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Introduction

Shakespeare has always had an audience. Up to the beginning of the
twentieth century, that audience, whether elite or popular, experi-
enced Shakespeare exclusively in a theatrical space, and was relatively
small. The invention of moving pictures changed all that. Not so
noticeably in the silent era or in the 1930s, it has to be admitted, since
it is only with the success of Laurence Olivier’s wartime production of
Henry V (1944) that one can talk of a film adaptation having for the
first time found favour with a mass moviegoing audience. Olivier’s
achievement and popular success also went beyond issues of patriot-
ism and propaganda, with at least two of the finest adapters of the
Shakespeare play to the big screen being inspired by Olivier’s filmic
example to produce Shakespeare movies of their own: Franco
Zeffirelli and Ian McKellen. Enthused by Olivier’s Henry V, Zeffirelli
went on to take Shakespeare to the mainstream movie audiences of
the 1960s with his Burton/Taylor vehicle The Taming of the Shrew
(1966) before bringing a large youth audience to the hugely popular
Romeo and Juliet (1968), a success partly repeated with his Mel
Gibson/Glenn Close Hamlet (1990). For McKellen it was a viewing of
Olivier’s Richard III (1955) at the Bolton Odeon which inspired: ‘A
spell was cast as I watched the shadows of great actors and had con-
firmed my juvenile sense that Shakespeare was for everybody’ (1995,
37).The experience of feeling that Shakespeare ‘is for everybody’ also
drove Kenneth Branagh to produce a Henry V to rival in popularity
Olivier’s 1944 production, a move that reinvigorated the Shakespeare
film adaptation genre in 1989. Although in terms of output it is the
prolific and committed Branagh who still dominates the continuing
post-1989 era of Shakespeare movies, I would like to focus here a lit-
tle on Ian McKellen and Richard Loncraine’s fine adaptation of
Richard III (1995).

I do this not because their Richard III broke any box office records –
far from it – but because its realisation reveals an imaginative under-
standing at work of what matters in the tricky business of translating
Shakespeare to the big screen for a modern audience. I deliberately
use the word ‘translating’ because, as Jack Jorgens has observed, ‘in a
sense all Shakespeare films are translations’, creative attempts ‘to
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recast and reimage a work conceived in a different language and for a
different culture’ (1991, 14). Well aware that ‘Translation is an inexact
art, carrying responsibilities to respect the author’s ends, even as you
wilfully tamper with the means,’ McKellen’s strategy of extracting a
screenplay from Shakespeare’s Richard III play text was governed by
the decision ‘to shorten it but without losing any of the detailed devel-
opment of plot or character’. As a great Shakespearean actor also
familiar with the language of cinema, McKellen offers a useful insight
into how Shakespeare’s own changing language use, developing as it
does in sophistication over time, can have implications for the way big
screen adaptations are to be approached:

Some reduction of the play’s verbal impact was inevitable but much less
damaging than in, say, Macbeth, where every poetical line is interdependent
on the rest. The verse and language of Richard III, a much earlier play, are
less dense than in the great tragedies.Although the young Shakespeare was
writing almost entirely in verse, he frequently captured a conversational
tone … It is a tone that is ideal for cinema (1995, 17).

Based on a theatrical production which had already ‘updated’
the play by relocating it to a 1930s Britain where a dictatorship like
Richard’s might plausibly have assumed power, Richard III was
shaped and directed by Richard Loncraine to create a convincingly
authentic ‘period look’. Far from being an end in itself however, the
film is ‘just borrowing the period’ (as McKellen pointedly says): ‘We
weren’t pretending that Shakespeare had anticipated modern tyranny,
but just saying that he would have understood it’ (1998, 47). This
approach to reimaging and translating has the film using its casting,
costumes, locations and incidents such that throughout (in Peter
Holland’s words) ‘authenticity is subordinate to argument’. One good
example (which must suffice) of how the movie avoids what Holland
calls the ‘cheap paraphernalia of filmic naturalism’ (Holland, 1996, 19)
is by having the characters who smoke (everyone smoked in 1930s
Britain) do so in ways that indicate and enhance character: Richard’s
own chain-smoking suggests the anxieties of the restless, haggard
killer, ever on the watch; Buckingham’s fat cigars stress the greasy
grandee on the make; the Duchess of York and Queen Elizabeth con-
vey upper-class female elegance by using cigarette holders; military
subordinates like Ratcliffe and Tyrell smoke furtively while waiting
upon or serving Richard, their master. Many more features of this film
dramatisation of Richard III are considered in Part III and in the essay
on it in Part IV.



