the interval (Atored dara)

From Time’s announcement of the interval to higveey of the
speech as chorus theatricalizing devices are employ several ways.
One is that the cast momentarily leaves aside fagiy tale roles as
penitent king, wronged queen, servants and otlard, chat with the
spectators about the sheep-shearing. This showshthaeal world of
the audience and the fictional world of the charnaciare separated by
the spectators’ willing suspension of disbeliefyorth other words, the
interval with the informational talk about the pumtion uses the device
of exploring the convention of the audience’s “Imgythe game” of the
fictionality. In this sense, the interval remintl tspectators that behind
the theater event there is a set up agreement &etithiese who act and
those who watch, and the way this interval is dgeed reminds all that
what is taking place is, after all, a theatricakmtv In addition, since the
actors talk with the audiengeeciselyabout what is to happen on stage,
they develop the technique of self-reference (desdrin chapter three),
a variation of metatheater that makes theatricajizievices emerge. By
addressing the production itself, the actors retslfiictionality yet one
more time, for the sheep-shearing relates striotthe staged world, not
to the spectators’ reality at all.

Still another possibility of seeing the employmefthe devices
in this moment is that the announcement of thenmteis made by a
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character (Time): this announcement blurs the batdesl between
fiction and non-fiction, since a character who &xim thefictional
reality makes a statement that has an immediatxtetin thereal
spectators in their real lives—that they can letleauditorium space,
go to the restroom, have a drink and chat with rstifer a while.
Further, the fact that the actor pretends to sléepng the sixteen
minutes, and delivers his lines (announcing therimi and later his
own chorus) dressed in his costume as Time, amdpdses the open
book as a pillow and displays it to the spectatrshe end of the
interval, reinforces the idea that it is not théoaavho announces the
interval, but Time himself. Hence, fictional andnrfictional realities
meet and merge, with a fictional statement implyigifects in the
nonfictional world.

Further, these uses of Time in the interval arentteally
significant. The fact that Time sleeps with the lb@pen suggests that
the story does not stop during the interval, andemmportantly, that
time itself never stops to pass and to act (sineestory continues), even
if he seems to be sleeping. This is in alignmerti wie conception of a
fairy tale being told in storytelling and with Tirmees its narrator and
“owner:” when the narrator sleeps, there is an ruate for the
storytelling is interrupted (though the story ifsisl not). Additionally,
the interval as developed by the company relatéseiamportant theme
of Truth being the daughter of Time. The “solutibakthe story and its
developments towards those solutions are not redemlhile Time
sleeps; that is, the story does continue as hesldrit the truth oD
Conto do Invernads subjected to the fact that Time awakes and tevea
what has passed (in his choric speech) and whaesaomext (in the
staging itself, “controlled” by him).

Let us now look at the beginning of the sheep-shgdeast of
O Conto do InvernoA remarkable device used in the scene is the
freezing of characters at their entrance to thetfeal participants of
the sheep-shearing celebration (Perdita, Flor@kwn, Old Shepherd,
and other shepherds and shepherdesses) entetitigeaaea dancing to
the sound of music and exhibiting themselves amd thutfits to the
audience, greeting one another and the spectatotiseasame time.
Suddenly, the music stops and all characters fréezbe middle of the
arena stage, except for Perdita and Florizel, wiatogue and move
about them. This technique resembles the one wsaxta times in the
RSC'’s production previously analyzed, in which sarharacters freeze
so that others are given emphasis.
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It is telling that the only two characters who di stop (freeze)
are precisely Perdita and Florizel. | believe theppens not only
because they are the ones who have the first iinbe delivered in the
scene, but also because these two are somehow lsywb@a new
generation that emerges after sixteen years (Rasdé@ven the queen of
the feast, a fact that suggests her potentialaiodsas a sort of leader).
More importantly, the young couple embodies notyoml new
generation, but also the potential fiegeneration from the tragedy
developed before. That is to say, they represémiating time, in which
past errors are finally to be unmade and troubddged. In this sense,
the staging of the scene does not freeze thoseha@cters that can, in
a way, bring or represent a time for change—chainge tragic
developments to more joyful ones, as is indeedicoatl by the end of
the story.

Next, as is known to the reader dhe Winter's Tale
Shakespeare makes the reunion between Perditaeamdels take place
off stage. Atores de Laura keep this proposal,s&lthe same devices
of Time as narrator and the freezing techniqueinadgar the reporting
of this reunion. The cast is sitting in the actamserved area in the
arena, and Time appears with his open book and tarfew pages,
indicating that the story goes on off stage. Asdoes so, the cast
repositions itself in the chairs, with Perdita e tcenter, holding hands
with Paulina and Florizel, to the gaze of Leonted i the presence of
Polixenes, Camillo, lords, Clown and the Old Shegh&ll of them
smile, signaling a happy reunion and resolutioproblems (such as the
recovery of the lost baby and of the friendshipueen the kings), and
then they all freeze in this new blocking.

Time leaves the acting area, and Autolycus entdes.asks
Cleomenes (who is in the freezing frame), aboutdhents at court.
Cleomenes leaves the frozen position to join trgueoand report the
news, teaching Autolycus (as well as the audienabput the
developments of the story. Cleomenes then calls Booparticipate in
the dialogue (and the latter also leaves the frgoesition). Time returns
to the stage, and Dion reafilem Time’s bookhat Antigonus has been
killed by a bear (this is a device that Folger dewed too, with the
father from the outer play of this production remdfrom a fairy tale
book the Oracle’s message). Finally, CleomenesDion talk about the
statue of Hermione and decide to see it, returtonitpe freezing frame.
The two figures below illustrate this sequence—#§.shows the lords
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reporting the events in the foreground (with pdrthe cast seen frozen
in the background); and fig. 26 depicts the fregzihthe cast itself:

Fig. 26. The freezing technique (Atores de Laura)



117

In this scene, the presence of Time telling theysfioy turning
pages of the book and by showing Dion the excerpis book that tells
about Antigonus), the freezing of part of the sl the fact that two
characters easily change from being in that frdzame to interacting
with Autolycus constitute theatricalizing devicesthat these techniques
remind the audience that what happens in the asenat like real life,
but instead a theatrical performance full of thieality and emphasis on
its fictionality. More importantly, the whole pag®ajust described has
thematic implications concerning the theme of theeence of truth:
the truths about the events that happened to Amtigjoof the real
identity of Perdita, of the sincere apology of Lento Polixenes and
the restoration of their friendship, etc. Thusthrparadoxically arises
from the fictionality of the scene.

