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“Intetview

Jonathan Miller on
The Shakespeare Plays

TIM HALLINAN

le/lmnn When you're producing Shakespeare for television as opposed 10 the
what does it do to your general approac]
Miier Well 1 think that tlevison ofers you the e removing largescale
hectoring rhetoric. It means the people Raven't go to boom o 1o sing o to goin
for that rather grandoquent v speaking which often puts people off. You
more naturalistic. People can speak quietly in their own voice
w\\houl imply descending into an ordinary modern vernacular. You can’t have
m ding that becaus 1’ very destrctive o ‘Shakespeare’s verse if you speak
o5 4 as ordinary maodéen
Halinan. 1 scems to me that \clevisionis inherently a more naturalistic medium.
You're used t0 seeing the news on telcyi
Miller. That < ight. 1 think that as soonas o put Shakespeare on that box where,
as you pr , yo
re more o1 ess bliged to present the ing s turally as you can. There are,
of course, limits upon that because of the sort of langusgc that is being spoken.
First of all, it comes from the past, and secondly, it doesn’t come from the
past. It comes from the artistic past, e ot a tyle and an idiom
S1ts own which can't be violated. You have to alow these peopie tospeak verse.
But you have (0 get them speaking the verse in such a way that the audience s
not aware of the fact that they’re in the presence of an art form. They're only in
the presence of naked communication. You have to give them the sense that
when they hear those sentiments and feclings and ideas cxpressed in Shake-
speare’s language it’s the only possible way in which those particular characters
could have spoke; andtha tht's thebestway tocomvey the ideas that they are
actually trying t0 expr
Haltinan, What abou the visual style?
Miler, Wel you have <n awkward siation always, with the television, when
w're taking an art form which was not intended for that medium. One has to
Anderstand that Shakcspeare wrote for an unfurnished, nscenic stage L
naturalistic representation of any sort. People dida't even wear colorful cos-
tumes. They simply
Thaps some item which represented the past. Even in doing the Roman
Wlayer 5t sebms very unlikely that people wore archacologically correct Roman
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°From the Editor

an\o ON THE EVE of the second
world congress of the International
Shakespeare Association—in real
such gslh:mlg, if one begins counting with the
1971 Vancouver congress at which the ISA
was formed—I find it tempting to cast aside
the prudence that prevented Sam Schoenbaum
from deliveing aSate of Sakespeare Sudis
recent President’s Message to

rende(s of the Bulletin of the Shakespeare As-
sociation of America. As Sam noted, it would
seem that we have arrived at a kind of consen-
sus about the poet we honor, a consensus aptly
captured in the theme of this year's meeting;
“Shakespeare—Man of the Theatre.” It would
appear that we have largely completed what
John Styan has boldly labeled a “revolution” in
the way we approach Shakespeare. And many
of the fruits of that revolution are to be found
in the theatre-oriented amclcs reviews, and
Shake-

Teachers who once taught only Julius Caesar

and Macbeth arc now finding that they can

also avail themselves of All’s Well That Ends

Well and The Wintr' Tle,and thei cases
espeart

conducted by Tim Hallinan, the man who,
more than anyone else, has made “The Shake-
gl i educational in-
sitstiont of A
Tattgratind s i publish an interview
with a director who appreciates the roles that
scholarship and_critical interpretation may
play in the development of a Shakespearcan
production. For Jonathan Miller, as for many.
of today’s most gifted directors, it is self-evi-
dent that what takes place in the theatre or
before the camera should be informed by the
d of that takes place in the

g

speare Quar terly.

i sttsined a vantago-pont from
which we may look back—and, alas, all too
often, down—on our Eee ‘predeecssors,
we would probably do well to remember that
the better part of valor s discretion. Because it
i still too early to assess just where the Shake-
speare revolution has left us, t0o carly to deter-
‘mine whether our present station is a water-
shed on an ascending terrain or merely a tenu-
ous position on a revolving wheel. Bearing that
in mind, I shall endeavor to profit from the
example of elder masters of known honor and
limit my observations here t0 a few brief rc-

arks about matters that seem to be part of a
larger picture whose full significance will
mergeonly i the fullness of time.

begin by observing that, whatever its
e o BBC/Timo-
Life Television series hakespea
Plays” is quietly altcring the lzndsc-np: in the
secondary schools of the United States. R
sponses {0 educational packages sent out to
ogh schools and junior high schools by TelEd,
Inc. indicate that far more Shakespeare is be-
ing read and seen and discussed than at any
time in the past, and that students are being
introduced 1o Shakespeare at younger and
younger ages with each succeeding scas

