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PREFACE

Fuchk {a the popularity ot Shakespeare's plays nowaday

- besides the availability of these plays In different
editions - that it seems rather difficult to come to teims
with the fact that for over two centuries, from the
Restoration to the end of the Victorian age, his plays were
rargly, if ever, acted as he originally penned them. During
this period the theatres witnessed a continual process of
adapting Shakespeara's texts to the taste of the audisesnce,
a prevalent critical theory or theatrical exigency. There
adaptations were largely dismissed by Shakespearean scholars
whose concern was for the preservation of the original texte,
However, twentlieth century scholarly {nterest Iin Shakespear-

gan theatre criticism pioneered by George Odell in hisg
Shakespeare from Betterton to Irving (19%21) and Allardvcee
Micoll in his Dryden as an Adapter of Shakespgare (1923

paved the way for an objective evaluation ot these works.

Shakespeare's romances: Pericles (1609), Cymbeline
{1610), The Winter's Tale (1611) and The Tempesat (1612)
were subjected to variocus adaptations. Full-length studies of
these adaptations, mostly dissertations, are few and deal
with single plays: Mary Margaret Nilan, "The Stage History ot
The Tempest : A Question of Theatricality,”™ (Ph.D.
dissertation, Northwestern University, 1967), Don Sheldon
Casanave, "Shakespeare’'s Tempest in a RHRestoration Context:
A Study of Dryden's Enchanted Island,” (Ph.D, dissaertation.

University of Michigan, 13972), Ilrensa Golden Dash, "Changingz
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Attitudes towards Shakespeare as Reflected in Editicns and
Staged Adaptations of The Winter’s Tale from 1703 *o 1782, "
(Pn.D. dissertation, Columbisa University, 1872 and Desnnis
Bartholomeusz, The Winter’s Tale in Performance in England
and America 1611-19768 (Cambridge: Cambridge University Press,
1982;., This dissertation attempts a study of the adaptations
cf Shakespeare'’s four romances from the Restoration to ths
end of the nineteenth century in the light «of c¢hanging

literary and theatricail conditions.

The Firgt Chaptar 12 an Intraduction that attempts
a survey of the critical reaction to the process of
adaptation, Unfavourable views in the sighteenth and
nineteenth centuries gradually gave way Lo a more halanced
approach that would view these works cobiectively in the itght
of the literary/theatrical conditions of the age in which
they were produced. A survey of ths elemsnts of drama that
undergo alteratiaon iz propeosed for a literary approach
involves c¢hanges in theme, structure and style while
theatrical considerations mainiy introducs spactacular
splendour. The chapter ends with a survey of criticism of
Shakespeare’s romances. Thematic and structural affinities
that exist Iin the fcur plays, but which are variously modi-

fied in adaptaticon, are pointed at.

The Second Chapter deals with those first sttempts at
adapting Shakespeare's romances in the Restoration period,

William Davemnant's Duke's Men and Kiltigrew’s King’'s Men, the
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twoe patent theatre companies, catered for a new zudience made
up mainly of the courtisrs and fashionabla socinty who were
frivolous and cynical and looked upon the theatre as
& pastime. The insatiable demand of ths new audience for
novelty and change that could not be matched by the
dramatists of the age was the main cause for the revivals of
earlier Elizabethan, Jacobean and Caroline plays. Neo-
ciassicism as well as the current philosophy of Thamas Hobbes

left thelr mark on the drama of the age.

The chapter =zlso reveals the unpaopularity aof Shakeszspeare
cn Restoration stage in its sarly days. 1t wss only when
Davenant determined to "reform and make fit" his share of
pre-Restoration plays that Shakespeare’s adaptations met with
success. The scemiec stsge was first intreoduced, music =and
cperatic elements were added and the plays themselves were
tackied in such a way so as to mend what Restoratlian
dramatists thought was lack of wit, weak plots and lack of

decorum that fell below the standards of the new age.

The second half of the chapter deals with the
adaptations of The Tempest and Cymbeline, the two romances
that were adapted for the Restoration stage. Dryden and
bPavenant's The Tempest or The Enchanted Island (1670) s
Thomas Shadwell’s The Tempest or The Enchanted Isiand (1574

Thomas Duffet's The Mock-Tempest or The Enchanted Castle

{1675), and Thomas D'Urfey's The Injured Princess or The

Fatal]l Wager (1682) were moulded to suit the new conditions of
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he age. Periclas and The Winter’s Tale wsre unwelcome a8
heir material and structure offended the neg-classical
aste. On the whole, romances were not appreciated for thaeir
hematic concerns of recanciliation, forgiveness and
edemption but were used =as vehicles upon which the

‘mstoration dramatist could try their skills.

The Third Chapter deals with the gightesnth century
idaptations of the romances. Tne first half of the chapter
reviews the eighteenth century theatrical traditlon whigh WA S
ii{fferent from the light-hearted gaiety of the Restoration,
showing the process of development dictated by different
=lements: the neo-classical trend as in the works of Addi&on,
FPope and Dr. Johnson and the emergence of the moralistic
tendency for reform which eventually led to the appearance of
sentimental drama together with the pre-romantic tencencies

that flourished in the latter talt of Lthe century.