This paradox is not only interesting but also hdlpf
particularly considering that it indicates that tlevices | am
investigating here can contribute to the develogmeh attempted
thematic constructs and meanings in the story amshsequently,
contribute as well to the effects these meanings lcave on the
spectators and their attitudes, reasoning and aiitity lives and world.
In short, then, the paradox that truth arises fdetiberate fiction and
fictionality, seen in the scene just discussedjdasts the two-fold
purpose | ascribed earlier to my approach to thécds, concerning
both their celebration and exploration of the thgats conventions and
potentialities, and the communication to issueghef real world—as
long as the devices connect to significant themed &eanings
attempted to be generated by the production. Inréperting of some
truths described above, the theatricalizing devammect to the theme
of Time helping to heal problems and reveal trutiusd eventually
restore and correct things, a theme that can hguhdbr the audience
members in their real world, especially in a cohte#xanxious wait for
promised changes, which was the case in Brazild{ssussed in the
beginning of the chapter).

Theatricalizing devices are used also in the statene. First,
as predicted in Shakespeare’s text, there is th®rpgnce staged by
Paulina, orchestrating the “resurrection” of Hemap which puts the
other actors as spectators in a sort of ceremotlirwthe play. In
Atores de Laura’s staging, the actors are placedudience members,
sitting on the floor in front of the regular audien as if joining them.
Moreover, they whisper to each other about what #ve watching, as
if they (the actors) do not know what to expectsdilthey turn to the
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regular spectators at times, and pretend to whisptite real spectators
too (not only to the fellow actors). In so doingpey reinforce the
conception that the storytelling is attended to dil; actors and
spectators. In short, these features develop addewel of fictionality,
in which actors play characters who play the rdlespectators, by
attending a performance just like the ordinary sggecs do. The next
figure shows the statue, which is exposed to thze gaf real and
fictional audiences (who, unfortunately, do notegupin the figure), and
Paulina, the “director” of this performance (or erony within the
play), giving directions for the awakening:

Fig. 27. The statue scene (Atores de Laura)

Another fine example of use of theatricalizing devin the
statue scene takes place with a visual interpoldigtween Paulina and
Time. The statue of Hermione (that is, Hermioneséky pretending to
be a statue) is sitting in a chair covered withugian. The curtain is
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removed by Paulina and put back again through@utiflogue. At last,
after Hermione finally displays herself as alivamé& appears in the
scene and Paulina puts the curtain around him ttaed embrace each
other. Paulina then reads from the book Time htilds Hermione has
been kept alive during the whole time. She and Tstaee at each other
as she saysse vos contassem que ela estava viva, como de lbhm ve
conto zombariefs[“if you were told that she was alive, you would
mock it as an old tale”], making a self-referenoetite fact that the
theatrical production itselfs a fable (accordingly to the conception
developed by the company).

Time, the narrator of the fictional story, belotigsnother level
of fictionality, as if he were outside the storyemaly narrating it (i.e. as
if Time belonged to an outer play whergasConto do Invernadtself
were an inner play within the outer one, in a dedanilar to the one
developed by the Folger performance). However, wi@ne and
Paulina embrace each other, they blur the boursldrv&ween the
fictionality of Time’s telling the tale and the fionality of the tale told
itself. In this way, Time and Paulina cause theienak to see double
and acknowledge a displacement of the fictionalitrea perceived—
which could be seen as being two and then as begowly one.
Further, this blurring explores double levels ottionality and
consequently reminds the spectators of the agtfigi of what they are
attending to. In fact, other earlier instances holv Time interacts with
the characters (e.g. when he hands his book forilliiasrto tell the sad
tale; or when he uses his book as a tray for Cartollput the cup with
the poison that should be used to kill Polixenes)aso exemplary of
the blurring of these different fictional levels.

Thematically, one may claim that the embrace batwreaulina
and Time signals the happy resolutions and thaujarfid reconciliatory
atmosphere at the close of the story. This is stause there is a
fictional character (Paulina) and the fictionalnasor of the story (Time)
telling what happens in harmony—looking and smilasigeach other,
and collaboratively advancing the final eventspas holds the book for
the other to read from it. Following this perspeeti the embrace
between Paulina and Time suggests that after @f lwbuble, suffering
and years of separation, the characters finally &imeconciliatory time,
that is, they are likely to enjoy the final devaimgnts of the story,
which are brought about by its narrator. To bergldas reconciliation
is demonstrated by the happy embrace between otlgosé who are
subjected to Time and Time himself.
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At last, given the conception of the story as eyftdle told in a
storytelling event by the character Time, who hdidgsbook and helps
the actors throughout the production (as if helgimgm to tellhis own
story), the ending prepared by Atores de Laurassréy involves their
narrator, once again. After all characters leaeeatting area, happily
reunited, the actors go to the background of tleeagrand stand there.
Then, in the middle of the arena stands the cherdadme, alone with
his book. He bows to the audience, being followgdhe bowing of the
cast in the background. After bowing, Time finatiioses the book,
while the audience applauds. The following figudepict this closing
moment:
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Fig. 29. Time closes the book (Atores de Laura)

That this ending presents theatricalizing devichsukl be
evident by now, since the uses of Time in Atored al@ra’s production
have been discussed at length with other exampleis appearances. In
any case, to be clear, Time signals that the fielidable has reached its
end, by closing his book and bowing for applaudes &ttitude clearly
recalls the fact that the event attended is aticahbne. Further, it is as
if all, audience members and actors, can finalgvéethe storytelling
and return to the real world, after Time closesbt®k, because the
storytelling as well as the performance have fieish

Additionally, the character Time in Atores de Ldsra
performance is clearly connected to the issue afthfrsince the
character is the narrator of the fable, and hold®ek throughout the
story, opening it in the beginning and closinqithie very last scene of
the staging, it is strongly implied that such cleggaknows the truths of
the story—and in fact he shares them with the sp@, but the sharing
is always under Time's own control. For instancemd& himself
determines the beginning and ending of the inteiatadl he also assists
the characters throughout the staging. Let me gome examples of
this: at times, there are objects in the scendsTiha brings to or holds
for the characters, and at other times, he helpsattors change their
costumes. In this sense, Time helps the actordielbwn story, and
consequently Time himself helps to advance thenali resolutions and
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the truths behind it. So, in a way similar to whats stated by Nevill
Coghill (chapter two), it seems that, indeed, im&iwere not a character
in the text, it would be necessary to invent himstort, Timds central
to the Brazilian production too, and his crucidergs aligned with the
conception and the choices made by Atores de Ldumughout the
staging.