3

library, or the art gallery,
same token, a scholarycrit
Egan (whose comments about the character of
Kent follow the Jonathan Millr interview) is
aware that what takes place in the library or
the study or the classroom i richest and most
pertinent when informed by theatrical experi-
ence. Egan's essay illustrates the other half of
that dialogue which is really at the heart of the.
Shakespeare revolution—as do the theatre re-
views that make up the bulk of this issuc.
Once more we find ourselves confronted
with an all-but-overwhelming plethora of pro-

other than the United Kingdom, Canada, and
the United States will appear in the upcoming,
Autumn 1981 Quarterly, along with Ken Roth-
wels review o scason three of “The Shake-
speare Pl
H: ving ‘mentioned the dialogue between
scnalar/em.cs and theatre professionals that is
salient a characteristic of Shakespeare stud-
ies today, I'm now pleased to announce two
new Folger-sponsored programs that have been
designed tofosersuch nterchange, The it s
a symposium, “Shakespcare on the Screen,”
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costumes. Therefore I think s very unise o try and represent on the television
screen something which Shakespeare did not have in his eye when he
wrote those lines. You have to find some counterpart of the unfurnished stage
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be offered October 29-31 at the University of
Southern California under the joint sponsor-
ship of the American Film Insttute, the Folger
Institute of Renaissance and Eighteenth-Cen-
tury Studies, the University of California at
Santa Barbara, and USC. The second is an
NEH:sponsored Humanities Innitue focusing
on “Shakespeare in Performance” and sched-
uled totake plce t the Flger durmg July of
rograms, the second modeled
ik plcaireal i pecgiead
Vode the gukiass orsA i Stanley and
Homer Swander, will seck to consolidate the
gains and refine the methodologies developed
over the last several years by i, eriis
directors, and actors sharing and compariny
perspectives on Shakspearcs dramatic wxis
Taken together with the multifaceted pro-
grams and activities that have been stimulated
by the tour of the Folger exhibition, “Shake-
speare: The Globe and the World”— which is
now in New York City and will be in Los Ange-
les (as the centerpiece of a stunning array v ol
performances, concerts, lectures, cou
posa, and other events throughout Southern
California) from mid-October through the end.
o Jansary—thee new offringsrflet the Li-
ry's ongoing quest to make its resources
available in ways that go beyond the investiga-
tive labors of scholars in the newly-reopened
reading room and the explorations of directors
and actors working in productions of the Folger

Theatre Group. And what s true of the Folger
also true, in different ways, of dozens of
otbercrganizations and fnstitacons-Lbrarin
mei Do . _performing
art throughout the United States,
and indeed throughaut the werld
atever elsc anyone may wish to say about
the present State of Shakespeare Studics, then,
onc may assert with confidence that it is active.
And in an effort o stay abreast of that activity,

Shakespeareans, each of them distinguished,
‘among other things, by work that has advanced
the current dialogue about Shakespeare as a
man of the theatre: Anne Barton, Professor of
English at New College, Oxford; Ralph Ber
Professor of English at the University of Ot-
tawa; Stephen Booth, Professor of English at

of California, Berkeley; and
Ann Jennalic Cook, Executive Secretary of the
Shakespeare Association of America. These
cutstanding scholaeritics will important
new dimensions to the deliberations of the Edi-
torial Board, and all of us will be grateful for
their counsel as the Quarterly comes to terms
with a number of major questions in the
months and years immediately ahead.

JOHN F. ANDREWS

ANNOUNCEMENT

“The Folger Institute of

th-C

the presentation of a symposi

on the Screen,” scheduled for October 20

hal
31 at the Univerity of Southern Californa. The
primary purpose of the symposium will be
10 provide an opportunity Tt tachers scholars, acor, Areors. s S television
pmducm fo discus tho theory and practice o prescnting Shakespeare on im and televi
ilm Ins

sion. Co-sponsored by the American Fi

te, the Folger Institute, the University of

C:nh[url\m nl Santa Barbara, and the University of Southern California,
carries a registration fee of § Persons interested in participating Shoud. 'fnfcm" 3
hakespeare Symposium
Folger Shzkt\pnam Library
201 East Capitol Slrctl SE.
Washington, D.C. 2
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Miller. Well, et take Antony and Cleopaira first. s quite clear that Shake-

is ot actualy writng sbout  historially realitic Egypt por about &

Hisorically realstc Rome. He's talking about & Rome and an Egypt as they
would have appeared to the sixteenth-century imagination. Now, one doesn’t
want o eproduce all the aritectur detils that some paincrof he sixtcni
century would have imagined. But o mlmﬂncc ‘must remind
the audience of the imay mullun,

accurate Egypt and Rome to which the play nmnmxlly, e only nominally,

‘That's the e point, you see. As our archacology has improved in the
400 years that have passed since Shakespeare, we have come to know an Egypt
and s Rorme which Shakespeare knew mlhmg ‘about. The uncovering of Roman
antiquities, particularly, say, in Pompeii, has shown us details of a Roman life
that Shakespeare knew nothing aboot &t all. And in any case, when writing

about locations, he was
using them as metaphors for talking about the problems of his own time and his
own England. There is a sense in which you could say that Antony and Cleopa-
rais rally about Queen Elizabeth and Leiceser, and that i really is a
ised satire on the politics of Elizabethan England plus an overt treatment of

Jonathan Millr dirccts John Clesse in The Taming of the Shrew.

that Shakespeare wrote for without, in fact, necessaril

cessarily reproducing a version of
the Globe theatre. Because there’s 1o way in which you can do that. You can't
put one stage inside another, but you have to find some visual counterpart of

that.
Halli;m{r‘n ‘What's been your approach to the sets for the plays that have been done
50 far?

