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Abstract

While previous scholarship concerning Shakespeare comicohsilered their
pedagogical function as teaching tools to make Shakespeare more acoesk#iterole in
preserving Shak etsepopaar elturethipdissertasomnguethat there is
much to be gained by looking at Shakespeare comics through the lens of performance studies.
This dissertation considers Shakespeare comiispag ayer s i n ongndi ng rel at
examines the behavior of the adaptors, illustrators, ani@reaf Shakespeare comics as
analogous to that of actors and audience members. In doing so, it illustrates the various ways in
which Shakespeare comics engage both creative
presents the Manga Shakespd@oeeo and Julieas an example of a Shakespeare comic which
offers an extensive character stutgtchallenges its audience to question conventional readings
of the pl aywr i ¢thencodsderpthedviargga IShakespetnelfth Nightas an
exampé of a Shakespeare comic which incorpestite reademto the narrative in a way that
uses the play as an entry point into a broader commeupanthe social structure whidhe
readei nhabits. And finally, i The@gndmasenes eattledh e | s s
Mi d s ummer N iamdhteKdl Shakespeassaries by Antony Del Col and Conor
McCreery as examples of Shakespeare comics which speak to the place of the playwright and his
dramatic works within the modern world and use thaicdorm to comment upon thexercise
of adapting these works into new mediarough an examination of these works, this
dissertation situates Shakespeare comics within four distinct but related traditions: the literary
tradition to which Shakespeare belongs, the t

works, the comicsradition, and the performance tradition.
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Introduction :

Shakespeare Comics and/as Performance

Long before the comic itself became a site for scholarship, various disciplines looked
closely at the relationship between textual and visual representation, attempting to distinguish
these two forms of representation from one another and to consideabbvioem works upon
its audience. Not only have art historians such as E. H. Gombrich and semiotics theorists such as
Rol and Barthes had fAa great deal to say about
Gibbons xii), but the fields of literary studiespomunications and media studies, film studies,
and many others have also grappled with the question of how to understand the relationship
bet ween word and i mage. Vi sual art inspired b
compelling example of this consgation in action. For example, nineteendntury critics
understooBhakespearpai nt i ngs as i nterpretations of Sha
how well or how poorly their artists read the scenes which they endeavoured to represent
privileging the text over the visual expression oA | will note in my first chapter, for
example, critics of DraePlag $cendlia damlietsused sot updh4 2 p a i
the artistébés use of colourobr hpergppettival b
protagonists, which they believed strayed too far from the virtuous figures Shakespeare describes
in his text: Macl i seds Hamlet IOpdkd ilai kKié siidn t
better than a barmaid of am h (&agles 28). Such criticisms took for granted that images could
be read as texts, but in the twentieth century, scholars and critics would begin to ask why this

was the case, and to raise questions about the implications of engaging in this exercise.



Rol and Barthesd6 seminal essay AThe Rhetori
l inguistic nature of the imageo (152). | mages
combination of discontinuous si gngeofttend t hey
signifieds which they represent in order to be understood. This is not so very different from
spoken language, which creates meaning through a combination of sounds. When brought
together in a particular order, these sounds can be used to iresene, concept, or action.
The same is true for the written word, which uses symbols to represent these sound combinations
on the page. Barthes thus seems to argue for a very close relationship between the two forms of
representation. In fact, hisegsé s exami nati on of advertisements
they pair image and text together in order to make products appear more desirable to consumers,
presents an early model for how text and image might be made to work together in order to
create maning with more force than either could manage individually.

As something of a precursord¢omics studies, W. J. T. Mitchell continues the discussion

introduced by Barthes by offering arrdepth analysis of both the textual and pictoriaielats

of the illuminated poetry of William Blake. Bl ake6s Composite Art: A St
Poety Mi tchell argues that Bl akebds work represe
interaction between two vigorously independent modes of expnessio ( 3 ) . He objects

assertion of Suzanne Langer, who argues that the juxtaposition of two art forms inevitably results

in one of these forms being overpowered by and subordinated to the other. Mitchell, on the

contrary, suggests that neitherthesidu nor t he poetic el ement of B
depend upon the other to be intelligible or interesting, and as such, neither assumes a dominant

rol e. |l nstead, Mi t chel |l sees Blakebd6s il l umina

between thewo independent o r ms . Mi t cheldrmmgeroppp osd darotni dro p e



for the legitimization of comics as a unique art form by arguing that it is possible for word and

image to work together without one being absorbed into the other. Howepegsanting this

opposition, Mitchell offers an understanding of the relationship between these two forms which

differs greatly from that presented by Barthes in his earlier essay. Instead of suggesting that

i mages have a Al i n g usiugoh theindepantemae ef dasignMront texh e | | [

encouraging the consideration of each of Bl ak

rather than as fAa visual translation of matte
Building off the work ofBarthes and Mitchell, as well as others who look critically at

those spaces in which word andbreakimggoek | nt er sec

Understanding Comics: The Invisible Argues for the potential of comics as a serious art form

worthy of critical examination. McCloud recalls a time when he was himself dismissive of

comics, believing al/l comics to be Abright, <c

andguys n tightso (2) and being met with scorn wl

comics had the potent i adrawn, semilieeate ncloeapedispoable A c r u

kiddie fareo (3). I n order t o | usasthblishbsea me di um

working definition of comics in order to distinguish the comic from otbensand make it

easier to identifyAccording to McCloud,a mi cs can be defined as fijux

other images in deliberate sequence, intended to ganf@mation and/or to produce an

aesthetic r es p9 AltheughiMeCldudseggests that & aordic need not include

words to qualify as a comic, he nevertheless devotes a chapter of his book to a consideration of

the shifting relationship beten text and image throughout history. In this chapter, he suggests

that understanding comics as either fAa genre

causes people, including artists themselves, to see comics as a lower form of@msitaat



struggle to catch up with other forms which are perceived as older and more established (151). In
order to combat this way of thinking, McCloud uses his definition of comics to situate the
medium within a long history of storytelling through seafisd visual arttradng the history of
comics backasfarasapgteo | umbi an picture manuscript dated
Bayeux Tapestry, dated to the 1070s, and even milladiggyptian paintings (:@4). He also
establishes a vocabulary forkimlg about comics, implying that comics communicate in a
di fferent, I f related, | anguage from painting
Bl akeds il luminated poetry. Particularly infl
Aclesoarin which he draws upon the work of Mar:
audience involvement in order to fAmentally co
sequence of images. UnderstandingComics McCloudthus not only arges for the value of
studying comics, but he also establishes a critical and theoretical framework in which to do so.
In their introduction to the 2001 anthologiie Language of Comics: Word and Image
Robin Varnum and Christina T. Gibbosisnilarly argue fortie importance of studying comics
asa site upon which word and imagpersect. In fact, they cite McCloud as one of their
inspirations, noting thatnderstanding Comicsas one of th first American texts toonsider
the relationshigpetween word and image that is unique to the gétogvever, Varnum and
Gibbons also build off the foundation which McCloud has laid for them, pointing out gaps in his
thinking or new areas for exploration in a burgeoning field. For example, they notéctbiatud
offers a list of the different relationships which can exist between words and pictures:
Pictures can, he says, illustrate a text which is largely complete on its own.
Alternatively, words can provide a soundtrack to a sequence composed visually.
Words and pictures can replicate one another. Words can clarify or amplify

pictures, and vice versa. Words can function as elements in a picture. Words and
pictures can operate on separate, parallel tracks, each conveying an independent



message. And finl, words and pictures can work together to convey an idea
that neither could convey alon@53-155)
Varnum and Gi bbons suggest that

, whil e McCIl ou
theyargue thathere are many more ways in which image &xtl can relate to one another
which McCloud has overlooked. For example, they note that words and pictures can also create
meaning within a corgiby contradicting one another, and that imageseagal through
implication what a narrator or charactena saying (xiv). In other word¥arnum and Gibbons
understand theelationship between text and imagecomics to be evemorenuanced than
McCloud originally suggests

Varnum and Gibbons furtheotet hat Mc Cl ouddés understanding
seems to be contradictory, as McCloud treats
and as a unique | anguageo (xv). While, on the
work together to create meaning in comics, with each retaitsimgdividual character, he also
argues that Athere is a synergy between words
effect is greater than or different from what
a loss of those individual cteters in favour of the creation of a unique language which is
greater than the sum of its paighereas Barthes notes parallels between the way in which
languages and images convey meaning and Mitchell insists that the two must remain distinct
within a work in order to be effective, McCloud seems to believe that both contradictory
understandings of this complex relationship can be true at the same time, at least in comics.
Varnum and Gibbonalsodo notput their support behind one of these sehools of thought
and insteadoncede with McCloud that bottave meriiand are worth exploring furthefFhey
include in their anthology essays from both sides of the deliiée the chapter discussed at

lengthin the paragraph that follows Mar i on D. Perretds chapter on



comics, takes the position of comics as #dAan i

Gi bbonsdé coll ection argue that frithnerogniicrs,a wbes
(xiv): I n AComedy at the Juncture of Word and
Gag Cartoon Reveals the Vital Bl end, 0 Robert
suggesting that i n gag cenecessanyriosthe conipletiorhof wor d s
meaningo (xiv), and in ADisturbing Comics: Th
of Andr zej Ml eczko, Ben Katchor, R. Crumb, an

instances in which words and pictures wagainst each other in these works, ultimately
generating fAmeanings that would not-xvexist if

I n her chapter A6And Suit the Action to th
S h a k e s plaianrDePercet offers an earlyodel for the critical study d@hakespeare
comics, one which unsurprisingly focuses upon the difficulty of navigating the unique
relationship betweeword and imagevhen representin§ h a k e s p e-laeave dragnatic e x t
works in thevisualme di um of comics. How, Perret asks, c:
movement of mind and spirito ( fahé&u3i Twh ibceh oHa mlo
t o bed s ol iexplorgduihe freaththantvof thiggscene in a number of diffétantlet
comics Perret wultimately concludes that At he <c¢h:
i mages can be met iightisidawnlnabytlie artistbefvomt bei ngadaes o
(136).As McCloud establishedhé¢ reader of a comic book participates in the creation of
meaning by allowing his or her imagination to fill in the gaps in action which exisé space
between panels, often referred to as the gutetoq Perret saysnust aHamletcomic depend
upsm i ts readers to recognize that fAwords t hems

but visually .on the pageo (137)



Through the integration of text and image into a unique language, Perret suggests, the
appearance of the text itsélfts placemat, size, font, formatting can be performative,
indicating the tone, volume and pace at which the character is speakimgxample which
Perret presents as particularly effective 1is
(1990) Classics listratedHamlet i n whi ¢c h t h e begornotitobeedd ss of |l ai nhoougsu yf
presented not in one big block of text, but broken into smaller speech balloons that are arranged
around him in manner that mirrors the intense meditative work in whichcheigaged: @At he
downward movement of the balloons, which mirr
arrested, visually suggesting the power of thought about feeling over feeling itself: the
descending ball oons abr uptdragion umgfrone thesreasbeswa r d s
men might want to commit suicide to.Perree overw
thus suggests that the reader must collaborate with the illustrator, who has so meaningfully
arranged the words and images on theicgrage, in order to imagine the intense mental and
emotional work Hamlet is performing throughout his delivery of this soliloquy, work which
would not otherwise be externally visible

Al t hough it was writt eWi IslevEirsan e rydesa rcsh apetf eor
processsimilarly acknowledges a performative element to the comic, dravérajlels between
writing for theatre or film and writing for comics. In both casessimgests, there is a greater
distance between the idea andeitecutionthan one would find in, for example, a novel. The
author of a novel is usually the same individual who conceived of its plot and characters. In
theatre or film, the completed scriptthen entrusted to directors, actors, cameramen and others
involved in the production, whosalaptatiorof the script for the stage or screen will inevitably

change its shape. I n the same way, the fAscrip



interpreted by the artist, whose own creative choices represent a collaboration which will

similarly affect the shpe of the final product (114isner also notes that the mechanics of the

comic form are more similar to that of film or theatre than they ate®ot novel : Awritin
or comics is economical, eschews literary style, and does not need descriptive passages that

evoke images by analogous prose.eai s t he domi namnhevisedle ment o0 ( 1!
component fills in the gaps by conveying whatréitg style and vast descriptive passages

usually express in the novel.

Building off Eisnerds compar i sadapingatatvi n J.
known narrative (such as those of Shakespeare
same choices as the design team of a theatre company: Will the production be period, or
modernized? Where will it be set? How will the characters be costumed? Like Perret, Wetmore
also notes that both the theatre and comics demand active participatidhdimeaudience in
order to create believable worlds on the stage or on the page. Comics depend upon the visual
|l iteracy of their readers: AOne must not only
used elsewhere or in connection with a difftrens et of words é The reade
only link the pictures sequentially and link the pictures to the text; one must fill in the missing
part of the pictureso (173). This i Henry®t so Vv
whoareent r eated by the chorus to Api elré@ogleut our
23y , and to Athink when wédPrintingtheir ppolid hbofsribe e s, t h a
recei vi Rrglogee2®7). marawing attention to these similées, Wetmore ultimately
argues in favour of the influence of theatre upomics suggesting that dwhat

time, comic books do in space: juxtapose text



The unique and complex relationship between word and image extant within comics
closely aligns Shakespeare comics with theatiadfilm. My projectboth builds upon and
departdrom those articles discussed above in that it approaches comics based enSleaker e 6 s
dramatic worksasanalogous to theatricperformancs. | have already noted that Shakespeare
comics share with theatrical productions their meaningful use of costumes and settings, as well
as the need factive participation from their audiend¢owever, as comics lack the dynamic
nature of theatrical productions, it is important to elaborate on those characteristics of the
Shakespeare comic which lead me to suggest that it can be read as performance. In her chapter
A Wh e rHamleP:dext, Perfo mance, and Adaptation, 0 Margar et
definition of perfor mance Jiashawrgihe diatusdian descr i
event (bounded in time and space), and as alw
comics, thouglthey might seem to defy this definition at first glance, are indeed eventual. The
comics | discuss in this dissertation were edited and illustrated to speak to the particular moment
in which they were produced. For example, the Japanese youth fashidrishrartist Nana Li
costumes the titular protagonists in the Manga ShakesBeaneo and Juliewill only have a
subversive effect for modern audiences who understand their meaning, and they speak to
elements of contemporary Japanese culture which ayeaf concern in this particular moment
in time but have not always been and may not always be so. Shakespeare comics are also always
coming into being, with each reading creating a distinct and irrecoverable experience. To return
to the Manga Shakesped&emeo and Julietn the final moments of the manga, one reader
might choose to rotate the book in order to properly take in the nearlyafydl horizonal image
of the protagonistsé dead bodies, l i ndgasring o

of this tragic moment. Others, eager for a resolution to the tragic narrative, might instead hurry



past i1t, allowing the image to speak more to
and to our own desensitization to such violent scenes.

I n this dissertation, | therefore treat th
through a sequence of images paired with text (and the various choices involved in this process,
including where to set the action and how to visually represechtracters) as analogous to
bringing Shakespeareds text to |Iife on stage.
Linda Hutcheon and otoheéd ¢ heifgdrr tthe Shakadprtaa
in the following chapters existinwaii ng degrees of proximity to St
argues against the idea of fidelity as a framework through which to theorize adaptation. Indeed,
as | will note in the final chapter of this dissertation, there are those who theorize that,iat leas
the case of Shakespeareds dr atembagainstwhicor ks, t he
theatrical performances and other adaptations can be measured (see, for example, Margaret Jane
Kidni eds i Shakespehne and theRroblenoof Adaptgtimstead, Hutcheon points

to three characteristics which adaptations have in common, regardless of their proximity to some

Aoriginal 6: an adaptation is fAan acknowl edged
workso (8), fAa ereati aet aofl approperatrion or

extended intertextual engagement with the ada
Shakespeare comics discussed in this disserta
definiionnSome of these works endeavour to retell S

new ways (as in the case of the Manga Shakespeaneo and Julietvhich relocates the action
of the tragedy from historic Italy to modethay Japan) whil e ot hers use
characters and plot points as a foundation for telling a new narrative (as in the case of Neil

Gai manbs tAr eMatdmaimmea f MiThe ISandnsaseies, @ avinich

10



Shakespear eds c hcahraarcatcetresr si nftreorna cGaiwmatnh6s own ¢
Mor pheus, and appear only briefly to advance
the Shakespeare comics discussed in the chapters that follow represent an act of salvaging, in the
sense tht they endeavor to build a place for Shakespeare within a new medium that is far
removed from that in which he was writing. Furthermore, | will show that each of these comics
do indeed engage creatively and critically with their adapted works in thefastman as do
theatrical adaptations.

While previous scholarship concerning Shakespeare comics has considered their
pedagogical function as teaching tools to make Shakespeare more accessibleShaon@s
R. Mortimore Smitld s ¢ h dqrdtiegrSha&speare in the Twentfirst Century entitled
ARei nventing Shakespeare t hr ou,phtel€Crolenncs, Gr ap
preserving Shakespeareds place wiathbleim popul ar
Shakespeare Studiesn t i t demt 8hakedpeare Adaptation and the Mutations of Cultural
Ca p i twilladye,that there is much to be gained by looking at Shakespeare comics through
the lens of performance studies. The growing number of Shakespeare comics raises pressing
guestions encerning the representation of Shakespeare in new media and the way in which
modern audiences engage with Shakespeare, questions which a performance studies approach is
uniquely equipped to address: What is gained (or lost) in presenting Shakespewe in a
t heatrical medi um? How does the medium shape
presentedMow might the unique relationship between text and image which characterizes the
comicshed new | ight on our under smgightmdhtang of Shal
analysis of Shakespeare comgrant us abouhe relationship between a performance and its

source text?

11



In his seminal introduction to performance studies, Richard Schechner begins by
expounding upon what distinguishes a performanceeswapproach from other scholarly
approaches through which one might examine a piece of media. He identifies behavior as the
Aobject of studyo for this approach. For a cr
upon behaviour as the object of studgans moving away from discussions of the function or
cultural cachet of Shakespeare comics and towards a considerdtimn thiey work,
approaching them as what Schecrmes f er s t o as fdAplayers in ongoi
case of Shakespeare comics, | understand the performance to reside not in the words and actions
of the characters on the comics page, as though they were actors in a theatrical production, but
instead in a collaboration between the adaptors and illustrators of the comics and their readers. In
considering how the illustrators of Shakespea
physical book and the images contained within, this stutlyamgue that Shakespeare comics
create their readers as active performers within the narrative, establishing their own legitimacy
by enlisting the reader as-anithor. By examining the way in which the editors and illustrators
of Shakespeare comicsddpict he behavi or d howthbeyamaginedhg sd c har &
characters present themselves, how they imagine the characters interacting with one another and
with their environment a performance studies approach reveals that the creators behind
Shakespare comics are not just retelling familiar narratives, but are using both their medium and
their content to engage critically with identities that are themselves performed, such as those of
class, gender and sexuality.

The first «c¢hapt etatheatr: Btaging & mir RBldy Sscre mthe M
Vi sual Artso continues the work begun in this

depictonsoHa ml eadmeus Pl ay Scene in three different

12



illustration for S T h o ma s TheéaMorkseof My. 8Villiam Shakespear Da ni e | Macl i s

paintingThe Play Scene in Hamjetnd the Classics lllustrated comicHdmlet,illustrated by

Al ex A. Bl um. More specifically, | assert tha

convention as a sort of structural |ink which

static visual medium, allowing their artistsdonvey both narrative and thematic elements from

Hamletin formatswhich differ greatly from that for whichiHakespeare was writinghrough

their use of various visual techniques which allow them to recreate the metatheatrical effect of

the Play Scene in performance, Hayman, Maclise and Biowe their own work beyond

representation and toward interpretationtoligh their unique presentationsHdmlet s

AMousetrap, 06 these works offer more than simp

theyengage with the scene in critical readimge i ch expl ore key themes wi

tragedyangdt ven experiment with the audiencebs rela
Chapt er -CmssedinfBEbuya:rEmbodyidglolescencen the Manga

ShakespearBomeoand Juligi wi | | consi der how adaptor Ri cha

Shakespear eds text ilamatdonsmame fogether i§ thenmaatachadlemgeg 6 s

modern assumptions about adolesceheegue that Appignanesi and Leamgmately

downplay the rol e o fsaRausealeirteagicdeidelby presaentingthey o ut h

protagoni stsdéd young age i n a walgyeredhdertitiehhi ghl i g

truly are, and in turn how reductive it is to

expense of all others (whetherithee 6 s a g e § s o) koreramphe the clothing worn

by Romeo and Juliet throughout the manga places them into specific Japanese youth subcultures,

with which many odpeakirny ecaderswilighat besfamitiar, ghlus esphasizing

that he experience of adolescence differs greatly from culture to culture, and even from one

13



individual to the next. Thus, to reduce Romeo and Juliet to their youth is to overlook crucial

elements of their characters. Indeed, through the way in which thegctespedits and

il lustrations embody the youth of tRomea ragedy
and Julietr eveal s how deeply oneds experience of ad
of his or her identity, challenging readings loé fplaywhich citetherebelliousness and

impulsivenessof he proyagbhiasséa primary cause.of the
Appignanesi and Leong therefore reveal the po
dramatic works through clescharacter studies, such as that which they present in the Manga
ShakespearBRomeo and JulieHowever, another entry in the Manga Shakespeare series, the

Manga Shakespeafavelfth Night expands wupon this potenti al b
dramaticworks in a markedly different way, moving outside of the play itself to offer a broader

social commentary.

Chapter Three, fASt eampanchSpacé the Mahgae Hol i days
Shakespearéwelfth Nighfo  wi | | consider the rich setting ¢
Manga Shakespeai@velfth Nightin with the steampunk genréhe use of steampunk motifs
helps to place the manga within a sort of liminal space, both physically and temporathe and
chapterexplores the critical readings which this performance choice openklape specifically,
| arguethat, by experimenting not only with where the action of the play issétwhat that
setting looks likebut with the physical form of the maniaok itself,the Manga Shakespeare
Twelfth Nightgivesthe reader a much more tangible role in the production than he or she has in
the Manga Shakesped®emeo and Julieln some scenes, Appignanesi and Li curate the
reader 6 s exper iegtsocthatitonirrord oh comnpehty upan evizat is taking place

within the narrative (such as the moment of t

14



the reader to separate the two pages containing images of Sebastian and Viola, recreating the
moment of the separation). I n others, Lids il/
setting by creating a discontinuous sense of space within the panels in which it is unclear how

the location of one scene connects to the next (for examples entlless staircase leading down

t o Mal vol i o6 shalergé the)pradgtice ofpreserdimg idéntties as natural and

inevitable In creating the reader as part of the narrative in this way, the manga reveals the

potential for Shakespeare comiosoffer a broadecommentary upon the nature of social

categories such as gender and clBgsncluding two entries which take such different

approaches to Shakespearebés dramatic wor ks, t
full scope oftheemi c6s potential to engage with and in
Finally, Chapter Four, entitled AW I|I i n t

considers the ninetelRerSadmaees uesof eNei k| &di Mman
Ni ght 6 s [DAnteoayiél CahandConorMc Cr e Kill Shékespearseries as

examples of Shakespeare adaptatidresecomic serie®ffer a new entrypoint into existing

discussions about adaptatidgfow might comics, with their prominent place within popular
culture, speak to Shakesp®ha nevinsightdovthe opgina c e i n
narratives presented theadaptation®f Gaiman, Del Col and McCreery offer about

Shakespeare and his dramatic wrkargue that, in the case of these comic adaptations, the
relationship between Shakespeare and the comic madineither exclusive nor reciprocal. In

other words, this relationship is not defined by the authority which Shakespeare can lend to the
comic form or the cultural cachet which the comic can lend to Shakespeare. Instead, these

Shakespeare comic adaptascselfconsciously situate themselves within the literary tradition to

15



which Shakespeare belongs, within the traditd.i
comics tradition, and within thgerformanceradition.

Overall, this dissertation sks to demonstrate that a performance studies approach to
Shakespeare comics which considersthefnps ayer s i n o nohechngr2y el ati o
and examines the behavior of the adaptors, illustrators, and readers of Shakespeare comics as
analogous tohat of actors and audience members reveals a level of creative and critical
engagement with the playwrightoés work which m
Shakespeare comics offer extensive character studies which challenge their audience to question
conventional readings of the playwrightoés prot
commentary by incorporating the reader within the narrative in a way that allows the comic to
speak to the social structure which he or she inhabits. And finally,thgltsospeak to the place
of the playwright and his dramatic works within the modern world and use the comic form to

comment upon the very act of adapting these works into new media.
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Mousetraps and Metatheatre:

StagingHamletd s P | aip theSiseahleats

Introduction

In their chapter outlining scholarly perspectives concerning the use of thevighay-a-
play, Gerhard Fischer and Bernhard Greiner outlieedifferent functions which this theatrical
conventioncan serve within a dramatic work. Perhaps the mosesalent of these functions is
the ability of the playwithin-a-play to facilitate seffreferentiality within the dramatic work (xii).
Certainly,Hamlet as a character engages in a great deal aefleiftion, with the prince
delivering lengthy speeches in which he agonizes over his responsibility as the son of a murdered
king and raises questions about what is in store for him after he diesma@wtthan thatdamlet
is, in many ways, a play about playing. From
order to ward off the suspicion of those he i
players, to what will be the focus of thisscpt er , t he tragedlamies f amous
constantly draws its audienceb6s attention to
also identify another function of the convention which has received less attention in discussions
of Hamlet andwhich is particularly valuable to netheatrical reimaginings of the tragedy. This

is the capacity of the playithin-ap| ay t o act as fAas an artistic
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conventional genres, or of generic transformation, permitting shiftsfremogenr e t o anot
(xii). They note that the convention is also
frequently serves as a de,andasesuch FischarandGieiher ve f i
suggest that the playithin-a-play acts as a structural link for artists who endeavouefwesent

a work from one of these formis another. In the chapter that follows, | will argue that the-play
within-a-play motif can serve the same mediating role in shifts between the theatre aisddhe v

arts. More specifically, 1 will detail how a selection of visual artists have used the motif to ease

the trarsition of Hamlet a text written foithe stageinto three more static visual media:

illustration, painting, and comic$he artists discussed in this chapter use theplthin-a-play

motif to underline the theatricality of their respective media, allowing it to act as a connecting

thread between the visual arts and the theatre for which Shakespeare was writing. $0,doing

these artists highlight the capacity of the visual arts to interpret and engage with Shakespeare in
creative new ways that move beyond faithful representation, just as theatrical productions were

already understood to be capable of doing.

Each of thes medias distinct in their method of storytelling and their relationship to
both the theatrical tradition and Shakespeare
scene in each of these forms will allow for a more complete understandiog @idual artists
have endeavoured to convey both narrative and thematic elementddrolatin media which
differ so greatly from that for which Shakespeare was writing. Jay David Bolter and Richard
Grusin refer to this peycedsfsi mas &3 eimelle art e pme
medium in anothero (45). As an example, they
novels which represent literary works in the dynamic visual medium of the film (44). Bolter and

Grusin further suggest thaew media remediates its predecessors in a wide variety of ways,
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-

epresenting a spectrum of HAperceived compet.

newo (45). I n some examples of remediation, a
Awi tdopupdar ent irony or critiqueo (45). Il n ot her
medium (46). And, in still others, Athe new m
medium entirely, so that the discontinuities between the two are miwinize ( 4 7 ) . l ndeed,

allude in this chapter to the concern of some visual artists of Shakespeare with distancing
themselves entirely from the theatrical traditions of the plays which they represent in their
illustrations or paintings. However, Bolter and Gruargue that even those examples of

remediation which exist on the more extreme end of the spectrum, those which endeavour to
make a radical break from earlier media, can never transcend their precursors entirely. Instead,
Bolter and Grusin suggest, redi&ions will forever be in conversation with those earlier forms.

It is this conversation which | wish to explore in the chapter that follows, as | consider how a
selection of artists endeavour to represent texts written for the stage in a static giuah nin

acting as a connecting thread between the visual arts and the theatre for which Shakespeare was
writing, the theatricality of the works discussed in this chapter gthkerole of the audience or

viewer a central concern. This role continues to be of primary importance in Shakespeare comics
in which, as | noted in the previous chapter, the relationship between the reader and the adaptors

and illustrators of Shakespear@mics becomes one of collaboration.

Ha ml Blay&s=ne invites the theatrical audience to become witnesses. No longer do we
watch as the Danish prince struggles with whether or not to act on the shocking accusations of
murder made by hisft her 6 s ghost . |l nstead, becaus-e t he s
within-a-play, the audience watchesth Hamlet as the production @he Murder of Gonzago

unfolds,anxiousto see if Claudius will be moved by the similarities between the figtimurder
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being played out on the stage and his own murder of the king. However, the metatheatrical effect

of the playwithin-a-play convention also forces audience members to remain aware that they are
watching a performance, and | would argue thatahiareness encourages audiencesle
consciouslyguestion just how reliable their witness testimony trulyniser article about

Hamlebs Pl ay Scene, Gillian Woods notes how the
performance and .r eGiltiitnyggo Hawol oedtsé sn .rpe.j)ect i on of
Afseemso to describe his grief, Woods notes th
inHamlet because a person could dAplayo them with
other words, one cannot always trust the eviden
|l ine between performance and reality is dange
of pretence can nevertheless produce something real, as ise¢heittashe real tears that the

player produces as he recites the speech about the destruction of Troy (Woods,Hh@.jnine t 6 s
Play Scene, then, a sceztmmprisingmultiple layers of performance, pretence, and deception,

how can any witness truly discewntat is real?

Ot her authors have similarly written about
tragedy. Christine Phillipsé article ASpeakin
the Problem of I mperfect Wi HamsHanmleteaouitssi der s t

Horatio, with whom he is close friends, as a witness shortly before the Play Scene, imploring

him to watch Claudiusdé expression for any sig
The Murder of Gonzagadn the final moments of thtragedy, the devastated Horatio is again

placed in the role of witness, as he is tasked with relating to Fortinbras all the tragic events which
have occurred at EIl sinore. Phillips uses Hor a

charged with beinglbj ect i ved t o speak to what she call s
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bearing witness to the needs and experiences of patients. She suggests that Horatio embodies
three key aspects of this dilemma: the procesattfibutionof authority to the withesshe

tension betweeangagement and objectivity when bearing witnasd, the inevitability of

partialaccounts6 concerns which the visual art. di scus
Similarly, in his chapter RalpekntimamwgitessaboutOn e Wi
Haml et and Wotateseead OBEoClaudiusd guilt in t
idea of fAanticipatory temporalityo when speak

argues that fa s c asofarabteegalatos that it iraggaratds heye andmbwy

is, from the start, oriented (beyond all intentions and desires) toward a future testimony among

witnesses from the original sceneo (140). He
humaninteact i on | ies in its futurity, in the relat
going forward and in fithe anticipation of an

l ook back on a prior scene winessgsplayarimmrtaene s o (
role in giving meaning to a scene both prior to its unfolding, by approaching it with expectations

that will shape how they are affected by it and how they will remember it, and after the fact by
processing the scene and disougst with others. It is for this reason, however, that witness
testimony must be regarded with suspicion, as
record of what transpired but is instead shaped and reshaped as the witness reflects upon his or

her experience and compares it to that of others who were present at the scene. To return to
Shakespearebds tragedy, both Horatiobés and Ham
the fact that Hamlet has expressly recruited Horatio to join hiwitiressing this scene, and the

two friends intend to reconvene later to discuss and analyze what has transpired during the

pl ayersdé6 performance. Their experience is fur
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unfold with the knowledge that theyilitikely refer back to this moment if they are called to

testify to Claudiusdé guilt.

There are many ways in which the play itself problematizes this act of witnegsing.
begin, the theatre troupe does not stage the murder as it happened, bthegthersent
Haml et 6s i dea of how t he natherthey nothmprigckattuallyav e h a
withnesedt he cr i me. Like the playods audience, Ha ml
secondhand through hi s f ahtthe princg admigsthhefesatsfob@a s our c e
unreliableHamleb s Pl ay Scene al so highlights the fact
Hamlet arranges the productionTdie Murder of Gonzagwith a specific audience in mind, and
with the goal of eliciting a specific reaction from that audience. Finally, the Play Scene in
Hamletemphasizes that what one sees in a play is as much about the viewer Ingrself as it
is about what is being regsentedAlthough the audience knows by this point in the play that the
new king is indeed guilty of murder, through
does not witness these interactions and his evidence against the king is much less solid.
Specifically, when Claudius rises from his chair at the climax of the Play Scene, he has not
actually confessed to anything. Hamlet has simply determined ahead of time that, should
Claudius react strangely to the production, he will accept that reaction@opf of hi s uncl
guilt, in much the same way that Othello determines ahead of time to accept the handkerchief as
proof of Desdemon ad dakingnnfoiacdorrithe muftitude ofeothenwaysg |l v n o

in which it coul d damdsve fallen into Cassiobds h

In considering theepresentatioof Hamlet and the Play Scene in particular, in new
media, one must therefore ask: How does the metatheatrical effect of this scene, and the

a udi eowrcegp@rence of withessing, change when the tragecthoved off the stage and
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rei magined as visual art? In discusHamletg t he f
Stuart Sillars makes the important point that we cannot read Shakespeare illustration and

paintings as records tieatricalperformance. First, he insists that visual artists inspired by
Shakespeare endeavoured to keep their work se
very earliest printed versions of theatrical texts, illustrations have sought not to represent stage
actonbut instead to recreate the playslilmaraoforr
comment here thus enforces the idea that the artists discussed in this chapter were aware that a
change in medium necessitated a change in the way in which thiveanas presented and

were making conscious choices in their work t
text on the stage to representing Shakespeare
this move did not mean minimizing devats from the established theatrical tradition or from
Shakespearebds text. |l nstead, I wi || argue tha
concerned with encouraging viewers to see the visual arts as an arena in which artistic
explorationandrci t i c al interpretation of Shakespeared.
as effectively as they can in the theatre. Shakespeare comics, which convey a narrative through a
series of sequential images, have the capacity to engage with the playérggh dr amat i ¢ wo
even more extensively, since the image presented in each new panel can build off or even

respond to ideas presented in earlier panels.