The critical reception of the performance was higalorable.
Lionel Fischer exalts Atores de Laura for their ttere care with
everything that has to do with the spectacle.” Adow to Fischer, this
care is inherent to the company, as their previsagks, awards and
gained prestige confirm. Fischer describes and tomapts the visual
appearance of the production as sober and creai, values the
director’s “intelligent” approach to “the opposetinaspheres” present
in the story. Macksen Luiz, in turn, says that pgiaytext has tragic,
farcical, and comic situations tied together, cibusg a saga “rich in
poetry and romance, with touches of the fantasaod in his opinion
Atores de Laura value the “adventurous charactéthe text. Bianca
Tinoco, similarly, explicitly values the “magicalaspects of the
production, and sees it as a fable “full of lynni8

Barbara Heliodora, however, presents a mixed revighe
thinks that the actors understand the play andAkates de Laura are
committed to deal with the text's “difficult charthsYet, while
Heliodora praises the care with which the groupregghes the story,
she feels that the direction errs in framing itotigh artificiality.
Apparently, for her, the conception of a fairy taefaulty due to what
she considers “troublesome artificial blocking” thfe characters and
“faces gratuitously painted in whiteC(idadg. Heliodora implies that
the characters’ movements and make-up treatedsrattificial way are
problematic for distancing the characters from twerldly and
believable. She says she would prefer “more hunadiizharacters,
despite “the arbitrariness of the eventSu{dadq.

In short, Heliodora seems to disapprove of the eption
developed by the group, and seems to miss somedbrealism in the
staging. | myself strongly disagree with this vidwthink that theres
realism, especially in the way certamealistic subject matters are
emphasizedn the performance—for instance, the focus on,lasshe
staging of Mamillius’ death, in which all (spectetoand characters)
visually see that which is being lost. As for thary tale frame,
specifically, | think the company’s conception ignsistently aligned
with the choices made on stage (such as the makéiapeforenot
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“gratuitous;” the blocking, thereforaot “troublesome artificial;” the
uses of the character Time; the freezing technigund;the other many
uses of theatricalizing devices).

Finally, | believe that Atores de Laura do a fiob jn staging a
playtext so full of improbabilities, precisely tlugh the perspective of
artificiality and the idea of the fantastic, withetir fairy tale storytelling
conception. This is so because, to me, this coiwe@nd approach
make the alleged “improbabilities” more believablethin the context
of a fantasy), and therefore they make the stomproonicate more
efficiently to the audience on issues and themas dhe important in
addressing human nature and feelings, regardlebeing told under a
fictional frame.
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Chapter 7
Conclusion

“My words fly up, my thoughts remain below;
Words without thoughts never to heaven §o.”

7.1 Four Playsat Play

As established in the introductory chapter, thiseegch has
been structured based on what Marco de Marinis cakrformance
text.” More specifically, | have looked at genecaintextual facts that
surround the selected theatrical productions, magjpecial attention to
the political moments and specific concerns peirigirto the economy
and the social life at those times and places, whibelieve are all
integrated in the shaping of a context's overati@dphere. At the same
time, | have also concentrated on exploring spesitige elements used
in the productions (which de Marinis calls co-taltteaturesSemiotics
80), observing matters such as the uses of makgasgtures, settings,
props, and characters’ interactions with one amoted with the
audience, as well as their blocking on stage.

My main purpose in establishing this kind of counfigtion (i.e.
centered on both context and co-text) for the mebedas been to
attempt to provide the most comprehensive pictme analysis of the
productions possible. By looking at both what tledpictions did on
stageandthe circumstances in which these performances designed
and performed, | expect to have enhanced the unadeiag and
analysis of the productions themselves and of whmd dow
theatricalizing devices were used in each stageimeance.

Concerning the issue of context, Susan Bassnei cad:
“productions of Shakespeare today are translatainsur own time”
(66). Endorsing her claim, | believe that any paytchosen to be
performed has, in the very reason of its choicejetbing to say about
its given time and context. Whether it has to dthwihemes dealt with
in the text or with specific tastes and inclinaiasf a target audience,
my view is that a text is never selected to beqgueréd just because it is
“nice.” | think there is always something more lehthe choice, and it
is the researcher’s role to investigate the possibhnections between
the text's choice and its context, since they ‘$tate” each other.

! Claudius’ line inHamlet(Act Ill scene iii).
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Further, | agree that “part of the entertainment@eof theater is its
capacity to engage thought as well as feeling,ive bife to the play of
ideas” (Dawson “Secular’” 85). This implies that tfesearcher must
also pursue an understanding of the ideas thatrgpaoy aims to give
life to, and to research the thematic construdesrgited to be developed
by a given performance within the circumstances itsf overall
atmosphere, feelings, tastes and concerns.

Even thoughThe Winter's Talds not regarded as one of the
most politicized texts by Shakespéarstill the stage performances
analyzed here do relate to the feelings and cosceifrtheir particular
contexts, and therefore constitute “translationtttmse given times
(England in early 1990s, U.S. in late 2008 andye2@09, and Brazil
around 2004). The English productions (by RSC aathflicité) were
surrounded by a context of deep economic recesakmowledged to
have started in 1991. In a similar situation, tb&g€r production opened
in early 2009 just a few months after a world regas which emerged
in September 2008. While the three productions #etves do not make
explicit statements about/against the recessiotiseoreasons that led to
them, still such a profound problem (and its conseges in daily life)
is important to be taken into consideration duthtovery likely impact
it can have on the artists and spectators. Insémse, and given that the
Bard'’s story in case can be read as one of kedypg alive concerning
the eventual restoration and regeneration for @asts, it makes sense
that such a text abhe Winter's Tales staged at those specific contexts
of England and U.S.