Englishman. I’s also a mask on the subject of Mars and Venus. But it’
an

‘Venus, not as the Greeks or the Romans would have seen them, but as they.
were seen in what we call the Renaissance. What we mean by the Renaissance is
therebirth of classicalantquity,but notclassical aniquity in s prstine| form.

In being reborn, it was actually transformed

into something entirely

In the case of Antony and Cleopatra, 1 went thereforc to painters of the late
sixteenth century, particularly the Venctian painter Veronese, who, in fact,
represented a lot of scenes from classical antiquity. There’s a very famous

JONATHAN MILLER s the current Producer of The Shakespeare Plays, havi
sucecedd CodricMesin, who ached the st and v o roser o sssors
one and twa. A sxyear, 7play projet of the Brish Broadcastng Corporaion
asociaion with Tume-Life Teeviion, The Shakespeare Plays sec wndorw "ﬁc,.

aiied Siateg by Ern Corporaion, Mei
forgan Guaranty Trust Company of

of the serics are The Taming of the Shrew,

politan Life Insurance Comy
> w York, and presented on he Public Broad
casting Service by wNu/mmc" o New Yok Gy, bt

iy The offringsfot seain thee

The Merchant of Venice, Antony ar

Clegpatra, s mu That Ends Well, and The Winter's Tale—all developed e

of
ik opera, Jonathan Miler fist made his markin the theatre with the hilarious

revuc “Beyond the Fringe.” More recently, he h
oy

< Bodytn Questionaired on P15 in (e Uil Sates s o o 15
TIN RATHINAN. o o th i 1t e s o prsnain

here, is an exccutive officer of Stor

‘which handles public relations for The

Shakespeare Plays, and the person pineipaly responsbic fo a wide rang of S

tional support materials designed for distibution to shool in this country by TelF

Inc. and tunded cqually by the three underuriters and (he Corpoation for Pibii
h

Broadcasting

bo d
nia State Umv:ml) §)swm oot o Bt il

productions included in The Shakespeare Plays.

painting in the National Gallery in London of the Darius family at the feet of
exander. Now, when you look at that picture you can see quite clearly that
Veronese has made a wonderful mixture of costumes. Alexander stands there in
;cmelhmg ‘which looks rather like Roman costume, but it’s also Roman costume
n through the cyes of  sixteenth-century imagination. It's almost a
Sixteenthcontury stage costume version of Rome. And anyway i¢s Roman rath-
er than Macedonian, so that already therc’s an el
And then the courtiers who kneel at his fect, the Persian monarch and his
family who kneel at his fet, are not ancient Persians. They are dressed in the
costume of sixteenth-century Venetian courtiers, and. the officers who stand
beside Alexander are dressed in armor which i quic clearly the armor of the
sixteenth-century Holy Roman Empire. So what yot fact, is a wonderful
Hodgcpodge. That hodgepodge was the only available costume railfrom which
Veronese could draw in order to dress his idea of what that classical past was
e et those images in order to recreae & Sixteenth-entury version of
Roman antiquity.

Hallinan. And what about the sets?
Miller. As far as the sets were concerned, I had two considerations in mind. One

was that I wanted to avoid literal scenery, because once you start having literal
scenery it won't look good in the studio anyway. You're committed to going to
Egypt. I didn’t want to do that because it was oo expensive, and because it
actually, paradoxically, would have been inconsistent with the lines that were
being spoken. The lincs are couched in the verse and sentiments of the late
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sixteenth century. Tt would have looked ludicrous to place that verse against a
realistic Rome or Egypt of the first century A.D.
Hgllnan, 15 it not trc that many pople who vatch Stakespeare on telvision
't really seen Shakespeare at al

il e Tanr o ks e S aocomplx of doing it at all carries its own
justification. The problem, really, comes much more with people who have seen
Shakespeare before. They have learned to visualize Shakespeare in what they
think of as an authentic way, and they experience a shock when they see it done.
in a new way. Now, what they think of as an authentic way is by no means
authentic. 11 is simply the one v.hal they've grown familiar with. Tt acquires the
reputation of authenticity merely because it’s familiar. When you actually ask
people what they mean by authentic proper Shakespeare, what they usually
come up with is simply a description of the Shakespeare they saw twenty years
250, which s o more authentic than the ne hat wasdon sty yeas pir (o
that. In fact, each twenty years sees its own. characteristic departure from
et Sl {1 sy st (ke oo Thats 2 ey B cTamics
stay alive— by being able to undergo the uansformalmns which each generation