Sillars argues that it is impossible fstatic image to recreate tthgnamiceffect of a
theatri@lper f or manc e. He not es t IHantlettheiDanish grikce f r ont |
appears to have started up so qasknockddgverlnipon se
chair. The inclusion of this detail in the frontispiecas read as aodl toward the theatrical

tradition in which the actor portraying, Haml e
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in order to increase the dramatic effect. However, Sillars criticizes this reading by suggesting that

this powerful stagenoment can never realistically be represented in a static image:

In the theatre, what is presumably most effectn the falling chair is that in its
i mmedi acy, it reveal stiort Whatiswseeo ihthenimage of H
is the result othat movement. It can function as a memorial of the event; but it
can recapture neither the movement itself nor the essentially dynamic response, a
combination of mind and body, that the movement reveals and which made it
such an effective theatal event. For the reader who witnessed the performance,
the engraving may function as a memorial trigger; for one who has not, it may
suggest a response of great immediacy. But in itself it remains essentially
distanced from these events, bessmof the change in medium the moment has
undergone(8)
This observatiosuggests that there isleamaticdifference inthe role of the viewer in visual art
inspired ly the depictionoC| audi us & o ut bTheMutder of Gonzragasskp onse t o
Haml et 6s overturned chair i n Roweds frontispie
violent reaction to the play before him, and not the violent reaction itself. While the scene seems
to implicitly invite the viewer to act as witness, in dllits forms (as evidenced by the fact that
Macl i sedbs painting includes as its caption Ha
reaction carefully), Sillars would insist that, in viewiagainting or illustratiorof this scengewe
arenotactudly seeing the proof of Cdffects of this manf. The i | t
viewer, then, is positioneas quite an unreliable witnes$owever,| would argue thathis is not
a failing of the medium of the visual arts, but a different wayr¥iag at the same thematic
conclusions. As established above, the audience is encouraged to question witness testimony in
theatrical productions dlamletas well, in various ways: First, the very character who invites
the audience to witness is the same character who has earlier questioned the trustworthiness of an
eyewitness account, as Hamlet expressette his u
audience watches Hamlet formulate his plan, and are therefore biased by the knowledge of what

Hamlet expects to find and the meaning he has already attributetbigibefore the play
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within-ap| ay has even begun. A rnatheafrd encadrages auditnbee s c er
members to be setfonscious about the very act of watching in which they are engaged. The
supposed limits of the visual arts, then, actually reaffiran m| #heéme ef the unreliability of

witness accounts and the untrustworess of visual proof.

In order tofurtherillustrate the capacity of visual art inspired by Shakespeampresent
and engage with the playwright 0 sthiscchapteraitt er s a
examine the use of metheatrcal effects in three pieces of visual art which recreeéeem| et 6 s
Play Scenecr anci s Haymanés frontispiece, depicting
illustrated edition entitledhe Works of Shakespear nhoteworthy for being the very first to do
so. Prior to this editioryisual depictionsofhak espear ebés tragedy had f
famous Closet Scene or the scene of Prince Ha
32). Thus, Hayman had no tradition upon which to build, but wsigad in a position to pave
the way for a new tradition of representing this pivotal scene in the visudbats. i e | Macl i se
painting, The Play Scene in Ham)etas exhibited a century later in 184% which time the
tradition of representinglamlets Play Scene had become wedtablishedThis painting
represents a different form of visual storytelling, since it is accompanied not by the entirety of
Shakespeareds text, but instead by a single p
watchc ar ef ul | y f or The BudariouCorizagdhe thicdtwborlo which | will
discuss, lte ninetyninth issue of th€lassics lllustrateadtomic series, illustrated by Alex Blum
and published in 1962, al so mbinaoh dftexteéhdh ak es pea
image. This comic dfamletrepresents yet arfatr form of visual storytellinghe Play Scene
unfolds in a series of sequenti al i mages embe

dialogue, rather than appearimgadvance othecompletet e x t as does Hayman?os
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or being accompanied by only a short passage
painting. In each of these works, the respective artists highlight the theatricality of the scene they
represent in anfort to recreate in a static visual medium the metatheatrical effect which

Ha ml Blay&s=ne has in live performance. In doing so, these artists use the theatrical

convention of the playithin-a-play as a structural linkonnecting the visual arts the theatre

for which Shakespeare was writing. This emphasis upon theatricality within theiailamsis

each of these three artistsengage creatively and critically withh a k e s pe arnneads tr age
manner which closely resembles that of the directoraatwts of a theatrical production of the

play. While | will argue that all three of these works raise questions about the authority of

witness accounts through their depictiorHod m| Blay &sene, they each approach this theme

in markedly differenttywas based on the artistoés choices r ¢
design and placement. However, while all three works make their audience a central component

of this exploration of t Hanletcdme foretheClassieogi t nes s i n

lllustrated series createsthereaderesaoot hor i n the tragedyds narr a

Francis Haymani Frontispiece toHamletf or Si r T h o MlastrateH @afleti®r 6 s

The Works of Shakesped744)(Fig. 1.1)

It was not until after Shakespearebdbs death
represented in visual art. Artist Henry Peacham drew an early scene assumed to be inspired by
Shakes pitessAndgodicus nd John Quar Ifeghe Rapelobludecee di t i on o

contained an engraved frontispiece, but aside from these outliers there is no evidence of
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il lustrations of Shakespeareds work unti/l mo r
Tonsonvoosl usmex edi t i on ys edited hyaNiclolaspRevaeramd publisipet ia

London in 1709, marks the first illustrated collection of his plays, and one of the first real efforts

to represent scenes from Shakespeareds dr amat
successofdnsonés innovative volume, designed by F
Kirkall, would in turn spark the production of more than a dozen additional illustrated

Shakespeare collections over the course of the eighteenth century (West 232). Atedlustra

edition is thus a good place to begin our consideration of how artists have endeavoured to ease

the transition oHamletinto the visual as, since the popularity of these collections meant that
theywoul d have been read liby laadgérf ereac¢ti amdof

(Sillars 4) than the scholarly editions being released at the same time.

Sir Thomas Hanmer 6The Works$ afl Mrt Willeatn Shiikesp@easl e ct i on
published in six volumes between 1740 and 1744. It contained frontispiece illustrations with art
by English painter and illustrator Francis Hayman and engraved by French illustrator and
engraver Hubert Gravelot. His edition is particularly usefukfadying how editors and artists
navigated the process of moving Shakespeareods
because we still have access to his written instructions to Hayman, his illustrator. These
instructions r ev aannsirttpresemgngderses frpm Shalkespgare inwisual
art. Hanmer s insistence upon fidelity to Sha
letters. Inoffering suggestionsfoHay man so t hat he may fireconsi d:i
290) a dawing he submittetbr Macbeth i n whi ch the artist recreat
sl eepwal king scene, Hanmer notes that Lady Ma

Shakespearebds text fAthe cont 2).éndegd donlpokreirnthe es s | vy
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scene remark that while Lady Macbethdéds eyes a

Hanmer chastises Hayman for his | ack of <care
am afraid you have not read over the scene, whiobhye houl d never fail to d
Hanmer s | etters also reveal the specificity

exact second of a scene which Hayman was to represent and the posture in which each figure in

the paintingought o be depicted. This is the case with
of The Merchant of Venicélanmer describes an alcove in which are kept the three caskets for
Portiadbs marriage test, stating opgemwthonéedie cur't
Portiads Gentl ewomands hand upon the curtain
would seem to be very conscious of the dramatic effect of the scenes he and his illustrator were
creating, and he Asthgéaodothhem to &Shwhgsphate
with the theatrical goal of inspiring within their audience heightened emotions such as suspense
(as i n the case of Portiabs casket test) and
sleepwalking)AlthoughHa n mer 6 s i nstructions to Hayman con:
Hamlethave been lost, one can assume that they would have expressed the same concerns and

the same attention to detail.

The frontispiece, an illustrative title page, serves an itapbrole in preparing the reader

for the text with which he or she is about to engage. As in architecture, where the term is used to

refer to the principal el evation of a buildin
concentrationofthe e xt 6 s styl e, content, and purpose th
its pageso (Sillars 7). | t | sHamletfrornt hHan meraG n

Shakespeare collectigRig. 1.1)has the potential to offer a great dealrsight into both the

editorés and the artistds readi ndawmif Bldybe pl ay
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Scene, has never been used before promises

new approach to the tragedy, perhapsrpee focused upon its theatrical elements.
Furthermore, if the first thing orencounterss one settles in to reathmletis an image of a
t heatrical production, even a fictional

without thinking dout its origins on the stage and imagining what it might look like in

performance. The very placement and choice of subject matter for the frontispiece are, therefore,

metatheatrical in nature.

Unl i ke Rowedbdbs earlier il lustrated edi

format, Hanmer s coll ection was published

illustrations, but also presented challenges of its own. Itnwaantil the nineteenth century

brought with it the mass production of illustrated collections of Shakespeare that the reading

ne

t

on

public could choose the size or binding of a particular collection which best suited their desired

reading experience, but thdees not mean that earlier editors and illustrators of Shakespeare

collections did not have to contend with the physical form of the book as well. As Peter

Whitfield notes in his chapter ARoOcocoO

challengs for illustrators came out of the fact that both the real world and that of the theatre

appear to our eyes in landscape format, while the page of a book is in portrait format.

Particularly for those, such as ¢ttamaneawdys

from the more stylized il lustrations of

their art, adjusting to the new format proved difficult. The result, Whitfield notes, is that most of

Haymands il |l ustr atylargeareas af skg anarchitecturatinteriargwhiehd

b

n

Shake

Rowe

h

are quite emptyo (29). | n Harhleg this emptg spacée is fllely ma n 6

with a number of details whicrecall theatrical productionghere is asuspended proscenium
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curtain n the top left of the imagas well asa gallery for musicians immediately above the

acting space inwhicHa ml| e t 6 are quireatly perfasminghe Murder of Gonzago

The use ofiiewpointin this frontispiece also deliberately ties it bégla theatrical
tradition. As Sillars notes in his article about the use of space in eightsitiry Shakespeare
illustration, in an effort to distance their own interpretations of the plays from the theatrical
tradition, most Shakespeare illustratizad begun to move away from the use ofilaeregia
Aithe presentation of the action from a viewpo
privileged position of the monarch in being centrally placed and thus alone in seeing every
recessivelee ment i n perfect, symmetrical perspectiyv
maintains this outdated practice, with thewpointsituated in the exact centre of what would be
the stage, so that the orchestra, the players, and their royal audiealt@iatmlly accessible to
the viewer. As this is giewpointintended to replicate the experience of sitting before a play,
Haymandoes not appear to lsencerned with separating his illustration from the play in
performance, and in fact endeavours t&kenthe viewer of the painting feel as though they are in
the audience of a theatrical productiorHaimlet Thisviewpointal s o0 means t hat t he
gaze is constantly directed back t oGobhzage pl aye
which is in the near centrd the image. In ordertowitness i n or der to watch CI
to the play, as the viewer is invited d@memust make a conscious effort to maven egézs to
the left of the image, rather than letting it rest comfortabthénmiddle of the imagevhere it
naturally lands upon first beholding the illustration. The useesfpointthus allows the tableau
of the players to create a similar effect to

Gonzagan live performance, Wich likewise distracts the audience from watching Claudius

closely, so that they can very easily fail t o

30



Ophelia observes: fAthe King riseso (3.2.246) .

pl aywegerwainty about the reliability of witnes
proof, 0 discussed earlier in this chapter.
I n Haymanodos il lustration, Claudius has ind:é

open in front ohim, palm facing outward, as if he is gesturing for the play to stop. This hand,
however, is not pointed at the players but at
thus suggests that it is the viewer of the illustration who is responsildexigp o si ng Cl audi 1
guilt, and not Hamlet or the players. The viewer of the painting gives life to the characters
represented in this iIimage by observing them,
effects of his powerful reaction to the play. Bysppt i oni ng Cl audi us i n thi
illustration creates something of a metatheatrical effect by visually breaking the fourth wall

bet ween the characters in the illustration an
inthe sceneupn whi ch he or she is | ooking. Meanwhi |
concealed in shadow from the brim of his hat and the curtain which hangs above his head. While
this use of lighting can cert aiwouldarguethatit at t h
serves another function in Haymandéds frontispi
which Claudius is apparently exposed as a murderer, placing him in shadow in the illustration,

and thus partly obscuring him from the vieweasts doubt upon this scene as a true moment of
exposure for the character. I f the viewer of

can he or she state with any confidence that there is guilt written upon it?

The positioningoP ol oni us, the kingds counselor, is
Polonius stands pawtay behind the curtain separating the performandéhefMurder of

Gonzagd rom t he audience, peeking through it to
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pl ay. Not only does Haymands positioning of Po
to the scene of Poloniddeath, in which Hamlet stabs him through the curtain behind which he

hides, but it also gestures back to the earlier scene in which the meddling Polonius similarly
conceals himself in order to | i,sotthathenglt on Ham
determine what is troubling the prince. Far from existing within the vacuum of the individual
moment of the Play Scene, then, the i mage of
characterds unti mely deat hichamil de ith Gausé tnaeed, b ac k t
within Hamlet Polonius is the very definition of a poor witness. In the scene in which he and
Claudius eavesdrop upon Hamletds conversation
he observes. Unaware of therespbnsil i ty hi s father 6s Hogepst has
Polonius interprethisb i zarr e behaviour towards Ophelia as
(3.1.175), since the counselor has recently ordered his daughter to end her courtship with the
prince.Inhe scene in which Polonius hides behind a
again misreads the scene before him, believing Gertrude to be in danger and calling for help. In

doing so, he reveals his hiding place, a mistake which proves fatal. Biwalhaling to these

t wo scenes, then, Haymanoés il lustration stres
witnesses rarely have all the information they need to properly interpret what they have

observed. But perhaps even more than this, Hagnsan f r ont i s pi ecmgcant r esses
benot only prone to error, but positively dangercarsd in doing so gives its viewers yet another

reason to feel uneasy about the exercise in which they are engaged.

What is also noteworthy aboutgtpositioning of the counselor is that, by standing on the
opposite side of the curtain, he is invading the performance space occupied by the travelling

theatre company, and in doing so he blurs the line between performance and audience.
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Pol oni umibdgsthuprensndsviewers that what is happening on the stage at Elsinore is

part of a much larger performance to which the character Polonius and all the rest belong. Within

the fiction of the play, there are several characters who are performing.ibmeenearlier
Haml et 6s fAantic disposition, o in which he war
while he investigates Claudius. Claudius himself plays the role of concerned uncle and step
father in response t o Hachheastnd sonceedabouchisbe havi ou
n e p h e w-dang soenlch as he is concerned atloeithreat Hamlet poses to him.

Rosencrantz and Guildenstditewise play at being friends to Hamlet, when in fact they have

been assigned by Claudius to keep a clasehvon the prince. Outside of the fiction of the play,

whenHamleti s presented onstage, the reactions of
AMousetrapo are also performances, those of t
caseof Haymamns i | l ustration, there is no visible di

the actors and the Agenuined reactions of the
coll aboration between Hanmerdéds detBBel ed instr
frontispiece thus once again uses the pléthin-a-play convention in order to ease the transition

of Hamletinto the visual artdt does sdy linking thevisuals arts and the theattegough the

use of metatheatrical visual effects which alltw tllustration to seltonsciously explore the

same themes of performance and spectatorshipitiratetdoes on the stagbut in innovative

new ways that open up new or expanded readings of these themes and the characters whose

actions embody them

As sich, | cannot agree with Stuart Sillars, who claim$he lllustrated Shakespeare
that Hayman endeavours to separate his illustrations for the Oxford edition from the theatrical

tradition, as so mangthereighteenthcentury illustrators wished to do. He suggests that the goal
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of these illustrations is Ato present a singl

suggestion of the theatre, themgdrencérmsatl i ngui s
anything deeper than an instantaneous decl ama

the metatheatrical nature of the scene necessarily tie it to the theatre in a way that, for example,

the Closet scene or the scene betweenlHam@ and hi s f atherés ghost w
inclusion of details that recall theatrical productions, as well as his use of a centriagizpdint

for his illustration make the connection explicit. These elements of the frontispiece allow

Hayman tadraw parallels between the experience of looking at the illustration and the

experience of watching the play inthethedgeer f r om remai ning silent a
concerns, the frontispiectearly questions he val i di ty of adpeoaibfdis 6 s A Mo
uncl ebtsheguiillltustrati onbés mednscibusresstwithingsal | ty enc
viewers, making them more aware of the act of witnessing iochathey are themselves engaged

and drawing their attention to the unreliabilitytbéir own witness testimony.

Daniel Maclisei The Play Scene in Hamlgtl842)(Fig. 1.2)

Unlike Shakespeare illustration which, as the name suggests, is not intended to stand
entirely on its own, but instead to illuminate the text whid@ctompanies, paintings inspired by
Shakespeareds dramatic works are perhaps bett
the text, as they are more likely to stand alone. Certainly, the experience of viewing a painting
i nspired b ywofklsguiteddferentfrone thas of viewing an illustration, since it is

not directly followedor even accompaniday a reading of the text. However, like Shakespeare
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il lustrators, pai nt pglayslsoendsgydurectadistnguisi®itwark e s pe ar
from the theatrical tradition. It is unsurprising, then, that Shakespespeedpainting of the

nineteenth century often depicted scenes from his plays which do not take place on stage, but are
instead only reported upon by characters aftertlf act . The scenHamletis Ophel
a particularly popular example of artists imaginatively expanding beyond what is written in the

text. This scene takes place off stage in the tragedy, and the audience only learns about it through
QueenGdrr udeds extr emihiyl ep o&itri cJ cahcnc oEVOghelat t  Mi | |
(185%:1852)i s probably the best known of those whic
description, it was only one of many to do so. Richard Redgrave, Henry ke dathur

Hughes, Ferdinand Piloty, Alfred Seifert, Thomas Francis Dicksee, William Salter Herrick,

Madeleine Lemaire, John William Waterhouse, William Morris Hunt, Edwin Austin Abbey,

Alfred Joseph Woolmer and Victor Muller all produced paintings in theteenth century

inspired by the tragic imagery of the queenods

Although audienceofHamletd o not witness Opheliads death
painting ofOpheliacan make us feel as though we have, so povedoes it give visual form
to Queen Ger tr prdcicéosrepeesentingunmoments fiobeyoadthe action of
the plays reveals how easily our senses can be fooled by the arts into believing we have
experienced what we have only truly heabdbutseconehand and the capacity of the arts to
inspire within us the powerful emotions which would come from having truly experienced these
eventsThe vivid i magery of Millaisd painting and
prompt viewers and audience members to form mental images of this scene unfolding, even
though it takes place offstaga.the same way, although the audience doésviiness

Claudiusdé murder of t heTheMulderkfiGorgagsébsimiaeta , t he
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the ghostés description of the horrible act,
entire project i n st agxploitng theithin ling bebween artanda p 0 r el
reality, as he alludes to accounts in which audience members, seeing their own crimes mirrored
back to them upon the stage, have been so badly shaken that they are moved to confess.
Shakespeare would have been faanili wi t h Pl ut archés account of
dramatic exit from a production of Euripidésbadeswhen the miseries endured by the

characters Hecuba and Andromache moved him to powerful feelings of guilt over the death and
suffering his own a@ns had caused (Gourlay 221). Indeed, it is possible that Shakespeare had
personal experience with how deeply a play could emotionally impact its audience, since many
scholars believe that a production of Rishard llmay have helped to stir up suppfart the

abortive Essex Rising of February, 1601 (Hammer 1). In represétaimdetin visual art, Irish

painter Daniel Maclise seems to endeavour to inspire his viewers towardfkaifion and

moral revelations in a manner akin to that of which thattkevas believed to be capable.
Haymanodés il lustration (and Hanmer 6s instructi
physical experience of attending a theatrical productidfiamhlet and in doing so to encourage

its viewers to reflect upon thetaof theatregoing as analogous to the act of witnessing.
Macl i sebdbs painting, by contrast,6 sefHeetais t o wi s

attending a theatrical production.

Maclise exhibited higil paintingThe Play Scene in Hamlgig. 1.2)at the Royal
Academy in 1842, to what was predominantly great acclaim. However, some more conservative
critics dislikedwhat they sawas h e t he at r i cwotkiThey beleted thid thd tasls e 6 s
of the paintenof literary worksisto creatégia v i s u al materialization of

unembellished by imaginative invention and uncoloured by interpretive intervéntiaro way
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a record of (a) pAeprdviouslyrestablisked,is diffcultaorcgmplat8ly) .
divestHamleb Blay Scene of its theatrical elements, and thus unreasonable to expect any

painting of the scene to bear noatednship at all to performance. Howevirgse critics are not

wrong in suggesting that Macli se eembentl | i shes
which he represents ifhe Play Scene in Hamlébes actually take place on stage in

Shakes pe arualikesthedcened g e Dy h e | de@cted in theawarkstentioned

above, Maclise neverthelesisnilarly moves beyond the text by introducing details which have

no precedentwithila ml paéss. Particularly noteworthy 1is
intertextuality in the form of allegorical statues of Prayer and Justice, which stand on either side
oftheplayer86 st age and fAanchor the morality of the
Gonzagastands betweethese two statues should perhaps alertdegne d vi ewer s of Mzq
painting that Hamletds plan to stmglgactualyjhe pl ay
run counter to the true pursuit of justice, with the statue of prayer perhaps acting as a hint that

this pursuit is better left in the hands of the divine. Ini&s ScengMaclise also introduces

wall hangings depicting moments from tBe b IOkl destament, another detail which appears
nowhere in Shakespeareds text. These include
of Abel, which appears above Claudius (Clary,44h d anot her depicting Adze
expulsion fromthe Gaesiln of Eden (Clary 46). The first of
murder of his own brother to the very first murder, a connection Claudius makes himself when

he confesses that he has brought upiogthehi msel f
king. The latter imagehatof the expulsion from the Garden, is perhaps less direct, but it too

of fers a mor al reading of the scene. I n stagi

dangerous knowledge, just as Adam and Eve are in ed#tthg forbidden fruit. The inclusion of
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this tapestry in the painting thus implies that like Adam and Eve, Hamlet will uncover the truth
he seeks, but it will come at a terrible cost
accusations, now thatshsuspicions of Claudidss  gre ¢omfitmed, and doing so will cost

Hamlet his life.

Whi |l e di scus s i ntgxtual additiopsaitiisnmpertand te noe hat neether

Hamlet nor Claudiuss actually looking at the statuesorwhllangi ngs i n Macl i sed

‘N

Cl audiusdé face is buried in his hand, while H
character receives any benefit from the moral anchors which Maclise introduces. buggddt

that these anchors areinstéad t he benefit of t héethpsameway ngos
thatthe moral value of the statues and tapestries is lost on Hamlet and Claudius because they are
too distracted to observe them, so too must the viewer of the painting make the carisumrIs

to |look away from the drama unfolding-in the
textual details in order to reap their mor al
illustration, thus rewards setonsciousness on the part of its véees; and encourages viewers to

take an active role in the paintingds creatio
of the biblical stories which the tapestries represent, and forming connections between these

stories and the centralthemessoh a k e s pear ebés tragedy, that view

to convey the moral lessons whidlamletdelivers in performance and on the page.

In offering these moral anchors within his painting, Madkseorking in the same
tradition asEnglish critics of the nineteenth century, who focused upon readings of
Shakespeareds characters as psychological and
analyzed like actual people, and it was acceptable to consider not just their lives as mdnyifested

Shakespeareds texts but their | ives outside t
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works of fiction that imagined the childhoods of Hamlet and Ophelia and preseateds

exemplars of nineteenttentury virtuesFor example, Mary Cowden &Ir k hé Girlhood of
Shakespear eds Her o({l8b@imaginegs Opheli&eeing raised by fier nlrael e s
far from corrupt court I|ife, and growing into
Abecomes awar e obflityetis hemrself free framland inaocemt ofsanyrmoral

stai no (Howaver,gnany drijics ofhe Play Scene in Hamls¢em to believe that

Macl i sedbs depiction of these characters fails
nineteentkcentuy readers believed them to embody. Though he praises much about the painting

in his review of the Royal Academy Exhibition Blackwood's Edinburgh Magazinéohn

Eagles also insists that Aif the priimsaipal fi
failuredo (Eagles 28). He describes the Haml et
ruffian, who never would have waited for the play, but would have taken a pleasure in killing the
king upon suspiciono and | é&men ti snatgh ante dt Hid sHam
phil osophic, the doubting, t Eaglessuggesssyhatng Ha ml e
Ophelia Ais Ilittle better than a barmaid of a
Similarly, inModern Painterscritic JohnRus ki n expresses his disdain
prostrationo of the #Alrish ruffiand depicted
Ophelia, which he suggests would be better ex

her | apo (Ruskin 308).

Despite critical exhortations that painter s
texto with no relationship to any performance
nevertheless tie Macl i sebs repmadiy)toithe theafreaasd Sh ak

they reveal a close relationship between the way that nineteenthry viewers approached
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visual art inspired by Shakespearebds dramati c
stage productions of that same work.tAsy did with theatrical productions, viewers understood
these paintings as interpretations of Shakesp
poorly their artists read the scenes which they endeavoured to represent. However, such

comments also higight the differences between these two maafegpresentation and suggest

what the visual arts might have to offer an i
while Hamletbés fistate of prostr atoormfrgntiof i n whi
the stage, may indeed give him the appearance of a ruffian in a theatrical production, in a
painting it also allows Hamletds posture to b
directly above him. Gonzag@swith his feet on thedlft and his head on the right, his torso

propped up by a small knoll, while Hamletddirectly beneath him with his feet on the right and

his head on the left, his torso propped up by his own arm. Although the action on stage moves so
quickly that such mnroring could easily be missed in a live performance, in a static image it

becomes much more apparent, and thus Maclise can use it to allow Gonzago to become a sort of
foil for Hamlet, making the princeobosa. virtues
Gonzago sleeps soundly, mindless of the betrayal taking place while he dreams. Hamlet, on the
other hand, is wide awake and seems to have a very good idea of whom he can and cannot trust,

as he stares accusingly at his uncle. That the open book grotivel before Hamlet is the one

element which is not mirrored in the stagingaafinzagaabove him brings the item to the

vi ewer 6s attention. Reading is a solitary act
part of the reader,andassuchdw!l d ar gue that, contrary to Eag
presence does indeed suggest a thoughtfulness and introspection in the prince which is not

present in the character ofHaGd plzyavghon-apldytoc! i sed
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ease ther&nsition of the tragedy into the visual artsitlyoducing the conventioas a means of
devel oping the princebdbs character as percepti

the playdés dialogue.

Macl i seds tr ewthimeeplay alsodlows thegpainel ta gxplore the role of
the kingds murder within the play, and the c¢h
which would be difficult to recreate on stage
paintng make much of the artistds use of | ighting
Eagles describes Maclisebdbs painting thusly: i
pouring the poison into the sleeping king's ear, and there is the tedeves of the transaction
awfully depicted on the wall o (Eagles 28). Wi
exhibition forAi n s wo r t h dsder lha gseudonymeV. A. Titmarsimilarly wonders at
the way in which fAa | amp in front <ciaasts a hug
shadow that | ooks |ike a horrible devil in th
(Thackeray 321). Thaec&&kadgwsaseBapipgi ome ofmut
significant in that it suggests yet another layer to a scene which is alreadyayeréd. In
Hamlep s -pithia-g&p | avy , Haml et 6s pl ayer s -eaactmenpoéa f or mi r
real murder, anche shadows project onto the wall behind them a letig@rlife version of this
fictionalizedree nact ment . Macl i sebdbs painti mgeenherefore
abymee f f ect around the kingds mur demseedabanes | at e
i's a recursive visual pattern in which an i ma
Hamlet) continuously appears within itself, giving the impression of an infaiies
(Richardson n.p.). WhallowsMa c | i s e 6s u s etolm¥e ar elvan greaterimplsh i q u e

the fact that, since the figuresTine Play Scene in Hamiletho are caught in this recursive
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visualseriesare themselves spectators, the viewer of the painting is actually woven iniséhe
en abymeffect which Maclisereates, as yet another layer of spectator, watching the characters

of Hamletwatching the characters Gonzago

There are two ways in which one can read the use ohigeen abymeffect withinThe
Play Scene in HamleFirst, it would seeno suggest that no matter how deeply one delves into
Hamlet t he kingds murder 1 s i nescaiptleimmdelees t he r a
types of the first murder Wwimavitable. Just &sshe shadew p |l ay
of the saged murder looms over the actors perforniihg Murder of Gonzagon Mac |l i se 0 s
painting, so too does King HaHalmlebtsd sp rdoetaatgho nliosot
Haml et frets over whether or not tachaacters upon
advise Hamlet to focus his attention el sewher
but the prince is trapped within the moment o
which he can only escape with his own deatt Ate same ti me, however, t|
ofamiseenabymef f ect can al so represent a metatheat:
painting selfconsciously reminding its viewers that there is no worldamletbeyond the
ki ng6és mu rratters aHandlétoaly liwehwhile actors embody them for the duration of
a theatrical performance. They come into being with the (unseen) murder of the old King
Hamlet, the event which sets the action of the play into motion, and they cease to be when
bloody justice is served for that initial mur der
woven into thanise erabyme n Ma c | i s &h@ Blay®eenenntHamlalso suggests that
the viewer plays a crucial role in giving life to these tragic characters, as they only live while the

viewer looks upon them and imbues them with thoughts and motivations, and then cease to be

when the viewer looks away.
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Inhis article fiMaclise and MéametecadiyrranCkol!l | ab
Nicholas Clary offers his own interpretation of theerciseof movingbetween mediums in

which Maclise is engaged, stating thather than recreating the effect of the sdene

performancein The Play SceneinHam)/ét Mac | i se has transformed a n
mobilization into a stil!/l i mage, an instant o
description of Macl i seds pathentetathegtrical satuge ofi vi s u a
the work, as well as to the intimate relation

with its viewers. In a soliloquy, a character reveals his or her innermost thoughts to the audience.

In doing so, that characterdaks down the fourth wall between the performance and the

audience by (either consciously or unconsciously) giving the audience access to private

information of which none of the other characismware. Importantly, Janet Hill insists in her

book Stags and Playgoerthat thisisnotaonay exchange: Al consider
audience return the stagebds gaze, tThaRlayt hey b
Scene in Hamles a visual soliloquy thumpliesthat, through this use metatheatre, the

painting creates a private, intimate moment between itself and its viewer, and one in which the
viewer is an active participant. To call the painting a visual soliloquy, therefore, speaks to one
final way i n whi c hheRlayStenesceeass thet@nsitiohlafetfromuas e s

wor k which moves f rthenstageheanork shicleraovesfiomm t ext t o
Shakespeatrlre@dsvitexdl tarts. While the painting 1
and metatheatricality, it also introduces a demand upon the viewer for a prolonged, critical

viewing that will allow him or her to recognize the multiple instances of intertigytua

identify the moral lessons which the painting endeavours to convey, and to fulfil his or her own

role in the paint iThelaysScenerireHarmigius offeretoth tmeevasuali n g .
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spectacle of theatre and ttlemandor close critichreading more often associated with

|l iterature. As such, Maclisebs painting seems

visual arts)Jocating itsomewhere in between these two forms.

Alexander A. Blum i Classics lllustrated Comics Issue #99: Hdet

While the art for Shakespeare comics, like the illustration and painting discussed above,
is the result of a series of creative choices on the part of the artist (choices such as what each of
the charactershouldlook like and how they will be pasened in the image), Shakespeare
comics differ in that thegonsistof a series of sequential images which work together to convey
a narrative, rather than a single image depic
dramatic works. The imagestinese panels can build off one another, respond to one another,
even contradict one another, leading to what is perhaps a deeper, more complex engagement with
Shakespearebds plays than one can achieve in a
and placement of these panels can be meaningful. Importantly, it falls to the reader to do the
imaginative work of placing the panels in relation to one anoffer reader must see the action
in one panel as the result of somethiviych took place in a gevious panel, or even in between
panels, rather than as an isolated event. As a result, Shakespeare comics create their readers as
ccaut hors in a way that il lustrations and pain

dramatic works do not.

TheClassics lllustrateccomic series, founded by Albert Kanter in 194 Céassic

Comics included adaptationsdful i us Caesar, A Midsummer Night
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and JulietandHamlet.The Shakespeare adaptations were part of a larger effort to pttuact

readers by presenting classic works of literature as comic books in order to make them more
accessible to those who might struggle with the language and length of works such as Alexandre

D u markedCount of Monte Crist@ublished as €lassics lllstratedtitle in March of 1942)

and Her manMoWeicki{pullishexl ass€lassics lllustrateditle in September of

1942). Despite concerns it would lead to fewer children tackling the likes of Shakespeare,

Dumas, and Melville in their original noM®rm, with critics fearing that children would assume

that reading the comic book could take the place of reading the original wotdagsics

lllustratedseries actually endeavoured to act as a sort of entry pairitsnmhore complex source

textsAt t he end of each issue, the comics cont ai
theClassics lllustratege di t i on, dondét miss the enjoyment of
your school or public liaryd ( Ri c mp.Mihetherror not the series succeeded in getting

classic novels off library shelves, there is no doubt that it attracted a vast readership: from its
inception in 1940 to its demise in 1972, Mlassics lllustratedollection grew to include one

hundred ad sixty-nine titles and sold more than 200 million copies in all (Richardgoh As

such, like the illustrated collections discussed earlier in this chapter, the series became a popular
entry point into classic literature, including the dramatic wofkShakespeare, and thus merits a
closer Il ook in a chapter concerned with how a

plays from texts adapted for the theatre into texts adapted for the visual arts.