The principal aim of this book is to help students of Shakespeare on
film develop a critical approach to their studies by offering explo-
ration, discussion and analysis of how film adaptations of the plays
communicate as film texts, rather than as plays on the page or for the
stage. These explorations are begun in Part I with a discussion of the
different ways in which stage and film convey the performance of
Shakespeare’s plays to their audiences.The purpose of giving a history
of Shakespeare on film in Part II is partly to demonstrate how the
products of this genre have been conditioned by interlinked but shift-
ing developments over time in film technology, directing, acting and
shooting styles, and so on, and also by the changes in social, cultural
and political domains of experience.The history also allows me to give
a more extended account of some of the more significant films I could
not find space to write essays on in Part IV. Part III explores the vari-
ous modes, styles and genres which have been used to communicate
Shakespeare on film to its audiences. Part IV offers a series of ‘exem-
plary’ essays on various film adaptations of Shakespeare comedies,
histories and tragedies that build on the discussions of the first three
parts. To conclude, Part V examines the way Shakespeare plays have
been adapted for TV audiences, discussing various examples. Since all
five parts are concerned to draw attention to the distinctive ways in
which film’s visual language and grammar are deployed to communi-
cate meanings and effects to a Shakespeare on film audience, I have
throughout emboldened many of the technical terms used in making
or discussing filmed drama, and these are explained in the Glossary at
the end of the book.

I should perhaps say something about my assumptions in writing
and presenting what follows. I have not deemed it part of my task to
introduce readers to Shakespeare’s plays, but assume there will
already be some familiarity with them. Quotations from or allusions to
Shakespeare’s play texts refer to The Norton Shakespeare (1997),
based on the Oxford edition.With the special exceptions of silent films
and Kurosawa’s Kumonosu-Jô (his version of Macbeth), I have through-
out confined my discussions to filmed adaptations of Shakespeare’s
plays that use the dialogue of the Shakespearean text.There are many
other adaptations I should like to have discussed, such as Derek
Jarman’s The Tempest and Celestino Coronado’s Hamlet (both 1979)
or Jean-Luc Godard’s King Lear (1987) – to mention only three. But
space forbids me from including discussion on these as well as other
productions, such as Peter Greenaway’s Prospero’s Books (1991) or
Al Pacino’s Looking for Richard (1996). Beyond these, there are also
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the many films for which Shakespeare’s plays have provided plots,
characters and ideas, such as Ernst Lubitsch’s To Be or Not to Be
(1942), Fred Wilcox’s Forbidden Planet (1956, drawing on The
Tempest) or Jocelyn Moorehouse’s A Thousand Acres (1997 – borrow-
ing from King Lear). These ‘Shakespearean cinematic offshoots’ have
been intelligently and entertainingly discussed by Tony Howard
(Jackson ed., 2000). I also need to point out that all of the Part IV
essays are about films which at the time of writing are available on
DVD or video; it would seem futile to write at length about film texts
which cannot easily be obtained or seen.

Finally, it may be appropriate to say a word about what might be
called the critical self-positioning of the various discussions that fol-
low. Like other areas of critical study in literature and drama over the
last 25 years, Shakespeare film studies as a discipline has become a
contested domain, a site for debate, some of it quite wide-ranging and
polemical. I am acutely aware that any performative representation or
discussion of Shakespeare’s drama may trigger questions concerning
race, class and gender. But the book that follows is practical rather
than polemical, the scope for debating the ideological contexts of
Shakespeare on film being limited.The reader seeking a broader grasp
of the range and reach of the discipline as a whole is therefore encour-
aged to look at some of the publications listed in the ‘Suggested fur-
ther reading’. I could not recommend a better place to start for
accessible and lively essays on race and gender (and much else
besides) than in the two Shakespeare the Movie collections edited by
Lynda E. Boose and Richard Burt.