naturally and quite unavoidably inflicts upon the
Hallinan. Let’s get back to what you were saymg earlier about the kind of
h rehacolo it clsica youve

doing in producing the plays for Season Thre
Miller. Well if you're going t0 recreate a play from s et pustiyouais o
ave some sort of documentary source in order 10 suply you ith images.
Pictures of the period are the best documentary sources {0 go by in order to
Some up wih something wich ol gt o sl e el RS e
speare or any his perio s actualyrefering 0 Asa director, en, one
e e v oo s dgalens anil ol sting picture
postcards as one docs in reading text, 13 sinpyy one of the sources of spira:
tion. IUs the dircctor's job, quite apart from working with actors and getting
subtle and encrgetic performances out of them, to act as the chairman of a
history faculty and of an art-history faculty. To assume that you can unlock
Shakespears's imagination merely by inuition 1o bring him down o the evel
a television hack writer. Here was a writer who was immersed in the themes
and notions of his Gme; The ol 1y way you can ulock that imagination is o
immerse yourself in the themes in which he was immersed. And the only way
you can do that is by looking at the pictures which reflect the visual world of
which he was a part and to acquaint yourself with the political and social issucs
with which he was preoccupied—trying, in some way, to identify yourself with
the world which was his.

With Aniony and Cleopaira, I worked from the Venetian paiters ofthe jne
sixteenth century, primarily Veronese. First, because it provided me with
source of costume designs. But it also gave me a way of staging the plays. There
is something about the way in which Veronese organizes his physicl space. T
mean the the.
PayATHC oroatietallsoficia ofthe verseesaes something corresponding
it in the ornamental style of the way the producton ook, and the Barogue
imagination of Veroncsc supplicd that vry well

The Taming of the Shrew, 1 don't think that I've used any one particu-

i S get was something which gave us a picture of
domesti e at thestrt of the seventeenth century. Now,unfortunaicly, there
very few art historical sources which give us & view of lifc in the Ttalian
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of children to one another. sruka.spme is the great plxywrmhl of the rmuly, He
had he political ologyo f the,

relaionshi of the family fo the statc. Shakespears very intresied in the
noton of authority—autharity within th family and authoriy wighin he tate
and I belicve that he underwrote the idea that the state, whether it was the
small state of the family or the larger state of the country, required and needed

defer. This was particularly important to someone like Shakespeare who had
lived through, or had just emerged from, the period of the et turbulencein
English political life. He and his contemporarics realized the absolute, vital
importance of a peace imposed by someone who held within his  hands the
precmpive powes and could it punishmens and e omire
Well,in The Taming of the Shrew we have something very similar in that
Shakespeare is extolling the virtues of the obedient wife— not the subordinate,
cowed and simply docile, crushed wife—in accordance with the sixteenth.
century belief that for the orderly running of society, some sort of sacrifice of
personal frecdom is necessary. Now, that’s not something which we acknowl-
edge or accept, but the fact that we don't acknowledge or accept it doesn't mean
that we have 10 portray it in terms we find satisfactory. If we wish to make all
plays from the past conform t0 our ideals and what we think the state or the
family ought 10 be ke, then we're simply rewriting all plays and turning them
into modern ones. That, I think, is a species of historical suburbanism. It's we
o liv i the subusbs of history. The main art of human already
c live on a very thn, fm jus n the ouide o the great
etropelisofHistry. I we sl ‘making the past in our own image, we show
that we have & very provincal and Philsine view of human histry.
Iso have here is the situation of a daugher who behaves in 2
shrcwl:h xpxlclul malignant, discontented, and unpleasant way. But Shake-
ras behaving ik thi precisely because she hn st heove o ber

i
In this paricular cac, Baptisa unfurly adores the younger duughier, and |
dhink what happens with Kate s that she says that “you've abways loved her
e this Speaanar fecling unloved, she behaves unloved. This is
common psychological S of e vithdrawal of Jovs from & parent.
The chiktsas, “Allright, loved, Il behave as unlovably as you think I
" When Peruchio s, b shrely s the e person undemeath the
 rclizs tha th best way o ame ho s t deronsirte 1o by
by behavmg ‘badly himself just what bad behavior looks like to others. He holds
 mirror up 10 her. I's a technique child therapists sometimes use today,
this is where Shakespeare i so shrewd. Far from the taming of 4 shrew. then,
this play s, in fact, about the teaching of a shrew, or the treatment of a shrew by
allowing her 10 see her own image through someone who, quite clearly, adores
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interior. The ltalians did ot infct g0 for domesi gere paitings i the
soventeenth cenury. Almstal of tei icture were eiher mythologcal or
ol i corresponds (o the painting of the Dutch of
lhmy years te. The Duih vereendisly aining senes of domestic ner-
rs. S0 I, as it were, plundered the Dutch painters and transformed them in
e using Dutch sources, modifying them in order
10 give the appearance of what an el intcrio might have ben ke
In the paintings of such Dutch artists as Vermeer you have people who.
celerated, almost i a eigons way the sancty of the s0br doment N1
which s, in fact, what these plays are about. The Taming of the Shrew is about
the setting up of a sober household and the necessiy for marital obedience in
order o maitaini. I fel that the Dutch Purian nterior would bea good point
rmm hichtotake off. | donttink you cun do it erlly. You cant simply
roduce a Vermeer world which,
e nething abour, themoidof. late-seventeenth-century P it
wanted vas sometling of th calm, oveny it domesti iterior that you san
gxtract from Verms without actualy reproducing Vermeer.
Aol ienyo