Hamlet the ninetyninth issue ofhe Classics lllustratederies, was published in
September of 1952. The artist, Alex A. Blum, was trained as an etcher and this influence is
apparent in the twen@lassics lllustrateditles for which he was responsible (Jones Jr. 76). His

styleofillug r ati on evokétashi oaresile Eaffr opelach quai nt nes
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Jones Jr. citing its distinguishing character
and their tapered, feminine hamud®dse WOT)X. cbhbanad
uneven, likely due to the tight publication schedule ofGlassics lllustratedrolumes, when he

is at his best, Ahe invests his figures with
Jr. cites theClassics lllustratedssueof Hamletas one of Bl umés greatest
instinct for pacing was unerring; he broke down short exchanges of dialogue into naturally

flowing smaller panels, incorporated dramatic theatrical gestures in larger panels, and kept

longer speeches,uch as Haml et 6s two sol i |lokgkdanmes, 1 nt a:
before him, Bl umbs proponents continue to val
expense of dynamic visual storytelling. In order to preserve as much of these sdilgu

possible, the panels in which they are presented are taken up almost entirely by text, seemingly

l eaving little of wvisual interest in what s
however, Bl umbés pr op o neepinygthe conacedistindt feom the theatiee r e s t
as they actually praise the artist for his in

Jones Jr . 6 s Hamlatitheneit qliickly be@mes aidasthat, although the comic is a
new mediunfor Shakespeare, it nevertheless remains embroiled within the same debates around

the relationship of Shakespeareb6s text to the

In his article on Blum, Jones &isocites critiques by comics scholar Rocco Versaci and
Shakespearean scholar Michael P. Jensen that
most stirring dialogue can be rather stagnamt;oblem which | alluded to earligrayfully
suggesting that Hamigts f i r st sol il oquy and Pol oniusd f at
At abl eau t r e danmet(86). Bhe text, acBordungrid tkese critics, does the majority

of the work in presenting the narrative, with the visuals merely representingitreaac
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emotion which the dialogue describes, rather than offering an interpretive reading of
S h ak es p e almdeeda itsnsorfiadethe focus of the€lassics lllustratederies seems to
have been placed more upon accurately and accessibly conveyiogntent of the source

narrative than in interpretation or experimentation, withstigke of illustrationbeing described

as fAwor kmanl i ke, histori cng). Howevexadoserlaoka r eal i s
Bl umbés i | | ust r avisuale play a largevrelain convdyihgahe narrditiee than they

might appear to at first glance, and that, contrary to what the aforementioned critics might

suggest, Blum skillfully uses the conventions and form of the comic to offer a unique

interpretatm of Shakespearebds tragedy. I n this resp:
Shakespeare illustrations outlined earlier in this chapter. However, Shakespeare comics differ

from the other forms of visual art discussed abowbeénway in which they arcurated for their

audience, atheycreate their reader as a-aothor alongside their adaptors and illustrators, as

well as Shakespeare himself.

Earlier in this chapter, | suggested that much of the powldaofleb s Pl ay Scene ¢
from thefact that, up until now, the audience could only imagine what the murder might have
looked like, since it takes place offstage. The performané@éeMurder of Gonzaga the
tragedybés third act, although dindivgsaadience cr eat i
members a visual reference for the murder that looms over the play from its opening moments.
However, this i s Classids llusthaedcditi@ensviichigives i Feader$
visual reference much earlieron. Asthddost of Haml et 6s f ather tell
Claudiusdé hands, the comic shows t ifFg.18cene Vi
and Fig. 1.4)In the first, Claudius creeps up on the sleeping king. In the second, we see

Claudius n the act of the murder, crouched over the figure of the sleeping king as he pours
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poi son into the kingds ear. Finally, in the t
the dead kingds body is di scovhecogseandmdlds| e Que
her hands to her face in grief (Blun®® In presenting the actual event through flashback, and

so early on in the comic, Bl um arguably remov
hesitation throughout the play, as this char@kes the reader a witness to the murder long

bef ore Hamlet has hi s The weaderpthue ptated ithefrusiratiagu d i u s 0
position ofhaving crucial knowledge but being unabletbupon it.In this sense, the reader

experiences amiilar feeling ofimpotenceo that with which Hamlet himself must contend

t hroughout muc h Harietthudpuls the reader.into Bhke expedence of the
characters in a way Haymandés il lusti Metion and
Classics lllustratedHamlett her ef or e dramatically changes t he
Play Scene long before it takes place. Instead of an approximation of a scene to which the

members of thaudience hae no other access, the Play Scene besoameuncanny return to a

murder to which the readeras witnessseveral pages earlier

In Understanding Comicgs Scott McCloud famously defines
pictorial and other i mages i n arsiktoftaseariesbfe s equ
images which occupy the same space, appearing on the screen one after the other, the comic is
unique h being made up of a series of images which are placedhgisiee, so that they are all
visible on the page at the sametimhen my ear |l i er di scussion of Ha)
Scene, hotedt he | mport ance o fviewpbirefor retrdating theretiectofr 6 s u s e
sitting in the audience of a live performancddaimlet However, the move the comic, and
thusto a series guxtaposedmages allowsBlum to presenthe scene from multipldifferent

viewpoints | n Bl u ma@, the audienae does nat flantotime performance space, making it
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possible for the viewer to see both the players and the royal audience at the same time in a single,
front-facing image. Instead, as the performanc@afzagdegins, the comic presents a side

view (Fig. 1.5) so that we see Claudius and the players in profile, facing one another, Claudius

sitting upon his throne and the players stanthieigpre himready to perform. Meanwhile,

Haml et 6 s t arejustoisitdenpmbekihgeapound Claudiustasugh he is watching for

thek ngés reaction (15). Due tho wtehveersi dHea mM ied vd su
also gives the effect of visually breaking the fourth wall, as the prince appears to be looking

directly at the reademhere is sorathing quite jarring and aggressive about this moment of
connection between Hamlet and the reader. Not
royal brow furrowed and his mouth set into a thin line, but the reader has just learned that
Hamletwilbe wat ching Claudius for signs of guilt.
reader, rather than at Claudius, could perhap
guilt upon the reader. established earlier, the readewitnesstoC| a u d i uearfierio r i me

the comic¢ and as such this moment of connectioth Hamletalmost feels like an accusation, as

though the reader is culpable in the crime becaasdiscussed above, the realezadyknows

the truthabout the king s mandltagbeen placed into a position in which he or she must

inevitably fail to act, remainingilent while Hamlet suffex Finally, the use ofiewpointin this

panel results in Claudius bl ocki ngandcelateher eader
play, including Gertrude, Ophelia and Horatio. Not only doesu$esof the side viethus

emphasize the centrality of the tension between Hamlet and Claudius in this scene, by removing

the potential distraction of the other characters (fomemp | e , Haml et s banter
entirely omitted here), but it also speaks to
this moment, as they are visibly absent in th
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struggle, overpoweredand$ enced by ClaudiFusall gomiasgipr élag
illustration, Polonius is separated from the other royal audience members by a curtain, only this

time he appears in the foreground of the image, perhaps allowing Blum to highlight the

importat e of the witnessd®d own interpretation of v
scene. As I mentioned innearlierdi scussi on of Haymanoés il l ustra
misinterprets what he observes, and it ultimately leads to his demisg giftetHamled s P 1| avy

Scene.

The performance itself, however, is presented in a series of panels which offer a front
facing, centralizediewpointt much ¢l oser to that which wedve
and Macl i gRgdols6) Where ihdiffersigthat, because the audience is positioned to
be opposite the acting space rather than flanking it, the centraie@gpointno longer recreates
what this scene would look like to the audience tifeatrical productioo f S haksespear eb
tragedy. |l nstead, it r ecrGemzdgadosks likedhfornhthdpimte pl ay e
of view of the fictional royal audience of Claudius, Hamlet and the Festhermore, it does so
in a series of carefully arranged panels, rather than in one single image. Indeed, one could even
suggest that, rather than simply replicating for the reader what the royal audience would see, the
arrangement of these textless parasd a series of snapshots of the production speaks more to an
act of preservation. The images are arranged in such a way that they resemble a page from a
commemorative scrapbook, with the two bottom images of the murderer approaching Gonzago
and then fleimg the scene tilted stylishly and framed with yellow borders in order to make them
stand out more starkly. In between these images, there is also a decorative icon depicting a bottle
of poison overtop a crown. To return to my earlier discussion of Koftmavhich he proposes

that the act of witnessing is one of HAanticiop
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the manner of a page from a commemorative scrapbook speaks to this moment in the comic as a
constructed memor yega rtelttatl | @ ngc &Krmod t hmanndme § dt he
being shaped and reshaped as the witness revisits the memory and discusses it with others, rather
than being preserved within the witnessd memo
witnessedhe (actual) murder of the senior King Hamlet by Claudius earlier on in the comic, |

wonder if we can also read this arrangement of the images of the pantomime as yet another

reminderthat while Hamlet is experiencing this scene for the first time, tlteresirevisiting a

memory. TheClassics lllustrated o mi ¢ t hus dramatically changes
relationship with the Play Scene, but -al so wi
conspirators with Hamlet, being asked to act asvhist nesses, but iinstead we

actions from a position of superior knowledge, and our experience of the Play Scene is shaped
not by the lingering question of whether or not Claudius will betray his own guilt, but instead by
our doubts aboutHdmet 6 s met hods of proving this guilt

upon what he learns in this scene.

While witnessing hasver been central theme ldamlet as discussed above, amke
which both Haymandéds frontispreceBhohéMacl |l saebd
theClassics lllustratecdomic allow it to approach thisthethen an entirely new w:
frontispiece explores the unreliability of wi
proof. 0 Macl i esemdre uppnahe mpadrtancge offacquiring morsight from
what one witnesse$he Play Scene in Hamletfers a model of viewership which places the
responsibility upon the individual viewar interpret what he @he is looking at in order to reap
thef ul | benefit of these mor al i nsights. Bl umés

responsibility of the witness to act upon what he or she sees. Since the reader witnesses the
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kingbébs murder early on i n t leregpresetedbyctheplayhe wunc a
within-a-play gives the reader a unique perspective on what unfolds in this scene. Allowing the

reader to see the murder earlier on the comic places him or her in the position of inevitably

failing to act, since he or she is friadtngly powerless to do anything with that information. The
viewpoint Blum uses throughout the Play Scenreus al | ows t he reader to
frustration at his own impotence as he or she withesses the murder ndiuwriegce, ands

helpless tact upon itImportantly, by placing the reader in the position of revisiting a memory

rather than experiencing a scene for the first time, the reader is also placed in a position of
superior knowledge, all owing hhisscermandhier t o j u
response to what unfolds with the wisdom of hindsight. Classics lllustratecdomic thus

raises the same questions around the pursuit of justice and the cost of inaction which are central
toHamlet but it doessoinanewway:nou st t hrough the princeds ow
of justice for his murdered father, but through the inaction and the superior knowledge of the

reader him or herself.

I n the same way that Bl umo sr eaardrearndgse naetntte notfi
or her role in the creation of this scene, B I
reader as cauthor. he guter, or the space between panels, is another characteristic which is
unique to comicsWhile comics givehe appearance of presenting a complete, unbroken
narrative, this is not actually the case, as comics rely upon the imaginations of their readers to fill
in the gaps in action which take place between pghe€loud 6667). The Classics Illustrated
comicof Hamletattempts to aid the reader in tkisdeavouby providing a caption which
explains that, in the space between the panel in which Claudius makes his outburst and the panel

that precedes {Fig. 1.7) At he speaking pl athen tescgbesthe gcere:l 6 ) .
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Ait 1 s a repetition of the pantomi me play exc
identifies the exact moment in which Claudius
the poisoning sceg16). This momentm the comic is brielsinceBl umés adapt ati on
the majority of its attention to the dumb show, with the pantomime of the murder taking place

across seven panels, all of which are completely devoid ofasxhey would be in

performance)while thespoken portion of the play is glossed over in a singjgion
accompanying the c¢cl i mact Axl mentoned eatlietfee€Class§ldsau di us
lllustrated editions of Shakespeare are infamous for their long blocks of text, through which they
presumably try to preserve as.Assudhtheirabsenc@h ak esp
in this scene is particularly powerful, inviting the reader to dwell upervisual performance

and attempt to read its meaning without any verbal or textual cues. Also noteworthy is the fact
that, in keeping with Shakespearebds text, the
spoken portion of the performance. lonfantly, we as viewers cannot know whether paintings

or illustrations of the Play Scene similarly
visual of the scenalevoid of dialogueyould be the same in both cases. It is only in comics,

which pair a progression of images witlo layers oftext (one from the playtext and one being

the captionsin order to convey a narrative, that such a distinction is possible. Even in this early

form, then,wecanseei t hi n Bl u mthebedinhihgefan awareanéss af the unique

gual i ties of the comic genre and what it migh

However, to return to Sillarsé doubts abou
dramatic moments opposed to the afteffects of that moment, it is important to note that the
comic has very carefully avoided showing the reader exactly what Claudius is reacting to. It

omits the lines which the players speak leading up to this crucial moment and does not show the
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reader wht is happening onstage at the precise moment at which Clauales ims outburst.

Since Claudius fadlto react during the dumb show, it is reasonable to assume that something
within the playds dial ogue has bruslepdvarthid hi s d
el ement of the playersd per f opiecetogetbehisl eavi ng
crucial missing momeng moment which Hamlet uses @i definitvepr oof of Cl audi u:
The entirety of Haml imaghaionofahe eeadeBl wusmoérse sdtesp i uwcp a no
the Play Scene thus selbnsciously draws attention to the work in which the reader is engjaged
imaginatively filling in the gaps in action between pafiedsd highlights its limits. While we

can imagine Wwat the performance on stage might have looked like, having witnessed the scene
ourselves at the beginning of the comic and a
we cannot be certain what was being said, or at which point throughout the pootien of the
performance Claudius first began to grow uncomfortable. As was the case with Shakespeare
illustration and painting, however, the limits of the gutter are presented not as a failing of the

comic, but instead as a unique characteristic@hiedium through which Blum can explore one

of the tragedyds central themes, witnessing a

Conclusion

Each of these depictionsBbmled s P | aiyas & dlgstnagon, as a painting and as
acomicimai ntains a different relationship with i
appearing in the collected edition before a c

painting accompanied by lyna dort passage from the scene, and@hassics lllustrateccomic
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pairing Blumdéds illustrations with an abridged
works also seentphaveb een produced to serve a different
actsasasortofentyoi nt i nto the play that foll ows it,
attention to some key focuses of Hanmer 6s edi
moral insights which nineteenthent ury <critics believed that Sh
Finally, theClassics lllustrateadition is intended to make the play more appealing and
accessible for young readers, and perhaps eve
will graduate from t he Handahinctdéos raebardi idngge dS hvaekressi poen:
its entirety. However, what all three of these works have in common is that they are engaged in

the same exerciseepresentindgdamlet a work written for the stag ina static visual medium.

When one examines these works closely, many of the questions which have concerned
critics regarding this exercise, such as whether or not a work of visual art is capable of recreating
the effect of a dramatic momentarthe#rical performance, or what sort of relationship visual
art inspired by Shakespeare ought to have with the theatrical tradition, seem to lose their
urgency. Instead, it becomes clear that the depictioklsmieb s Pl ay Scene by Hay
Maclise, and Blumwhile maintaining the inherently meteeatrical nature of the scene, are
neither trying to recreate the effectldife Murder of Gonzago performance nor trying to
define themselves in oppositiontlamleb s t heatri cal traditbeon. Rat
better understood as part of a broader tradition of critical interpretations and thematic
explorations of Shakespeareb6s tragedy, which

found on the stage, in the cinema, in litenayrks and in the wual arts.

| have endeavoured to show in this chapter how Hayman, Maclg&lam all make

use of the metheatrical nature of the playithin-a-play convention which is the central focus
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of this scene in two ways: first, to ease the transitiddasflet, a work written for the stagato

this newvisualform, and second, to move their own work beyond representation and toward
interpretation. Through their unique presentationdarhleb s A Mousetrap, 0 t hese
more than simply faithful visual depictions of the scene. Instead, they present i@édiags of

the scene which explore key themes within Sha
audiencebs relationship to this pivot al mo me n
play-within-a-play allows each of these worksto is@mleb s centr al t heme of w
sort of bridge between the play in performance and the visual arts, a connecting thread that eases
the transition of the tragedy inbonew mediumThis connecting thread becomes all the more

crucial as these workaove away from a place of falmirity, using the metheatrical mture of

the scene as a jumpindf point to tell the story oHamletin fresh new ways that can only be

achieved through the visual arts: through the creation of visual parallels betvaegctets that

would perhaps require too much precision or pass too quickly to be effective in a live
performance; through the introduction of inte
that require sustained viewing and close critical reaiirggder to be effectiyeand finally,

through shiftingviewpointsthat force the viewer into meaningful, and sometimes uncomfortable,
relationships with the scene before thétowever, while Shakespeare comics use many of the

same visual techniques asigitrations of paintings, | have endeavoured to show, in the final
section of this chapter, that they have the p
with even greater depth than these other forms. In the chapters that follow, | will covisade

that kind of engagement might look like by analyzing the creative choices made by adaptors and
illustrators of a selection of Shakespeare comics and suggesting how they use the comic form to

present <critical interpretations of Shakespea
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Star-Crossed in Shibuya:

Embodying Adolescence in the Manga ShakespeaRomeo and Juliet

Introduction

Japanese comics first took the term fimanga
manhua whi ch transl ates to fAi mpromptu sketches.
di stinctive characteristics such as simple |
huge hair and B h @inega egrietdto gddlescenwgirlm.i t i al |y fAi gn
realism and adherence to historical fact in f
(Brenner 8)S h @ manga, on the other hand, which are marketed to young boys, feature high
action and more closely resemble the superhemuas with which North American audiences
are familiar (AMangao). As such, both school s
about masculinity and femininity present within Japanese culture. Importantly, however, the
lines between these two scheblave become less sharply defined over time, allothiemanga
to become apace in which gender constructions can be interrogated and experimented with. Not
onlyiss h@jaonga defined by fAfluid gender and ident
the 1970s, many h @rjamga began to eschew the more traditionally feminine genres of the

romance and the historical epic in favour of genres which have traditionally been considered
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more masculine, such as science fiction. Robin E. Brenner cites asraplexMinekura
Kazugpaybkswhi ch s he n e th&@actidnwithrabedvynotysung men designed
accordingts h @j o bi sh@beauti ful yound@®hm@emanga, dresi gnso
the other hand, showed they were capable of exhibitieater variety and tackling more serious
subjects than they had previously Barefoot cr edi t
Gen(1973)offered an unflinching look at the Hiroshima bombing and its aftermath (Brenner 9).
Finally, seinanmanga, whictare designed to appeal to young men whiesider themselveaso

old fors h @ manga, challenge the practice of restricting activitiespificage groups and

the belief that one can be too old to engage in a beloved hobby (Brenner 8). Due to its fluid

gender and identity boundaries, as well as its capacity to explore complex subjects in an easily
digestible form, the manga thus represamtsdel performance space, and as such it is

unsurprising that Shakespeare found his way into it.

The Manga Shakespeare series was created in 2007 byrtienbasedyraphic novel
and manga publishing company SelfMadeHero. It pairs manga illustration wabridged
original text from Shakespeare, and in doing so engages in a similar exstbigse works
di scussed in the previous chapter, transl atin
medium. Like those works, the series has its own goalsing so. As stated on
Sel f MadeHeroés website devoitsidhistoaonakehe Manga S
Shakespeare accessible Aboth for students exp
conventional readi ngs . mandarnsaleaddwidely ised asvamb s i t e n
instructional tool in Japan (SelfMadeHero). However, this chapter will endeavour to show that
the Manga Shakespeare series, specifically the Manga ShakeRpesre and Juliedoes more

than simply act as a less intimtthg entrypoint into the study of Shakespeare. Instead, it offers
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a unique interpretati onyouhfaratSihtenkee audieneerteed s t r ag
Manga ShakespeaRomeo and Juliebdapted by Richard Appignanesi and illustrated by Sonia

Leong, al so explores the theme of adol escence a
through the uniquaterplay ofillustrations and dialoguevolvingt he pl ay és pr ot ago

which allows the characters to emthp this fraught stage of life.

In her bod Act Your AgeNancy Lesko interrogates the commahsld ideas about
adol escence in the Western world. She identif
characterizationso or grounding assumptions a
adulthood; theyare controlled by raging hormones; they are qmeiemted; and they are
represented by aBomeoafd2ylievas Stittankwvellshef@eathrese ddesas
about adolescence became commonplace. However, Marjorie Garber notes that the play alludes
to many of the characteristics with which we
parents, peer pressur e, ShakespealrearslMygdern Cuitir¢e v o c a b |
As a result, Shakespear e ocautidnaryataleeagainst tineostained t e n
adolescence, with the rebelliousness and impulsiveness of youth being cited as a primary cause
of the tragedyds bl oody c d@gsrstady gude tRomeodrddr e x a mp
Julietfor Digital Theatresuggestshatt h e f a i | uparentsdofnotide uhhtiJudidt lias

begun to think sexually and have sexual urges, a sure sign that she has made an early entrance

into adol escence, is what allows her to fAdece
mar i age, fake her own death and attempt to el ¢
Similarly, Jill Levensonds Romdoaml duliettatesthbat t o t h

~

At he changes of adol escencecussipnsateverplévelafthear ger

action: the protagonists verbalize them and a
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with his behaviour; and the older generation, misconstruing almost all of the signs, hasten events

t owar ds c d8).;nMmohtthese caée$, Adolescence is presented as being not only
responsible for the playés tragic ending (the
in motion, according to Levenson) but also as something threatening (Breen suggests that those
sane changes are what prompt Juliet to rebel against and deceive her pe@m&s)er, the

Manga ShakespeaRomeo and Juligs directed at an audience of youth who might rightly push
back against such a readi ng ofignaneseandleoagy and,
therefore use the medium to create a space in which to raise questionsoabadblescence is
understood and per f or meahdiwsotigtyAssuch whilktees pear e 6 s
manga maintains the young age of Romeo and Julgdrdasal to their characters, Appignanesi

and Leong make choices about the way in which
the youth of the stacrossed lovers which reimagine its place within the narrative. This chapter

will show that, like Leko, the Manga Shakesped&emeo and Juligiroblematizes modern

assumptions about adolescence and ultimately downplays thetole ef pr o yoatlyio ni st s 6
their tragic demised.he manga form, particularly its incorporation of both realistic and stylize

imagery within the same work, allows for this problematization, as it enables Appignanesi and

Leong to give visual form to abstract ideas which are central to the play, such as the ideas about
youth which the older characters project onto the protagonistnd t o Romeo and Ju

struggles with their conflicting identities.

(De)Constructing Adolescence
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The transitional period between childhood and adulthood has long fascinated scholars in
a variety of different disciplines. Anthropologist Arnold van Gennep, working in the late
nineteenth and early twentieth century, studied the different ceremonieswahimins cultures
have put in place to accompany the fAcrisiso t
rites are composed of three major phases: separation, transition, and incorporation or
reintegration. Van Gennep concludes that thesg inielve the adolescent being temporarily
removed from his or her community in order to enter into a marginal state in which the
individual is rebuilt into a functional, contributing adult member of society (Gatlwening of
Age in Shakespeafs. Likewise psychologist Erik Erikson, working in the twentieth century,
wrote about adolescence as a period of dident
cruci al point in which Erikson says an indivi
anothe, marshalling resources of growth, recovery, and further differentéafi@arber Coming
of Age in Shakespeal®). In both cases, this periodanindivi dual 6s | i fe i s unde
characterized by crisis and devel opment sulstwcrhe ,as at htaetr no fc ofi
1950s have beemnderstood as responses to tirisis, as well as efforts to contain or control
those who are experiencing it. Youth culture represents not only a way for adolescents to shape
and express their identities (bg a fan of Elvis in the 1950s distinguished one from those who
preferred other musicians or musical genres, for example), but also a rejection of the cultural

values of the previous generation, such as ft

cultureo (Hul bert et al. 5).

According to Lesko, adolescence as we understand it today was developed in the late
1800s and early 1900s as a response to social and political changes during this period, such as

the increased contact betwdearopeansind peple of non-European ethnicitiewhich was
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prompted bycolonialism as wel | as Anervous masculinityo
gender ordeby women who were entering the workplace and fighting for the right ta($6te

37). Such changes, viewed thpse in power as threatening and degenerative, created a demand

for a social space in which to define and analyze the modern citizen, to worry about the effects of
the social, technological, and sci enablishf i ¢ cha
policies and programs that would help create
Adolescence became this space. Lesko suggests that in this period, adolescence was studied and
strategcally usedas an invaluable tool of nation building,the belief that proper education and
socialization at this cruci alideploitizensvhicghthe an i nd
Western world needed to thrive. However, Victor Jeleniewski Seidler notes that there is another,
perhaps even greajeension at work here. Seidler explains that people often struggle to balance
several, sometimes conflicting, i1identities: i
feel obliged to assume at work and the ways they feel about themselvderentiépheres of

l'ifeo (xvii). An individual 6s age is only one
such as gender, race, and sexuality, play an important role in shaping how that individual
experiences his or h&ansition into adulthath Thereforethose who endeavoured to create a

singular definition of adolescence, and to use this definition to contain and control adolescence

the turn of the centuryyere being extremely reductive. In fact, Lesko argues that ideas about
adolescencalsoprivileged a particular set of accompanying identities, maleness and whiteness,

and depended upon girls, worktatass youth, and youth of colour against whom white, middle
class youth could be defi nedbcipiedsupedi courage

(11). Such comparisons becamerucial element in the process of creating these ideal citizens
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Hi storians do not agree about whether or n
cul tureo t hrcenug &nglandduring thettimesahwhicBhakespeare was writing
his famous tragedy about two stapssed young loverRomeo and JulieHowever, there is an
abundance of evidence that young people, especially young males, were a source of great anxiety
in Eli zabethan society. For example, the 1563
service by requiring set terms of indemtdior apprentices and servapots was i nt ended t c
the freedom of young men and curb their Aunad
Young men were believed to be governed by the
alcoholaml s exual promiscuityo if such restimiction
the case of young women, a major source of anxiety was the fact that, upon marriage, a young
woman would suddenly owe her loyalty and obedience to her husband asdfipbsr
biological family, which threatened the stability of the household. As such, a young woman on
the cusp of marriage was placed in a confusing and conflicted positiothdétofor example,
Desdemona rdeifled dusy ot ob ehcear uesieboumdto Herefathertor giving her
life and raising her, she is similarly bound to Othello as her new husband (118880n
Romeo and Juliethe tragedy which is to be the focus of this chaptdiet likewise finds
herself torn between her Idisato her family and her loyalty to her new husband after Romeo
kills Tybalt. The nurse accuses her of speaking kindly about the man who killed her cousin, and
Juliet retorts, AShall | s p elaikclear, lthen, thaéventini m t h a
Shakespearebds tineuhashardi wasnah mddafohught
life, even if it was less clearly defindldan itistoday | ndeed, Shakespear eds
give voiceto these anxieties around youth, most notably when the shephedim Wi nt er 6 s T

| aments that he wishes 0t her ethresgertiatyouthwaulgle bet
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sleep out the rest; for there is nothing in the between but getting wen¢hehild, wronging

the ancientry(3.3%86@.al i ng, fightingo

In the introduction to this chapter, | suggested that the manga is a space in which identity,
particularly gender identity, is fluid. Character models ih @rjamga are deliberately
andrgynous, with stories that feature Adlithe an
indi stinguishable in their beautyo (Brenner 9
example, in which a school of manga that is most often marketed towards young eame
branch out into what have traditionally been considered masculine genres, such as science
fiction) similarly challenges oversimplifications of gender and identithough scholars such
as van Gennep and Erikson might differ in their approachée tetiidy of adolescence and
coming of age, they nevertheless share with Lesko and Seidler a sense of adolescence as a
complicated period of identity formation. The manga, as a space in which one can defamiliarize
and interrogate those beliefs and practighgh contribute to identity formation, is therefore an
ideal medium through which Appignanesi and Leong can challenge oversimplified readings of

A

Romeo and Julietbds adolescence in Shakespeare

(Re)locating Adolescence ilRomeo and Julie

One of the most important ways in which the Manga Shakespeaneo and Juliet
distances itself from the Western conceptions of adolescdreaei s by r el ocating t
actionawayfrom its original European setting to modeatay Japan. On the very first page, the

chorusé introduction of the two feuding house
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awaits the playbds protagonists agpmeagtiorstello ver a
the reader is a suburb of Tokyeid. 2.7). The multiple street signs, written in Japanese kanji

rather than the Roman characters with which European languages are written, immediately divest
the opening scene of its familiarity and akée reader to the fact that the manga is leaving
Europebehind. The one exception to this is a single sign announcing the name of the district,
Shibuya, in Roman characters. Along with placing the scene in the fashionable 1aayern

Tokyo suburb, the mirg of written forms on these signs also situates the manga squarely within

a modern, globalized world in which different cultures, languages, and economies mix regularly

(1. As Brian Morris notes in his article AUnwr
Pun¢ ual i zation, 06 Shibuya is an affluent distri
physical character, fAdefined by a number of h

boundaries. For instance, running dastest to the south of the stationfisé¢ f or mi dabl e 6
wall 6 of the el evated metropolitan expressway
partly defined by the massive NHK television
thusrepresents, in physical form, the invisiblasbbn d ar i es whi ch | i mit Rome:«
in the mangaCertainly, their youth is one of these, but just as Shibuya is surrounded by multiple
boundaries, so too are Romeo and Juliet confronted by multiple obstacles: the ancient feud

between their farties, the expectations placed upon them due to their genders, and conflicting
personal identities, to name just a few. From its opening pages, then, the manga suggests that
Romeo and Juliet are both motivated by and hindered by far more than simplylttescance

i n Shakes p eTae neidga thus noaanlg removeemeo and Juligtom the

environment and the social structures in which the Westedel ofadolescence asfirst

formed, but it also emphasizes the limits of any singular, reductidelnma world which is
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home to such a variety of identities and experiences. The manga thus defamiliarizes the very idea

ofyouthand unsettles our reading of the tragedy?os

Il n moving Shakes wdea day dapan,tAppeytaeed gnd Leony are m
also able to draw attention away from the focus upon youth by lending visual form to one of the
major hurdles which the protagonists face throughout the course of the narrative:
communicationThis is most obvious the struggles of the older generation of parents to relate
to the youngerFor example, Sara Munson Deats notes in her essay about miscommunication
and alienation ilRomeo and Juliet hat Romeodés parents are so dis
they employ his friend Benvolio to get to the bottom of what is troubling him, rather than talking
to Romeo themselves. In fact, just to highlight how completely Romeo and his parents are
alienaed from one another, Deats makes the troubling observation thatpsthwe $cene in
whi ch Romeo6és father stares over his sonds de
scene together, and this is true of the manga as well@#2r miscommunidens are more

simply the result of unexpected circumstances and poor timing

had Friar Laurencef6s | etter to Romeo, e
set into motion to rescue the lovers from their plight, arrived at its destination

accordng to schedule, there would have been no tragedy. Had Romeo arrived a

few minutes later at the Capulet tomb, or Juliet awakened a few moments earlier

from her artificially induced coma, we would have had another happy ending to

add to our lisp (Lucking 115)

Leongb6s il l ustrati orRemeoandJulledex pMaonrgea tShhea ktersapg
theme of communication through the introduction of modk=y communication technology
which lends visual form to the precarious nature of communicatidthanisolation that results
when communication breaks down. For example, in Act 5, Scene 2 of the play, Friar Laurence

|l earns that Romeo did not receive his |l etter

66



Shakespear eds t ex hn,whowas tsked svithlaiverng thedettdf,iwasar J o
stopped on his way to Mantua after visiting a
pestilence did reigno (5.2.120) and found hi ms
Leongo6s ma ngcalfailue cantebuthsrioothisanfortunate series of events. In the
panels i mmediately preceding Friar Johnds adm
letter, we see a very worried Friar Laurence sitting in front of his computer as an errageness

flashes across the screen (Fig. 2.2). This first panel is immediately followed by-aglosage

of that error message, which announces that t
to send (162). While the friar can chastise Friar Johfailing to deliver his message, he has no

such recourse when it comes to the computer. The comic form allows Leong to juxtapose the

i mage of the Friards anxious expression with
way that mirrors sequencesl sewher e in the manga i n which on
with that of the character to whom they are s
lack of humanity that characterizes digital communication. Furthermore, the cold, impersonal
nature of this piece of technology, which cann
gives visual form to his precarious position. Like the monitor which stares blankly back at the

Friar, the Capulets and Montagues are oblivious to the approatikagier, and thus the friar

must suffer alone, the responsibility of preventing it falling squarely upon his shoulders. In an
earlier scene, in which Balthazar comes to vi
see Romeo frowningdown athionbi | e phone, which bears the me
indicating that Romeo has no access to information about the events which have transpired in the
city since he was exiled (Fig. 2.%or a modern reader, accustomed to a constant state of

connectiviy via mobile phones and the internet, this panel, perhaps even motkdtmitboard
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announcing that the district of Mantua is only in the beginning stages of development, or the

single trailer in which Romeo has made his home for the duration of hisgowerfully

conveys Romeods i sol at iAsmtha¢arertekamge optleifriarfthei n t h
sequence of juxtaposed images shifts from Rom
Romeobs face, where it would normally shift b
conversing. Again, this series of panglggests a sort of failed dialogue between Romeo and

this unfeeling piece of technologyrther emphasing the unnaturalness of digital
communication and the isolating effect that i
desperate actions in thising moments of the tragedy thus become all the more sympathetic,
particularly in a character who is so eager for connection and intimacy from his very first scene,

and for whom such isolaticappears tte extremely difficult. The introduction of modern
communication technologfus allows Leong to highlight these key moments in which the lines

of communication break down within Shakespear
what was previously an abstract concept, the manga makes the causetdiakn these failures

of communication and the playés tragic ending

Similarly, the relocat i ondapTokydsihvelescas pear ed s
rei magining of the subversive nature ,@af Romeo
significant part of what makes Romeo and Jul i
which the protagonists (as well as several of the supporting characters) die. However, there are a
number of other factors which shape this tragic romancdeasit of which is the setting of the
play, which colours not just how the characters experience their coming of age, but also how
they experience their brief but intense love affas.lan Frederik Moulton notes in his book

Love in Print in the Sixteenthentury perceptions of romantic love had begun to ghift
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Shakespehremst hatmeof fAan essentially aristocr
emotion, experienced by middling andnoteso mmon p
thatin Romeoand Juliefia pai r of c koutthdoaokgnound are aelebaateah forn
defying their parents and following their pas
teling.He r ef er s t o Ro0 me o when i facl, inlthe ¥eronazoktheiplayh i | dr e n,
young men and women of their age expected to begin takiong adult responsibilities, as

Paris notes when he approaches Capulet for hi
mot her s mate al {uisred solf 3 )t.h e todescdle fitcihe | tdr @geé&dy 6 s
protagonistss thusstriking for the way in whiclit speaks tahe murkiness of the space in

between childhood and adulthood. As | mentioned eaditferent cultures around the world

have long disagreed about reactage at which onmakes the transition from one stage into

the next and what this transition ought to look like. Thus, while it is fair to say that Romeo and

Juliet exist somewhere within this liminal space, its murky nature makes it difficult to pinpoint

exactly where, ahas such defining them by their placement within this space becomes

probl emati c. Furthermore, i n r-daylJapagthe Magga Sh ak e
ShakespearBRomeo and Juligiroblematizes this definition even further, since adolescence in
Japan wil |l |l ook very different from adol escen
eveninmoderd ay Britain, where Self MadeHer obés manga
although the manga is a Japanese form, the Manga Shakespeare sepiexiueed by a British

publishing company for an Engligpeaking Western audience. As such, the experience and
expressions of adol escence embodied by the ma

subcultures to which they belong, and the way @irttiress reflects these subcultures) will differ
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from that with which the mangaés intended rea

Leong to defamiliarize many of the ideas surrounding this stage of life.