While the Brazilian performance was not developed context
of a recession, the referred context was also a tifrhigh expectations
and hope for better days for many Brazilians, i recent election of
the first president come from popular masses {ghdtom the working
class), and after a full year of not seeing sigaifit social improvements
under this president’s government. In this senee,may argue that all
four productions are concerned with hope and wstaldishing positive
constructs about things getting fixed with time dhdt better days are
ahead, in light of the specific economic and sqbtical concerns

? Even thoughThe Winter's Taléouches on issues of class and social rank, fanple in the
relationship between Polixenes and Perdita, or geisdues concerning the way Leontes and
Antigonus speak of Paulina, amongst others instaaoe concerns, the label of “politicized
texts” is usually ascribed to the Bard'’s historiptdys and tragedies (see Leggatt, Alexander.
Shakespeare’s Political Drama: The History Playsidahe Roman Play@" edition. London,
New York: Routledge, 2005).
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experienced (this broad way of looking at the pabiduns can surely be
shared by other contexts and places). It is myl#nerefore, that the
four companies arenot interested in looking for Shakespeare’'s
“original” or “essential” meanings—instead, they pagpriate the
playtext totheir own objectives and interpretations, concerning the
specific circumstances and overall feelings andoaprheres at stake,
thus attempting to make the story meaningful toahdiences of their
times.

Further, it must be observed that not all produdioelate to
their contexts in the same degrees: the Folgerygtamh is the only of
the four stagings in which the performance’s pdssibotivations and
goals can more easily be connected to the outsidentstances. In this
regard, | believe that the possibility of discugsimith a production’s
director, dramaturg and actors about the group’divaiions and
objectives is an important tool to help see andhldish these kinds of
connections and their degree of relevance to te&sides regarding the
performance. | think future research in the fiehbd attempt to make
these contacts and exchanges as much as possildeinTfact, remains
as a point of limitation for the present study: thdy company with
which | have succeeded in discussing these issasthe Brazilian one,
and it would be important to have the same oppdytwrith the other
groups, but unfortunately that was not possible.

Apart from contextual issues, the four productiGeem to
develop similar conceptions of the same text, itespf the fact that
they are located in different places and timesrégale Laura organize
their performance with an explicit focus on fictidity, framing it as a
fairy tale storytelling, which is told by Time (with characters like
Mamillius, Dion and Paulina reading passages frameTs book), and
Folger, in a similar way, frame the production dsedtime storytelling
between a father (narrator) and his son, who betortpe outer play,
whereasThe Winter's Taldtself becomes an inner play. The RSC, in
turn, design their production aschild’s fantasy i.e. also a conception
associated with fictionality. As for Complicité, et provide an
imaginativesaga of faiththat focuses on thenprobable(as declared by
director Arden), also presenting a fictional woithdit, at least at times,
can be seen as strongly distanced from the reddwmrmember, for
example, the bear image in this production, showfigi 8, p. 72).

Thus, with slighter or bigger differences betwedneirt
conceptions, all four stagings explofe Winter's Taleas a tale
separate from reality, i.e. as a fictional meanghhowever fictional,
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also discusses themes that refer to any human igirdy as feelings
and relationships, like the feeling of loss, onatknowledgment of
one’s own errors to others, and the hope for thingse set correctly).
In short, the productions manage to both explotéiciatlity (starting
from their conceptions and considering also theicdsv used), and
address issues pertaining to the spectators’ ye#titthis regard, one
may claim that the emphasis on fictionality andidiag can also work as
a turning away from the real context and the ecooaroncerns, and
that turning away depends only on how each spectgiproaches the
staging—after all, the stagings hold both artifityaand connections
with the reality of the spectators.

Finally, it is important to state that the fictiditya explored in
the four performances does not impeach the presgn@alistic traits;
on the contrary, fictionality and realistic traiteexist and collaborate
with each other so as to favor the thematic devetor of the
productions. All four stagings show such realigtaits (in greater or
smaller degrees), which can be found in the visleahents on the scene
(e.g. the costumes in the RSC’s and in the Folgedyztions), in the
strong emphasis on a certain emotion and feelilkg the death of
Mamillius in Atores de Laura’s production), or ihet themes the
productions seem to advance (such as those ofdrapeenewal).

It seems, however, that the performances by Atdeegaura
and Complicité explore their own fictionality in meoexplicit ways,
whereas the productions by the RSC and Folger tenkbok more
realistic, visually speaking. While the RSC’s udeaogauze box is
highly fictional, just as the omnipresence in tlodgEr production of the
father and child from the outer play in the inndaypis fictional, my
claim is that Atores de Laura, visually speakingsemble a fantasy
more than the other productions, and Complicitéewise (and judging
by the bear scene and the search for the lost skkewn in figs. 8 and
9, p. 72 and p. 74, respectively), also seem tom@aeledge and play
more comfortably with the self-confessed fictiohalof their way of
doing theater.

Unfortunately, | cannot go further in detailing theays in
which the RSC's production looks more real-lifeeliknd Complicité’s
looks more theatrical, due to the fact that | cowdly rely on
photographs and descriptions, since | have not bbnto watch those
performances. At the same time, | feel comfortdblstate that Atores
de Laura explore their production’s own fictionalé lot more than the
Folger production does (in that the Folger stagamds to look more
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real-life like), because | did watch these two perfances (the Brazilian
one in video recording, and also live but in avediversion).

This fact constitutes another issue to be addresséds time:
the analysis of theatrical performances can be |lpnudtic at times,
since it is always subjected to the records avisiladnd occasionally a
given performance may have significantly fewer segis available than
another staging. The fact that in the present stwdyproductions were
analyzed drawingnly on photographs and written registers (interviews,
prompt book, critic reviews) certainly limits my ibty to further
explore and comment on those performancesomparisonwith the
two others that tould watch live. At the same time, it is important to
celebrate the fact that, with all the efforts amdithtions taken into
consideration, still the two kinds of work defindty Pavis were
successfully conducted in this research, thatuslysof stagings both by
performance analysis and by theater historiography.