nve"
MillerNow, (i ma veryi
by simply going to them as inventories of prop. e costume dthl.ls, and
extracting from them simply the way chairs ooked, orthe sort of lasss that
people might have used. One of the main uses of pictures s the way in which the
space is organized at any given period. Looking at Baroque picture tells you
whal the v
. There's something about the twist and the turn and the dramatic fall of
lght an sbou e spiris ad dhe mobilty of spac,which can give you a way
of expressing the turmoil of a pl
There is something that one would call lmost mannerisic about the style of
Hanilet which would make one look for some kind of counterpart in pi oot
‘mannerism in the staging of the play: the way in which one organizx
physical spaces. In a less turbulent play, one might have a much more m\‘l:rly
perspactive. In The Taming of the Shrew, for example, I used ordinary rec-
tangular rooms where the space s quie readily “readable.” There is  readily
mlelluxble perspective, a vanishing point which is quite clearly vsible, and all i

e you have 2 dark, obscure, not readily intelligible
play in which you wish to find something visually which repeats the ambiguity
of the text. And indeed, there is in the history of paintings something which
exac(ly r=prodllcu Ut In he manneriti puinings of the e sixeenh

m;duhle > It s not evenly lit. It does not plweed i readily visible

perplexing spirals. The perplmng spiral of the plo( of Hamlet can be e
duced visually by staging the thing in something which corresponds to
‘Hallinan. Your production of The Taming of the Shrew has been i
understated, even somber. How did you approach that play?
Miller. 1 think that The Taming of the Shrew has been bedeviled in the past by a
lo of horseplay, o of ougiiouse and alo a remendousy famborant,
owinklo-eyed cavalier image of Petruchio, the gay, dashing cavalier that, “By
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mes of
idea of heay

et Thts s crpress  beautifully when they all jointy sing 4 part song,

anot
which in itself is an expression of bringing diffcrent voices together in one

rmonious performance.

comedy
serious purposes. In Twelfth Night, in As You Like It, in The Taming of the
Shrew, in All's Well That Ends Well and Measure for Measure, in plays which

oStk SpeatsBingstogéinhe igherand mees sual
is possible, the

At the end Sl i o

thought,  broken woman to tell her colleagues or hr sistrs to button their lxps

and be obedient. He is asking 2 woman who has been through a complicated
experience of self-discovery what is involved in submitting your will o others in
the name of some larger satisfaction, such as the beauty and harmony of a

family.

Throughout Rosalind
in As You Like It, Viola in Ml/rh Night, Helena in All's Well That Ends Well,
PO RITRE Moo e Lol RV 8 oo At ineaic

teacher only as a result o being taught, Nevertheless, they all have

il ditacic funcia.
The mysterious thing is th

‘many of Shakespeare’s plays the woman only
s a teacher when she is in some sort of disguise. She can only exert her

didactic function when she’s masquerading us a man. Portia can perform her

her from the beginning.

Hallinan. Tell us about the Psalm that you're running over the end cvedm

Miller. We've taken one of the Psalms which talks about the orderliness an
S beatyf the

15 one of the Palmsthat would have been slllu in the

conficts of the previous Awo hours. Al these characters have becn working at

fo they are suddenly brought together in what e e century regarded
which ing together, the unifyi
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‘Shakespeare. But since the Romantic era, we've come to sce Shakespeare's
characters in a different way, perhaps less heroic. We are more interested in the
foibles and the failings and the human, non-heroic characteristics of these
people. Now, instead of secing Antony and Cleopatra as this couple extolling
and expounding noble love, we sce them, really, much more as a pair of psycho-

ical failures. W ish, who lets himself

rot and decay under the influence of this exotic Egyptian queen; u\d we see her
10t a8 wonderful model of roic slendr,but 8 reacherous st A in
fact what's interesting about her is that someone quitc as clearly nnpnmxpled
ucachemux. selfish, and egwcmnc can exen ﬂl&h influence over someor

litics. T Ihmk
lhl:sc pwbably are lhe lhmgs lhzl Shakespeare was. genumdy interest
bencath the reputation of power and pretge s an ordinary person with
susceptibilities, failings, and a tendency to lose