Mo u | temphéss upon the factthatiRe o and Jul i-ebuateybrom At
backgroundslsost r esses t he i mportance of the charact
determining how they experience romantic loaed not just their young age. Since romantic
love had, up until recently, beeengeived as an emotion reserved only for aristocrats, Romeo
and Jul i eidad act of defrarce riotgust against their parents, but against their class.

Both forms of defiance hold equal weight witlBrh a k e s pear ewst hr dgkdgt 6s
marry Parideingnot just an act ofouthful disobedience against her father but also a rejection

of the system of arranged marriage in favour of romantic love. It is important to note, then, that
moving the action of the play from historical Italy to reatdday Japan also entails reimagining

t he protagoni stsd posantl AppignanesiandLbangido sohlneaiway ¢ 0 mm
that allows them to highlight the depth of these characters, beyond the young age which has

come to be read as their defigioharacteristicTheyrecast Romeo asperforner in a music

group and Juliet as a Shibuya gah affluent young woman living in a fashionable district of

Tokyo, and thus part of tHeey demograpic to whom Japanese teen idols (of the sort into which

Romeo has been reimagineate marketed. Indeed, in the character pages at the beginning of the
manga, Romeo is identified as a fArock idol o b
and Juket is identified as a Shibuya girl before she is identified as the daughter of Lord Capulet

The privileged positioning of these labels thus makes it clear that Appignanesi and Leong wish

to highlight these addi tHowews wHhatdoedrdmaithe same a g o n i
is thatRomeo and Juligemaincaught in the middle of an ancient feud, with the Capulets and

the Montagues now reimagined as warring Yakuza families.
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I n the tragedyds second act, whliet,ihefRa@ meo as

scolds him for being so fickle in Il ove, askin
forsaken® and exchligumg ngmendsatl ove then | ies [/ Not
eyes o -G8)2Bagked dhéhetsir 6s words, it would not be unr

Romeo might spot another beautiful girl at another party and forget about Juliet, in the same way
that he so quickly recovers from his unrequited love for Rosdlim& mangaédés rei magi
Romeo a afirock idolo further problematizes the authenticii/his love for Juliet. On his

character page at the beginning of the mafgpa 2.4) whi ch serves as the r
introduction to his character, Romeo is depicted on stage with a microphame lrand and

microphone stand in the other. Thisimageispawvedt h a capti on from t he |

l ove till now?o0o (i). By pairing Romeobs talk
caption represents the lyrics of the song helisfpeo r mi ng, Appi gRomevansi and
Julietopens up the possibility that Romeobs | ove

seems to relish his role as the impassionedrl&ech an image would appear at first glance to

confirm the assmptions about adolescence discussed above, by presenting Rolicklz and

guided by his basest desires. |l ndeed, one of
which Lesko outlines is thgpung peopler e ficontrol |l ed bywevemgi ng ho
thecontent of theaption itself arguably sends a different message. By excluding the next lines

of the quotation, in which Romeo decisively answers the question of whether his heart has loved

At il nowo for himsel f ipearetadiuallpreserdsts audieneayith t he Ma
a more sekreflective and thoughtful Romeo, a Romeo who is much less sure of himself and his
emotions.The question of whether Romeo has loved like this before is no longer rhetorical, and

indeed both Romeo andetineader receive no answer, not even when these lines are revisited
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|l ater on in the manga during tbkeiscenbdeonf Ribe
confidence which is performed, and not his love? Rather than representing him as simply an
irresponsible and careless youth, a young man who is in love with being in love and does not

think of the damage his actions might caudggpignanesi and Leontfpus giveto Romeo a deep

inner life which adds layers to his character beyond his adolescence.

Juliet, on the other hand, is represented on her characteffigag2.4)as sitting upon
what might be her bed, with Romeo in concert playing on the television behind her (the same
image we have seen of Romeo on the previbiasactepage, only much sriiar). In the same
way that Romeobs character page appears to pr
Julietds page thus appears to problematize th
Romeo real, or has she idolized him as a fan wouldadlen in love with an idea rather than a
perso The caption on her iimage, fAMy true | ove g
guestionable Iight, as the word fipassiono sug
hormonal, overlyemotianal stereotype of adolescence which | discussed earlier in this chapter. It

denotes wild, uncontrollable emotion, leading to actions taken and words spoken without much

t hought. However, in Shakespear eosratbnalafgedy, J
the two lovers. It is Juliet who first worries about the dangers of such an impulsive and
controversi al courtship, telling Romeo that A

too unadvi sed, -16b).0And yuhgsesmeds, Juligt is hevertieless aware of

the dangers of false and fickle men, insisting that Romeo not swear his love upon the moon, lest
he prove equally as changeable (2.1:153). Indeed, in her introduction to the Oxford
Shakespeare edition Bomeaand Juliet Jill L. Levenson proposes that something of a gender

role reversal seems to be at work between Jul
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until his suicide with the emotion and impulsiveness Friar Laurence assigns to women; Juliet

accepp t he sl eeping potion and in the end kills
i nconstant toy noTro woertaurins ht of eJauldioe t(&s7 )char act
noteworthy that, in contrast tingpassiorforRened, i onod s
Juliet faces away from the television on which Romeo is performing, suggesting an awareness of

and engagement with her surroundings and the society to which she belongs. That she is
described on the page as mMbkilobvegd ogoifrlRomeonat lo
similarly suggests a greater depth to her character by implying that Juliet is influenced by factors
outside of thisdoomed romancelhe manga thus uses the combi na
chosen capdilommv g iprys sirauno) and Leongds il lustr
emphasize the importance of imagining individuals complexly, rather than reducing them to a

single trait, such agender oage and the stereotypes which come along with itJ uylouthe t 6 s

does not prevent her from being capable of both passion and reason, and both of these traits are
central to her character. To force upon her the stereotype of the hormonal aethotienal

young womans to ignore the complexity of the charactealdspeare has crafted.

I n fact, a number of Leongds illustrations
protagonists, and the conflicting identities with which they are struggling. In the moments after
Mercutiobds deat h, R o fad that overlays & dkeaicked veesibneotlhisu s i n g
character design on top of the completed i mag
line up and thus creates a third silhouette figure, gives the effect of multiple Romeos,
unceremoniously fused toiper into this single panel (Fig. 2.5). Such an effect, when paired
with Romeobs tortured expression, reveal s a R

him: As Mercutiobs friend, he has a mesponsib
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Montague, he is expected to be natural enemies with not just Tybalt, but all Capulets. However,

as Julietds husband, murdering Tybalt would b
Finally, as a citizen of vedstussedyearlier), Rdmamkdowsn g i n
that seeking vengeance would also be illegal, since Prince Escalus has expressly forbidden

fighting. To offer another example, in a later scene in the manga, as Juliet resolves to visit the

friar and ask for help finding way out of her forced marriage to Paris, her image is overlaid

with two shaded geometrical shapes that give the appearance of cutting her body in three (Fig.
2.6). This stylized division of Julietbés i mag
division Juliet is experiencing within herself in this scene due to her various conflicting identities

as daughter, wife, reluctant fiancée and grieving cousin. Juliet is divided in this scene between

the obedience she owes to her father, the loyalty wiee to her new husband, and her own

desire for agency. Her expression, however, is one of resolve, as she realizes, in the panel

i mmedi ately following the one | 6ve described,
situation which has spiraledou of her control : Alf all el se fa
(129). Both of these moments in the manga, depicting scenes in which the characters make
decisions that set in motion a tragic series of events, thus highlight the complexity of the

protagonsts and the multiple conflicting identities which influence their fatal choices,

challenging any reading which might simply reduce these decisions to youthful foolishness.

(Dis)Embodied Youth in the Manga Shakespeardkomeo and Juliet
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| mentioned above that Appi gmRameandJuletnd Leo
not only relocates the action of its source text to moedagnJapan, but also adapts it into a
genre of comic book which originated in that country. In the discussionfefatit techniques of

illustration which the manga uses for theatrical effect, then, | would be remiss if | failed to

di scuss what i sd&fnowmedsd drhei SIBwpteeachni que of
used in Japanese manga. As Michael Abbotla Char | es Forcevill e note
Representation of Emotion in Manga, 0 this tec

an efficient, coded manner intended to make the emotion being depicted instantly recognizable,

is not unlike bhe stylized postures used in the theatrical portraiture of the eighteenth century. The

SD technigue makes use of t he -likepropootions,ng conve
including unnaturally large heads, short arms, very big eyes; and simpldiedtises lacking,

faci al f eTaduseroktlsdechniuEparatethat particular panel out as a moment of

intense emotion, whether this emotion be confusion, anxiety, anger, sorrow, or love, aad focus

t he audi enceds a toteeandabovethe dimogue lorahe eeafient of tioerart.

However, in many cases the SD technique, due to its use of exaggeration, also seems to mock

these emotions and create a sense of distance between the reader and the emotion being

conveyed. In the MandgahakespearBomeo and Juliet.eong uses this technique to distance

the characters and their tragic demise from thelpwdsamatic, uncomolled emotions

stereotypically associated withd ol escence. Leongbs use of the &
speaknot to the inherent irrationality and overmo t i on a l nature of the mai
instead to th@erceivedrrationality and oveeemotional nature that other characters attribute to

them, as it is almost exclusively used in scenes in which Bame Juliet are being mocked for

their youthful ness. Especially becausmwret he ar
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realistic illustration throughouhe rest of the manga, it is possible to read these moments not as

an exact representation®fo me o or Jul i et s behavior in these
caricaturizeccommentary upon the way in which the other charagierseivethis behaviour

and project their own preconceptions regarding adolescence upaaders who are themselves
adolescat s may be i mpacted differently by the man
frustration of having these preconceived notions about adolescence directed at them, rather than
seeing themselves in the characters who hold those harmful sterebtypeser,the effect of

the technique is the same, in that it highlights the disparity between the actual behaviour of the

playés protagonists and the assumptions whi ch

We first see illustrator Soniaglong use the S2chniqueonthe thirteenttpage of the
Manga ShakespeaRomeo and Julietvhen Romeo tells Benvolio about hisrequitedove for
Rosaline, and Benvolio laughs at him for being so histrionic, moping about and almost seeming
to revel in his lovesickneg&ig. 2.7) I n the panel i n which Romeo t
reaction and demands of Benvolio, fiDoes thou
using the SD technique, with Romeo folding his arms, his facial features exaggerated. Most
natably, his mouth is drawn to be unnaturally large in proportion to the rest of his face, to show
that he is shouting. His eyebrow is also disproportionate and arches right up into his hair in order
to represent his incredulity and his annoyance at hisdriBenvolio, meanwhile, is shown from
behind, so that all the reader saeshis handless arms flailing in response to the strength of
Romeobs reaction. When the manga first introd
love for Rosaline, it does suith a series of quite realistic illustrations, including one which
offers a hyperealisticcloseu p o f R o-filledoeges(1ly e ®ome o6 s thasl anchol )

not being played for laughs but is instead being treated with the same gravity as ththeest of
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events i n Shakespe atwepages ldteaiegtieegpanel inivihich Besvolimot u n
is shown to have turned his back inedfort to stifle his laughtethat Leong switches to the SD

style(13). In other words, thplacement of thexaggeratedlustrationstylein this scenseems

to indicate not that the mangafiisding humourilRomeo6s | ovesi ckness, but
reader is being offered a glimpse of Romeo through the eyes of Benvolio, who does indeed

bel i eve t brmdanchalyss ovemeitop.n d 6

A second example occumnsuch latethe manga. In this scene, Juliet has been anxiously
awaiting the return of the nurse, to learn whether or not Romeo has kept his promise and
arranged for them to be wed. The nurse, sensingJat 6 s | mpati endgring teases
exhaustion from the erramh which Juliet has sent her, and then dragging out her recounting of
the morningbs event $69TloMeknevilg Julletustrigges to bereats u s p e n
until she fnally explodes (Fig. 2.8)lulie® s o0 uig depictecsint the SD styleiith the young
womantowering over the figure of the nurse, her hands rolled into fists at her side, her mouth
wide open as she screams at tepel inaustsle 4G Yo U rr ulsc
|l i ke an honest gentl eman, O6Where is your moth
amplified by the large, bolded lettering and the jagged speech bubble in which the dialogue is
contained. (71). Similar to the first exarafietween Romeo and Benvolio, then, the use of the
SD style here does not mock Julietds youthful
| ove, but rather offers the reader a sense of
inclusion of he small figure of the nurse in the same panel, with her arms folded across her
chest, glancing up disapprovingly at the SD figure of Juliet, also encourages such a reading. As
is similarly the case with the earlier exchange between Romeo and Benvolie, Jub s power f u

(al beit exaggerated) reaction in this panel i
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as Julietds yout hful i nf at uat Anearlierpanedinwhéch t han
the nurse cannot resist breaking froemh f ei gned sour ness(70,0vepeek at
her actions in this scene an intentionality which they do not always hatleeininterpretations

of Shakespeama&sngragedyear that simpatence pur po
for her own amusement. As such, Leongds use o
around adolescence, such as their moodiness, impatience, and the belief that they are ruled by

their hormones, ratherdhdepicting the reality of Juliéts r eact i ohistechriignee use of
also highlights how dehumanizing such stereotypes can be, as Juliet becomes almost monstrous

i n t he n Burtherbrs, whelgtes nur sebdés di smissiveness of
is presented as humorohere, it will become deadly serious when the subject arises once more

upon the announcement that Capulet has arranged for Juliet to marny Rareffort to cheer

her after . TySkalltlés niaeggatnh ng Jul i et dhsnydutbfule f or
infatuation, the nurse advises Juliet to go through with this second marriage, presumably
believing that she wil!| Aigrow out ofodo her sud

recognize the practicality of such a match.

A third and firalexampt of Leongdés use of the SD techni
Romeo and Juligakes placén the scene in which Romeo approaches Friar Laurence to request
that the friar join him and Juliet in holy matrimo(#ig. 2.9) Once again, Romeo is illustrated in
a more realistic style as he explains to the friar why he has come, and it is only when the friar
chides him about his youthful fickleness that the art style changes over to using the SD
techni que. I n this case, t halybqueezeddhd,astheut h ha
appears to point and laugh at Romeo while exclaiming delightedly over how quickly Romeo has

forgotten his former | ove. Meanwhi |l e, Romeo |
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pass59). What makes the use of the &2hnique so effective in this scene, particularly when

pl aced alongside the earlier examples, is tha
fickleness, but rather the friards reaction t
thswey, Leongds illustration actwually draws att
Rather than yet anotharstance n a pattern of i nfatuations, Ro
growth on his part. Unl i k e,nmRlong eetamuehmord ul i et r
sensi ble focus for Romeods affections. And ra
the world, as he did while enamoured with Rosaline, Romeo is acting upon his love for Juliet by
arranging to marry her, a ceremony whhrings with it new responsibilities and new identities

(such as those of husband, householdergeardtually father) which Romeo is prepared to

acceptThe friar, however, fails to see Romeods r
insteadagr ees to marry Romeo to Juhapmyprovehlfbujn bec au
your househol ds 6 22.91923. nother vwoals, theufriaestilllreduses t©  (
acknowl edge Romeo and Jul i et 6s dinstahdthinkdooha | i t y
of their role within the ancient feud in which their families are embroilegl.0 nugetotthe SD
techniquenerethussuggestsas number of alternate causes to wt
events might be attributed, outsidelofd pr ot agoni st sh&eingbibtywohtge age, s u
othercharacteiso | ook beyond t,hnetheinsistenaegbtheiother chdractgr® ut h
upon forcing Romeo and Juliet to play a role

characters show little interest in doing so

Youthful Appearances in the Manga ShakespearBomeo and Juliet
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One of the important ways in which youth endeavour to embody their developing
identities and to distinguish themselves from the previous generation is through their appearance.
In their introduction taContested Bodies of Childhood and Youththrin Horséielmann and
Rachel Colls note that the adolescent body ha
and therefore there are numerous systems in place to monitor and regulate these bodies.
Horschelmann and Colls add, however, thatrdgilationis not done out of a concern for
i ndividual bodies, but rather that adol escent
that sees the reform of yout hfTheyechodeskoens as cr
suggesting that controlingad escent bodies is understood as
stability. It is unsurprising, then, that the body is also one of the key sites through which
adolescentattempt tarebel against these systems in order to express their individudiigégher
through clothing choices, hairstyles, pierdiog tattooslndeed, in a series of interviews and
discussion groups about youth fashion with adolescents in Germany, Alexandra Konig found that
the interviewees stressed the importance of authergiaityd f ol | owi ng oneds own
spoke about -dbteefimighti oh eeh€erning your own
hardwon through negotiations with their parents. Becoming an adolescent, Konig notes, means
discarding clothing items chosbny oneés mot her and becoming mor
projects and how it speaks to oneds place in
that of adul t s Ilathedcase of thedManga Bhakespdae2and) Juliet
Leosmgdesign and costuming of the tragedyds pr

in Japanese youth subcultures which challenge a numbe lmihary forms of thinking that are
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central to the model of adolescence which Lesko describes, such estéltdisled between

male and female and childhood and adulthood.

Leong is believed to have based Romeods <ch
Yoshiki, leader of the rock band X Japan, from his long, layered blond hair to his androgynous
style of c¢clothing (Yoshihara 116). X Japan i s
Japanese and yet also very muchYoshiki¢éithgpfenced by
Western artists such as David Bowie as his musical inspiration (Aoki n.p.). The choice of
character model thus once again emphasizes the limited scope of the Western model of
adolescence by highlighting how much commercial and culturahgiakes place in the
modern world, challenging tr@ntinuedpower of the social structures which first supported the
devel opment of this model. X Japan is also on
movement, a movement defined by the flamboya, andr ogynous personas ¢
performers, drawing inspiration from a wide variety of both Western and Japanese sources:

AGot h, Punk, and Gl am Rock, as well as €é Japa
(McLeod 309). As Ken McLeod notes in hisieleg about the subculture, visual kei represents

both a sonic and visual crepsrformance of gender, combining musical sounds which are
stereotypically coded as fAboth masculine (hea
rhythms, distorted guitarand vocals) and feminine (classical string arrangements and catchy J

pop melodies)o with male performers whose cos
the same time, however, for the performers themselves, visual kei represents a rejection of
Jamndés Apatriarchal company system, o0 with memb

alternative, as it is a similarly homosoci al
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much freer to choose and express their identity and companions ang thetrebly actualize

their sense of selfo (McLeod 319).

Such a community seems a good fit for Romeo, a character who does not fit the
expectations of gender that others (such as Friar Laurence, who scolds him for his womanish
tears) have constructed arolumm, and who does not appear to have the ambition nor the
capacity to conform, which one requires to succeed in the corporate world. It is telling that in the
manga, in the scene in which Capulet and Paris arrange his hasty marriage to Juliet following
Tybaltés death, they do so in a tall of fice bt
to a shelf full of trophies (105). As such, both he and Capulet are associated with the patriarchal
corporate world in the manga. Meanwhile, nearly allofRe 0 6s scenes in the m
outdoors or at Friar Laurenceb6s church, far f
his character page, in which Romeo is shown performing on stage, the closest he comes to
engaging in any kind of labourtmrog hout t he manga is in the scen
when he and his fAbandmateso Benvolio and Merc
crowd of paparazzi waiting outside (28). As McLeod suggests, then, rather than being
rewarded for amhibn and conformity, here we see Romeo and his friends being rewarded for
their uniqgue forms ofseé x pr essi on. Unl i ke in an office set
business running smoothly and prevent anything out of the ordinary from happemathe
very presence of Romeo and his friends is newsworthy, and the press are all eager to share with
their readers what the band members wore to t
throughout the manga marks him as not only an outsider to thigrpaal corporate world, but

as one who has consciously rejected it.
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I n Romeobés first scene, he wears a cropped
midriff, covered only by a tighfitting black shirt, is expose®-15). Not only does such an
outi t draw attention t o Ro masd@m intwhidhhe dgdussesi qu e,
being Aunmannedod by Rosalinebs rejection of h
form-fitting tops are more commonly worn by womés. such, this outfit atiwvs Romeo to
project an androgyny that challenges the stark division of genders and the way in which it is
codified through the clothing which is marketed to young men and women. As Robert
Appel baum notes in his art i Pressuresaof Mastulingydn i 6 St a
Romeo and Juligi, mascul inity has historically been de
femininity, but at the same time it also fAasp

condition of sefadequacywh er e t he category oManyfiremi ninity i

Shakespetussdw tameing in | ove with a woman as
masculinity. This view is reflected in Mercut
deado atowwet Hh s in | ove, fAstabbed with a white

l ove sonlgd) ,( 20r3.i1l Ro me, a@ron iothertragedy,mentt altuiloret 6 s
Abeauty hath ma3dd09mie loeeffof Rosalinssathreed t(o Romeods
masculinity not only because his distress dwarrejectiorcauses him to become emotional in a

way thatis more closly associated with femininityput also becaudee ceases to be a

functioning member of society while he is caught ugrief over her, avoiding going out into

the (maledominated) public sphere and instead remaining in the (feminine) domestic sphere of

his home, locking himself away in his darkened bedroom

However, Leongds il l ustrat itemanmd, inWhicimkeo i n

tells Benvolio about his love of Rosaline, presents a challenge to this oppositional way of
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thinking about the gendens these panelsRomeo himself uses phrases which speak to the

subversion of the natural order when describivg land the effect which it has had on him: love

is at once fdna fire sparkling in | overs eyeso
the fact these elements are not only opposites but cannot be in the same place at the same time,
since wateextinguishes fireFurthemo r e , Romeo | aments that he wil
vow to forswear love, despite the fact that life and death are mutually exclusive states of being

(15). AssuchRomeod6s own words in thi setexealbfnatgad wi t h
binaries, and this challenge is punctuated by
scene, clothing which challenges the Anatur al
roles which we associate with each gendée fingerless gloves and heavy boots Romeo wears

in this scene also suggest a concern on Romeo
we have just learned that Romeo, in his lovesickness over Rosaline, does little more than wander
through thevoods alone or close himself up in his room with the curtains drawn, we recognize

that these items, associated with hard physical labour and harsh climates, are far removed from
their original functions, and instead now only act as fashion statementsesdtathey stand

out all the more starkly in this scene, and i
Romeo is removed from the patriarchal corporate world to which Capulet and Paris hetbng,

although he is defined in this section of the digyhis idlenesshe adopts some of the symbols

of the hard physical labour that has likewise primarily been a-dwatenated field. In pairing

these symbols with an outfit and a scene which raise question about the stability of gender

i dent it idesgnforlRemnen gniplsasizes how constructed ideas about gendered labour

and gendered behavior truly are.
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Similarly, in the scene in which Romeo and Juliet first meet, Romeo wears sunglasses,
which are unneessary as the party is indoarsd takes place itne evening33-39). This choice
of accessory possibly speaks to a desire to disguise himself at a party to which he was not
invited. However, it is not a very effective disguise, since Tybalt recognizes him almost
immediately. More likely, then, the suagkes point to the idea of constructed identities, and a
desire on Romeobs part to control how his bod
functiorality and become instead only an intentiomed r k er of Romeods det ach
world and, ofcourse, his fashionableness. It is noteworthy that this costume choice occurs in the
scene in which Tybalt and Capulet have what, in the manga, becomes quite a heated debate about
how to read Romeo. Tybalt identifies him as a Montague and allows thie fa&fine Romeo
completely. In a line of dialogue that is removed from the manga, however, Capulet actually
allows Romeo some complexity, noting that despite being the son of his old enemy, Romeo
Abears him | i ke a port | yonagbeagstof henmh@orbe avirtuoAsnd, t o
andwellg o v e r n e d..5.§365). Thatdhis fnoment of added complexity is omitted from
Appignanesi 6 sRomaeb and dulgmlynsemets to éufther highlight how the young
characters i n Sanedding segueed to Blénttiestwhicn gre altgide of their
control, and thus makes their urgent desire to take back ownership over how they and their

bodies are read all the more sympathetic.

Romeods character model andRaneocraddrdidthees i n t h
present a challenge to the division of gender which, as | have outlined above, was so crucial in
the enforcement of the Western model of adolescence by emphasizing both its constructed nature
and its instability. This challengeispartu | ar |l y apparent when Romeods

pl aced against that of Tybalt, Julietds cousi
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depicted in anything but a suit, a recognizably masculine outfit, and one which is associated with
formality, tradition and order, as well as with the corporate world discussed above. Romeo, on

the other hand, is more apt to wear a fashionable scarf than a tie, and he is often depicted as

having removed his formal jackesipmetimes even spreading it out &itting on it(58), or

casually slinging it over his should@?2). Tybalt seems to have completely bought in to the
expectations of aggression and strength that are associated with his masculine role (he is always
eager to draw his sword, and indeed Mercutiokas a gr eat deal about Tyb
fighting), and he also unquestioningly accepts the generatidrfeud between his family and

the Capulets. Romeon the other handepresents a challenge to rigid ideas of gender, both

through his androgyus style of dress and through his efforts to avoid entering into a
swordfight. I n fact, even though Romeo does d
this victory is presented as the result of luatherthan of skill in the mang@uring ther duel,
Leongbs il lustrations show Romeo being compl e
violently to the ground aftgustone hit(Fig. 2.10) Theslower pacing of this moment, drawn

out over three separ at e vegremkardandaswinBesimpambs hea
emphasi zes Romeobés | ack of skill and aggressi
appearance that Romeo spends the majority of the short duel lying motionless on the ground. It is
only as Tybalt leans over him, paaring to deliver the killing blow, th&®omedfinally springs

into action, managing to prop himself up just
then, his expression in this critical panel, a mixture of panic and reluctance, reveals how

distasteful he finds such violence, a clear contrast to Tybalt, who is shown smilingdwefigre

oneof the fights in which he participates in the mafg2).
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Julietds war dr obe Rameaahdeulitdimilarty eefleGthaa k e spear e
segment of the Japanese youth counterculture. Juliet is dreé8adRorior Lol it a f ashi
combination of a type of Victorian doll fashion full of frills and panniered full skirts originating
from Japan, with some elementsaftt i t i onal Japanese costumes, S|
(Yoshihara). Like the visual kei movement discussed above, the Lolita aesthetic (which bears no
connection at all to the controversial Nabokov novel) borrows inspiration from both Western and
Japanesesourse i ncorporating el ements from AGot h, P
(Nguyen 16). While some have associated the fashionswithg heavily nuanced term with a
variety of possible meanings, incngdliandgy dil(ile)
An Nguyenébés ethnographic study of this subcul
otomeor mai den, which Nguyen describes as fa ger
liminality € ass h @jt aithout the childlike image anditiv a stronger sense of agency and
awarenesso (21). Leongdbs choice to associate
great deal about the way in which the Manga Shakespeare interprets the character: Leong and
Appignanesi 6s odnanlwhoeehdeavairs @ enyepintanagultheod on her own

terms, who is conscious of her role in society and the image she projects, and uses this awareness

to challenge the expectations placed on her by her restrictive family and community.

In thefirst scene in which we amproperly introduced to Juliahd her motheifirst
proposes the idea of marriage to Paris, Juliet wears what looks like a school uniform: a plain,
long sleeved shirt and a scarf over a modest,-levagth pleated skii20-25). Such a uniform is
not only a reminder of -ajed) buté s élso syynbolictofthe( s he i s
structure and conformity which society endeavours to impose upon youth, aligning her marriage

to Paris with this imposition of societal anarental authority upon adolescence. As she does in
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the play, Julietds mother advises her to use
vol ume of young Parisé face, and find delight
Capulet says th while turning on the television. As the action and the instructions are paired in

a single panel, one might expect Paris himself to appear on the television, so that Juliet can, as

she has been instructed to do, look upon Paris and consider him asteapbtisband (25).

However, what appears on the screen instead is a financial newsFégpo2t11) complete

with a chart illustrating the massive growth
have no part in this marriagéuietwill notbe marrying Paris, so much as his wealth), and that
marriage to Paris entails becoming part of a patriarchal corporate world whichwill limit i et 6 s
own freedom and influence. These few panels thus illustrate just how much is at stake for Juliet,
andat hough she agrees that she wil/l Al ook to |
the play, in which Juliet states that @Ano mor
gi ves str engtlB.10816]). Maldnger ai momentlivwhich Juliet models filial

obedience, the manga instead depicts this scene as a turning point in which Juliet seems to

resolve to tak control over her own fatd.is therefore telling that the next time we see Juliet,

she is dressed in Lolita fashionfasghion representative of female age(®y). That she is still

dressed in this manner when she meets RadmesalignsJ u | iroem@anéeswitithe young

Montaguewith freedom from the restrictive patriarchal structures represented by marriage to

Paris, andvith a desire to control how and when she enters adulttodeed, the very fact that

Romeo and Juliet agree together to marry places their courtship in direct contrast to her

engagement to Paris, which is eher.irely arrang

One of the characteristics associated with Lolita clothing is thatatira, or flutter,

referring to the movement of objects I|Iike rib
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girl hoodo ( gtHirahiraiirs Meuyenwed7)t o represent the
b ounda r thesbhiring afiharders that aneherent to Lolitafashon 6s under st andi
girlhood as a state whidhc onst antly traverses the borderlin
innocence and disenchant ment, naivety and wis
tragedyo6s f amahere ardtad noteworthy nsoments & which the illustrations
emphasi ze t he f | ulolitaeoutfit. iheg firgdf thesecntoments ocdutsiniaet 6 s
panel depicting u |l i et 0 gFigs2d2)im whichgsbheychallenges the power of names in the
creation of oneés identity, arguing that fa r
Here, the ends of the | arge bow tied around J
ends of the bows which are tied around her ankles toesbenrshoes. This image thus aligns

Jul i et 6 dirabiraae 9f héthiec with the sceneds t heme o
which would still smell sweet even if it had been given a different name, Juliet suggests that

there is something inharewithin an individual to which his or her name bears no relation and

upon which it has no effect. Romeodbs name, sh
suggests thdtirahirai magery fAtranscends materi alntesti ¢ r e
panel seems to imply that Juliet argues for something beyond biology, something beyond the

bi ol ogical fact of Romeobdés Montague parentage
them. Indeed, her earlier exhortation to Romeo to deny his paremdgmast off his name

suggests a belief, or at least a desire, that one can take control over the construction of his or her
identity, everovercomingthose elements determined by biologg.is the case with stage and

film representations, the choiceadstume can suggest ideas or elements of character that are

not expressed through language alonegivanscene. However, what makieisahira

particularly meaningful in the manga form is the fact that, since the story is conveyed in a series
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of static images, what might otherwise be a temporary effect of transcending boundaries between
identities (ending when the wearer of the dress or ribbons stops moving, for example, or when

the wind that has caused the dress or ribbons to flutter dies down) becomasgrg. As a

result, Leong is able to combine the manga form anditthirae f f ect t o suggest t
identity is similarly in a permanent state of

birth as a result of oneds name or parentage.

In the case oRomeo and Juliet believe that this line of thought can be extended to the
biological fact of age. The second example of the use dfithkira aesthetic speaks to this
point, as it occurs when Juliet expresses her concern that her courtship with Romeo is happening
too quickly (Fig. 2.13) In this panel, Juliet appears to be gazing up at the stars while the ends of
the large bow around her waist again appear to flutter in the breeze, one even wrapping around to
the front of Julietds dwhck®mesiDhapoingustdelowwi oni ng
Julietds waist, gestures towards the biologic
it, as well as the sexual act that must legitimize the marriage that Juliet and her suitor will
arrange by the end of thelbany scene. However, in contrast to the stereotypes which imply that
adolescents are guided by their new biological urges, Juliet here proves to be guided instead by
her reason and prudendes discussed earlier in this chaptéuliet worries about theatigers of
such an impulsive and controversial courtship, telling Romest®hagi njoy of this contract

tonighto andi $ehos tasah, if oo u-b6d)dnvthiepamal,, t o0 s

Juliet also |ikens hmeortomalnitgltt Miicmagt ralcit ©h wii
one can say it |ightenso (49). \ihabineffpcai red wi
created in this panel, Julietbés words present
doomed romanceyhi ch wi | | al so Acease to beo before i
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wariness on Julietdés part about | eaving her m
life that marriage represents, as well an awareness of how fleeting youth tiililg isse of the

hirahira aesthetic in this panel therefore highlights the fact that, in this scene, Juliet once again
transcends the materiaality of her bodyandacts in defiance of the hormone and emation

driven nature which that changing female bodgssumed to bestow upon hiearthermore, it
emphasi zes Julietdés awareness of the signific
her acceptance of Romeobs proposal not a hast
out of maidenhoodnd into adult life. In taking this step, Juliet once again reveals a desire to

enter into adulthood on her own terms, rather than at the time and with the person whom her

father chooses for her.