7.2 Theatricalizing Devices

As described before, my approach considers thatribalizing
devices emerge from or are generated by elementsirpeg to
theatricality and metatheater(and the latter's variations, established by
Hornby as the play-within-the-play, the ceremonyhum the play, the
role-playing within the role, literary and realdifreferences, and self-
references). | have acknowledged tlodlter areas of study such as
allegory, mimesis, parody, and symbolism, for insg could also
generate the referred devices. Yet, it has beemeawision to limit the
scope (to theatricality and metatheater only),riteo to gain focus and
so as to avoid superficiality in the treatment loége other areas that
deserve much more attention. Within the scope ddfih investigated
the literatures on theatricality and metatheater cfhapter three) and
indicated the specific elements from these isshigisItsee as generating
or constituting the devices under debate.

This study has established that theatricalizingiadsv draw
attention to the fictionality and artificiality efhat is displayed on stage.
The devices, in other words, work as remindersh® dudience that
what the spectators attend to is theater, not lifealHence, they are
tools or strategies developed on stage that hightig refer to a quality
or convention of the theatrical medium, a kind wategy that can be
developed through specific interactions betweearaair among actors
and spectators; by certain uses of props, bloclgegtures, and make-
up; by lines spoken (such as “no one dies halflmayuigh the last act,”
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cited by Hornby 104), amongst others. Further, fritis perspective
that the devices emphasize the fictionality on estaig follows that
productions considered “realistic” shall employ é&wtheatricalizing
devices, whereas productions that appear morendetiafrom ordinary
life, perhaps with a sort of “magic aura” or a yaiiale kind of aspect in
the setting and overall appearance and approaitte ttext, are likely to
employ and explore theatricalizing devices more.

In light of these insights on the meaning and wéd¢be devices
proposed, | believe that the playtexts written balespeare are in
themselves (and in stage productions) great soufoespossible
explorations of this kind of device. | hold thisach recalling what
theater critic Barbara Heliodora once said: “[timain reason why |
cannot admit this distinction between a literaryd aa theatrical
Shakespeare is that he never wrote but for the'’s{ageasons” 229). It
is my understanding that, if all of Shakespearaanth was really
intended for the stage, as is acknowledged by Hef® and other
scholars of the Bard’s legacy and life, then all playtexts offer room
for theatricalizing devices that bring into playesficities of the theater
medium itself and that explore a story’s and aistgg own fictionality.
The extent to which the devices are explored or inosubsequent
theatrical productions of the Bard’'s texts will, oburse, vary and
depend on the purposes of each company. Stilleétns to me that
Shakespeare’s texts are extremely inviting to h@aached in terms of
theatricalizing devices. To me, it is almost anviteble temptation to
look at Shakespeare from this angle.

Another relevant point to be discussed regardingampgroach
is that, as exposed earlier, these devices hawe-dotd purpose: they
can be useful both for a celebration/exploratiothefmedium of theater
and for a commentary on real world issues and isswtaiping to
human beings’ existence and constitution. Regartiegtheater part,
what | mean is that the devices can explore andneam on the
specificities of the theater medium as well as tsnqualities, beauty,
conventions, and powers. Such potential of theadsvcan be seen, for
example, in the new characters of father and chideh the Folger
production. The use of that father and child intlvee storytelling (from
an outer play) throughout the staging of the inplay (i.e.The Winter's
Tale itself), in which these characters participate \rergs from the
inner play, explores the theatrical means of diffier levels of
fictionality that blur each other. This happens,ifstance, at the end of
Hermione’s trial, when the father reads the Orachlaessage from the
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fairy tale book, and the reading has consequerncéset characters of
the inner play. It happens again when the fathts as a narrator, and
soon after impersonates Antigonus disposing they Badrdita, being
then immediately chased by the child’s teddy bewt turning to the
role of father. In short, these two charactersteedy Folger and the
way they are used in this production explore theatdr quality and
capacity to accommodate different levels of startle same stage, and
merge them at will, thus commenting on the mediditheater.

Another example of the devices commenting on trheoér
theater is the use of the character Time in Atdeetaura’s production.
Time contributes to the advancement of the plotk{fiyging the story’s
book for other characters to read from it what thappened, for
example), and also works as a helper to the feloters. He helps the
other actors change costumes, and brings and saka&g certain props
as needed. Time also announces the interval oéesixtminutes/years
and marks the beginning and ending of both theniateand the
production itself. In this way, this character seetm comment on the
fact that theater is made live (with intervals)danade by real people
who help one another for the success of the evidme. fact that the
actors in Atores de Laura’s production interacthwihe spectators
during the interval, offering wine and explainindgpat a sheep-shearing
feast is, is also a commentary on the art of thepten that such moves
highlight the complicity required between actorsl arudience for the
theatrical event to work.

Next, regarding the devices and their other purpddeelping
communicate on issues pertaining to the real woflthe spectators, it
is valid to recall Hornby. Following Hornby, “[pNa neverdirectly
cause anything. They do, however, provide the mearsxamining the
ideologies by which we live” (64, emphasis in th@gimal). From this
view, theater is a means not only to entertain dsb to indirectly
and/or subtly cause effects of the real, precibglynaking the audience
reason and reflect on matters that pertain to the reality outside the
theater building (a claim that echoes Schechnel&as on theater's
entertainment and efficacy potentials). Besides;lasned by Hornby,
the theater medium itself makes the audience resgxanot a famous
playtext or the themes at stake in it, but, rathegxamine “the way in
which [the spectators] perceive those issues” (4Bjom this
perspective, theater has to do with real life aiitti every human being
that lives in the world: “all plays, however ‘unligéic,” are semiological
devices for categorizing and measuring life indisgdHornby 14).
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In this way, while theatricalizing devices distartbe staging
from the notion of realism, by emphasizing fictibtyaand artificiality
(as if saying that “this is theatemwt life”), | submit that such devices are
still able to deeply communicate with and expréssreal world in the
manner implied by my reading of Hornby. In the prcibn by the
RSC, for instance, Peter Holland recalls that drth@items Autolycus
steals from the Clown is a condom, which is thehildted to the
audience. This quick moment works as a theatricgizievice in its
interruption of the fictional world with the exhtlin of an element
usually associated to real, contemporary life ofthat is, it causes
estrangement on the audience). More importantly, rttay have been a
serious reference by the RSC to the emergent aessenf the AIDS
problem, if we take into account the report by Dla@hilds on England
at that time: “[flear of the rising tide of deatliem AIDS in the 1980s
forced the government to initiate an educationatgaign on television
in 1988. The condom was praised nightly in a varetways as a way
of ensuring ‘safe sex™ (245). Hence, the campaigitiated on
television in 1988 may have found reinforcementlwater a few years
later (1992), with the RSC'8Vinter's Tale In short, | see this as an
example of devices working to comment on the reatldvand its
concerns.