“Nenegards Antony the play s about the fact hat energy can suddenly give

out. Someone who has been a powcrhouse of political strength throughout his
life can fall to bits—may, for reasons which are entirely internal, begin to fai,
begin t indulge in hous of lasitude, Not mercly hous of love making, but
‘hours of lassitude. We tend to thi lust is the vice that Shakespeare is
‘writing about Anmny and Clmpalm. bul 1 Ihmk Ihll what the medieval

‘accidi
o anie asamces Ay g s puled down, not merey by this
woman, but by the life she represents, the life of languidness, and of too much
food, and too much drinking, and getting up t0o late, and going to bed 100 late.

It's very often thought that what kecps Antony in Egypt is some superlative
sexual skill on the part of Cleopatra, that she can do things which no Roman
matron would ever dream of doing, that she can do things which Octavia can'’t
and wou't This vlarize the pay becate it oveplays corain rathcr commer-
cial interests that
you can see that few references are made to vl o 08 g
simply/man who has found,an imcrsting el Bl

u o

poteia keeps Antony in Egypt. I think it's something 10 do with the fecpera’
ment of the woman.

‘When Enobarbus talks about Cleopatra in that famous speech in which he

jescribes her in the barge, he actually doesn't describe her physical appearance

at all. Admittedly he says that it beggars all description, but he spends most
his time describing how wonderfully exotic the barge was. Nine-tenths of the
physical description is about the cupids and the sails and the perfume and the
silver oars; very little about the size of Cloopatra's bust or what her cleavage
Tooked lke. And there is no mention on Antony's part of Cleopatra’s sexual

her is the thing that Enobarbus marvels at in the speech, which is her change-
e e s e 3 R AU e R R T

m moment to moment, that her mood changes and that you can't predict her.
Enobarbus says that “the priests bless her when she’s riggish,” so that cven
unexpected and immoral things in her acquire attractiveness merely because
they are part of a patter of changeability.

1 think that what is interesting about the play is that it shows what happens
when a man who has lived all his life by duty and by public office suddenly
‘comes across a life which is lived by impulse and for appetite. At the beginning

Rosalind can only teach Orlando how 1o love properly and how not to be &
smimestl ool it isguled A Gat ot Vo crlont a6
foolish, lovelorn Orsi
together when she s disguised 5 i tha i's doe fo two reasons:
frst ol ocanaeEliabédtam abdiioo g i o i bar o e opt
the idea that a woman coul source of moral wisdom; second, because
there’s a much morc g.cu deatha;motEnthe ‘guise of a woman or of a man,
but in the intermediate guise of a hermaphrodite, where you are ncither one
thing nor the other and therefore stand outside society, you're in a position to

and the silly, melancholy Olivia how o pull themselves
Cesario. I

{re not a participant. You're a visitor from

Portia has to teach o soften justice.

with mercy. But immediately afterwards she also has to teach her own husband

el LS T

oW
ity of gratitude; she forces him to give her the ring,

{hat o st over giveup therif Shakespearo deiberasly gives s
impossible situation, a dilemma from which it’s impossible to escape, in order t
teach him something.

Hallinan. Perhaps you could say more about your production of The Merchan of

Venice.

Miller. Well, yes. The play’s central theme is the conflict between the world of the.

Old Testament and the world of the New Testament. It's not about Jows versus
Christians in the racial sense. I’s about the world of Jewish law versus the world
of Christian grace, the world of legislation versus the world of mercy. And
Shakespeare, as he always does with a complicated issue, instead of just present-
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of the play, he keeps on sayiny

h, what should we do tonight?” The mai

main
attraction is not something that thpens in bed, but the fact that she says “Let’s
£0 through the streets disguiscd and just obscrve people.” In other words, he's

in this part of the world which he couldn't possibly
Have done in Rome, Although a queen, Ceapata llows el th oy of

something never :llewrd to monarchs on the other side of the Medxwrn

hing s mlereslmg e St ie e
belwu:n ‘notions of duty and appetite, between public life and private satisfac-

Hollsan Wikt s thesmaciog ot be Roman vord, o you think? Whatwas
the appeal of that setting for Shakesy
Miller Well, T think tere ar many rssons ‘why Rome was ttractve to the men
o the sixteenth century, as indecd it had been for the mon of the previous
Centiry: Tt wa, st of o  pst o which s possible to project an awful
lot of wishful thinking and say “this was a golden age in which men lived more
by, withgrater grandeur,with moresopisicatio, with mre ivization s

l ik there was also an idea abom the Roman Empire which had Lalways

gty s the minth cenury. When Chariemagae insitued the otion = the

Holy Roman Ej

ing. oltcalform of the Roman Empie but e he acgsof Chrisianiy, The

idea that Charlemagne bad when b st up the Holy Roman Empie and

imscif crowned Holy Rorman Emperor on Chirismas Day, 800, was o recon

vene he “pax Romana” unde the hild, o rather under th cros, of God.
i it s then, was the notion of the imperial peace

under the shield of the Christian rellgmn When Dutewrot i rat caayon

monarchy versus the Pope, he was seeing, in the dignty o the R n Empie

combined with the piety of Christianity, some b of civilized pious

peace which could only b recoverd by ging back i the gl of Chriian

ome.
Then,of cours, on his 0 remernber that Europe hd fived though what the
0.