Anot her of the ficaonfwihdeaermt Lehs&roa atharl il Zzantgiesn

adol escents fAcome of ageo into adulthood. She
such an idea brings with it, as it suggests a
of backwarde s s 0 (3). On t he aocal$understgnd agelmotas & dtraghtma n n
l ine from the undeveloped infant to the Acomp

understanding of bodies as relational and always in the process of becbmingi efitsths o u't

the Manga Shakespeare speak to this, problematizing the idea of entering adulthood as an

evolution from a being in progress to a complete or perfected keind. i et 6 s dr ess i n
which she awaits Romeo 6 symttem(B8) &hissymiolicpatterm, ned w
the likes of which are common in Lolita fashion, points to the problems involved with looking at
adol escence as a stage in the I|Iife cycle to b

caterpillaristoabuttef | y. Jul i et és transition thantswh adul t

a view would suggesAlthough she is now a married woman, which many would argue means
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that she has crossed over the threshold into adulthood, no drastic transformation haadaken

Juliet still faces the same barriers to agency and communication that she did the day before her
wedding, as she will soon discover when she learns that the ancient feud which divides her and
Romeobs families has | ed Simdarlyhiethe sceeewf hbrarsilb and 6 s
Romeobs | ast night together, Juliet wears a b
youth in another moment which many view as that in which an individual crosses into adulthood,

the moment of her first sexuahcounter. This choice problematizes the idea of these events

(marriage, loss of virginity) as definitive markers of adulthood, and perhaps theraetizeof

relying on such markers at aithstead encouraging readers to think of entering into addtaso

an ongoing process, aforschelmann ahColls suggestHowever, it has a very different effect,

a few pages later, when she is still wearing the nightgown while Capulet beats her and then

disowns her for refusing to marry Pafi22123) The violence of this scene, spread out over

two pages of the manga, remowesn the nightgowrits subversive power, andstead

highlights the difference in power between Juliet and her father. Asaueltould argue that
Leongd6s c ostntmsscegerawd attehtioh to yet another contributing cause for

the protagonistsd tragic denotodyd udt et ldbs démad ugth
transition into adulthood that leads to her death, but rather her efforts to escape phtriarch

systems thashe knowswill rob her of her agency.

Conclusion
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Although they work with iustrations and not live actoirs the Manga Shakespeare
Romeo and Julieteong and Appignanesi are able to embpasiticularideas about adolescence
withinthei r designs for the tragedy @dorspnastageagoni st
performance mighéndeavourtodo Thr ough the charactersd rel at
is both modern and neWestern, through costuming which positions these characters as
members of youth subcultures within this new setting, and finally through the use of specific
illustration echniques such as the Super Deformed or SD style, the manga is able to
problematizeorevailing Western notions about adolescence which have often coloured readings
of Shakes peTheneadga challenges eadiyngs of Romeo as completely at the mercy
his adolescent hormones, for example, or of Juliet as a young woman who allows the infatuation
of a first love to overwhelm her reason. In doing so, Appighanesi and Leong move the focus
away from Romeo and Juli et és yiharfagorsavigich and r e
contribut e t carlydeahsWwhileahe oy age sftRenteo and Juliet is certainly
an i mportant part of Shakespeareds narrative,
communication, and conflicting personal idaestall play just as great, if not greater, roles in

setting the playés tragic events into motion.

As Richard Schechner notesRerformance Studiesne of the defining characteristics
of performance is that it does not aspire to ideological neutrialityinstead performers must
remain conscious of their Aown 7Tandshendakestepsn r el
to maintain or change positionso (2). Il n this
static nature of the mediurtihe Manga Shakespedemeo and Juliegmbodies the adolescence
of its protagonists in quite a dynamic way, [

of this fraught stage of life and represents a new development within ongoing discuissigns a

93



the theme of adolescenceRmmeo and JulieWVithin the manga, Appignanesi and Leong

demonstrate an awareness of their own stances within these discussions (as translators of
Shakespeareds work into comics,andaasindavidualst cr ea
who live in the Western world which holds problematic ideas about adolescence) and they do

indeed take steps to interrogate their own views and those of their audience. As this chapter has
shown, Appignanesi and Leong do so by explotirggvarious other factors which influence the

young lovers and presenting their doomed romance as a quest for agency-axprestion

rather than as an act of youthful rebellion and impulsivity. In the manga, Romeo and Juliet are

not only aware of theystems put in place to regulate their beliefs and behaviour due to their
young age, but Appignanesi and Leongbs depict
pursuing their doomed romance, they are consciously working against these systems. Th

prol ogueds introducti-omo®sed®Romevermrsndwlaoal iedot
bury theirparenss t r i f ed ( Prol ogue 8) gives the i mpress
positive change within their feuding families in the end, ttoéggonists do so only by accident,
through fAmisadventures. o Indeed, the Chorus s
(Prologue 11) can repair the rift between the Capulets and the Montagues, suggesting that the
young lovers have no influence upkhre situation save by inspiring grief within their parents

through their own deaths. However, the Manga Shakespeaneo and Juligivhich omits

these lines from its prologue) challenges this idea by presenting teastsed lovers as

socially aware ad engaged, and actively in pursuit of positive social change.
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Steampunk for the Holidays:

Setting and Space in the Manga Shakespeafavelfth Night

Introduction

In the introduction to this dissertation, | explained that, in reading the comic as a
performance medium, | understand that performance to be a collaboration between the adaptors
and illustrators of those comics and their readers. The Manga Shaké?peaoeand Juliet
approaches Shakespearedos tragedy by focusing
design and costuming to explore more abstract elements of the individual characters and their
experiences, ultimately advocating fora chamgeit he way t he playods tragi
However, this chapter will argue that the Manga Shakespe#Hth Nighteschews such close
character studies in favour of offering a broader critique of damaging social structures by
experimenting not only wht where the action of the play is set, but with the physical form of the
manga book itself, giving the reader a much more tangible role in the production than he or she
has in the Manga ShakespeR@mneo and JuliefAlthough both works belong to the same
manga series, they therefore take markedly differently approaches to their respective plays.

While my chapter about the Manga ShakespBameo and Juligirovided insight into how the

choices which adaptors and illustrators of Shakespeare comics makéhaihowo offer a
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critical reading of some element of the play with which they are working, the chapter that
follows will use the Manga Shakespedmgelfth Nightto gain insight into how, by creating their
readers as collaborators, Shakespeare comics tamtiply move outside of the play itself to

offer a broader social commentary.

The description on the back cover of the Manga Shakespeaé&h Nightintriguingly
announces that the manga relocates t-he acti on
inspired nineteenth centug/Steampunk originateid the late 1970s and early 1980wl was
inspired by the works of classic nineteen#ntury science fton writers suctas Jules Verne
and H.G. Welles. Thegentres ficharacterized by technol ogi es
that era, but which were not invented at that
AExtraordi nar yasPaa tMo d eStoefa mpiusntko r idovanithetBrempr e s en
for the reader: fAdsteambdb evokes specifically
past and present; Opunkd evokes an irreverent
therefore, both a literary and aesthetic genre that places the past and the present into conversation
with one another in order to challenge conventional understandings of historicity and progress.
Twelfth Nightis perhaps the ideal play into which to intnod elements of steampunk since
festival, which is a key component of the play, similarly reimagines the nature of time. As
Beverly J. Stoeltje notes in her chapter on festiv&alklore, Cultural Performances, and
Popular Entertainments A me a n tival deriviesifronfi exggerience, thus festival emphasizes
the past. Yet festival happens in the present

(268). In other words, festival brings the past and the future into the present in a way for which

traditonal, linear understandings of time and development do not allow.
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This chaptewill examinethe multitude of ways in which thetroduction of the element
of seampunk into theetting of theManga Shakespeafavelfth Nightworks in tandem with the
preex i sting trope of festival time to explore t
consider the ways in which the incorporationrafelfth Nightwith steampunk motifs highlights
the spaces in the play between past and present, male and feasé,and servaiitall
concepts that are much less firmly defined than they appear at first glance. More specifically, |
will show that, in highlighting these spaces, adaptor Richard Appignanesi and illustrator Nana Li
engage in the same work which isisgortant to the steampunk genre by problematizing ideas
of progress within Shakespearebdbs comedy. Il n t
social progress, in the form of an individual trying to break through class or gender barriers and
move up lhe social ladder, as well as physical progress, in the form of human intervention upon
the natur al | andscape, of which there are man
of the setting for the manga frequently aligns physical and social progidsSir Toby
receiving a lecture from Maria about his boisterous behaviour (an exchange which seemingly
threatens the social hierarchy, since Maria is a member of the serving class and he is a knight) in
front of an ornat e den{asatpieceonhiohtrepresentsinumar®l i vi abd s

intervention in nature, as it turns water, a natural element, into art to be enjoyed by humans).

Shakespeare himself aligns these two forms of progress in another of his cofifeglies,
Wi nt er,m®erditaaand®| i xenesd | ively debate about gra
Perdita maintains that there is something unnatural about the process of grafting flowers, while
Poli xenes insists that this process caf actua
Perdita then goes on to suggest that, just as she dislikes the unnaturagnagsmgfiowers to

create something that nature did not intend, so too would she never paint her face or otherwise
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enhance her own f e a tl'lunotew/ The dibbke inganthdocsét ona slipaf s b a n d
them; /No more han were | painted | would wishThis youth should saywere well and only
therefore [/ Desir el0l). ®Perdita tieus atkndwwedgesehere g pdralldl. 1 0 0
between the artificialy of human intervention in the natural world and the way in which we

present ourselves and relate to others socially. This parallel is madecdatewhen

Polixenes, who at first argues in favour of grafting, cannot extend his same logic to sueaber
relationships. While he insists that crdsgeding flowers improves them, he cannot accept that

the same might be true of mixing amongst social classes, and grows infuriated when he learns

that his son, the prince Florizel, has fallen in love withdRa, whom he believes to be the
daughter of a poor shepherd. Al though he has
placeo (4.4.159), wupon | earning that she is e
and threatens to have Pérca 6 s f ace scratched with briars unt

thy statsd. (4. 4. 413

Through its use of setting and spweltte, Appi
Night continues the discussion Shakespeare begins here. In the same ey skeampunk
motif challenges ideas of temporality and pro
space allows their adaptati ohhe fWShtdiidEgp ehaled
play which Shakespeare wrote several years aftefth Night(1602), challenging orderings of
Shakespearebds dramatic works in a chronologic
works in progress which can be made to speak back (or ahead) to adothever, instead of
guestioning whether or hgociety can be improved by the mixing of those who belong to
different classes, the manga challenges the very existence of social hierarchies. By aligning these

two types of progress through their presentation of the setting in the Manga Shakégseétre
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Night, Appignanesi and Li reveal how unnatural social hierarchies truly are, placing our efforts
to categorize individuals based on such factors as their class, gender or sexuality in the same
realm as the clearing of a forest to make way for the dpaent of new buildings, or the

construction of a bridge to connect two pieces of land that do not connect naturally.

The use of the steampunk setting enables AppignanddLi to accomplish this in the
manga in a way which it could not do in a theatrical or cinematic productibwedfth Night In
the discussion that follows, | will show that
emotions and desires in a wénat film and theatre cannot. The Manga Shakespeaedith
Nightal | ows t he steampunk motif that defines the
visualizations (for example, when Sebastian imagines himself and Viola in front of the image of
a clock as heaments that their circumstances have cruelly separated them, or when Viola
appears in front of a background of gears as
with her alterego, Cesario). In doing so, it reveals an inextricable link betaegn i ndi vi dual
environment (both physical and social) and the way in which he or she thinks. Furthermore,
steampunk is characterized by the presence of technology in which the mechanisms that allow it
to run (such as gears) are visible. This technologyaios a level of meaning within the comic
that it does not convey in cinematic or theatrical productions, which are usually more passive
viewing experiences, since it reflects a desire to be transparent about the fact that the reader is
constantlyinthgpr ocess of fHAoperatingo the technology |
to hold it, when to turn the page, when to skim over a series of panels, when to dwell upon a
particular image or caption, and so on. The presence of the steampunk motif aniipe M

Shakespearéwelfth Nightthus represents a desire on the part of Appignanesi and Li to draw
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attention to the reader6s role as coll aborato

each scene blend seamlessly into the next.

lll'yria: A Tale of Two Estates

In the panel immediately precedititat in whichVi ol a as ks ,ffiemdsist count
t hi(¥8ploi 6 s i |presests an egeiofa wast, mountainous landsceyith alarge
estateat its peak, far off in the distan¢feig. 3.1) For thosdamiliarwithSh ak es pear eds cc
it quickly becomes apparent trtae buildingdepicted in this panel could be eitl@@r s i no 6 s
estate or Oliviabés, since we know that Shakes
do not ye¢ have enough information to identify it with certainty. If one reads ahead in the manga,
one can conclude that the small, dark figure
plane, but this knowledge only further blurs the lines betweetwinestates, since Feste
frequently travels between these two locations, the fool himself insisting that he belongs to both
places and neither (3.1-3®). It is not until several panels later that the estate is finally
i denti fi e dssadhthedwvo sattingecdre tomikor one anothemwith the manga
encouraging comparisons between them and allowing thewt & foils for each othdgven
the names of the heads of each estate, Orsino and Olivia, are remarkably similar, both beginning
withthea me v owel sound and both being comprised
estate, which should be a site of mourning, since she has recently lost both her father and her
brother, is actually characterized by joviality, thanks to the rambunctiod®rand Sir

Andr ew. Orsinobs estate, which should be char
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actually quite somber, with the head of the house eventually ordering his musicians to stop

playing altogether, leaving the estate in a moursifehce, as the melody reminds him of his

unrequited desire for Olivia. While Viola foo
the male page Cesario, Oliviadés entire househ
thinking sheisinle e wi t h hi m. I n Orsinobs estate, Viol:
in |ife, a servant rather than a | ady, while

above his own station, the husband of the Countess Olivia, rather thaevtemdst-inally, while
Orsinobébs household is defined by unrequited |
Oliviaés is a household in which romance happ
Cesario despite her vow not to consider antostor a severyear grieving period, and a bizarre

series of circumstances and cases of mistaken identity lead to the countess marrying Sebastian.

There is a level of discomfort that comes from not knowing which estate we are looking
at, and this disaafort is one which Shakespeare himself cultivates in his comedy, as the entire
opening scene between Orsino and his men passes without revealing the name of the country in
which the scene takes place, or even the name of thestoeken duke. In the maagthis
opening scene even includes a panel i n which
Orsinobs servant explains her vow to hide her
illustration is careful to show only the top of one of theadste 6 s t ower s, pur posel
offering any distinguishing features by which the reader might be able to deduce which estate it
is that Viola sees upon washing up on shore. By introducing its readers to lllyria in this manner,
Appi gnan e duelfhdNigldendeavduss to inspire within them a sadhscious
awareness of their impulse towards labelling and ordering, and the anxiety that occurs when they

are unable to so, as i s the case in the manga
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two locations are revealed, throughout the course of the comedy, to actually be remarkably
distinct from one another (both physically and with respect to their inhabitants) only emphasizes

the risk involved in these systems of categorization by showingédwetive they can be.

Violads introduction to Il lyria in the man
the treatment of setting with which Slhakespea
Shakespeates tmiomde¢, of the setting was created throu
descriptions of where the action of the play was taking pkauethe stage itself wouldhve
beenquite barel ndeed, King Lear dés Dover Cl i foffasscene f
the audience is just as dependent upon Edgar 6
and, like Gloucester, cannot know that this description is a fiction until the duke attempts to step
off the edge of the cliff and, rather than plummetia his death, finds himself falling only a few
feet (4.5.141). In the Manga Shakespedwelfth Nightthe opposite is true. We see a rather
detailedimage of the setting before we even learn whatuhfamiliarcountryis called Indeed,

Viol ahsserdsopd he captaindbs answer to her quest
setting, |l eaving the reader to continue to re

should I do in Illyria? My brother is in EIlys

From this early mment, then, lllyria is not likened to any real, tangible place, but rather
to an abstract space which exists outside of the natural order and laws, and one which is
associated with death, paradise, and myth (Brown 304). Rather than turning an abstegtt conc
into something physically tangibiea transformation with which readers are comfortable since it
occurs so frequently in airtthe Manga Shakespearevelfth Nightturns something tangible (the

massive estate sitting atop the rocky landscape) intotsétmen g abstr act . Li 6s i

introduces the setting in a manner that problematizes this line between the tangible and the
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abstract, hinting at the fact that some of that which we take for granted as being tangible, such as
divisions of class angenderi of which we see visible proof every day, in the media and in our

own lived experienceé are actually abstract concepts. At the same time, however, this
transformation reveals that our tacit acceptance of these abstract concepts has veryaadgible,

often harmful, effects. Indeed, the philosopher and gender theorist Judith Butler famously argued

that @Athe foundat iicheaiharyofsdx,egender, and the bbdianbed ent i t y

shown as productions thetteate the effeatf thenaturh , t he ori gi nal, and
Jagger Al nt r3). thother words Butler suggests that gender is a construction which
exists within a system that works to make it seem as though it is something natural and
unavoidable. Butler, like ppignanesi and Li in their Manga Shakespdawelfth Night thus
encourages her readers to think critically about those constructions which play such a large role

in shaping our understandings of ourselves and how we relate to others.

Throughout the mang#here is a confusing or dredike quality to the use of setting and
space. It is frequently unclear how different settings connect to one another, so that the reader is
unable to get a sense of lllyria as a continuous, realistic space. For examkarsHeasling
down to the cellar where Sir Toby and his accomplices have locked Malvolio seem to go on
forever in both directions, without any clear connection to any established ¢ftoontbcation
in lllyria (Fig. 3.2). As such, the purpose of thisistase seems to be less about creating a
continuous, realistic sense of |l ocation and
Similarly, as Viola discusses unrequited love with Orsino, she stands near the statue of a crying
woman (Fig. 3.3). The dize appears to be quite small. However, in the panel immediately next

this one, the statue is depicted as being roughly the same size as Viola, and even appears to be

gazing back at her, so that the st aitaleadés tear
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story (89). As in the earlier example, then,
the statue and Viola are truly the same physical size, but instead that the weeping statue mirrors
the depth of Viol ads maiens alsodréqoneatly appearlimmagiteéd ma n g
settings that are not a part of IIllyria at al
Malvolio imagines himself standing upon an ornate stage, struggling to push large blocks with

the four letters (M, QA, I) embedded into them (Fig. 1.4). Again, the setting here speaks more

to Malvoliods ostentatious nature and how har
desires than it does to any sort lyoafisarseaitiag i st i c
which is antinaturalistic and disorienting, presenting space as fluid and discontinuous in the

same way that steampunk so frequently does wi
reimagining of linear time represents a chadle to ideas of historicity and progress, the

discontinuous, disorienting approach to setting and space in the Manga ShaKbspéthre

Night might similarly represent a challenge to the practice of presenting identities as natural and
inevitable. Theseedtings do not endeavour to create the effect of the natural but rather embrace

their artificiality, and indeed, as | have shown, Li often uses this artificiality to set the tone for a

scene or to provide insight into the character who engages with thiatilaa setting.

Dislocating Gender

One importantvay in which the mangexplores the constructed nature of gender
differenceds through an added emphasis uponpthgsical similarity betweeWiola (and her

alterego Cesarioand Sebastiamheirremarkably similar appearances cause a great deal of
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confusi on, espec.i anlthlsgcenemultiglerclraragdrasisyakethe twol i ma x .

twins for one anothereading to a great deal of misunderstanding, with Olivia even marrying

Sebastian while believing him to be Viola, in her disguise as the page CHsarmasy to

understand how Olivia could make such a mistake, however, as the manga often presents the

twins as doubles of one another, and it uses the liminal space whiohetteg a 6 s st eampun |
setting creates to do g6or example, in the character pages at the beginning danga
Shakespearéwelfth Night(Fig. 3.5) Viola and Sebastian are presented standing side by side,

making identical funny faces at one anothdthough Viola is dressed not in her disguise as the

mal e page Cesario, but instead in her Awomano
their appearance and posture in this image gs/&othe effect of there being a mirror in between

them, of the tins being perfect reflections of one anothenally, while the backgrounds of the

other character pages offer some hint of setting (a pattern of leaves and a pillar in the character

page for Orsino and Olivia, for example, suggests that they are olitdidg,e | vy i n Ol i vi a¢
garden), the character page for the twins offers no such detail. Instead, the plain background

keeps them in a sort of liminal space, free from the social systems which would distinguish them

from one another and downplay their simtiags by conferring set identities and roles upon them

based on their genders.

Liéds illustration also makes use of the ph
of captions in relation to the images of Viola and Sebastian. Both twins have a cixetbly
above their heads which is drawn from their d
paired with her lament, upon realizing that Olivia has fallen in love with heregjteCesario:
ADIi sgui se, | see t hou aasrtti aan 6vwsi d kreadgree si ss! @ a(i 2 .ed

delighted exclamation upon Oliviabds confusing
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Alf it be thus to dream, stil]l l et me sl eep! o
ofthepageconnecting the two images. This third ca
reaction upon first seeing the tawi chst wogmedrhsear
(5.1.209). While this line can be read as reductive, presenting Cesaebastian as

interchangeable because they are so physically similar, | would argue that, paradoxically, the

exact opposite reading can also apply. Despite sharing a common face, voice, and habit, Viola

and Sebastian nevertheless remaimpersons, suggesy that what truly distinguishes people

from each other cannot be seen, and thus efforts to organize people based on such seemingly
observable markers as class and gender are inherently flawed. This caption, when paired with

those above Viola and Sebastihs i mages, begins the exercise o
nature of gender and challenging the hierarchical system that privileges and empowers one

gender identity over all others.

Violads deception, to whi chs, ibaewhchbutsi on on
the line between genders not because of her male disguise, but because of her actions. After her

first meeting with Olivia, Viola realizes that the countess has become taken with hegalter

Cesari o, and | anrentthse Aphroow ecra sfyaliste i/s Ifm women¢
forms! / Alas, our frailty is the cause, not

30). Violabs use of the word fAweoheéderrteeddsd t el
womenwio are easily deceived by charming men, w

false, 0 the charming man who has just deceive
herself been the perpetrator of the very trick to which she believes wotearfalf victim
perhaps suggest that such delineations of gender are less clear cut than Viola believes them to

be? Sebastianés caption, meanwhi |l e, hi ghlight
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individual real ity voen 3819 lysugdesingtthat Cesarioand per sono
Sebastian are interchangeabl e. However, the r
construction, the pageds masculinity a role s
Twelfth Nightchallengesidesa of per formance as compl etely se,|
invokes the notion of performance and plays it off against something other than performance, but
declines to assert that one term of t bugls dual
gender, like Cesario, is a construction, something which is indeed performed, this does not make

it Afalse. o0 As | discussed earlier in this <c¢h
hierarchical social structure which has placed malespasition of power over females

throughout history, are very real, even if their cause is a construction. Indeed, even within the

world of the play, Viola is forced to take on a male disguise in order to survive in lllyria because

she has no funds of hewn nor any means of supporting herself in her female form. Sebastian,

on the other hand, can walk freely around lllyria in his own guise, supported as he is by the

bonds of homosocial male friendship in the form of Antonio, who gives him money and even
arranges for lodging for the pair of them. In placing this character page at the very beginning of

the book, and in placing these captions directly over the images of Viola and Sebastian,

respectively, Li uses the physical space of the manga to raise amipguiestions about the

performed nature of gender and male privilege before the narrative proper has even begun.

Similarly, in a later scene in which Sebastian tells Antonio about the sistar o
believes has died in the shipwreck, the backgrouritdeopanel includes an image of what is
presumably Violand Sebastian (Fig. 3.@oth sister and brother areaked anaurledinto fetal
positiors that are the perfect reverse of each other, putting the aadiemind of twins in the

womb, especially sice Sebastian briefly alludes to their birs. Jennifer C. Vaught notes in her
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book Carnival and Literature in Early Modern Englan@iwelfth Nightis set in the midst of

festival time, a time associated wiitemporary misrule, role reversals, and disgais 6 ( Vaugh't
4). It is a temporal space in which identity is fluid, and by placing the twins in the posture of
mirroring one another in the womb, Li 6s- il 1l us
like figure in which it is difficult to tell wherene begins and the other ends. The implication is
that, despite their different sexes, either t
exactly what Viola attempts to do by creating the character of Cesario and basing him upon her

twin brother.What is particularly interesting about this image is that, although their posture and
placement seems to suggest twins in the womb, Viola and Sebastian are drawnrfasiatlly

adults, rather than as infant$ie choice to represent the twinsaasllts in this imagaighlights

the physical and biological differences betweemthdifferences that become most pronounced

after puberty, before the narrative then goes on to divorce masculinity and femininity from these
physical and biological markeras | will show in the paragraphs that follow. Indeed, Butler is

also very interested in the ways in which bodies are politically constructed, expounding upon the
processes through which Asex and gender c¢ome
biologi c al body, rather than taking the materi al
(Jagger 0 B o dy 53y dhe mangastius creates distance between physical or biological
development and the differentiation of genders which is enacted thsoatalization. Although

the twins appear to be fully physically developed, their depiction in utero in this panel

nevertheless places them within a state of development of some other kind, and one which has

little or no connection to the biological trdosnation which is already complete.

Another important detail in this panel is ttleck behind the figures of the twinas

Sebastian explains thattheywer ibot h born i n an houro (62). TI
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clockwork draws upark tshed tmamgg aadhsd stpearkps t o t h
challenging gender and class binaries. As G. D. Falkson notes in his article about steampunk,

gears become an importantandevar e s ent mot i f i teamtpbwerisgenr e bec:
mechanical power and itsansmission demands a network of moving parts in the same way that
electrical power transmission demands wires( Fal kson) . Having suggest
paragraph that the placement of Viola and Sebastian in utero might speak more to the social
construction of their genders than to the biological development which takes place in the womb,

| wonder if it might be useful to read the placement of the clock behind the twins, complete with

the gears necessary to allow it to run, as representatiieeofts y st ems (t he fAnet wo
partso) involved in the cultural construction
much larger system which depends upon a hierarchical social structure and the subjugation of
particular groups (including woen and those who do not fit into the accepted gender norms) in
order for those i n Qemdersystents are insgtutianalined througlp o we r :
education systems, political and economic systems, legislatiom, andt ur e and tr adi t
(Al mpbr €ancepts Underlying Gender Mainstr eami
traditions which position women as the cause of human suffering (for example, in the biblical
story of Eveds temptation in the @Gdaveeen of Ed
hi storically been used as justification for w
women have not had the same access to education as men, and this is the case even today in

many parts of the world. Women have therefore been forcedytapeh their more educated

male counterparts to support them. Even today, women are paid less than men for doing the same
jobs, making it much more difficult for a woman to support herself alone than it is for a man.

Finally, legislation which seeks to dea woman the right to choose whether or not she wishes
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to become pregnant promotes the idea that a w
must be regulated by those in power. As Sebastian speaks in this panel about being cruelly
separated fromis twin, reading the image of the clock in this way can be enlightening, as it

draws attention to those cultural systems, far more insidious than any storm, put in place to

separate men and women.

The image of the clock also speaks to the fact tteaearly modern period saw the spread
of ornamentatime pieces, such as clocks and watches, and adecfineiar al , commun al
festivities marking time according to the | ei
Shakespear e0s apxiety gboubthisdevelopenént. Sne of ghe results of this shift,
as Vaught suggests, is that the experience of time itself became both classed and gendered. These
personal time pieces were accessible only to royalty and the wealthy upper classesaiihis me
that time became privatized for the wealthy, who were no longer dependent upon public clocks
or church bells tolling out the hour, while the lower classes still relied upon such communal
means oftm&k eepi ng (114). As suctheeartymedérspeod per i enc
would have been markedly different depending upon his or her class. Vaught notes a similar,
perceived difference in the experience of time for early modern men and women of the upper
classes: fAin early snesdaste and tinedficiencyevere frequentho ns o f
mascul inized, but erotic, ornamental, and | ei
The effort to organize and commédtime, of which steampunk is so critical, thus contributed
to the starldivision of classes and genders, as it resulted in the belief that, for example, men and
women were not only physically different, but they actually experienced the passage of time
di fferently. As | 6ve noted, t héecameassociaedf i ci en

with men, thus making the fAmasculinedo model 0
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survival, and which must therefore be privile
comedy challenges this division of time, since tharacters most associated with leisure in his

play are male (such as Orsino, who does not work but spends his days listening to love songs and
pining over Olivia, and Sir Toby and Sir Andrew who spend their days eating and drinking),

while Viola, whose ferale gender becomes a central focus of the play through her (often
unsuccessful) efforts to adopt a masculine appearance and masculine mannerisms, is frequently
engaged in labour. While in the play this labour primarily takes the form of her delivering
messges of | ove to Olivia on Orsinobés behalf,
several panels in which Viola, as Cesario, is shown performing maintenance upon a plane.

Indeed, on pagthirty-four, immediately following the panel in which Vio&ides out from

under the engine upon which sheds been workin

drawing attention to the manual labour in which kbaejust been engaged (34).

Finally, the moment of the twidseunion is given a twpage pread in which Sebastian
and Viola, still in her disguise as Cesario, are once again plagexaposition to one another,
the two characters facing one another from opposite pagtbsa smaller image of the twins
embracingembeddedn between the twtarger imageg¢Fig. 3.7) This is a particularly effective
moment in the manga because it makes use of the actual physical structure of tredabek
space of the pageshefull-page image of Violain her disguise aSesarig and the fullpage
image é Sebastian oppositee essentially onehen the book is closednd therforcibly pulled
apart as the reader opens to this pagthis way, the manga offers a tangible metaphor for the
way in which imposing order and labels upon what are, on the cgmrate fluid identities
leads to alienation and separation. While the book remains closed, Viola and Sebastian are as

close as they can possibly be, and they are separated only when the reader pulls apart the pages.
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Although we learn that a shipwreckshseparated Viola and Sebastian at the beginning of the
manga, this second separation, at the very mo
makes the reader culpable, since it is the re
speaks not only to the alienating effects of labels and social hierarchies, but also to our own
complicity within these systems, as it is onl

forces the twins apart in this moment.

As | have suggested b o v e, Li s illustrations do much
physical and biological markers which have be
the physical space of the manga panel, as well as through her choice of setting for key scenes.
This aim is particularly evident in Lids depi
To begin, when Sir Toby first tellgiola, in her disguise aSesariq of the challengérom Sir
Andrew, andhe describes the knight in the most intimidating terms as a joke upon the page, the
images of the two duellers are juxtaposed in a way that highlights how far removed Cesario is
from Shakespeareds model s of maskKruilgmti@& yr gfFli egc
in Bolingbroke or the OHerculean Herobd repres
46). Goran V. Stanivukovic notes that,Tiwelfth Night mascul i nity i s fAmost |
conversation and | es sngeméntcathig page endphatided tBe)extentadon d t
which rhetoric shapes our ideas of gender. Th
Toby paints him with his words, takes up the entire page, quite literally looming over the
terrified figure of Viok, who appears in a much smaller embedded panel in the bottom right of
the page. She looks to the left, giving the appearance that she is looking up at thibdarifer
figure and cowering before him. AsViotao nf esses t hat s hidrawsthe fno f i

charactemith large eyes without pupils and wavy lines around her body to suggest that she is
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shaking in fearThis implied involuntary physical response thus counters yet another trait which

was closely tied to healthy masculinity: thatob nt r o | over oneod6s body. D
was a great desire fulifferentiate between the open fembtaly and closed male bagly and one
of the ways in which this was acthatemphasdedwas t h
theimportance omencontrolling their bodies and minds to ensure they maintained their health

and gender identity ( R-8Millianks&86). This is, therefore, a wonderful moment of dramatic

irony within the manga, since the reader can derive great humour from obserndng €Ces 6 s

reaction and comparing the image of this paragon of masculinity which Sir Toby has created

with the reality of Sir Andrew Aguecheekds sc
audience knows what the page does not: thatthisad | e d 0 dademgerlispin truth,as ¢ h

far from the aforementioned models of masculinity as Viola or heredi@iCesario. The ability

of the comic to | end visual form to falsehood
Viola) and fantasies (suchasMalvob 6 s f ant asy of becoming a nobl
Olivia, discussed later in this chapter) allows it to engage the reader in a way that is unique to the
form. Since these falsehoods and fantasies are just as visually present as the reality throughout

t he manga, the reader must play a | arger rol e
experience is therefore different from that of a theatregoer, for whom only the reality is visually

di scernabl e on stage, whi l &GntfByareillistadbey €olely f al s e h

through the characters6é words.

FurthermorelLi sets both this scene and the duel itself in an apple orchard. Apple
orchards are a strong example of human intervention in the natural world. To return to my earlier
discussiorof the debate if h e Wi n toeger thesnteibreddiag of flowers, different species

of apples have likewise been interbred to create heartier, more attractive, and more flavourful
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varieties (AAppl e Genome Seqgueepapmsefulypldned an ap
and cultivated with the aim of providing food for humans. Indedutn she is forced to find a

weapon with which to defend herselfinthesldvy i ol aés gaze | ands on a pi
which humans maintain and manage natwsburces. Similarly, once the dibegins, both the

pitchfork with whichViola intendstad e f end her s el fownawodd have the wdrd d r e w6
Ar at t | vaitbendver thém)in shaky font, to convey that neither of these cleasdus the

control ove their bodies which | have discussed as the masculine ideal, and reetihefident

using their weaponghis is especially meaningful since, while we might expect this in Viola,

who has only disguised herself as a man, Sir Andrew is a biologicalandlgget both fall short

of the models of masculinity described above. Finally, Li further problematizes the connection
between gender and the materiality of the body in the panel right before theedims, in which

Cesari o | ament soulhdatmdalke | mda ttlel It htimgmwhow muct
What is noteworthy about this panel is that it is left completely blank aside from the
aforementioned text, rather than showing Cesa
words. These lineshav of t en been read as a double entend
most obvious marker of masculinity, male geni
completely, | would suggest that the Manga Shakesfeeetith Nightperhaps challenges this

easy reading of #lines, instead raising the question of what, exactly, Cesarioladesf a

man, and problematizirtipe easy categorization of male and female based on external physical
markerswhi | e Cesari ods wor ds skthackgbund, the ressldriglefk | y a ¢
to imagine for him or herself what this Al ack
more about the readerds own ideas about gende

unique relationship betve@ image and text which characterizes the comic allows it to
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defamiliarize visual cues which readers and audience members might otherwise take for granted

and suggest that their meanings are not as simple argeént as they might at first appear.