Another example can be drawn from Complicité’s paiibn.
Theater critic Michael Billington complains thaktline expressing the
theme of “things dying” and “things new-born” (dgséd to be said by
the Old Shepherd holding the baby found, whileehgtg to the Clown’s
account of the death of Antigonus and the marinsr€)bscured by a
sort of entertainment routine (“vaudevillian shticland “jokes about
the sponsors” (Billington’s expressions). Those ek constitute
theatricalizing device in that they make a rea-lieference in the
fictional world presented on stage (that is, aat&on of metatheater),
and in this sense they blur, in a way, the audisncsality and the
fictional reality of the characters. Also, in myew, such jokes about the
production’s sponsors exemplify the fact that tegicks can be used to
address the real world in the sense that the mfese may be a
commentary on the fact that all is business iny@daorld (not only in
the arts, of course), and even theater cannot esggptalism in order to
survive.

To be clear, the point is that theater, like otftems of art,
needs the accompaniment of investors’ money in then of
sponsorship, so that the production itself (with niecessary expenses
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with setting, costumes, make-up, training and redadgeriod, etc), its
advertisement and marketing campaign, and evenntwne of the
members of the company and the costs for the ptiaite tour to other
places are dependent on this kind of funds. In dbisse, references to
sponsors may be a mocking commentary on this ydaliteality that the
artists would probably wish were different). In dmuoh, the fact that a
production (like Complicité’s) has sponsors belitnday even alter the
production itself—for example, with the quick insian of explicit
advertising in the shape of such jokes, a sorinetéssary evil”. In the
end, my point is that Complicité’s jokes about theponsors are
theatricalizing devices that possibly serve thgpse of referring to the
real world of the spectators, by making a sort acking criticism of
the monetary demands that inevitably accompanytatiawork.

Next, looking at the approach proposed in thisystode could
criticize the fact that some devices should betier called &anti-
theatricalizing devices.” This possible criticisrashto do with the fact
that, if theatricalizing devices highlight fictiditg, then those moments
in which the characters blur the boundaries betweahand fictional
worlds could be considered anti-theatricalizing, tivat they do the
oppositeof emphasizing fictionality and artificiality. Rar, one could
claim, the blurring of these worlds, as observedhiares de Laura’s
interval, for instance, in which actors and spectathat (about an event
to come in the production), can actually approxenéte fictional
characters to their real selvas actors thus suggesting the actors’
reality (not their fictionality).

| understand such possible criticism to the apgrphat | want
to argue that even moments that could be readtatheatricalizing still
work to theatricalize anyway. This is so becausemtallegedly) anti-
theatricalizing moments are at stake, they relateetlity itself (the
reality experienced by the audience), at the same asstill belonging
to the realm of fiction. I mean, even when a supdbs anti-
theatricalizing device distances the staging frsrartificiality (instead
of distancing it from realism), it continues to fh&thin the fictional
world, as a part of that work of art thattheater, not life. Hence, the
anti-theatricalizing can actually be understood astthuadizing too, in
the sense that it touches on the reality whie being reality itselfbut
still part of a fiction. Finally, the audience knsyor at least expects that
such interruption of the fictional, or the blurrifsgtween fictional and
real world is to be ceased soon, because the raitiplot needs to
continue its path.
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Another possible criticism to the approach deveiope this
study could be related to the limited scope of tiesothat generate the
devices, since | focused only on metatheater (& ddriations) and
theatricality. It is certainly true that the apprbavould benefit from an
investigation of which elements from allegoricalidies, mimesis,
symbolism and other areas also make the referregteteemerge. In
fact, | believe that the theatricalizing deviceprach as proposed in
this study can be developed in a more encompassayg and this
remains as a suggestion for future research: tieiudevelopment of
the approach could be achieved by taking into cmmation more
possibilities than just metatheater and theatticali

7.3 Time, Truth, and the Fictionality Paradox

The final topic to be discussed in this conclusiention has to
do with the theme of Time as father of Truth, amel paradox that truth
emerges by means of the fictionality of the theatizing devices. Even
though the playtext and its stage productions eameld from several
points of view, still, I believe that the themeTome as father of Truth
is one of the most relevant concerns that can eenémgmy view, Time
is absolutely vital in the advancement of the pibThe Winter's Tale
and some of the themes that the story can touchkumh, as those of the
truth of a person’s character, regeneration, rehetvengs dying and
being reborn, penitence, regret, the power of femgess, and the
continuing faith and hope, to name a few. From pésspective, one
may claim that the Time-Truth factor can be conegatith specific
concerns expressed by the selected companies’' xteraad possible
goals with producinglfhe Winter's TaleOne example of this is the
development of an optimistic perspective that tingals all and that
things will eventually be sorted out.

In the same way as Time can be so central to thteapd to the
possible thematic constructs the playtext and #sfopmances can
create, | hold that Time is crucial, too, to thevalepment of the stage
productions themselves. This is so given that therosnding
circumstances and contexts that inform those ptazhg and that are
informed by them ar@lso subjected to the Time factor. To be clear,
according to a context at a given time and plastage production aims
at certain goals and is motivated by specific issiand after time
passes, other productions may have different petisps and other
interests in their stagings of the same text (ootbér texts that emerge
as more relevant or useful). In this sense, | ppeghat nothing resists
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Time: the story ofThe Winter's Talétself is open to the reading that
Time reaches everyone and everything, and that Tgneelated to
several different themes of the plot; and the tiestproductions of this
(and any) text also depend on and are marked kgifigjtees of their
own times of production.