and superstition in the 600 years when science and art had languished and the
civilized, sophisticated world of Reme hld vanished. Petrarch talks about it in

walking backwards into the el i bedtibe pE TRt
‘what was meant at that time by Humanism, that the nobility of human potential
would only bc realized by mmzvlng all the values of this lost, ruined world of
Roman antiqui
Hallinan. To what extent do you see the Roman plays as plays concerned with
political questions?
Mllltr ln all f

-

al plays, the plays which deal with kings and

lnv:d in lnesmecmhcemury England. After all, Queen Elizabeth was begin-
ning to age, the Tudor Dynasty was coming to an end, and they knew that they
would have to make a switch to zmkher dynasly ‘What do we want of our new

‘monarch? What do we want of monarchs in general? Do we want them at all?
‘Whatis the nature o sovereignyin the staleCan e offceeevr v uptothe
duties of the office
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o, come e me, Kt amesthe young s andbrngs her o el s with
almost all of itreallyisa n peopl
Rave taken it for The image of he dashing, moustachio-wirng cavaler is
really a nineteenth-century version which has been imposed on the sixteenth-
century English version portraying the character of the Puritan squire. The most
imporan lnc i the pay, ¥ |hmk, is where Petruchio says “To me, she's

rried, alvinism.
Theidea thatyou are i fat,naked befoe th eyeof God, and that that s the
‘way you come before the eye of your partner. And that is the way you present
e T e i pecomaBon alpomE e it o
As for Kate, Pve always wanted to get away from this game, tis twinkling,
brdin,highspred youg ol image o o he. These ties iv the aadicncs
the impression that there's going 10 be a great deal more humor thaif in fact,
there is in the play. What we want to o s to creep up quietly with comedy.

There are two plots. They're absolutely complementary, and each is just as

importantas the other. There are no subplots in Shakespeare; all the “subplots”
arc, in fact, the other side of a very carefully cantilevered structure, Shake-
spearc’s plays are written like the domes of Renaissance cathedrals in which if
you disregard one side and think of it as minor, you upset the structure. The
Telationship of Bianca to her suitorsis there in order to give you a sense of
relationship between Petruchio and Kate. Who is the shrew, in fact, is the
question that Shakespeare would have us ask ourselves. It sn't cut and dried
that Kate's the shrew; she’s the shrew that’s mentioned, but it turns out by the.
cime you gt o th end o the play hat the one who, i fct, st obdiet
—the one who i shrllest and most disobedient—is actually Bian

Hallnan, The plo of Bissca and he sutos . it socms 1, a Tl bit e
diffcult to handle.

illr, Wel, ye, T mean ¢ convntiona pece ofsixteecntury aifical
Comdy. ¢t rabiticy/Anclthe geea sy of Shakispeare i B i fo
dhsiesned iohe p:rlecdy resitic human temperaments at work, inside
the framework i
plot Youhve o oom: head.oninto it pm s su-mghl{orwlrd i
intense as you possibly can. Make cach character go hell-for-cather for his or
e puy it with deadly inensty and eriousess, and frce ill
emerge from that, h
others, will utomatialy prodce comed

SRR e mdtcie way that accessory and unexpected
lhm!s St i R tarere) s WG S e
AL RINTEre e o ot of g ATl e were 036
happen until I started and then
o5 focmplo o i sy by 0 hlppcned 10 be hanging et
edg: L saw him there. There wasan nqlsicetvinkling ok o b, and 1
by do't e have i lvayshangng around he edgsof ettty

" And then here was a o at the end, and I decided to

Thesewassomelhing wondefulinvin shout i i helmet and b
fatface and 1 thought, -1V b ice losot o stk him ove te head.” Well.
when that happencd, that led on to other things and they led on to other |hmp.

Hallinan, What would you say are the major themes of this play?