Another of the important ways in whidiwelfth Nightchallenges attempts at a binary
understanding of masculine and feminine is by challenging the idea that certain traits and
behaviors are essential to each gtemeder . Nowhe
discussions with his page Cesario about the difference between the way in which women love
and the way in which men love. In this exchange, the duke ultimately suggests that women are
incapable of | oving with t hee issameo pwaosnsa noons ashidd
bide the beating of so strong a passion [/ As
to hold so-9mMychd hEe2.ch.a91 enge to Orsinods narr
dramatic irony of this scene. He neakthese statements to Viola, whose own devoted love for
Orsino already gives the lie to his restrictive views about the genders. The Manga Shakespeare
TwelfthNights eems t o of fer f ur t her-indulgemtmedeltofdovey upon (
through its ge of setting. Immediately before Orsino begins spouting his views about love and
the differences between womenédés and mends cap
l ong shot i mage of what appears tavethe Or si nobd
conversation that follows (Fig. 3.9). One can enter this study through a large, ornate archway,
where one will find a long round table, surrounded by-stetked bookshelves which are tall
enough to doubl e as t he bootdhmdmgeyvhaneversisthattheat | s
study itself takes up only a small portion of the large panel, which covers abeithirggof the
page. The rest of the image is taken up with negative space, primarily the dark walls behind the
study, a few staircas leading away from the room, and sparse windows in the background.

l ndeed, Li includes the onomatopoeic Awhooooo

115



such that even the slightest noise is magnified through echoes (80). Since it is so alosgly p

with Orsinob6s | ecture to Cesario about | ove,
be read as a rather biting commentary upon Or
appear grandiose and passionate on the surface, when ona stéedack, one discovers that it

actually bears very little substance.

I n contrast, Violads willow cabin speech,
Orsinob6és behalf, reveals an understanding of
Orsinob6s own. As Cesario, she promises Olivia
Awrite | oyal cantons-288)co®Oremneds| dpasds{ dHn50o

luxuriating in his unrequited love, spending his days at home listeniogntantic music.

However, the idea of love which Viola paints in the willow cabin speech is productive, resulting

in the construction of monuments and songs to commemorate the unrequited love. A productive

love such as this, which celebrates the belovedigirdhe production of art that may even

outlast her, certainly seems preferable to that of Orsino, which seems to celebrate only the

|l over6s own capacity for | ove. Despite only b
Viola presents bears a grebe a | more substance than the actua
Furthermore, in the Manga Shakespéebselfth Night the devotion which Viola shows to the

duke makes it clear that her capacity for love is every bit as deep as his own. Viola does not face
Olivia while delivering the willow cabin speech, but rather turns her back to Olivia and gazes out
the window, of f i nto the distance, presumably
t hese words of | ove (57). Capasilyfordodes andither r ow vi e
narrow understanding of gender which they imply, are therefore, proven wrong by the very

person to whom he expounds them.
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Dislocating Class

As notedin the introduction to this chaptesne of thalistinguishingcharacteristics of
steampunk igs juxtaposition of a historical setting a@ften anachronist)csteampowered
technology, and the Manga Shakespdavelfth Nightis no exception to this rule. One of the
most noteworthy ways in which thisotif is incorporated is through the presence of rudimentary
airplanesto which | alluded earlieAirplanes, of coursdyad not onlynotyet beerinvented in
Shakespeareds time, but they had notwhichst been
whent he Manga SeHitiokd theppays presonsably seHowever, although the
backcover copy places the manga within this time periddannounces that the manga takes
pl ace i n d{inspiresl L% canmyyiuthre lera that inventedégh mo der n iQler i st ma s
various examples of anachronistic technology allow the manga to resist such specific temporal
placement, in the same way that the physical setting of the manga resists being mapped out, and
instead creates lllyria as a dreamlilescontinuous space. Earlier in this chapter, | alluded to the
privatization of time which took place among the upper classes in the early modern period and
suggested that it resulted in the upper and lower classes developing markedly different
relatonshp s t o ti me. As such, placing the action o
undefinabl e tempor al space enhances Appignane

nature of class distinctions in their Manga Shakespeaedfth Night

Twelfth Nghtis a play which itself emphasizes the fluid nature of time. For example,

although the action of the play is meant to unfold during the Twelfth Night festivities, we are
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told that Viola has been i n Or si nlo9d)swhishasr vi c e
a significantly longer span of time. Furthermore, when represented on the stage or in a film, that
time frame (whether it is the length of the holiday or the three months to which Orsino alludes) is
condensed even further into a tlvour poduction. However, the comic form further highlights

this fluidity of time in various ways. For example, it is unclear how much time has passed in the
spaces between panels, particularly when the manga transitions to a new scene. The reader is left
to imagne, for example, how much time has elapsed between the panel in which Olivia asks Sir
Toby and Maria to tend to Malvolio and the panel in which we see Malvolio in his cell, and this
choice has a significant impagbon how cruel the prank against steward becomes in the

manga. If the reader imagines only a short time has passed, Malvolio might be read as
overreacting to a relatively harmless prank and this can, in itself, be a source of humour in the
manga. However, if the reader imagines seveng,dar even weeks, have passed, then the prank
becomes much crueller and disproportionate to the crimes for which it is intended to punish
Malvolio. The comic format also allows the Manga Shakespkaedfth Nightto highlight the

fluidity of time throughits use of panels that vary in size. While certain moments in the manga

pass quickly, represented in a small panel that takes up only a fraction of a single manga page,
others (such as that in which Malvolio tries to puzzle out the author of the mystetieube
finds, or the moment of Viola and Sebastiands
illustrations tlusreveal that not all moments are created equal, suggesting a flaw in efforts to
guantify time and divide it into neat, regular inceats. This revelation is mirrored in the

experience of the reader, who inevitably pauses to linger over thgamespread while quickly

passing over the smaller panels in an effort to move forward in the narrative.
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To return to the anachronistimage of the airplan¢hen,both Viola and Feste use planes
to navigate between Orsinods estate and that
Feste after he crashes hi,whigh buggess the difficalgnd he r oo
ri sk of dividing oneds time between two maste
challenging, however, is the fact that both Viola and Feste must navigate the murky space
between the serving and upper classes. Viola, in her disguise a®Cagen admits to Olia
t hat her parentage i s fiabove my fortuneso (1.
class but his livelihood depends upon him speaking what are sometimes painful truths to his
upperclass patrons. Festenstantlywalka r azor 6 s edge betwitlkhlsn amusi
insightsand offending them so harshly that they cease to support him any further. As Viola notes
inAct3,Scenel Feste fAmust obser ve Theqgaadltyofpesansgl on wh
and the tine, /And like the haggard, check at every feathEn/at comes bef ore hi s
58). In other words, just as the wild hawhl go hungryifhef ai | s t o observe his
disposition whilehe ishunting, so too will Feste lose his livelihood if iéssteps and offends
Orsino or Olivialt is telling, then, that Feste spends several scenes of the manga riding upon a
unicycle, another eccentric piece of technology which requires the rider to remain expertly
balanced at all times or else risk fallingeo, including the very scene in which Viola marvels at

his skill in navigating such a precarious position.

In the manga, this scene takes place just outside of the row of hedges which acts as a wall
surrounding OIliviabs oarsdecrr.e dlemicse o oo iFcees t efé ss
estate can ever truly have a claim upon him,
shines ever yB4).Heweenin dodg sb, thd $etting draws attention to the darker

implications of such alaim. As a member of the serving class, Feste is not himself a
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homeowner, and as such he is completely dependent upon his wit and the generosity of his
patrons to keep a roof over his head, and to
thisscene, as well as the later scene in which Feste encounters Sebastian against the backdrop of
the gates surrounding Oliviads estate, also t
controversial in the early modern period. Enclosure enforceiddéaeof the natural world not

only as property, but as something off which individuals could profit:

conceiving of land as private property led to individuals redirecting the use of that

|l and for personal (or i ndytooktliedoariof f ami | vy
enclosing or engrossing land for the purposes of maximizing productivity and

yield. (Munroe 17)

This development contributed to the widening of the wealth disparity, as those who already

owned large amounts of land were able tdigravhile poorer rural families were displaced and

forced to move into urban areas where work was scarce (Munroe 18). Importantly, the enclosure
movement also paved the way for a great deal
the merchantrad gentry classes (as well as uppkass landowners) to gain wealth and social
status along with pr oper pusileof(thel bonndaries arbuhg . Fest
Oliviads estate in both the afor emerlyasaned sc
member of the lower class who suffered great losses as a result of enclosure, despite-the upper
class company he keeps. This is a point to wh
clothing shows signs of having been patched upeweral occasions, one sleeve of his jacket

bears a noticeable tear, and there is a large, gaping hole in the toe of one of his shoes (42). In the
manga, Festedbs meagre |living thus acts as a s
who employ im. However, the choice of setting thus also ties Feste to a form of upward social
mobility achieved through wit and hard work, a form which runs counter to that which Malvolio

aspires to, upward social mobil iHhaliengetbtheough ma
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class system by placing the agency within the hands of those members of the lower class who
move themselves up the soci al | adder through
on the other hand, affirms the class system by piattia power within the hands of the upper

class lady or gentleman who deigns to elevate the standing of a member of the lower class
through marriage, a point which Appignanesi and Li also highlight in the manga, and to which |

will return later in this chater.

The wealthy offwelfth Nightindulge in excesduring the holiday season. The most
obvious example, of course, is that of Sir Toby and Sir Andrew, who spend every night engaged
in eating, drinking, and other boisterous activity. HoweVerelfth Ng h tothes nobles also
engage in their own forms of gluttony. Orsino, for example, indulges himself in an excess of
unrequited love, and the play itself encourages the reading of this excess as a kind of gluttony
t hrough t he duke @thefbod of bve, play on. &ive nie leXcesswilitsthat; b
surfeiting, [/ The appet2). @rgnowshgs tosgorgekhimselfamnd s o
|l overé6s |l ament in the same way that Falstaff,
Similarly, Olivia might be read as indulging herself in an excess of mourning, as she goes far
beyond what is expected of a grieving young daughter and sister. She has vowed that she will
remain veiled for seven long years, and that she will cry every day fordbese years, in an
attempt to keep her | at368). While®tivia mighd e expextedoto y al i
grieve for her lost family members, the mourning which she intends does indeed seem
gluttonous, especially when compared to that of Viola ¥8hn the same situation of having
lost a brother. Though she believes her twin brother Sebastian to have died in the shipwreck,
Viola nevertheless builds a life for herself on lllyria and even manages to find room in her heart

to fall in love with the dke Orsino. By comparison, then, the minimal amount of grief which
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Viola is willing to permit herself in her rol

indulgent to a degree that we only sediwe | f t harisbdcragyh t 6 s

Although he is a seant, and therefore should be excluded from the gluttony and excess
associated witAfwelfth Nighdt s nobi | i t vy, Feste nevertheless b
Sir Toby and Sir Andrew in their revelling. However, the manga is careful to show that &sste h
a markedly different relationship with the ex
seventyone of the manga, immediately preceding the celebratory kitchen scene, Li adds the new
setting of a walkin pantry, in which Feste is caught by $oby in the act of stealing food (Fig.
3.10). I n this panel, Festeds arms are | aden
place, having been discovered. His eyes are drawn significantly larger than normal, with small
dots for pupils, anthe illustration includes a speech bubble with a bolded exclamation mark that
is nearly the size of Festebs own head. These
being discovered with his arms full of food. The degree of alarm he exhibitsntaktear that
Festebds effort to rectify the discrepancy bet
the upper classes is dangerous, even if Sir Toby does not end up chastising him for doing so.
Festeds al arm her e ispdrity af wdalth iand grivilege betweenfesteand t h e
the two knights, despite the fact that they all carouse together in the scene that follows. What is
so readily available to Sir Toby and Sir Andrew as to be taken for granted and gorged upon is,
for Festepbtainable only through dishonest means and at great personal risk. Furthermore, in the
later scene in which Feste asks Cesario for more coins, the manga gives the reader a glimpse into
the foolds inner thought s, inthawhblecsdked shickemn m t r a
and the second into a full loaf of bread. These illustrations once again align Feste with a system

which rewards labour and wit, in which his own skill set might one day allow Feste to indulge as
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heavily as do the knights whoreh ent ert ai ns, as opperewangt o |11y
system which keeps the aristocracy in their privileged social positions and does not allow for

upward social mobility.

One would expect Feste, as the fool, to embody the spirit of festhain which
Twelfth Nightis situated. On the contrary, Feste is often both morbid and morose. Many of his
songs in Shakespeareds comedy concern | oss an
subject matter you might expect from a foolidgra holiday. For example, in Act Two, Scene
Four, he performs a song for Orsino that begi
(2.4.50). It is difficult to live, even temporarily, within the liminal space of festival time with any
kind of merrment when one is constantly being bombarded with reminders that time will
nevertheless catch up to you. |l ndeed, another
up this mantle of embodying the spirit of the holiday. Vawpiains thafi h o | i udlgig ther i t
seventeenth century were increasingly appropriated by the monarchy and upper ranks for elite
purposes and enjoyed privately instead of com
in the relationship of the wealthy to festival timgyravatization of festival time that is very
similar to the more general privatization of time by the aristocracy which | discussed earlier in
this chapter. Vaught not es t Wavesthatfalowtheflawerm u s i
rankstovendi scontent during a ITwetith Nightdeesphe eltecod of mi
appropriate the motifs of festival time in order to quell the rise of ambitious members of the
lower classes. More specifically, she suggests that Sir Toby takes upon tin@selé of Lord
of Misrule within Oliviadés household, a role
(100). He does so to wreak havoc upon the lives of his friends, such as the hapless Sir Andrew,

and of pretentious servants, such as Malv@io.r Tobyds adoption of the
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cry from the more traditional function of the Lord of Misrule, which was to critique those in
positions of power and comment wupon societyos
existingclass t ruct ur e, t hen TweitipNightgmas emak easn dSiLi 6 Boby
commandeering of the role of Lord of Misrule all the more disturbing, since it suggests that the

fool must do so within an environment in which even the socially acceptable modklssof

defiance have been quashed by those in power.

Although Feste seems to have very little trouble finding a place for himself alongside the
aristocracy, other characters in the play are less successful in navigating the space between
master and sermat . Most noteworthy of these is OIliviac¢
his station, chastising Sir Toby and Sir Andrew for their rambunctious behaviour despite the fact
that they are both of much higher social standing than he. Indeed, in Ac6¢are Three, after
Mal vol i o attempts to silence the knightsd | ou
him in his place, sneering fAiArt any more than
virtuous there shal |23402104)df Mal\wliobeliaves himselftabed al e
in any way superior to the boisterous Sir Toby and his friends, he is quickly dispelled of that
notion. Sir Toby firmly reminds him of his title of steward, a position which does not grant
Malvolio the powetto order noblemen to be quiet. But, more than that, in asking if Malvolio is
nt Aany moreodo than a steward, he bitingly hig
it truly is. Despite the holiday in which much of the social order is overturned, so that the
nobleman does not hesitate to dance with (and eventually mavaijiag-woman, Sir Toby still
asserts his authority over Malvolio. In doing so, he makes it clear that underneath all of the
festivity, there is still order, just waiting to be returned to. Whatever he might represent within

Ol i vi abs e s tthe stracture bflihe plgy, Malvoliotadtsras the central point through
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which other characters affirm the class system. Indeed, the scene in which Maria drops the
forged |l etter to trick Malvolio takesergntl ace i
pathways converge, each one neatly cordoned off by hedge wafi9)92 locating the prank

against Malvolio at the site where these four paths of hedge rows meet, Li places the steward as
deep within this constructed space as he can possibly the, ery centre of the garden.

Gardens, like apple orchards, are constructed spaces in which humans intervene in the natural
landscape for their own edification. However, while orchards serve the purpose of producing

food, gardens are valued primarily their aesthetic beauty. As such, a vast, carefully manicured
garden such as that found on Oliviads estate
Throughout the manga, the garden comes to represent two key characteristics of the upper

classes: exas, in the form of ostentatious statues (114), water features (26) and gazebos (132)

and leisure, in the form of hammocks (106) and tree swings (it1$possiblethereforethat

Li mi ght be commenting upon Malyplacingtresdteswade | at i
in the very heart of this garden during the prank scene. In fantasizing about improving his station
through marriage to Olivia and allowing hi mse
efforts to make that fantasy a reality, IMaio reveals that, far from endeavouring to exist

outside of an oppressive class system, he is perhaps more deeply enmeshed within it than any

ot her character in Shakespearebdbs comedy.

I n her chapter fAPerformance amedtokaddapt ati on
presenting Malvolio as a sympathetic character and the revenge plot against him as tragic.
However, Appignanesi and Li use their setting design and the space of the comic book page to
lend some menace to the character once more. Howeveddlseyin a way that stresses that it

is not his desire to transcend class boundaries that makes the steward threatening, but instead that
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Mal vol i ob6s cruel nature makes him someone to
example, the manga emphasizes filalvolio already thinks himself superior to everyone he

meets, regardless of his lower station. In the panel in which Maria explains that Malvolio
believes himself to be so full of fAexcellenci
offers a ful-page illustration in which Malvolio is looking into a mirror and the reflection

peering back at him reveals how highly he views himself. Adorned with a crown, and an elegant
jacket and scarf which are or namegreatlgfdmihis t h | e
real i ty. Li even includes the onomatopoeic fAb
smile, a term which also speaks to the idea of ostentatious displays of wealth through jewellery

and other accessories (Fig. 3.11). Thiagmthus implies that an elevation of his class position

would not truly change much with respect to how Malvolio relates to other individuals, since he

is not at risk of looking down his nose at those who were previously his social betters once his

own stuation improves. He already does look down his nose at them, even as a steward. The

manga also adds a new element to the danger posed by Malvolio which has nothing at all to do

with his social standing by implying that he presents a physical threatvia.Qlihile

Mal vol i ods interest in Olivia could easily be
his social status, in the manga the steward is also presented as physically desiring Olivia. On

page ninety four, as Malvolio fantasizes about vithabuld be like to be Count Malvolio, and
Ol'iviadés husband, he desbcerdi,b easn dl elLai véisn g |hl eurs tarsa
leering, his eyes narrowed, his moustache curled, a bead of drool hanging down from one corner

of his mouth, astheiage of Ol i viabs cleavage floats abov
Petrarchan, selfhdulgent love of Orsino, or the patiently devoted love of Viola, but something

much more lascivious, and in turn much more threatening, as there is quresast threat that
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Mal vol i o might act upon this desire, perhaps
steward does appear to physically pursue the countess later in manga, in the scene in which he
presents himself to Olivia in yellow stockings and crgadered, approaching her with his arms

open, so that Oliva is forced to hide behind a pillar to stave off his advances (135).

Along with using set pieces such as a mirror or pillar to indicate the threat Malvolio poses
to Oliviaand all thoselivig i n her estate, Li 6s il lustration
comic book panel, adjusting the viewpoint 1in
he wears nightclothes and a cap in the earlier scolding scene, which makes him look&xblish
to Sir Toby who is still fully dressed, the scene in which Malvolio dreams about becoming rich
and powerful through marriage reveals a much less benign side to the steward. As mentioned
above, on page ninefpur (Fig. 3.11), Malvolio imagines himgeh his new life, preparing to
scold Sir Toby for his rambunctious behavior and to assert his authority over his-lagwv in
this fantasy image, Malvolio is dressed in fine, lavish clothing, with rings on several of his
fingers and a cruel smile uporships. He is sitting atop a chair as though it were a throne, and
the viewpoint of this surprisingly sinister image is such that the reader has the impression of
looking up at him, as though the reader, like Sir Toby, has been forced to kneel befdrgisim.
image thus forces the reader into the very same class hierarchy which the steward presumably
aims to defy by becoming Sir Tobyds soci al be
which Malvolio poses ifwelfth Night then,is not the fact thate pursues social mobility, but
that he does so in a manner which enforces the social hierarchy. When he lectures Sir Toby and
Sir Andrew for their rambunctious behavior, Malvolio actually brings up the issue of class before

Sir Toby do e sults Sir TdbyandsSir Andraw by accusing them of acting like

Atinkersodo and Acozierso despite their aristoc
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issue with the fact that he, and everyone in lllyria, are divided into upper and lower classes, bu

rather that Sir Toby and Sir Andrew are behaving in a disorderly manner that is incongruent with

their elevated social positions. Furthermore, as Vaught explains, Malvolio is displeased with his

own position within the class system, not with thefadtthas uch a system exi sts
dissatisfied with his own place in the social hierarchy rather than the exploitative system itself.

His desire for social mobility does not lead him to object in an egalitarian fashion to the

hierarchical structurdtat oppresses otherso (Vaught 250).

| earlier discussed the presence of airplanes and unicycles within the steampunk world
which Appignanesi and Li have created for theirelfthNight Anotherpiece of technology that
might seem out of place in the madgas n i Rcentusy settinghs the elevator that serves as
somet hing of a focal point in Oliviabds estate
functions in the manga. As is common in steampunk, the elevator has visible gears, which aligns
it with the steanpowered nineteentbentury technology that gives the genre its name. Along
with these gears, the elevator also has a display above it with an arrow which indicates what
floor the elevator is on. And finally, above this display, there isalsoge clock, which marks
Olivia and her household as part of the wealthy upper classes who have the new, privatized
relationship with time which | described abov
encourages readers to understandthees at or as being closely tied
of class and social movement, and indeed a close, critical reading of those scenes in which this
set piece appears, and the way in which the characters interact with it, offers a great deal of

insight i nto the mangads commentary upon these t

As noted above, Sir Toby, as a member of the aristocracy, proves to be quite anxious

about ambitious members of the lower classes who endeavour to raise their stations, and the
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elevator is an excellentsaal metaphor for this very kind of upward social movement. It is
noteworthy, then, that the elevator is heavil
arrival back at the estate of a veryiviacross Ol
against him, the fool manages to appease her, and the scene ends with Feste riding the elevator

up with the countess. Meanwhile Malvolio, who had been walking alongside Olivia in

anticipation of joining her in the elevator, must instead bow his hesebjoiously and walk

away to greet a caller at the gate. As discussed earlier in this chapter, Feste takes part in both the
pranks and the revels of the comedyébés aristoc
other hand, finds his ambitions tarted and even cruelly used against him, a development which

is neatly foreshadowed by this brief HAstage a
wave from inside of the elevator only rubs salt in the wound, and again hints at a theme

suggested eker on in this chapter, which is the promotion of a social model which does away

with hierarchies and instead rewards wi't and

Similarly, partway throughthe manga, Sir Andrew enters with all of his luggage in tow,
prepa ed to | eave Oliviabds estate now that he re
have him(125) Sir Toby endeavours to convince him that he must best the page in a duel in
order to win Oliviabés admir atarebnttal, SWiTabphout gi v
forces Sir Andrew into the elevator, presumably sending him back up to his room, with orders to
compose the letter of challenge. Since he is already a member of the upper class, and not
attempting to rise from the status of a servarkle Mal vol i o, how are we tc
forced elevator trip? | think this moment in the manga highlights the rather ambiguous nature of
Sir Andrewds soci al standing within the play.

aristocracy, SirAndrewisevert hel ess frequently the butt of
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there are multiple levels of power and privilege within the aristocracy as well. Take, for example,

the early scene in the manga in which Sir Toby encourages Sir Andrew to dance,tooky t

him into dancing right over the edge of the water fountain (33). Consider as well the
aforementioned duel, in which Sir Toby wildly

to terrify his friend for his own amusement. And of course, SiryTaontinues to lie and promise

Sir Andrew that he can win Oliviaés hand, all
Sir Toby to spend his vast stores of money. S
when he call s Cléncaddindted (5 hke. V6 )y, da&lvso chall en

members of the upper class are more intelligent and better educated than the rest of the

population. In other words, both Sir Toby and the audience derive great humour from Sir
Andrewds meeitl snpei ebybdbs expectations of the ar
in the elevator simply emphasizes just how constructed are such categories and the

characteristics associated with thafe might imagine Malvolio, who is dignified to a fault

would be a much more appropriate recipient of the social climb which the elevator represents,

and his visible disappointment upon being turned away certainly implies that he desires it. But

i nstead, Mal vol i ods hopes a&shertofithesexpecthtionswfthi | e S
both his c¢class and his gender, and who has vo
society, is physically forced into it. Steampunk aims to challenge the idealization of progress as
something which is always lineanéisomething which is always positive, and in this clase

would suggest that the motif of the elevator does exactly that: it problematizes the idea of social
progress by defamiliarizing it. The manga uses this stearipspked imagery to present

progres in a visible, tangible way rather than allowing it to remain an abstract idea. In doing so,
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it makes it difficult to ignore the unfairness and perhaps even arbitrariness of who is granted

wealth, privilege, and a place within the upper strata of soaretywho is denied.

Conclusion

In The Practice of Everydaife, Michel de Certeadiamously distinguished between
space and place, suggesting that Aplaceodo refe
which can be perceived at any given time. ASp
defined through human practices anerattions. Nancy Lindheim uses the example of the
theatre, which she arguesisaplasech e not es t hat whesizzafmstage,si |y ¢
the position of wardrobe shops in relation to dressing roomfgdhton of a theatre within a
givencityo ( 6 79) , 1fuis traastoametpiritoea space through the engagement of the
actors with the stage and set pieces, the relationship of the actors and the audience, and so on
(679 Appi gnanesi and L iméefith Nibhtoluysahe hbetweensthese &avo e
concepts by showing how the places we inhabit are reflected in the spaces we create, and vice
versa. The physical and social structures we inhabit shape the relationships that define the spaces

we create, and these relationships in tofluence how we engage with those structures.

This chapter has endeavoured to show that Appignanesi and Li demonstrate the
complexity and fluidity of social spaces in the Manga Shakespgeakth Nighthrough both
t he mangaods i | Ihnogh thea tise af thesspace of tmegoméc pate. Viola is
physically juxtaposed with her twin Sebastian, with whom she shares a physical resemblance but

whose behavior differs greatly from hers, and Sir Andrew, who shares her lack of skill in combat
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and réuctance to fight, despite the fact that these traits were considered effeminate and thus

much more acceptable in Viola than in the kni
suggest a separation of gender from the physical and biologidetrmavhich have been used to
define it. At the same time, through Malvolio
placement at the crossroads of hedge paths when he discovers the forged letters and his
eagerness to ride the ornateelevitar t he second fl oor of OIlivi abs
present the character who is perhaps the most vocal about defying the class structure as

nevertheless the most deeply ensnared within it.

Throughout the manga, technology such as airplanes evat@ls, designed to allow for
the movement from one physical place to another, becomes imbued with a secondary meaning
that allows it to represent movement through social spaces as well, such as those defined by
gender or cl ass. ibhs thesetechnologienfrequentlydail. iFdr éxangple,r a t
Feste crashes his plane (which | earlier prop
both an outsider to the upper class but also one whose livelihood depends upon their patronage),
early onin the manga. Similarly, the unicycle which is meant to represent the careful balancing
act he must maintain between offering insight and giving offense ends up itself being a source of
great annoyance to those he meets due to the incessant squeakihifj gaduces. The manga
thus problematizes our efforts to organize and navigate these social spaces. While we have tried
to manipulate these social spageshe same way in which we manipulate physical places to suit
our needs (and indeed we have evedtto justify the construction of social categories by
suggesting that they have a basis in nature), this method is both ineffective and damaging, since
social spaces are much more complex and much more fluid. I have shown that Appignesi and

Li 6 s anb afthése eifats is particularly effective in the comic form, since the steampunk
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motif suggested by the presence of this technology encourages readers to be mindful that they
are themselves operating a piece of technology, that of the physical egak¢hholding. The
operation of this technology is a great responsibility, as it creates the reader as an active
participant and collaborator in the delivery of the narrative, rather than a passive audience

member.
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Shakespeare in the Gutr:

Adaptation in Shakespeare Comics

Introduction T (Re)defining Adaptation in The Sandmarand Kill Shakespeare

I n previous chapters | have noted the comi
engage in more focused character studies (as in the Manga Shak&speaccand Juligts
well as broader social commentary (as in the Manga Shake§peelfehNight). In this final
chapter, I will consider two examples of c¢comi
comment upon the exercise of adaptation itdédil Gai mands gr aprheé ¢ novel s
Sandmarpremiered in 1989 to great critical acclaim. In fact,iisee which will be the focus of
this chapter, entitted Mi d s u mme r Nvasgtvarde@dsthe DVorll &antasy Award for
Best Short Story in 1991, before the committee voted to change the rules so that drdgdext
short stories were eligible in fuiyears (Lancaster 7JAnthony Del Col and Conor
Mc Cr e Kill Shéksspearseries premiered just over a decade later, to much more mixed
reviews. In a letter published in online magaheeding CoqglShakespeare scholar and actor
Kimberly Cox has oy criticism for the project, accusing Del Col and McCreery of neglecting to
study the texts they set out to adapt and of alienating potential readers of Shakespeare. However,
in the same articl e, Shakespear eyandraacwma aBred

Aexciting to reado and praises Del Col and Mc
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develop another stoiymu c h | i ke Shak e s mdeedrdespit thel differéndesih n s o n)
their reception, what both these works have inmom is that they deviate much further from

Shakespeareds texts than the Shakespeare c¢omi
presenting an interpretation oThe®andmaaodKilShakes
Shakespeardrawupon SAk e spear eb6s characters, themes, ani

an original narrative.

Adaptati on owork, lobckuess, pothemg nevd, whether in plays such as
Tom St oRopeacradtdand Guildenstern are Deadn films such asdirecor Gi | Junge
1999teen comedytO Things | Hate About Yda modern reimagining dfhe Taming of the
Shrewandd r ect or Andy Fi c k nsahrefdss Xdnea@aptdiaamefwelfth o me d y
Night). A great deal of scholarship has been devoted to examining these same theatrical and
cinematic adaptations. F o r HamtetamiRdsenc¢rantz and Mar e a
Guildenstern are Deadl'ransformations and Adaptatiorihe author uses the skdrtheme of
transformation as a way anfd @©Sltaopipmg dSbsa lkasampd art
conversation with one alTheRodtfeminist Mgstigna: Feminismy , 1 n
and Shakespearean Adaptatiod@Things | Hate about YandShe'stheMap Jenni f er
Clement is critical of the ways in which these film adaptations flatten out the complex themes of
gender and sexuality which they carry over from their Shakespearean source texts. This chapter
will contribute to the scholarly coevsation about adaptation by suggesting dfsatilar
scholarlyexamination of Shakespeare adaptation in comic books can offer a new entry point into
guestions that have long concerned Shakespeare scholars: How do we define adaptation? What

distinguishesdaptation from production? How do we measure the success or validity of an
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adaptation? What must be preserved in order for an adaptation to still be considered

A S h ak e s\WhataespersiBilities do adaptors have to their source texts? To their audience?

In the introduction to her bodkhakespeare and the Problem of AdaptatMargaret
Jane Kidnie suggests that part of the difficulty in pinning down a definition of adapttaios
from the fact that drama | s euntersectosoftextandei ng 0
performancedo (7). Drama exists, fomsandiher wor d
thereforeHamletor King Learcannot be found in a single text, or even a single performance,
against which all others are judged for tHilelity to that original. Instead, what Kidnie refers
to as fAthe worko is constantly shifting, cons
theatrical productions. Shakespeare corsigslarly exist in the murky space between two
forms: textand image. The narrative Kfll ShakespearandThe Sandmais not located solely
within the text or solely within the images. Rather, text and image work in tandem to tell their
story in a way that neither could accomplish alortes Thapter wiltherdore suggest that
looking at adaptation in the unique medium of Shakespeare calsadsas the potential to raise
a new set of questions around adaptatitmw might comics, with their prominent place within
popul ar cul tur e, s peakmodans&ietg?Mhergpde we stuatsthosewn p
comic adaptations which maintain a | ooser con
discussed in this chapter, within the literary tradition? Within the theatrical tradition? Within the
comics traditim? How do the original narratives presented in these adaptations engage with and
comment upon these traditions? Does the process of decentralizing the authority of the

playwright differ in the comic, as opposed to theatrical or cinematic adaptations?

Il n examiniAgMiGhd mmameérs HinghDé$ DCoéakihd McCr

Shakespearseries as two examples of adaptation in Shakespeare comics, this chapter will focus
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upon one element which these comic adaptations have in common with stagecamatici

adaptations, that of the decentring of the traditional authority of Shakespeare and his texts within
the work, and one element which perhaps sets Shakespeare comic adaptations apart, that of their
multimodality. In doing so, this chapter will argtiet the authors and artists of both series are
aware that what they are doing is something new, and part of their respective projects thus entails
the legitimization of their efforts by marking out a space for Shakespeare comics within
adaptation. Thisnoves to be a complicated and mildtyered endeavour. While bogh

Mi d s ummer Niagdhhekdl Shak@speassaries challenge the centrality of the

authority of Shakespeare and his texts within their adaptations, both series nevertheless also
feature the playwright as a character and make frequent allusions to his dramatic works.

Although they seHconsciously daw attention to their place within the comic book tradition,

both series also very deliberately claim a space within the theatrical tradition through frequent
gestures toward performance and early modern theatre history. These seemingly contradictory
movesreveal that, in order to mark out a space for Shakespeare comics within adaptation,

Gai maAn®Ms dsummer BHingdhDeés$ Do¢é aldinStakddpedlecaesr v 0 s
must establish their credibility in four distinct realms: as Shakespeare, as atdap&tomic

book, and finally, as performance.