Finally, | want to focus on the paradox that, he stagings by
the RSC, Folger, Complicité and Atores de Laura, Thuths of the
story emerge, many times, precisely from the dediteefiction of the
devices | have investigated. In other words, thadinality enhanced by
the use of those devices and the fact that thosetae are actors
following a rehearsed scheme and with specific ahjes in mind work
together to develop and advance the themes of tbey snd its
revelations (that Hermione is chaste, that Perditactually of royal
birth, that the tragedy needs time to be revers&a a happy ending,
that the Oracle’s hopeful message that the lostcamebe recovered is
eventually fulfilled, etc.). It is clever that imé productions analyzed
truths emergeprecisely from premeditated and intentional fiction
because this confirms that the devices, when upgdopriately and
intelligently (that is, not merely as a “charmingthnique that does not
add anything, thematically speaking), can conneti the conception
and interpretation given by the company to the, terd, therefore, can
significantly contribute to the telling of a story.

7.4 A Final Word

The Winter's Taleas a playtext and in the specific stage
performances analyzed in this study really makess tbink about real-
life themes and themes related to the human subjedhis way, |
believe that it is a highly relevant text for todagudiences in general,
who seem to be in need of more reflection and e of human
behavior and society. At the same time, | agreb Miarlene Soares dos
Santos, who claims that the story Tie Winter's Tales “about the
universe of fiction” (“Introdugdo” 20, my translafi). In my view,
ultimately, The Winter's Taleis theaterabout theater, and the stage
performances of this text discussed in the pres=sarch testify to this
point, precisely given their extensive employmeittlzeatricalizing
devices. Yet, these performances, to reiterate oagain, also
significantly address human reality and real lifg,use of those devices,
as well as concerns that are relevant to any hutmaing who
experiences feelings such as those of loss and leafensively treated
in the productions analyzed.
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All in all, | should like to recall Luigi Pirandalls words that
start this dissertation: “This is the theater! @uwtto is: truth up to a
certain point!” (101). It seems that Pirandelloistibnal director, who
utters this line inSix Characters in Search of an Authémnows that
theater is always a fiction, even if it vehemengiypresses reality.
Further, Pirandello’s fictional director also seefasniliar with the
devices | here name as “theatricalizing,” in tlnetsie devices are used to
discuss issues of the real world and truths altoamd about the story
itself, but such truths go only up to a certainnpofor therealways
exists artifice, theatricality and deliberate ficti behind the theater. |
hope that the analysis conducted of four stage umtamhs of The
Winter’s Talewas able to demonstrate this—we are mocked byatime s
art that refines our views of reality and of ourywselves.
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APPENDIX A

Royal Shakespeare Compaiijie Winter's Talg1992

Production team:

Director: Adrian Noble

Designer: Anthony Ward

Lighting designer: Chris Parry
Music: Shaun Davey

Costume designer: Anthony Ward

Movement: Sue Lefton

Assistant director: Piers Ibbotson

Stage manager: Michael Dembowicz

Assistant stage manager: Chris Savage

Deputy stage manager: Sheonagh Darby

Design assistant: Rob Howell

Music director: John Woolf

Sound: Paul Slocombe

Company voice work: Cicely Berry, Andrew Wade

Dialect coach: Charmian Hoare
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Cast (in alphabetical order):

Samantha Bond (Hermione)
John Bott (Archidamus)
Alan Cox (Florizel)

Jeffery Dench (Old Shepherd)
Marc Elliott (Mamillius)
Roger Frost (Gaoler)
Phyllida Hancock (Perdita)
John Hodgkinson (Lord)
Stephanie Jacob (Mopsa)
Andrew Jarvis (Antigonus)
Paul Jesson (Polixenes)
Gemma Jones (Paulina)
Barnaby Kay (Servant)
Richard McCabe (Autolycus)
Catherine Mears (Lady)
John Nettles (Leontes)
Pearce Quigley (Cleomenes)

Jenna Russell (Dorcas)



lan Taylor (Mariner / Lord)
Graham Turner (Young Shepherd)
Angela Vale (Emilia)

James Walker (Dion)

Stefan Weclawek (Mamillius)
Benjamin Whitrow (Camillo)

Guy Williams (Lord)
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APPENDIX B

Thééatre de la Complicitd§he Winter's Talg1992

Production team:

Director: Annabel Arden

Designer: Ariane Gastambide

Lighting designer: Ben Ormerod

Sound designer / Sound operator: Christopher Shutt
Movement research and training: Monika Pagneux
Associate director: Annie Castledine

Producer: Catherine Reiser

Assistant to the producer: Claudia Courtis
Assistant to the directors: Jennie Darnell

Assistant designer: Andrew Walsh

Assistant to the designer: Heidi Luker

Music research: Gerard McBurney

Scenic painter: Erin Sorenson

Set construction: Phil Seddon

Chandelier and props maker: Jesse Spencer

Stage management placements: Paul Flexton, Abbgstam

Costumes: Willy Burt and the students of the LonG@aofiege of

Fashion
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Costume supervisors: Maria Maguire, Karen Schuck
Perdita’s costume: Sarah Ford

Original design ideas: Rae Smith (jacket coatsj)i ISaacs (Sicilia
cloth)

Teeth designed by Haynes and Kulp
Projects co-ordinator: Julie Batty
Company stage manager: Tom Albu
Stage manager: Jo Edkins

Financial manager: Joy Schoenborn

Cast (in alphabetical order):

Lilo Baur (Perdita / Sicilian Lady)

Kathryn Hunter (Mamillius / Paulina / Time / Old &¥herd)
Mark Lewis Jones (Antigonus / Florizel)

Marcello Magni (Autolycus / Gaoler / Mariner / Bah@an Lord)
Simon McBurney (Leontes / Clown)

Dhobi Oparei (Polixenes / Cleomenes)

Vicki Pepperdine (Emilia / Mopsa)

Gabrielle Reidy (Hermione / Dorcas)

Leo Wringer (Camillo / Dion)
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APPENDIX C

Folger TheatreThe Winter's Tale2009

Production team:

Director: Blake Robison

Resident dramaturg: Michele Osherow

Scenic designer: James Kronzer

Lighting designer: Kenton Yeager

Sound designer / Original music: Matthew M. Nielson
Costume designer: Kate Turner-Walker
Choreographer: Karma Camp