Miller. Well, T think there are several themes. One is the enduring theme of
mariageand the duty of  wife 10 a usband and, ndeed,  husband 0 ife
And,of fa father
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ingacutand died cuse ofmen:y being Inuer than |aw shows us that those who

bend it in order to Sy it m for him. The phy has wonderful, interesting,

ation s vmrkmg at full pmsm

inder which Europe
sol

hartres

bt ehand e e prophicss o e OKl Toatament, e n;m side the

apostes and the discpls o the New Testament. And surmounting the door

stands the figure of Cirst in mjsly. or the Last Judgment, or the figure of
the

arises in 2 Euro
The v o of b bt

from the Christianity which sprang outar e Son e of| |-w L hink the
phynfahwl the conflicts which arise as a result of this dual origin of European
morality

But me lay is als about more subtle and more intresting hings. Isalso

‘about ki

d the notion of kindred. Shakespeare plays an endless series of

puns on km Kinship, and kind. One must realize, of counc, thatthe word kind
e el e kinship come from the same root as the words

sencraton snd gl hey come from gns opi). And kin means breedi

and kinder means children. Kin, kinder, kinship, generation, gens, and so forth
umxllpurlnilscnuo[kmﬂedldus(hxlhxvewdnwlmm and kinship.
“To whom do you show »dms" You show kindness to people of your hld
people of your own kin, which meass people of your own family, peaple of your
own generation. The play is about lhe ‘whole topic of loyalty toward penple
‘your kind, people of your own fami

But all through the ey one gets & sris of subtle puss which ask questions
about the affnities that people ough to feel and do feel as a result of coming.

from th same people,coming from the same family. esica ass he question

i girl who wishes t0 become a Christian and feels samod of 1ot
honoring e father when she fcls tht there i, in fact,  duty 1o by
from whom you descent d.pwpkwfynln‘wnkmd pmpkn’yauvvwnhn Sheis.
akiod o bosfatber hei these
notions in the dictionary.

Hallinan.

e has e many of s thorisof public duy o

child?” Hereis

Miller. Well, 1 think that there are counterparts in that in Portia we see an
enslavement to the wil of a dead father. Tn the case of Jessica we sce an

enslavement to the will of
Shakespears then ass he quesio, doa happincss arise from these escapes?

Andif in
Jushers, v akiocc thewills o fathers ol bt il of el dangles
Hall

tony and Cleopat
s the proper approach to this e
Miller. 1 it

and whose love dwarfed all other lovs. Thet was the romantic heroim of the
nineteenth-century view and, indeed, even the cighteenth-century view of
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In King Lear we have 2 man who occupies the throne but is quite clearly, in

his own personal character, unsuited to fill it. He's an incompetent, selfish old
‘man. In Richard the Second we have a [oomh vacillating, selfish, unstable king.
Nevertheless he is the crowned and anointed monarch. Is it right for young
Bolingbroke to claim
qualified tooccupy it? Isn't it blasphemy to overthrow the crowned und anointed
King? Is it better to have

s right and usurp the throne just because he is better

ilgitimate sovereign who i qualified than (o have.a
legitimate sovereign who is ur lfi

Shakespeare puts these problems in front of us all the time. Do we want a
likable, convivial person like Antony to rule the world, a man who will be
comtantly descending ino lasitude and debauchery but o ertheles i a very
miable charecier? Or do wo wat the unlikable efficient world of Octavius

wholater, after all, becomes the Emperor Augustus? Shaktspear: never

solvud this problem for us. He simply sets it in front of our eyes and asks us to
consider what we expect of our rulers. It’s a question we are still asking. Is it
right to kick out a president, our elected president, when he turns out to be
personally an unsuitable occupant of his office? We may have oo answers
10 such a question, as I'm sure Shakespeare privately did.
never committed h lmc\f to what the answer was. He simply Sﬂ (hc problem
o protagonists representing alternative extremes of

Hallinan. And since he was drawing his sources from history he wasn't mpa'u
fo e peaple who came out the winner. Isshiays te cold fish who's the

ner.
Miller Yes, and with the cold fish as the winner, he then says (0 you, “Is that
of the cold fish, not because he finds him likable, not because he prefers him,
but because Shakespeare, as a man of the sixteenth century lmkmg ‘backwards
over the chaos of the previous century during the Wars of the Roscs, saw the
dangers to society of not having a strong monarch. And he comes down on the
side of an orderly society ruled by an efficient sovereign simply because the
chaos that prevails in the presence of a weak sovereign is 5o deplorable that it's
worth putting your vote on the man who is a cold fish but an cfficient one. Like
Octavius.
1 think S| iius in very much the light
Pries Pal, etcop et i Otevis cae e bave ot scc 8. dcbcuched youth
transforming himself into a dutiful monarch. We start off with an cnergetic,
puritarical young man na hury who's out 0 conquet the word and to b rler
of it and to live by duty. He represents the puritan virtues of work
and duty. 1 think that Shakespeare, when writing about him, had in St
sort of people that later bunm: the officers of Cromwell’s army in mid-seven-
teenth-century England. The puritans were intellectuals who set store by their
direct and immediate Nlnhonxhnp with God, who believed in the ethic of work
and of duty and of unremitting energy, and who believed that th
virtues of thrift and hard work you would pile up not merely rewards on carth,
but endless rewards in heaven.