Thiz chapter also points out the wide variety of
theatrical activity that strove to indirectly break the
monopoly of the patent theatres and the emergence of the
actor-manager tradition. Critica! opinion was still under the
infiuence of reo-classicism whose exponents Nicholas Rowa,
Alexander Pope, and Thomas Hanmer produced the first critical
editions of Shakespeare’s plarys. Howsver, critical
appreciation of Shakespeare amounted to a tendency to justify

his departure from the ruies - 2 tendency that offered
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a balanced view aof Shakespeare on the grounds that his genius
and imagination excused hiszs want of disciplined art, By the

middle of the eighteenth century an attitude developed that
placed Shakespeare above the rules and acknowledged his
genius over classical authority. By the end of the century =a
complete vindication of Shakespeare is sffected; this can be
seen in pre-romantic emphasis on his characterization and on

the gothic and sublime in his plays.

The second half of the chapter deals with the
adaptations of the romances which offered the adapters
a chance to stress the eisment of victimisation, remorse and
the triumph of wvirtue; hence the return of Pericles and The
Winter’s Tale, though in adapted forms. MacNamara Morgan's
adaptation of The Winter®s Tale, Florizel and Perdita (17541,
echosd the influence of the receding neo-classicism together
with the new tendency to use Shakespeare’s lines. 1t was
followed by David Garrick’s Flprizel and FPerdita (1756) in
which he attempied 1o restore maore of Shakespeare’s original.
It was praised by some critics as giving elegant form to a
bad composition while others ressented Garrick's omissions of
some fine passages. Garrick's main concern, however, 1Is
theatrical and his main emphasis centres round Leocntes’
character which he played himself. Literary adaptations cof
The Winter’'s Tale were attempted by Charles Marsh and George
Coleman but were poor theatrical! pieces. Garrick alsc
presented Cymbeline (1785) which held the stags till the end

of the century in a version which was faithful to
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Shakespeare’s original while being theatricaliy convenient

Two other unstageworthy adaptations wsre writtenm by Charles
Marsh and William Hawkins whose approach was purely literary
Wwith no considerastion for stage presentation. FPericles was
adapted by George Lille as Marina (1738) with centimental and
dldactic additions. The chapter concludes with an assertion

that although ethical and nec-classical standards ware
applied to the adaptations of the romances yet they gradually

gave way to appreciation of Shakespeare’s original texts.

The Fourth Chapter begins with a discussion of the
irreconcilable arguments concerning the performance of
Shakespeare’'s plays in the Viciorian period. The coniroversy
concerning the discrepancy hbetween Shakespearean criticism
and production began in the first half of the century. The
chapier shows how the tasts of the audience for the
spectacuiar in the theatre was paralleled and satisfied by
the technolagical and architectural development in the
nineteenth century. Concrete illustration of lmages=s and
historical verisimilitude were in demand and was suppllied by
stage-managers thanks to the development in staos craft.,
settings, scenery and pictorial effect of the proscenium-arch

stage.

The chapter dezls with nineteenth century eminent actor-
managers and their adaptations of Shakespeare’s romances. 1%t

is noteworthy that any adaptations of Shakespeare’s plays
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ware only theatricalily conceived. John Fhilip Kenbie produced
The Winter's Tale (i8C2), Cymbeline (1817) and the Tempest
{178%1 and (1817). His productions wers mainly marked by
scenic exnibition and preserving as much of Shakespeare’s
text as possible. Macready followed in Kemble’s footsieps in
his attempt %o couple Shakespeare’s lines with spectacular
productien. His major productions of Shakespearse’s romances
waere Cymbeline (1543 and The Tempest (1838). Samue! Fhelps
aimed in his small] theatre, Sadler’s Welis, to benefit from
hrasking the moncpoly of the patent theastres and do justice
to Shakespeare’s poetry. His most important productionsof
Shakespeare's romances were The Winter’s Tale (1845}, The
Tempest (1845) and Pericles (1854}, Chariss Kean was known
for his passion for histerical and archaseological accuracy
and elaborate settings which he made use of in itwo major
productions of The Winter's Tale (18580 arnd The Tempest
{1887, Henry Irving, the last eminent actor-manager in the
nirneteernth century., famaus for his productions at the Lyceum,
coupied scenic splendour with technologica! advance. His
production of Cymbeline (18986) was memorabie and occasionad
G.B.Shaw's criticism on nineteenth century theatrical
adaptation of Shakespeare. The chapter concludes that
spectacle was the common factor in the different productions
of the romances in the nineteenth century and +that the
adaptations of Shakespeare's Tromances were subjected to

purely theatrical coneiderations.