Decentring Shakespeare in Adaptation

In their introduction tdRemaking Shakespeafeascale Aebischer and Nigel Wheale

emphasi ze the instability of Shakesmpeareds c
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productions of Shakespeareb6s wor k wild/ al ways
contemporary theatrical practice and patchyrecords of early modern stagings, between
twentyfirst-century culture and contexts and those in which Shakespeas writing, and

bet ween todayés editors, directors, and actor
Atextual traceso of Shakespeare | ef®B).liah his q
Shakespeare productions entailwhat Jefey Mast en refers to as Adi a
between twentyfirst-c ent ury Areproducerso and Shakespear e
degree? At what point does a production cease to be a production and become an adaptation?
Aebischer and Whealert at one characteristic which could potentially distinguish adaptation

from production, and that is the decentemfghe authorityof Shakespeare as playwright. They
allude to productions fAthat use [ SHantespearebd
ideological negotiations that are often more relevant to their immediate context than to
Shakespearebds plays themselveso (3).nadln other
simply update a source text and translate it for the stage or skratead, it reshapes and even

displaces that source text, sometimes to the point that it is nearly unrecognizable as Shakespeare.

Certainly, ThesSanima@aid m®ed s Co |l KilnSHakedmpe@led eer y 6 s
deviate quite dramatically from Shakesmeas we know him, retaining only a very loose
connection to their source texts. Both series fredueeimagine familiar lines from
Shakespeareds canon, either by hafremthogeitr hem de
which they are spokeninShals pear ebés text, or i n some cases
different character entirely. However, both series also introduce Shakespeare himself as a
character within their narratives, which at first glance might lead one to question whether a

decentringof the playwrighd s  a u lhak, i fact,ttaken place within these adaptations. On the
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contrary, it is largely through their incorporation of Shakespeare as a charactathatna n 6 s

The Sandmaand theKill Shakespearseriesdecentreghe authority of he playwright by
presentingtongusn-c heek r ei maginings of Shakespearebs r
series thus offer a commentary upon the changing place of Shakespeare and his texts within

modern adaptations, playfully depicting a Shakespeacehah, quite literally, lost control of his

creation.

In The Sandmaissue entitedA Mi d s u mme r NIaipdnfrequentlyDecyclasm
canonical Il ines fr om Sh adsamgaresafc@ninenting uparytheof t h
pl aywright 0s r e.lPebablptmesnbst gignificant ekamgle oftlais fdem of

allusion occurs at the end of the issue, when RGlmodfellow delivers the famous final lines of

Shakespeareds comedy, in which he implores th
think but this and all i's mended: that you ha
(Epilogue 14). RobinGoodf el |l ow | i kewi se delivers the epi

However, Gaiman defamiliarizes this epilogue in a number of wiyis adaptationFirst, he
presents two Robin Goodfell ows, one being Dic
companywh o i s merely acting the role for the pl a
Goodfellow, who sneakily replaces Cowley halfway through the produdtianlines between
fiction and reality are thus bl ur rteodndariégsr ougho
highlights the impossibility of maintaining complete control over a fictional world, since it does

not exist in isolation but is influenced by the real world in which it is created. And of course, the
opposite is also truédt. is thissecondB®bi n Goodf el l ow who delivers t
adaptation, steilg the words Shakespeare has wriftarhis fictionalversion of thegpuck and

making them his own. Furthermore, instead of delivering these lines to the audience of the play
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within the comic,he delivershis epilogue outside of the context of that fictional performance. He
appears instead to break the fourth wall and speak directly to the reader, as if to suggest that it is
the story we hawamicpnd sot Shakespeao s G@li anémn 6whi ch we
dismiss as nothing more than a dream if it has made us uncomfoBdbla.k e s pear eds ¢ ha
has thus broken free from the constraintthefpp | ay wr i ght 6 s comedy to com

shape a work written long after his death.

Ihnot her cases, Gaiman repurposes canonical
bestow upon them new layers of meaning, as a way of illustrating that although the playwright
himself is long deceased, his words are living organisms that are shapestzaged by each
new generation of creators and adaptors. This
Ga i maami s a lineof dialoguethat Robin Goodfellow delivershortly after the
intermission of thelay-within-a-play. The real fairy queemitania has spent the intermission
enchanting Shakespeareds son Hahahopdthathewih f ant
join her.As theperformanceayets underway again, Hamnet tries to tell his father about the queen
and everything shieas pronised himand Shakespeare promptly dismisses him, so focused is he
on the progress of the play. In the very next panel, we see the puck standing upon the makeshift
outdoor stage, exclaiming, ALonpydThesewadsowf ool s
seem just as relevant as a commentary upon Sh
danger to his son as they are a commentary upon the action of the play and the chaos into which
the four lovers in the forest have descended. Since these lirer e al so spoken by
Robin Goodfellow, who has replaced Cowley in the production by this point, theyweahe
read in a third way, as the puck revelling in how easily he has fooled everyone into believing that

it is still Cowley behind the ddin mask. Indeed, he even fools Shakespeare himself, who notes
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t hat ADick Cowley acts well tonight .np) have n
Gai man thus defamiliari zes tdhbwackntestpaacimbeidgs wor d
them wih new layers of meaning, in order to show how little control the playwright has over

how his text is received and understood across tim#oing so, he also reveals the creative
potential for which the mut abi lisistill potentiblfoSh ak es p
creators to uncover power ful and unexpected n

centuries after his death

Kill Shakespears i mi | arly revisits and reimagines ¢
famous plays in order tendow thenwith new or deeper meaning. There are several examples in
which the series gives tli@miliar lines of a character from one play to another charécer an
entirely different play. Thiseattributioncan be used for humour, as in the scenkhim Fool
Doth Think He is Wism which Falstaff, in pointing out the brothel he and Hamlet are
approaching, quips AAyY, noeavctheref ashamde bteo t Hat
| amentation AAy.67)inHameeamehse fATbobd@iBquyl not to
Fal st aig, théreforelniallugion to aolemnspeecHrom a tragic play, and the humour in
this moment irKill Shakespear@erhaps comes from the discrepancy between the tone of that
emotional moment ilamletand the light, bawdy moment in which Falstaff calls back to it.
WhileH a m| sgpeeéhsis concerned with existential questions about justice and the afterlife,
Falstaff s famously concerned with earthly matters such as food, drink, and women. By
reworking this line and reattributing it to Falstaff, then, Del Col and McCreery divest it of some
of its former weightfreeing it from the tragic circumstances to which Shalaspeas formerly
bound it and giving it a new meaning which, a

for its humour, is nevertheless all theirownu r t her mor e, Fal staffds pun
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is familiar with Haagétdthéphrase and he (abogrweh the oréatonsin  u s
of Kill Shakespeajas comically responding to it, demonstrating the need for Hamlet to

periodically shed his sombre demeanour and enjoy himself. In fact, | would suggest that, i
connecting the two chariaes in this wayKill Shakespearallows for these two characters to

of fer a comment ar y .Falbtaffista chiracter kootwrhfer hi®gtuttohyaandl i n g s
his lust for life, while Hamlet is a character who deprives himself of every joy assbesively

mourns his father and seeks revenge for his murder. VKiliBhakespeargthe interactioa

between these two charactérad them to the discoveof something like a middiground

between thet wo, equally indulgent, ways of | iving.
enjoy himself on occasioas it is Falstaff who encourages Hamlet to take part in the festivities

in the seventh issue, where he dances with Adriana and seems to ergelf ilmmensely (159
161).Mearwhile Falstaff, perhaps inspired by the value Hamlet places upon justice, ultimately

gives his life for the Prodigal caudas last words to Hamlet reminding thefdked prince that

Al forgave your weeadk nneisnsedia siataddvayyhatGairpaa dogso n
with Shakespeareds words, then, Del Col and M
respond to and learn from one another in order to suggest that they are not complete as they
appear i n tthxg bupdreangtead in @ donstant state of becoming, with each new

actor or artist who interprets them imbuing them with new mannerisms and new motivations.
Furthermore, these actors and artists who int
preMous interpretations as they do so and are often inspired by or even respond to these earlier
interpretations with their own. Characters in a dramatic work are therefore not solely the product

of the playwright, nor does he or she maintain control overthoge characters are embodied in

performance. Instead, these characters are the result of a continuous processes of collaboration
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between the playwright and each successive actor or artist who breathes life into the characters

that he or she creates.

Therepurposing of lines is not always used for comic effect, howevesue ninels
That a Dagger | See Before Me? Romeo states that nJThslinest was
repurposedrom Romeo and Juliéts f amous bal cony slamsowrthei n whi
|l ight that breaks through Julietds balcony wi
However,he si mpl e change Kif Shikespeardranmticdllyaltesstheo nc e 0 i n
meaning of this |ine amrdawheatt eirt. rSehvakelsy ealr ®w
Romeo for whom Julias the sun, is impulsive and lives only in the present, with little thought
to the consequences of his actions. He allows one youthful romance after another to become his
entire reason for being, tinit results in his untimely deatlill Shakespea@ s Ro me o, f or
whom Julietwas oncehe sun, is much more reflectiaad learns from the mistakesto$ past.
He has redirected his youthful passion and devotion to a new, loftier cause, that of egljio
leading a holy army. While thereviouse x ampl e uses Fal staffds estab
give a new, humorous twist to a formerly tragic line, thew, me o 6 s redmagingssai o0 n
familiar | ine from Shakes pwDRelGnléasd MpGreery hages a wa
reshapedhis character. In both cases, the authotsilbbShakespeare r eat t he pl ay wr i
not with reverence, as a work of genius that must not be touched, but instead as something to be
experimented with and respondedRat her t han retelling the narrtr
plays, the creators of théll Shakespearseries tell an entirely new narrative starring
rei magi ned versions oknowns characters.fin d@ny aok eksColaradr e 6 s

McCreey | end their voices to the ongoing convers
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dramatic works by presenting this exercise as one of collaboration between the playwright and

the adaptors rather than one of preservation.

In its efforts to decerditizethe authority ofShakespeare as playwright, tid
Shakespeare er i es al so makes frequent use of intert
conversation with the broader literary tradition to which he belongs. This intertextuality is
evident for example, inrhe Fool Doth Think HelsWise i n t he manner of Mac!l
clear reference to Montresords murder of his
AThe Cask of Amontillado, 06 Lady Macbeth and R
This referencalludestoavor k t hat came wel | alusservesaS& a k e s p e
reminder that the literary tradition to which Shakespeare belongs did not end with him, but
instead carries omis influence can be seen clearly in the work of those who came after him, as
is evidenced by the fact that this manner of killing of Macbeth fits so seamlessly into
Shakespeareds myt hol ogy an Kil8hakesiearzct r e enma go unt
of Shakeapeareélswever, at the mrfleemedan i me, Poed
adaptation of Shak e sMakethweadss ,wrdietstpeint ec etnhteu rfiaecst
short story. Del Col and McCreery thus problematize linear understandings of the literary
tradition, those which understand it as only moving indirection. Not only do older literary
works influence the creation of newer works, but newer works also have the potential to change
how we approach or understand those older works. Del Col and McCreery thus further
decentralize the authority of the playwg ht by showi ng that Shakespe:
literary tradition means that his dramatic works are not a definitive statement, but are instead part
of an ongoing conversation, one which began long before Shakespeare was awnitindpich

continues enturies after his death.
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Some other examples of intertexualitykil Shakespearallude to works which were
publ i shed within ,Shrakweagleiamr g 6tsh eo winn ft tullmeen c e o f
upon his writing One such reference occurs in ibgue entitledcSomething Wicked This Way
Comesin a harrowing scene in which Richard learns that Hamlet has escaped during a raid.
After being told that his man Hastings is to blame for this unfortunate turn of events, a furious
Richard punishes Hastingsy gouging out his eyes, all the w
eyes did betray me. Your faithless eyes enrage me. Your careless eyes have cost me. Your
wretched eyes offend meb3). Notodly isthis aldireqt allusorkto t h e m
perhaps one of Shakespear e sKingnea,inwhichut al scen
Cornwall and Regan blinGloucestein this exact same manner, but the words Richard speaks
as he commits the horrifying act are themselves a separate allusion itdittaé lassge which
states, Alf thine eye offend thee, pluck it o
plays,Lear perhaps most of all, are deeply concerned with the nature of vision and the moral
responsibility of individuals to approasfsion critically. The biblical passage, one part of a long
string of prescriptions given from Jesus to his disciples regarding how to liteausi life,
similarly presents he i dea t hat one must t akeasimgefE ponsi bi
distractiors so thatonecan, as Lear is constantly implored to slee betterThe first known
performance oLearwas in 1606, an®ichard lll is believed to have been written somewhere
between 1592594. The King James Bible, from which the languagéebiblical allusion in
this scene is taken, wéisstpr i nt ed i n 1611. Unl i ke the earlie
Amont i thénadhotdi s i nstance very Ilittle time sep
with which they are being placeddanconversation. The religious values conveyed in the King

James Bible already exerted tremendous influence within English culture while Shakespeare was
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writing, and the biblical reference here thus
shapedbpnd often responded to the culture in whi
part of a continuing literary conversation, as l illustrated in the previous paragraph, but this

biblical allusion highlights the fact that it is also part of a continaudtural conversation. Just

as new |iterary developments can retroactivel
wor ks, adaptations of Shakespearebds plays oft
new cultural or historical developmentsieh the playwright could never have anticipated, and

increasingly with entirely new cultures from that in which Shakespeare was writing.

Similarly, in the issue entitletWh at 6 s P a s ,tHamlet thréws a dojoy gidoator
Faustusat the enchanted dagger that attacks imran effort to knock it dowrMa r | owe & s
Faustus, like this scene lill Shakespearegexplores the steep price one pays for acquiring great
power, through the fateful b athr tigeaevih higsbukin pl ay 6 s
exchange for tremendous magical power while he lik@¢sShakespeal@s v er si on of th
playwright similarly comes to regret using magic to create the world depicted in his plays and is
weighed down by the heavy cost of wieldingls tremendous powefaustuswas, of course,
written by one of Shakespeareds contemporarie
here further decentres Shakespeare in his own canackbpwledginghat the playwright did
not write in a vacuum, kunstead worked within a community of playwrights, actors, theatre
managerspatrons, censomnd so on, all of whom would have played a role in shaping his work.
While the two allusions discussed above empha
taken on additional or expanded meanings over the centuries since they were first written, as a
result of new literary and cultural developments, this final example of intertextuality

decentralizes the authority of the playwright by drawing attention to teenek factors that
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shaped Shakespeareb6és work while he was writin

Shakespeare who nevertheless had an impact upon his writing process.

Considering the variouséd WMagsumnmnOrdndmgghbot h
theKill Shakespears er i es rei magi senSbadespeareldsl tenxge
centralityand authoritywithin their adaptations, it seems an odd choice that both works also
feature Shakespeare himself as a charaktbtidsunme r N i g h présents Bhakespeare
as a struggling actor and playwright who travels with his theatre company, the Lord
Chamberl ainds Men, and performs alongside the
while Kill Shakespear@resents the playvwght as an alpowerful figure who creates the world
of the comic series and all of the characters who inhabit it before abandoning them and going
into hiding. Both of these representations of Shakespeare would seem to place him in a central
role withinAMi d summer Niagdkit bk 5 h adapsaipoesdowevér,d will
show that these comics represeStiakespeare inraannetthat allows them to explore the
relationship between the playwright and his work, reimagining the work as somethinglagrterna
the playwright and over which the playwright often has very little control. In this way, the
introduction of Shakes preesSanedmaaesies and Deh@otaadct er i n
Mc Cr e Kill Shéksspearseries is actually one of the most effee means by which the

authors decentralize Shakespeare within their adaptations.

In Men of Good Fortune t he t hirt eent hThe SaslmaneriesftheNei | G
reader is first introduced to Shakespeare as Will Shaxberd, an actor of middliegsswbo
dreams of becoming a playwright. He sits at a table with his friend Christopher Marlowe, who
has read over his first foray into playwritin

feedback, when it comes, is less than encouragiisgcriticism prompts Will to exclainto
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Mar |l owe, AGoddés wounds! | f o n | Hesdoncondegsesdhatwr i t e
he wishes to be a playwright becabhse s gr eat est desire is fito giwv
on | ong after np)&m adraddi ({gGgahimanf ri endds own
implies that he would engage in a Faustian bargain to see this desire realized. His lament attracts
thei nt erest of Morpheus, the seriesé6é tiMeal ar Sa
of Good Fortunesees Morpheus taking him aside, his arm wrapped around the struggling

pl aywrightos waist, as he quit akabooi hiosnots | v exp
until several issues later, 8 Mi d s u mme r Nhatghe teéddsr leBrmseha outcome of

this conversation: the playwright and Morpheus have, indeed, made a bargain, in which Will

receives the talent and acclaim he desiresjrareturn he will write two plays for the Sandman,

the first of these being Shakespeare@As early
Mi dsummer NiTheptayssthem) are piesented as existing independently of
Shakespeare, with Morphewssf er ri ng t o him as a fAvehicle for
term Avehicleodo to describe Shakespeare sugges
Shakespeare as |l ittle more than an etheggty vess
than a skilled author with agency over the text who makes deliberate choices in constructing the
narrative. It is the stories themselves that have all the powdrersandmaras Morpheus

insists that At al e4ruths that wikkmderawhen mere factstate dustsarida d o w
ashes, and fp)Ilgaherovords@lere lm aomething essential in stories that
survives even when Shakespearebdbs words are | o
and places. Even though Skeakeare himself figures as a charactés en i m adaitagion oA

Mi dsummer Nihgisthetetore deceataeadrfrom the play in just the way that

Aebischer and Wheale describe.
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To further emphasize this decentring of Shakespeare a u withimTTh ¢ ySandmanoés
adaptation, the focus & Mi d s ummer Iiegshpgo®d ShakEspeara onthe play
Shakespeare has written and more upon the circumstances in which this particular production is
staged. In the beginning pages of the issue, the charactdie much of the venue at which
Mor pheus has chosen to have them perform the
(Gaimann.p). Shakespeare comments that this seems an odd choice of venue, and Morpheus
returns that, on t h evasatheatre baforgyour idd¥eamdtethiS s Mo un
i sl andon.n).GkenMarpheus clarifies that he means not before the arrival of the
Normans, but before the arrival mimans Gaiman once again playfully decentres not just
Shakespeare, but humanity mbreadly, by suggesting that stories have a life outside of the
humans who share them and that, in faste form oftorytelling might even predate
humanityWh at 6s mor e, Wendel 6s Mound can be read a
Shakespeare feats in a number of his comedies. It is a space cut off from civilization and far
removed from the structure and constraints imposed by culture. By association, then, so too is the
performanceoA Mi d s ummer Nhich takedptacelhere. 3hmat Shekge ar eds pl a
breaks free of his control in this green wor |l
the fairy audience who arrive at Wendel 6s Mou
members are not beholden to the order impogdtliman culture but instead belong to the
natural world, as indicated both by the way in which they are illustfasedhe of them look like
hybrid animals, some look like living greenérand their lack of familiarity with cultural
artefacts, with one a@ience member having to explain to his neighbour that the humans are not

here for them to eat, but are instead about to put on a show for them (Gaiman n.p.).

149



IndeedGai mandéds adaptation is often focused mo
inaugural pedrmance oA Mi d s u mme r Nhamgithigupos théplag isati. The
audierte, composed of the fairy kirajmd queenAuberon andritania, along with a number of
their subjects, is certainly like none for whom Shakespeare and his company have ever
performed before. These figures are often disruptive throughout the production, talking loudly
over the play and offering a running commentary upon it in much the same way that the
charactersoA Mi d s ummer Nammént upas thé®proewetion Bframusand
Thisbei n t he playodés final act. Not only idbo they
audience members also frequently critijue playwrighdb s r epr esent ati on of t
they challengbotht he I dea of Sha@ k@pgiingup thepdssibiliyghatmis u s
work might be flawedandhis authoritywithin the work, since they are thebgects about whom
he is writingand therefore know his characters better than he does. For example, when the actor
playing Robin Goodfellowigves the | ine, Al am that merry wa
retorts from t he a uddnigezondotally-blobdy-psgchotiecménaceo- gi ggl i n
life-andl i mb, more | i ke it, o implying that Shakesp
edges and has failed to accurately depict the true depth of his wickedness (Gajnan
Similarly, at the end of the play, Auberon himself tells Morpheus that the story of the play,

Aalt hough pleasant, is not tmpe. Things never

Auberon and the rest of the faeries theref
benchmark of a successful production, and one at which Shakespeare has failed. Historically,
productions of Shakespear adysane wayyosheirtfideNtye b e e n

toanoriginaiki n t hi s case, Shakespeareds texts. Char
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of Shakespeare, Considered with Reference to

warned that stage productiomsb Shakespeareds plays of their @

such is the instantaneous nature of the impressions which we take in at the eye
and ear at a playhouse, compared with the slow apprehension oftentimes of the
understanding in reading, that we aréragt only to sink the plawriter in the
consideration which we pay to the actor, but even to identify in our minds, in a
perverse manner, the actor with the character which he represents (254).

However,The Sandmadoes exactly what such criticismvarn against, creating a greater

remove between Shakespeareb6s source texts, hi
Nowhere is this more obvious than in the castingof Mi d s u mme r Ofictiphat 6 s Dr e a |
producti on. | f L atSHekKespeavegerfarmange causes therawdience th a
identify in our minds Athe actor with the cha
coincidence that Shakespeare himself plays the role of TheseusGai mana adapt ati
character who has no pamtnor agency over the strange events that occur in the waéhof

the forest irtheclimaxo f S h a k e s et msteadasts gqnly as witness, listening to the

account of the four young lovers after they have safely returned to Athens theomneixtgn

Il n the case of DKllShakesdeareamtlte otvec amdetleer y 6 s
playwright is notably absent until the ninth issue, entildetthat a Dagger | See Before Mefe
has gone into hiding, cutting himself off from his creation, althdugimame looms like a dark
cloud over the proceedings of the first eight
plays, a world which has | ong since fallen ou
Shakespear eds vi | braeagesto distoged whbrg thePlaywhgatisdidiigl |
Richard and his accomplices schemadquireS h a k e s magia quél ansl use it to reshape
t he pl awovdto sgittheidosvn interests. Richard tells a wary Hamlet of a prophecy that

the prin@ will be the one to lead hiand his army to the playwrigptn d enl i st s Haml et
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realizing his ambition. Meanwhil e, a number o
and the jovial Falstaff, lead a rebellion against Richard. They attenspnvince Hamlet to he

themstop the tyrannicating by persuadinghakespeare to come out of hiding and take back
control over hi s c rTheaSandmagnn whithrShakdspeard iqiniti@dlg i man 6 s
presented as something of a hack playwvirgttil his bargain with Morpheus, Kill

Shakespearthe playwright is held up as a divine figure who even has holy orders of religious

extremists dedicated to fighting in his name, led by none other than Romeo Montague (204).

However, whi lkespe@alamersttatshis ®drda do not have the power to inspire
dreams, as his friend Marl oweds do, De l Col a
the very power that Gaimands craves. When Ham

Shakespeareas become a cynical drunkard wiefuses to interfere any further in the world he

createdandevemi nt s t hat it would have been better h
qguill'] I turned a heaven i nt o(229).Theeplaywrightl wi | |
wi || | ater go on to say that, in giving |Iife

villainy, avarice, greed, jealousy, hatred, murder. And much as | tried, | could not alter these
choi ceswieperév8ligd. n t he process of creati on, Del

Shakespeare has now given up on the world he wrote into being.

This is a Shakespeare, then, who struggles wvitiertainty regarding theort of
relationship an author ought to have with his weaksingquestions that have long concerned
scholars of Shakespeare in adaptatidow central should an author be within the fictional
world he or she create¥?hathappens when aauthorloses control over this creation aihd
takes on a life of its own®hat hgpens to that creation when factors such as time or multiple

retellings place a great distance between the work and its atithough Shakespeare the
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character at last decidesaocepta central role in the world of his creationkill Shakespeare

taking up arms alongside the rebels, he does se@améc series whicteschews the text and

pl ots of the histori cal plaSdstahkee sppleadamichisg hdtrGasma t i
characters into brand new situatiombe creators oKill Shakespearg¢hus invest this moment in

the series with a great deal of irony, since the world in which the fictional Shakespeare accepts a
central role is thus far removed from the wosldich the historical Shakespeare created,

although it is no less engaging for being Barough their fictional Shakespeare, thBel Col

and McCreeryresent their own answers to the above questions regarding adaptation, arriving at

a conclusion whicleontrasts greatly withthatd€i | | S h avemignpiahe playarghin
alowingShakespeare to surrender his position as t
instead understai his works as part of a larger cultural tradition which isagisvbuilding off

itself and responding to itsetine does notcauseh e wor | d of Shakespeared
intochaosasitdoess a result of t he finkKiltShakespadre Shakespe
Insteaddoing scopersS h a k e s p e aupt® Hesv creadve possibilities and allsvt to

continue to play an active role in that cultural conversatsrl. have noted in the previous

chapters, decentring the authority of the playwright allows new adaptations, such as those in the
Manga Shakespeaseries, to speak to cultural and social issues which may not have been as
pressing in Shakespearebdés own time and to eng
playwright could not have conceived as he was writingthermore, | will show in thishapter

that decentring the authority of the playwrig
and respond to |iterary and cinematic works w
death.Indeed, Del Col and McCreery cite a number of otheremecent, sources of inspiration

behind their gr aphi dTheloawofehe RisgsSpidedVan, theixMen, ki en a
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Joe Sacco, Mi cheal Chabon, Star War s, Tom Sto

(Gentile 141) are all placed into convédrsaon wi t h Shakespearebds dr ama

Ultimately, the eas @he8antinteand/bel Golandb ot h Gai ma
Mc Cr e Kill Shaksspearean create distinct characters, both of whom are nevertheless
instantly recognizable as the playwright Shakespespeaks not just to the decentralization of
Shakespeare within adaptations of his plays, as | have illustrated above, but also to the
malleability of Shakespeaiehis body of work, and also the playwright himself. As Annalisa
Castaldo notesinherati e, fAONo More Yielding Than a Drea
Shakespeare ifhe Sandman, t h e WillinuShakespedre that exists within the modern
cultural consciousness has itself become far removed from the truth of the man who lived and
wrote in Landon in the sixteenth century. The playwright has instead been reimagined as a sort

of legendary, timeless figure:

Just as the plays are, in popular culture, rarely presented as just texts, Shakespeare
is rarely presented as simply a writer. Ratheistahaped and interpreted by

cultural forces, so he is always modern but always eternal. His personality can
become a representative of some key cul
vision of self. (Castaldo 95)

Numerous films and novels habuilt up mythologies around the early modern playwright.
Director John Madd$hakespeark b Qd§resestscacShakesgearawda,

pl agued by a desperate cas konedandvluligstherésslt bl oc k
of an illicit affair with a noblewoman who is engaged to anothermarRo |l and Emmer i c h¢
film Anonymougplays upon a prexisting mythology eoundShakespeare, which is the

conspiracy theory that he did not truly write the plays attributed to him. The filrarpises

Shakespeare as a drunken oaf who extorts money from Edward de Vere to keep his secret that

he, the seventeenth Earl of Oxford, is the true author of the plays for which Shakespeare is
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credited. Il n Geof frey Tr @uaferéréasonfyrstpuiblishedand ul t hi
1940, Treaseb6s fictional Shakespeare al so bec
eye for acting talent, Shakespeare takes on two young apprentice actors who end up uncovering

and foiling an assassination plot agai@Queen ElizabetAisCa st al d o 6 showavdr,i c|l e n
the historical Shakespeareds | ife was much | e
have evidence of a practical man who did not make enemies, was generaligaedethnd

retired ear | y o The $dandmaand® et Gol at@dMcCGeea niall Shakespeare

similarly disregard many of the historical facts in order to craft their own versions of the

playwright. And this, | would argue, is perhaps the most effective way in which Shakespeare as
playwright has been decentred from his bofiwork. By creating multiple Shakespeares, in the

same way that there are multiplamletsor Lears The SandmaandKill Shakespearseries
trouble the direct |link between author and wo
canon to a single, lfred idea of the man who wrote it. By inserting Shakespeare himself into

the realm of fictionGaiman, Del Col and McCreefyrtherdilute the relationship between the

historical Shakespeare and his dramatic works by building thgoaura ofnystery alrady
surrounding the playwright and the circumstan
works from their ties to their original author and leaving them open to the possibilities presented

by adaptationln doingso, these works decentrali&hakespaa e duthority as playwrighby

allowing his own characters to speak back to him, while paradoxically reinforcing his importance
within the literary tradition by showing what an effective and inspiring collaborator the

playwright continues to be, even cernés after his death.

Adaptation and Multimodality
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Throughout this dissertatiphhave speculated aboarhat, if anything, might distinguish
adaptation in Shakespeare comics from adaptat
screenPerhaps one of the ways in which adaption in Shakespeare comicsigliifieits unique
use ofwhat Fischlin refers tstermediality but which comic scholars more frequently refer to
as multimodality To put it more simplymultimodality describesrt thatengages multiple forms
of communication. This adither exists in the space between unique media practices or else
synthesizes them in order to generate new forms of represerftatonlin 34). In the case of
Shakespeare comics, whiexist at the crossroads between performance, text, and visual art,
readers are engaged in a different kind of seeing than that in which they participate at the theatre
or the cinema. Rat her than exper aeomndangf Shake
moving action and spoken womaderexperiencghemthrough a series of static images,
ordered in such a way as to convey a progressing story, and accompanying written text, without
which the i mages al one ¢ o uAdagepmductiondalsomrigh t he ¢
more ephemeral and moves quickly from one line to the next, with the image on stage changing
nearly every second as actors move about the set, thereby limiting the amount of visual detail an
audience member can take in wittad given performance. The audience of a comic book, on the
other hand, can linger upon any given image that catches their interest or quickly brush past

images they deem unimportant to their experience of the narrative.

In his introduction to the anthmyy Outerspeares: Shakespeare, Intermedia, and the
Limits of Adaptationeditor Daniel Fischlin notes that one of the saffects ofmultimoddlity
upon adaptation is that the relationship between the source text and the adaptation can become

even more healy obscured, asultimod al i ty f oregrounds fAthe mediu
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source, with the medium more definitive of th
example, he points to those who watch the 1999Tém Things | Hate About Yoeferenced
earlier in this chapter, wit hoTheTamiegiofitte awar e
Shrew Both The SandmaandKill Shakespearéo selfconsciously draw attention to their

nature as comics. However, | cannot necessarily agree with Fischlantbascuring of the

source text always takes place. On the contra
knowledge of the source texts for granted, making totmgpabeek references that require
familiarity with Shak eactve kurtlednsre, thesaamicsi n or der
acknowledge, rather than obscure, their place within a long theatrical tradition by making

frequent allusions to performance and the theatre.

Through its incorporation of the character of Morpheus, the titular Sandd@arma A 6 s
Mi dsummer Nisgfbonsgiesushbr eami t s adaptation of Shak
comics traditon Al t hough Morpheus himself i s Gai manos
Sandman has actually appeared in multiple different guisesghout the history of DC
Comics, long before Gaiman first conceived of his grebrehking series. Created by writer
Gardner Fox and artist Bert Christman, a version of the Sandman was first introduced in the
1939editionofNew Yor k Wor | ,dDbG anthaogyr He Gepaniastise adigo of
crimefighter Wesley Dodds, whose superhero disguiskideda gas mask to protect himself
from the sleeping gas he used to subdue criminals. In 1974, Joe Simon and Jack Kirby created an

entirely new charactevith the same name, ithe Sandman #1

This Sandman didn't seem to have any other name, or any occupation other than
wearing a gaudy costume and fighting evil. His headquarters was a place called

AThe DreamHD® meange of alldhestrangeawordda s 1 ncl u.
people visit in their sleep, which he w
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Dream Streamd Hi s assi stants, a couple of wugl
came straight out of nightmarés literally. (Markstein)

AlthoughG i mands Mor pheus i1s a distinct character
ahumancrimé i ghter but the i mmort al Lord of Dreams
nods to these previous incarnationsPlaying Housethe tvelfth issue ofThe &indman

Morpheus discovers that his servants, Brute and Glob, have created a Sandman of their own

inside the dreams of a young boy, whom they could command. This Sandman wears a red and
yellow costume with a red hourglass emblazoned across the chesisungarly identical to

Simon and Kirbyods design for their 1974 Sandm
they first attempted to build a mortal man named Garrett Sanford into the new Sandman, but the
strain was too much for him and he took éwen life. Dr. Garrett Sanford is the name eventually
given to Simon and Kirbyds SandmaSeasontbfar act er .
Mists which is the twentgixth issue offhe Sandmaseries, the god Odin shows Morpheus a
vision of Fox and Christmands inaugural versi
t hat he fAhas some of your [ Morpheusd] essence
Dodds 6 Sandmaonr itnh ee xkcehya ntgoe Hel I , whi ch has rec
possession. Indeed, Morpheus is the protagoniStafi m adaie8, svith Shakespeare featuring

as a minor character in only three issues, making it appear as though Shakespeare is intruding

upon tke world of comics, rather than it being comidsich areappropriating Shakespeata.A

Mi d s ummer Nijtlehssué whiclbis teedarus of this chapter, Gaiman introduces into
Shakespeareds world a charact ercsunibeseand a r eco
all ows him to interact with versions of Shake
well as with Shakespeare himself. In doing so, the series certainly makes the énium

comic booki definitive of its unique adaptaton8fh a k espear eds early comedc
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Al ong with Gaimandés incorporation of char a
tradition, the illustrations by artist Charles Vess highlight the medium by asmgntions
unique to the comic book in ordergetthet one and direct the reader 0s5s
Gai mandés. nareg ause eof speech bubbles in order t
to the genre, for exampl e, and Asmhensoeedparliery a c
inthisdapter,pr t way t hrough Gai mano6s Af iMé tdisamanleir z eNd gf
Dream the puck Robin Goodfellow himself takes the stage and replaces the actor Dick Cowley,
who is meant to be playing him. He disguises himself behind the mask Coagldeen wearing
to inhabit the role, only removing it near th
epilogue(Fig. 4.1) Outside of the context of the production, the speech becomes menacing, with
the puck slowly disappearing into the klauntil all that remains visible of him is a row of white
teeth angjlowingr ed eyes, as he cl oses the speech with
And Robin shall r en.p)t The argarazationnofitise GpedciGhabbiesahere
contributes tothe creation of a menacing tone witlin epilogue which was formerly benign in
Shakespeareds source text, as each word of th
bubble, standing alone, stark against the black background. This atiitte, when combined
with the puckés menacing expression, suggests
that this speech bears within it a concealed thfdas suggestion is confirmed in the very next
panel, which is entirely black. The pulcs vanished, though the menacing atmosphere of his

final speech continues to linger upon the page.