Artistic producer: Janet Alexander Griffin

Assistant artistic producer: Beth Emelson

General manager: Giuseppe DeBartolo

Theater production manager: Charles Flye
Associate director: Adam Knight

Assistant director: Jay D. Brock

Technical assistant;: Andrew Payton

General management / Casting assistant: Lisa Forres
Production stage manager: Che Wernsman

Assistant stage manager: Miriam Yoder
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Production assistant: Brian Sekinger

Dance captain: Saskia de Vries

Scenic charge: Marissa “Za” Johns

Scenery construction / Installation: TSA, Inc
Wardrobe manager: Kate Turner-Walker
Costume assistant: Rachel Apatoff
Wardrobe: Amy Carr

Costume intern: Tracy Moyers

Stitcher: Brandee Mathies

Assistant lighting designer: Catherine Girardi

Electricians: Amber Meade (master electrician),iBsslard, Dani Bae,
Jessie Crain, Sarah Peterson, Paul Villalovos

Light board operator: Sarah Peterson
Properties mistress: Michelle Elwyn
Sound consultant: Brian Keating

Sound board operator: Miguel Hermann

Cast (in alphabetical order):

Kirsten Benjamin (Nancy / Dorcas)

Anthony Cochrane (Autolycus / Ensemble)
Dane Crane (Florizel)

Saskia de Vries (Emilia / Mopsa)

Drew Eshelman (Old Shepherd / Ensemble)



Laura C. Harris (Perdita)

Naomi Jacobson (Paulina)

Mark Krawczyk (Cleomenes / Ensemble)
Connan Morrissey (Hermione)

Zophia Pryzby (Mamillius / Boy)

Lawrence Redmond (Antigonus / Father)
Jon Reynolds (Shepherd’s son / Ensemble)
Daniel Stewart (Leontes)

Jesse Terrill (Dion / Ensemble)

David Whalen (Polixenes)

Frank X (Camillo)
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APPENDIX D

Companhia Atores de Laur@, Conto do Invernd2004-2005

Production team:

Director: Daniel Herz

Dramaturg: Marlene Soares dos Santos
Translation: José Roberto O’'Shea
Cenography: Ronald Teixeira

Lighting designer: Aurélio de Simoni
Soundtrack and music director: Carlos Cardoso
Costume designer: Heloisa Frederico

Artistic direction of the company: Susanna Krudzaniel Herz
Assistant director: Maira Graber

Movement director: Marcia Rubin

Visual programming: Paula Mello

Assistant lighting designer: Luiz André Alvim
Assistant cenography: George Bravo

Costume assistant: Anna Nodari, Joana Passi degsldBath Passi de
Moraes, Maria Lucia Barreira

Light arrangement team: Luis Fernando Blau, RodAyete, Juliana
Moreira
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Tapestry making team: Leticia da Hora, Tania D@@apline Durtra,
Soraya lzar, Maria da Penha, Pedro Izar, Rafaeld@®oiarcisio
Firmino

Setting construction: Tapestry making team, cadttaam ofO Conto
do Inverno

Stitcher: Lucia Lima
Executive production: Roberta Schneider, Maria Eoas
Production director: Susanna Kruger

Project assistant: Marcia Dias

Cast (in alphabetical order):

Luis André Alvim (Sicilian Lord / Old shepherd)
Robert Carvalho (Gaoler / Mariner / Peasant)
Leandro Castilho (Florizel / Official / Mariner)
Méarcia Cerqueira (Mopsa / Lady)

Vanessa Dantas (Dorcas / Lady)

Val Elias (Time)

Marcio Fonseca (Antigonus / Sheep-shearing servant)
Maec Francken (Mamillius)

Charles Fricks (Leontes)

Paulo Hamiltonn (Autolycus / Archidamus / Mariner)
Tiago Queiroz Herz (Mamillius)

Susanna Kruger (Paulina / Sheep-shearing boy)

Anderson Mello (Camillo)
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Jodo Marcelo Pallotino (Polixenes)
Verdnica Reis (Hermione / Sheep-shearing old lady)

Ana Paula Secco (Perdita / Mamillius / Mariner)
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APPENDIX E

Letter sent to Companhia Atores de Laura by thestedor of
Shakespeare’s playtext to Portuguese, José RdDStea

Dear Atores de Laura,

| have been thinking a lot about your work, morecsiically,
about the issues of language and delivery of lapgul is certain that,
in theatre, verbalization is always a crucial aspdowever, in dealing
with “classic” texts (old texts), the matter is yaromplex. What takes
place is a great challenge, actually, a paradaause one is required to
appropriate something that is not familiar.

Let me explain it. In old texts, language and tgare distant
from our own. The supposedly well-known notion leé universality of
the great art has expressed and served the isteoéshegemonic
cultures and classes and, therefore, many timed) sotion is not
noticed as universal by minorities. Actuallgata venialan Kott,
Shakespeare is not, exactly, our contemporary,raziB or better, in
Rio de Janeiro, in 2004. Shakeslgeare is a produengland, or better,
of London, from the end of the 1@&nd beginning of the T?centuw,
even if his work is being performed in BrazilianrRiguese.

Hence the challenge and the paradox: to take athattis
distant in terms of time and space, in terms oflemge and reality, a
text at times strange, and make it meaningful tierBrazilian audience,
carioca [from Rio], in 2004, it is indispensableatthin the work of
delivery (enunciation), one develops an absolutetiyl appropriation of
the language itself, yes, this different language terms of vocabulary,
syntax, subject, verse, etc.

One possible way to reach such indispensable apatiop is
to have a full understanding of each word deliveMatice that | sagn
understanding, nothe understanding. Just like the translator cannot
translate something that he/she does not understaedactor cannot
speak (and mean), if he/she does not own the umadeisg of the word.
By understanding the word, appropriating it, andorring technique
(breathing, pitching, syllabication, projectiorf)etactor will be ready to
face, with the expected “naturalness,” the meetiitg the classic text.
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The challenge is big, and it cannot be simplifiggl.it is said in English,
“nobody said it was going to be easy.” Yet, if yoave done so well
with Moliére, you will certainly win (and enjoy) ¢h Shakespearean
challenge.

And enough with the teaching.

Break your legs!

Exeter, February 29 2004.

JRO
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APPENDIX F

Folger TheatreThe Winter's Tal@program’s front cover, 2009
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