A coneclusion sums up the salient points of this study in
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2N attempt to point out the development that
of Shakespeare’'s romances underwent from the
the end of the nineteenth century.

(References ta Shakespeare's Tromances are

edition. Adapted versiaons and some seventeenth
century critical material are referred to in

the sdaptatlion

Restaration 1o

from the Arden
and eightesnth

their unedited

ariginals or facsimiles, hence the language peculiarities).
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CHAPTER ONE

INTRQDUCTICN

The Drama Dictionary defines "adaptation” as "the
alteration af the text by cutting words and characters, or by
adding material and remodelling the action. An adaptation
general.y responds to theatre conditions, such as the taste
af the audience, the theatre’s budget and Lhe requirements of

censorship®. (1)

The practlce of adapting or altering the dramatic works
of William Shakespeare (1564-1616) seems to be a prominent
feature in the stage history of almost all Shakespearian
plays from the Restoration in 1660 to the beginnings of the
twentieth century. Thanks %to the pioneering role of Harley
Granvilie-Earker (1877-1946) Shakespeare came to be presented

in ariginal texts as wel!ll as under theatrical conditions that
used to asccommodate the first productions in the theatre of

Shakespears’'s time. George Bernard Shaw (185E£-1850) mockingly

writes,

The practice of improving Shakespsare’s plays, more
especially 1in the matter of supplying them with
what are called happy endings, is an old-

established one which has always been accepted
without protest by British audisnces. When Mr.
Harley Granville-Barker, following up some
desperate experiments by the late William Foel,
introduced the startiing innovation of performing
the plays in the West End of Laondon exactly as
Shakespeare wrote them, there was indeed some
demur: but it was expressed outside the theatre and

led to no risting. And it set on frot a new theory
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af Shakezpearean reprssentation. (23

Shaw with his tongue in his chesk elaborates this point nf

view saying,

Up to that time it had been assumed that esveryons
behind the scenes in a theatre must know much
better than Shakespeare how Piays should be written
o But the pleasure given by Mr. Granvilis-
Barker's productions shook that conviction inm the
theatre; and the superstition that Shakespeare’'s
plays as written by him are impossible on the
stage, which had produced a happy ending to King
Lear , Cibber’s Richard IT!1, & love scenes in the
tomb of the Capulets betwsen Romeo and Juliet
before the poison takes effect, and had cuiminated
in the crude literary butcheries successfully
imposed on the public and the critics as
Shakespeare's blays by Henry Irving and Augustin
Daly at the end of the last century, is for tha
mament heavily diccredited, (3)

This unfavourable view of. adapting Shakespeare brings

Shaw - in theory rather than in practice as he is guiity of
the sin he denounces - in line with a long list of opponents
to the practice of adaptation. Adverse critical comment s

start as early as the Restoration pericd at the outset of
adapting Shakespeare. Richard Flecknoe in his Sir William
Davenant's Voyage to the Other World (i688) imaginecs &

meeting in the ogther wortd between Shakespeare and William

Davenant (1606-1668>, "Nay even Shakespeare, whom he thought

to have found his greatest friend, was as much offended with

him [Davenantl as any of the rest for so spoiling ar+d

mangling his plays™. (4 A similar view is expressed by an

Aanonymous poet in Epilogue to the Ordinary (1673), "Now emp oy

shows must want of sense supply,/ Angels shall dance =nd

Central Library - Ain Shams University



[

Macbeth's witches fly". (5
In the eighteenth century, unfavourable opinions of

the adaptations of Shakespeare are sxpressed by scme critics.

Those undertaken by David fGarrick (1717-1779>, though
theatrically successfuli, aroused critical indignation.
Frances Brooke, for instance, writes conecerning the

preference of performing Nahum Tate's adapted version aof King

Lear ,

It has always been a matter of great astonishment
to me that both the houses [Covent Garden and Drury
Lane] have given Tate’s alterationm of King Lear in
preference to Shakespeare’s excellent original

And one cannot help remarking particularly, and
with some surprise, that Mr. Garrick, who profecses
himself so warm an idolator of this inimitable poet

««. should yet prefer the adultierated cup of Tate
to the genuine draught offered him by the master he
avouws to serve with such fervency of devotien. (6)

Similarly, Thecophilus Cibher in Two Dissertations on

Theatrical Subjects (1756) launches a bitter atiack on the

adaptations current in his time,

Were Shakespeare’s ghost to rise, would he not
frown indignation on this pilfering pedlar in

poetry fGarrick] who thus gshamefully mangles,
mutilates and emasculates his plays ? The Midaummer
Night’ga Dream has been mine”™d and fricaseed into an
indigested and unconnected thing call’'d tha
Fairles; The Winter’s Tale mammoe’d into a droll;
The Taming of the Shrew made a farce of; and The
Tempest castrated into an opera ! (7

The nineteenth century stage witnessed the return of

originai texts, which though free from rowriting, are
subjected to omissions and transpesitions, while spsctacular

scenic effects gain in importance over Shakespeare’'s verse
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