This final black panel is only one of many examples in which artist Charles Vess uses the
structure of the comic book page in order to make the genrdralqeart ofA Midsummer

Ni g ht 6 s adBptagoaAndthernotable exampleid Mi dsummer ®&Ns ghploads Dr
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page(Fig. 4.2) Asplashpageisafgl age i |l l ustration that acts as
identifying the title of the issue drthe names of those involved in its production (Rhoades 286).
However, the splash page far Mi d s u mme r Ndegnottagpsar ad thefissnhpage of

the issue, as is usually the case, but can instead be found several pafeie ithe delayed

spla$ page is a convention used throughbue Sandmaseries, in the case 8f Midsummer

Ni gitednms it i s particularly effective in tying
into the |l arger series and e ngorics genrgtidepgitst he ad
the arrival of Auberon and Titania, hamdhand, followed closely by their train of subjects. In

other words, the splash page does not signify the beginning of the issue, but instead marks the
arrival of the audience and the begmy of the performance that takes place within the issue.

Within the comic, then, the splash page visually separates the fictionalized first performance of
Shakespeblir d a8 mmer Komghe préparatibnrtratgracedes it, in much the

same wayhat the raising of a curtain does in a theatrical produdtidiscussed above the

different ways in which adaptations endeavour to decentre Shakespeare the playwright within the
work. In placing the splash page where he dods inMi d s u mme r mMNhdgnhusinps Dr e a
Auberon and Titania as its subject, Vesssents the portion of the issue which focuses upon
Shakespeare and his company as prologue and sends a clear message that this is not really
Shakes pear eldsteadshy implyng that theastorly really begins with the arrival of the

fairy train, the splash page redirestth e r eader 6s attention toward N
the fairy kingandqueems t hey watch ShakespelaMidsuinmerpl ay t o
Ni g ht 6 shusBeleoasniously draws attention to itself as a comic boabutdh its use of

the splash page, a feature unique to the form, while also stretching the bounds of how this feature

is used. Thostamiliar with the traditional comic book structure will recognize the unusual
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placement of the splash page several pageshetissue as a deliberate narrative move intended
toemphasize the placeAf Mi dsummer Hisglbhés pBreéamf Mor pheus
within theThe Sandmaseries, rather than its place within a tradition of Shakespeare

performance and adaptat.

Kill Shakespearsimilarly makes the conventions of the cofnaoka crucial part of its
storytellingby varying the panel arrangement in order to defamiliarize the very act of reading
Throughout the series, the panels are usually ordered froto lgjht, top to bottom on a single
page. However, there are a few places, suah e third issueThe Fool Doth Think He is
Wise in whichartist Andy Belanger switches to havitigg panels ordered across two pages in
what is referred to as a spre&atcing the reader to adjust his or her usual practice of reading
(Fig. 4.3) This switch takes placeat key moment i n t hseenenahicthes 6 pl ¢
Falstaff confronts Hamlet about the trust he has put in Richard, and the two chaeiua¢es d
guestions of perspective and appearance. Falstaff insists that while Hamlet thinks of Richard as
nobl e and refers to him as Athe rightful rul e
Richard dliberateo f r dypmuchworsehovotidan igveas keforeteer | 1 er
arrived. Indeed, the reader knows that Richard made a show of telling his men to be merciful
while Hamlet watched, only to order a slaughter once Hamlet was out of the town (42).

Furthermore, this spread also depittte moment iKill Shakespearén which Hamlet learns

that there is aecondeading of the prophecy about him which contradicts the one about which
Richardhastold him. While Richard tells Hamlet that he is prophesied to find and kill

Shakespeare, Félaf f expl ains that Aprophesy can be re
believe that Hamlet wil/ be Athe one to retur

protectoro (69). Haml et i1s thus Iraphetytat o deci d
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believe, and which of these memRichardor Falstaffi to trust. It is fitting, therefore, that in a

scene centred upon questions of appearance and perspective, the reader should be forced to

change his or her own perspective and momentarjiysathe way he or she follows the panels.
WhenBelanger offers mother diversion from the usual reading or viewing experience in

a later issue, entitted h e P | ay 0 lse doedt so ina Way thaf allows the experience of the

reader to echo the chatacdevelopment taking place in the scene itself. In this sttamelet

and Juliet find themselves in a house of mirreech panel surrounded by an ornate frame, self

consciously drawing attention to the comics convention of presenting narrativesgigsate

panels, while also mimicking for the reader the experience of looking at a wall of mirrors (Fig.

4.4). Hamlet confesses to Juliet that he has not been truthful with himself or others about what

his father was really like, and that far from beingevand generous as a king, the way in which

Hamlet chooses to remember him, his father was rash and suspicious of all, including his own

son: Al spilled blood for a father, who saw m

defeatoh@ps2)Cl aRéei usd murder of King Hamlet w

tyrant, and Hamlet has failed to see it for what it truly was. Whether consciously or not, Hamlet

suggests, he made the choice to remember his father in a particular way, avbickided him

down the twisted and troublesome path upon which he now finds hitsglénly in

acknowledging this choice that Hamlet can begin to move past it, to become the hero of

prophecy that Juliet and the rest of the Prodigals believe him fmlet, for her part, admits to

guilt over convincing Romeo that death was preferable to not being together, an act which she

now describes as motivated by youthful Ansel fi

it led Romeo to take his own lifghen he believed Juliet to be dead. Once again, on a spread

which forces the reader to temporarily alter the way he or she reads, | Shakespear eods
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characters similarly learn to look at their own circumstances in a different widil. In
ShakespeareBelanger thus plays with the comic book convention of the panel in order to insist
that readers be aware not just of the narrative being presented to them, but also of the way in
which that narrative is being presented, just as Fischlin suggests. Readdlawstiong

carefully or else risk confusion if they fail to notice changes in the ordering of the panels, just as

Hamlet and Juliet suffer the consequences of failing to read their own situations critically.

Like The SandmaissueA Mi d s u mme reamNhelgilhShakespe&rseries also
situates itself within the comic book tradition through references texpsting comic
franchises. To begin, artist Andy Belanger t a
well-known comic book protagongstin his notes at the end of the Backstage Edition, Belanger
describes the process of developing character models for ekah oOf | S h arkandegroea r e 60 s
and villains, and he refers to iGhshigduywhoas t he
can flip from being clever, gentlemanly and calm into a violent, brutal raging soldier in the blink
of an eyeo (Bel anger ) .Sh&espearinagazing, writer Amthamyn i nt er

Del Col draws parallels between the character Hamlet and DC Csiapte Batman. Like

Bat mands alter ego Bruce Wayne, Del Col not es
and is on a quest for revenge and is very con
worth Iivingo ( Tho makill Smakeppeardelp td make sudh tonredtiona t i o n
explicit. For exampl e, Kagan TNhceL ePd dabysd(Big.at vheer Tfh

45)isihian homage t o t HacanneXyenttiddr ¥y L @ o)vTeiscovarf p .
with art by John Byrne, h a $ ant iemigated comitslcavels fi o n e
ever publishedo ( Ri-Mes whorappeartphaye.beed amthe lan, stanth e X

caught in a police searchlight, the wall behind theweced in wanted posters bearing images of
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their fellow mutants. I n McLeodds cover art,
who stands before a wall of wanted posters, each one bearing the name and image of one of the

prodigal rebels: Harsl, Juliet, Falstaff, and Othello.

Uncanny XMen #141was part of thegrourd r e a ki ng f Daymglotleef Futur e
which opens onto a dystopiduture, until a middleaged Kitty Pryde volunteers to have her
consciousness sent back to teemage bodin the modern day. She doesis@rder to warn the
X-Men abouthe disastrous futurthat approaches and give them the opportunighemge it
before it happen®y creating a visual link between this particular issue an&ith8hakespeare
series, the , MclLeodds cover art not only references
covers for one of the most waédhown comic book plot linesf all time, ensuring that theisual
allusion will be effective for the largest possible number of readers, &lgbidraws parallels
between the XVen storyline and the project in whithll Shakespearés itself engaged. Within
the narrative, the Prodigal rebels similarly find themselves in something of a dystopia, ruled by
the tyrannical King Richard. They platteeir hope in Shakespeare being able to rewrite history
in order to set the world back to rights, in the same way that Kitty Pryde andMes X
endeavoutodoini Day s of .0utside oféhe maaadivie, the writers and artistKiof
Shakespea&create a bridge between two disparate time periods, in much the same way that
Kitty Prydebdés consciousness acts as a bridge
present day. In collaborating with Shakespeare through adaptation, Del Cot@neley reach
back i nto the past. I n introducing Shakespear

new medium, they likewise pull the playwright into present day.

While it is true that both  Mi d s u mme r  BErd théill Bhakedpeaesaian

draw attention to their place within the comic book tradition, they do not do so at the cost of
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obscuring their relationship to the works which they adapt. They might remove Shakespeare

from his central role within these adaptations, in order tothemselves space to tell new

stories, buttheyalsoa ke t heir readerdés familimrity with
Gai m&n ®™M$ ds ummer Naregxanplée, on tierogeaing page of the issue,

Shakespeare is approached by William Kemp, whiteXy proposes some ideas to punch up

the playdés comedy: AHow would it be i f | were
t hen, | could sit on it, ngluThosefgmiliBravith Ar mi nés s
Shakes pe ki d 8§ 8 mmeneamiWill gnmedidtslysB e parall el s bet wee
eagerness here and Bottomdéds eagerness in the

actor directs the director, Peter Quince, instructing him how best to go about announcing his
castingforthei next production: AFirst, good Quince,
names of the act or 4.2.78x And thenpas the casting ts anncancegdo i nt o

Bottom expresses a desire to play nearly every role in the new play. Having been cast as

Pyramus, a |l eading role, he then insi242s @ An
43),onlytogoontodemand a few | ines | ater, to be cast ir
play the |lion too: I wi || roar , 1.2598%0t Thé wi | | d

allusion in the comic adaptation runs even deeper, however. Those familiar witmeddgn
theatre history will recognize Kemp as the actor who is believed to have played many of
Shakespeareds ear | i erMuchlAdowbogt Nothindiamde inbw® Do gber r

Gentlemen of Veronand of course, BottomiA Mi d summer KButlphiled s Dr eam

famously had a falling out with Shakespeare a
scholars believe Hamletds advice to the playe
than i s set 3.d8vam whoserhunotr & socove( tbp as to distract from the
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pl ayés more serious moments, is directed at K
to Kemp i A KBadmamdser Nighd olki Oriemsmi st ence t hat
the |Iines and | es tmannbp)thuabemmes much mofe@amusiygavheda ( Ga
one is familiar not only with the play being adapted in this issddefSandmarbut also with

the history of the early modern theatre.

Kill Shakespearsimilarly contains allusions to its source textsavhi t ake i ts r ea
knowl edge of Shakespearedés canon for granted,
to recognize and understand these allusions in order for a particular scene to be most effective.

For example, in the eighth issue of texies, entitted our neys End ithe Lover so
comic presents readers with a revers&Rofmeo and Juliéts f amous bal cony scen
Juliet stands beneath a balcony and professes her love for Hamlet, in the same way that Romeo
does forJuliet n S h a k e s p drRigr4e6pVBhatimakasghesangment in the series so
poignant, however, is that its visual tosi mil ar
stand out all the more starkly. Romeo and JulieRomeo makes his declaratiof love after

one whirlwind meeting with Juliet. In fact, Juliet herself expresses her fear that things between

the young | overs are moving too quickly: Al h
too unadvised, -160)dHosvedeéeno JU2i 2t DdS9Killourtshiop
Shakespearanfolds much more slowly, so that by the time she finally makes her profession of

love to the prince, it does not feel impulsive, but instead a natural progression of the intimacy

which has slowhbeen unfolding between the characters throughout the first eight issues of the
series. Furthermoreyhile Juliet isoften presented a®ung and inexperienced Romeo and

Juliet, and thus perhaps unequipped for the romance she enters into with Rondabetiod

Kill Shakespear@as spent years as the leader of a rebellion, and has come to know herself and
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what she want s: il have bottled these dr eams

the past to force me to be alone withnooneelseehwi my present tino be wit

(@)

much the same way that Appi gnRomeoandJdetd Leong
reimagines Juliet as a young woman who is aware of the social structures that confine her and
consciously works against them, herethj uxt aposi ti on of Shakespear
Col and McCreeryobs allows their adult Juliet
speaking back to her younger self and reflecting upon the mistakes she made in hehgouth. T

growth that Juet has undergone, and the empowering message of this scene that results from

that growth therefordoses much of its force if the reader is unfamiliar viRth me o and Jul i e

original balcony scene and unable to draw these comparisons.

The enchanted dger which attacks Hamlet and Shakespeare during their confrontation
inKi I I S h aringhsspue|aaTha & Bagger | See Before Mg another example of an
allusion which adds a deeper layer of meaning to the scene for those who are familiag with th
play being referenced. In this case, the floating dagger is a reference to the stadesihin
which the Scottish thane contemplates killing
the midst of agonizing over his decision, he spies aatdtgating in the air before him, which
he reads as a sign that he should kill the ki
However, the question remains as to whether he has really received supernatural guidance, or
whether Macbeth only sees inglomen what he wishes to see, in the same way that he misreads
the witchesd6 three apparitions | ater on in th
mar shall 6st me the way that | was gedBhg, [/ An
which would suggest that Macbeth acts of his own free will, having already made up his mind to

kill Duncan and even conceived of how he would go about the wicked Heedsualallusion
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of the dagger ifill Shakespear¢ghusput s t wo of Shakespedandebs most
andMacbeth i nt o conversation with one another. Ju
is ambiguous, so too does Hamlet wonder if the ghostly appaottiois father which he sees in

t he pirktacyistinleed revealing a truth to him, or if it is merely a way for him to justify
ad i ons he already wishes to take: fAthe spirit
hath power / Tbéassume&//7aBymlestashggt Bhapappali2t 2o
Apl easing shape, 0 Hamlet could easily be refe
message. | f Hamlet indeed finds the ghostodés a
has more in common than one might think with Scottish thane who seeks supernatural

justification for his violent intentions.

In bringing these two plays together through the allusion to the dagger, hottiver,
Shakespearalso renders the question madamlet and Shakespeare are interrujpyethe
enchanted dagger as they debate over whether or not Shakespeare will leave his seclusion to help
the Prodigals defeat Richard. Shakespeare insists that the Prodigal edesaligloomed
because they have chosen their leader so patelcribingHamletasia bl i ght ed pri nc
brings deat h t o.Thdplaywdaghevenmassotfar as do ingi? thas, although
it was Claudius and not Hamlet who killed the
the moment his seed took haldh t hy mot h e ITlisss awaverfulometiexdual? ) .
moment, since the fact that these biting words are spoken by Shakespeare, the playwright who
created Hamlet, emphasizes Hamletds nature as
predeterming within the literary work. Hamlet will always die avenging his father, every time
Shakespearebds tragedy is read or performed, |

because that is what the story dictates must happen. At least, so Shakesgease blelwever,
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Hamlet disagrees and insists that stories can be rewritten, including his own. As Shakespeare

laments that the world he created is in a miserable state, Hamlet endeavours to talk sense into

him by insisting that this chaos is notinevitableand it is i n the playwri
AYes, thy world is flawed. Yes, thy world is
tragedy outstrips comedy. And yes, thou canst

speaks for Del Cand McCreery, who are engaged in doing exactly thitlirshakespeare

reshaping narratives so wéhown as to have become inevitable in the minds of readers and

audience members and challenging that inevitability through the words of the very character

whose fates they reimagine. In this sense, then, Del Col and McCreery emphasize, through

Haml et, the importance of understanding Shake
are tainted by the intervention of adaptors and performers, butdretesomething more fluid,

as works in progress which are constantly changing shape in order to continue to be able to speak
effectively to new time periods and new audiences. Even fictional worlds require maintenance,

Kill Shakespearseems to suggest, else they will eventually cease to offer the social

commentary, catharsis and entertainment for which they were intended.

Along with allusions that enhance the reading experience for those familiar with
Shakespeareds dr amat i chistarg, bokhG a ia ma# Midlshnerier per f or
Ni ght 6anldr ®&da&m Col kilhShakddme@acknewledgd their source texts
through frequent references to the theatreOf cour de Mi Gaummeds Ni ght 6s
includes a playwithin-a-play, asthenaart i ve i s constructed around S
performing his new play Ao fMitdhseu nsnaente Nsedigrhet. 6 sS hlar
contains one of his most wédhown examples of the play withaplay trope, the scene in the

final act in whch the Mechanicals perforRPyramus and Thisbe | n Gai manés comi c,
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is given a number of glimpses behind the scenes of the fictional production, detailing the work
involved in staging a play in the early modern period. For exampéapoww of panelsnear the
beginningofA’ Mi dsummer NiQGhabdlsedDréasnsd art depicts
into their costume@Gaimann.p.) One r equest soingl@prhe eatkfshistress p i n
while the other adjusts his wig and turns to Hamnettlaadirst actor to ask how it looks. This

moment acknowledges the early modern law prohibiting women from acting upon the stage,
leaving boy actors to play all the female roles. Similarly, Hamnet must whisper a prompt for
Shakespeare when he seems to fiargotten his opening line upon first seeing the bizarre

audience whom Morpheus has invited to watch the play. This moment draws attention to the fact
that the actors are not speaksppntaneously bure instead reciting lines that have been

written forthem, lines which they have memorized and rehearsed in their efforts to embody their
characters. ThrougA Mhdsumoene nBHsoeiphasizesattad s a m
ephemerality of the theatre, since there will always be mistakes and missedalies in

performance, but they will never happen the exact same way twice. Once this particularly strange
production is over, it can never be replicatedhis way, Gaiman seems to bridge the gap

between the theatre and the comic, since the comic als® smaething of this ephemerality. No

two readings of a comic will be identical. Each reader will move through the text and images in a
manner and at a pace which can never be reproduced, not even by that same reader, as he or she
pauses to linger on diffent images or notices new details in the illustrations or the arrangement

of the text that he or she might have missed in previous readings.

Del Col and McCreery similarly use the trope of the plathin-a-play in order to
acknowledge&K i | | S h a Maeeswithena theatrisal tradition. In the seventh is3ie,

Pl ay 6 s tHamdet himsalf is thrust into the role of the murderous leoith Feste and Sir
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Toby Bel ch 6 sThepMurded af GdnZzagdinec i fmi usedfthe playvithin-a-play

motif also draws on the reader §mthé senmethativwer i t vy
are aware that the play into which Hamles farcibly been cast iKill Shakespearés the very

same play with which he dametinsthemonolegyepnovhien Cl a u d
he | ays out this plan, Haml et states that he
by thevery cunning of the scene / Been struck so to the soul that presently / They have

procl ai med t hei r -5m6a Readers dfitl Shakespearevfio3are famibad with

this moment in the source text will therefore anticipate that that Sir Taby dhe st e 6s pr odu
of the play wild.l |l i kewi se reveal a charactero
Hamlet to confront some truths about himself and his father which he has been avoiding, in the
enlightening scene with Juliet whiclliscussed abovén my earlier discussion of Alexander A.

Bl umbés il lustration f olamktheoteCHow Blusnilagyessthe!l | ust r a
kingébs murder and the Play Scene by offering
earyonhn t he manga, to accompany the ghostds des«
doing so, Blum transforms the later Play Scene into an uncanny return to the earlier murder, as
opposed to an approximation of an offstage event to which the audienae dthemaccess. |

argued that this choice forces the reader into the same predicament of inevitably failing to act in
which Hamlet finds himself throughout Shakesp
position of superior knowledge by whichwexcaj udge Haml et 6s met hods o
guilt and how Hamlet acts on what he learns in the Play Scene. Del Col and McCreery similarly

|l ayer their own version of the Play Scene ove

in this instance, #hscene is an uncanny return for Hamlet as well.
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Li ke Blumdés reader s, Del Col and McCreerybo
superior knowledge to that of Shakespeareds e
begins to question the lefls and motivations which guided his desire for vengedgéorcing
Haml et to inhabit the rohkKi bf Sbaiagwgthi®ar ends de
play, Festeforcestheprincee o0 | ook at hi s adifferent light. RHamtitbis mur der
comes to the revelation that his father was not the wise, noble ruler that he remembers him to be
and that, perhaps, his uncle Claudius is not as villainous as Hamlet wishes to imagine him.
However, Del Col and Mc Crtrattdigrdpts thelimecitabfecygle r et ur
of murder and revenge which characterizes Sha
unable to participate in yet anotheramactment of that fatal scene, and instead dramatically
removes himself from the produati. The scene ot 0 n z apgréoi@nancen Kill Shakespeare
is presented in baefo-back twepage spreadd-igs. 4.7 and 4.8)n images which position the
reader as a member of the audience, looking up at the stage. The reader thus shares in the
a udi eshockenvben Hamletbruptlyruns off the stage, a moment which carries more weight
since it takes the form of a disrupted theatrical production. In watching a stage performance, the
audience and the players enter into an unspoken contract in which thecauagrees to take
painted backdrops for sprawling landscapes and the manufactured soundfeffatiping
hooves for horsedn other words, the audience agrees to suspend their disbelief and lend their
imaginations to the production, so that the aatarscreate believable worlds onstage. When this
contract is broken, for example by an actor breaking character and rushing off the stage, the
result can be quite jarring. In this single momébglieve that creatoiSel Col and McCreery
not only draw aention tok i | | S h a Maeeswithenaa theatrisal tradition, but also to their

own task of disrupting this tradition.
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Conclusion

I n his article ARecent Shakespeare Adapt at
DouglasLaniersuggests that the process of adap8hgkespeare intonewmeddi a pr oces s
of reciprocal legitimatioa  ( ,tHbodigh which an element of popular cudtus granted
authority or legitimacy through its association with Shakespeare, while being introduced into
popul ar culture I ends Shakespearebds wor ks an
However, what this chapter has endeavoured to shdhat the process is even more
complicated than Lanier imagines it. Since adaptation in Shakespeare comics is relatively new,

Gai man, Del Col, and McCreery must establish
These authors and the artists withom they collaborate must establish their works as
adaptation as opposed to production by removi
di stancing themselves from the authority of S
At the sane time, they seek legitimacy as part of the Shakespearean tradition through frequent
references to Shakespear eb6s dTFhaBaadmaandkWor ks. M
Shakespearseries must also establish themselves as worthwhile comic settes iown right,

which they endeavour to do through sathsciously drawing attention to the nature of their

medium and making connections with established comic book characters and plots. Finally, since
Shakespeareds wor ks | andperformanced, these Shakespeare dommi¢c we e n
adaptations must establish themselves as working within a theatrical tradition, by making

reference to performance and early modern theatre history.
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The fact that the World Fantasy Award committee was so displeageh at Gai manoé s

comic book series could win a prestigious literary award that they had to alter the rules to ensure
that such a thing could never happen again, or that scholars such as Kimberly Cox could fear that
Del Col and Mc Cr e etepotergial reazlerd oeShakespegré, suggedtsitoeme a
that there is an imbalance, that the appearance of accessibility and appeal which the comic genre
lends to Shakespeare is not equal to the authority which an association with Shakespeare lends to
the comc. However, this chapter has shown that it is not useful to think of the relationship
between Shakespeare and the comic genre in such binary terms, especially when it comes to
Shakespeare adaptation in comic books. As | have illustrated, several conuptbstizct

traditions shape the production of a seriesTike Sandmaaor Kill Shakespearé different

ways and to varying degrees, to the point that the idea of reciprocity loses its value. Instead, we
might speak of creative collaboration across gerae®ss media, and even across time periods.

As complicated and murky as this process remains while Shakespeare comic adaptations
continue to find their footing, Shakespeare, a playwright who himself found inspiration on both
the page and the stage, ie tstories of his own culture and those of many others, would no

doubt have felt right at home within it.
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Conclusion

Next Steps for Shakespeare Comics and Performance Studies

In her introduction t&A Companion to Shakespeare d&lformanceBarbara Hodgdon
describes the difficulty of talking about Shakespeare performance in a world characterized by
massmedi ati on, a world in -ewhiisgthstfhienptalyatri ght®
omni present panor amgb), rmiffleash df Wwhich is theeconfisberlamantsc e s 0
the limited nature of existing approachesnd vocabularies for discussing the relationship of
such performances Atoo Shakespeare, noting th
different ways of seag, of saying and o f winihis digseytation( | "gve endeavoured
to respond to this invitation hyjodeling an approach to Shakespeare comics that semsiibie
just as interpretations of the pladefagigwhighht 6 s d
are shaped both by the creative choices of their adaptors and illustrators (choices which are
influenced by, and often even respond to, the social and cultural structures which surround these
creators) and by the ongoing relationshipsruptich they are built, such as the relationship

between the creators of Shakespeare comics and their readers.

I n much the same way that McCloud fears th
writing or a style of granpstuggte toacatch ap witHothere s t h e
forms which are perceived as older and more established (151), limiting discussions of
Shakespeare comics to their role as teaching tools or their place within the popula(@ihare

than seeing these as just twantdiny functions which Shakespeare comics can perfooolyl
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lead one to view them as lesser adaptations than those done for the stage or the cinema. As a
result, one risks overlooking the comicbs pot
in nowel and insightful ways-or examplethe Manga ShakespedRemeo and Juliatffers an

in-depth character study that challenges its readers to question conventional representations of

the doomed young lovers. The Manga Shakespeaedfth Nightuses the plaas an entry point

into a broader commentary upon the social strusturgch govern the comic's creators and
readers. And f iA aMildys uniNnee  rl HNaGthékibShskedpeam a m

series by Antony Del Col and Conor McCreery offeracontimamr vy upon Shakespear
within the modern popular culture and explore

across time and media.

In the previous chapter, | referenced four separate traditions in which Shakespeare comic
adaptations mustituate themselves in order to affirm their legitimacy: Shakespeare, adaptation,
comics, and performance. Looking at Shakespeare comics through the lens of performance
studies challenges understandings of these comics which limit them to a singleaiolasésu
teaching tool or a means of keeping Shakespeare relevant within the popular culture) or which
view them as a lesser form of adaptation by highlighting their complégtworks that present
an abridged version of 8 puahisplayp iatacorevérsation vetkx t , an
each other or with other important literary works, Shakespeare comics have a place within the
|l iterary tradition to which the playwright hi
plays as not complete in tmselves but instead as the foundation for a meaningful collaboration
between the playwright and modetay editors and illustrators, Shakespeare comics have a
pl ace within the tradition of adaptation of S

andconventions of the comic a central part of their storytelling and use it to engage more deeply
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with the playwrightés characters and t hemes,
tradition. And finally, as works which create their reader asboHator by curating his or her
experience of the comic page and engagement with the physical object of the comic book, and
which do so in order to comment upon the social structures which govern their editors,

illustrators and readers, Shakespeare cohage a place within the performance tradition.

| am hopeful that the introduction of a performance studies approach to Shakespeare
comics will be a step toward resolving Hodgdo
to engage with the overwhelmimgnount of new media into which Shakespeare and his dramatic
works continue to be introduced. This dissertation has followed the model of what Schechner
dubs the New York University brand of performance studies, which is rooted in theatre, feminist
and quer studies, and poststructuralism (5). However, there is a great deal of potential for future
research to build upon it by branching out into what Schechner calls the Northwestern University
brand of performance studies, which is rooted more in commumeditased approaches such
as speeciact theory and ethnography (5). A study which applies spaetctiheory to
Shakespeare comics might offer helpful insight into how illustratb8hakespeare comics use
the font type and text placement to give tangibten to the impact of performative utterances.
Similarly, while | have focused primarily on the way in which the adaptors and illustrators of
Shakespeare comics curate the comic page to s
a collaborator withi the narrative, an ethnographic study of the readers of Shakespeare comics
mi ght i ncrease our understanding of the reade

creator s6 cuirexpeoence bfthecomipon t he

While the introduction of Shakespeareds dr

staggering rate, with Shakespeare comics only one example amongexaminingthese
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representations through the lens of performance studies could therefore be aateép tow
understanding them in their full complexity. Such an approach has certainly proven to be
invaluable in talking about Shakespeare comics as a space in which creators and readers can
engage with Shakespeareds dr amaidtyiincnovelandk s and
enlighteninpnays. The comic does indeed bestow upon
accessibility and an appeal which they might lack for some in other forms but, in examining
Shakespeare comics through the lens of performance stoéediscovers that it also has a

great deal more to offer.
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Appendix

1. Mousetraps and Metatheatre: Stagindd a m| elay&esene in the Visual Arts

Classics lllustrated No. 99, Hamlet, lllustrated by Alex A. Blum, © First Classics, Inc.,
classicsillustratedbooks.com

Fig. 1.3i Classics lllustrated Issue #39amlet pg.9 (Alexander A. Blum, 1952)

'TIS GIVEN OUT THAT, SLEEPING " SLEEPING WITHIN MINE ORCHARD, LIPON MY SECLRE HOLR,
IN MY ORCHARD, A SERPENT STLING THY LINCLE STOLE WITH JUICE OF CLIRSED HEBONA®

ME; BUT KNOW, THE SERPENT THAT - T

DID STING THY FATHER'S LIFE NOW 7 ; 2 - o g

WEARS HIS CROWN. ! %

*A POISONOLIS WEED.

Fig. 1.41 Classics lllustrated Issue #39amlet pg. 0 (Alexander A. Blum, 1952)
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ND IN MINE EARS DID POLR THIS LEP’ROUS DISTILMENT; WHOSE EFFECT HOLDS SUCH AN ENMITY
WITH BLOOD OF MAN THAT SWIFT AS QUICKSILVER IT COURSES THROUGH THE NATURAL GATES
AND ALLEYS OF THE BODY.” - n—

Y THLIS WAS I, SLEEPING, BY A BROTHER'S HAND O. HORRIBLE! MOST HORRIBLE! IF THOU
OF LIFE, OF CROWN, OF QUEEN, AT ONCE HAST NATURE IN THEE, BEAR IT NOT.
DISPATCH'D...” g BUT, HOWSOEVER THOU PURSUEST
THIS ACT, TAINT NOT THY MIND, NOR
LET THY SOUL CONTRIVE AGAINST THY
MOT‘—‘ER AUGHT; LEAVE HER TO HEAVEN.}
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Fig. 1.51 Classics lllustrated Issue #39amlet pg. 6 (Alexander A. Blum, 1952)

THe AcTORS
APPEAR
AND THE
PLAY THEY
ARE TO
GIVE IS
FIRST
PRESENTED IN
PANTOMIME..."

WITHOUT WORDS
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Fig. 1.61 Classics lllustrated Issue #39amlet pg. 6 (Alexander A. Blum, 1952)
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Fig. 1.71 Classics lllustrated Issue #39amlet pg. I7 (Alexander A. Blum, 1952)

HE
SPEAKING
PLAY BEGINS.
ITISA
REPETITION OF
THE PANTOMIME
PLAY EXCEPT
THAT THERE ARE
NOW SPOKEN
LINES. WHEN
THE ACTORS
ONCE AGAIN PLAY
THE POISONING
SCENE, KING
CLALDIUS SUDDENLY
LEAPS TO HIS FEET
AND SCREAMS...

198



2. Star-Crossed in Shibuya: EmbodyingAdolescence in the Manga Shakespeare Romeo
and Juliet

Fig. 2.11 The Manga Shakespedemeo and Juliepg. 1 (Sonia Leong, 2007)

N A TOKYO 5UBURE

TWO HOUéEHOLPé
A

. FROM ANCIENT é?UI?éE
- BREAK TO NEW MUTINY

~ 1 APAROE
| STAR-CROSSED LOVERS
. TAKE THEIR LIFE...
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Fig. 2.21 The Manga Shakespedemeo and Juliepg. 162 (Sonia Leong, 2007)

Send Message Error

SPEED TO SR ° <.
MANTUA WAS E=—r——c=scmy
STAYED... 2 B £
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R veo, ock idol and f L .
of Lord Montague o
; Did my heart

love till now?”

Fig. 2.41 The Manga Shakesped®®meo and JulieCharacter Pages (Sonia Leong, 2007)

“My true love passion... o

Juliet, Shibuya girl and
daughter of Lord Capulet
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Fig. 2.51 The Manga Shakespedemeo and Juliepg. 81 (Sonia Leong, 2007)

PISPRAISE
MY LORD
WITH THAT
SAME TONGLE
WHICH PRAISED
HIM 0 MANY
THOUSANE
TIMES! —
TO THE
FRIAR TO
KNOW His
REMEDY.

202



Fig. 2.71 The Manga Shakesped@emeo and Juliepg. 13 (Sonia Leong, 2007)
> s WHA’"* SN post W\

NO, T
RATHER
WEEP AT
THY &00P
HEART'S
OPPRESSION.

Fig. 2.81 The Manga ShakespedRemeo and Juliepg. 71 (Sonia Leong, 2007)

' A 2 \ N
HOW

oeeLy
THOU
EREPLIEST.

"YOUR
LOVE 2AYS
LIKE AN
HONEST
SENTLEMAN,

'‘WHERE
15 YOUR
MOTHERZ"
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Fig. 291 The Manga Shakespedemeo and Juliepg.59 (Sonia Leong, 2007)

“ - =
= K 1 cats
ROSALINE 1B * (g
50 00N 5 J
FORSAKENZ | 29§

YOUN& MEN'S
LOVE LIES NOT
TRULY IN THEIR
HEARTS BUT IN
THEIR EYES!

I PRAY
THEE
CHIPE ME
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Fig. 2.10i The Manga Shakesped&Remeo and Juliepg. 83 (Sonia Leong, 2007)

AWAY, BE
GONE!
THE PRINCE
WILL POOM
THEE PEATH
IF THOU ART

FORTUNE'S
FOOoL.,
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Fig. 2.11i The Manga Shakesped&®meo and Juliepg. 25 (Sonia Leon@007)
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