Maurice Hindle
London, 2006

www.mauricehindle.com



Index

action films 92, 97
actors 44

differences in performing on stage
and film 3–4, 9–11, 12–13

movements of and small-screen
viewers 16

and theatrical mode 69
see also casting; individual names

ADR (automated dialogue
replacement) 44, 255

All’s Well That Ends Well (BBC play)
228

Almereyda, Michael 78
Hamlet see Hamlet

Annis, Francesca 214
Antony and Cleopatra

Heston’s production (1972) 48
Nunn’s stage-to-TV production

(1974) 234
apparent motion 10, 255
Artaud,Antonin 46
arthouse 6, 7, 42, 60, 81, 83, 172, 198,

204, 255
As You Like It

BBC play 227
Czinner’s production (1936) 30
Edzard’s production (1992) 53,

83–4
Astaire, Fred 97
ATV 234
audience(s) 5–8, 11, 86

and comedies 112
positioning the 89–90
‘test screenings’ 5–6

back-lit 24, 207, 255
backstory 22, 153, 162, 197, 255

Bamber, David 236
Barton, John 44
‘battle of the sexes’ theme 94, 95
Bazin,Andre 140
BBC-TV Shakespeare adaptations

225–32, 233
Beckett, Samuel 46
Beerbohm Tree, Sir Herbert 

King John (1899) 19–21
Bening,Annette 160, 161
Bennett,Alan 227
Bennett, Rodney 229
Benthall, Michael 170
Bergner, Elizabeth 30
Berry, Cicely 58
Billington, Kevin 227
Biziou, Peter 160
Blakely, Colin 236
blocking 71, 228, 255
Bluhdorn, Charlie 176
Bogdanov, Michael 240
Bogdanovich, Peter 42
Bond, Samantha 62
Boswell, Simon 134
box office data 242–3
Boyd, Michael 5
Branagh, Kenneth 6, 16, 50–2, 98

approach and credo 51–2, 75–6,
115

background 50
Hamlet see Hamlet
Henry V see Henry V
Love’s Labour’s Lost (2000)

61–2, 75, 92
Mary Shelley’s Frankenstein 191
Much Ado About Nothing see

Much Ado About Nothing

261

Page numbers in bold denote a glossary entry



Branagh, Kenneth – continued
plays acted in 55
populist approach 51–2
quoting from earlier Hollywood

movies in Shakespeare
productions 52, 75–6, 150

and realistic mode 75
setting up of the Renaissance

Theatre Company 50–1
stage-to-TV production of Twelfth

Night (1988) 237–8
Brando, Marlon 34
Briers, Richard 238
British Clarendon Film Company

The Tempest (1908) 22, 79
Bronson, Charles 180
Brook, Peter 49, 77, 78, 122, 240

filmic approach 80
King Lear (1970) 45–7, 75, 80
The Tragedy of Hamlet (2001) 240

Buchanan, Judith 56
budgetary issues 7
Buhler, Stephen 58
Burge, Stuart

Julius Caesar (1970) 47–8
Othello (1965) 70–1

Burnett, Mark Thornton 124
Burton, Richard 42, 95, 171, 172, 175

Cagney, James 28, 166
camerawork 16, 81, 103, 104, 117,

119, 148, 149, 157, 179–80, 185,
186–7, 189, 209–11 see also
individual techniques

Castellani, Renato
Romeo and Juliet (1954) 34–5

casting 76, 94, 115, 130, 160, 193,
196, 204, 214

Castle Rock Entertainment 191
chiaroscuro lighting 25, 96, 190,

206, 228, 255
Children’s Midsummer Night’s

Dream,The (2001) 62–3
Chimes at Midnight (1966) 25,

40–2, 97, 150

cinema
and audiences 5–6
visual bias of 12–13
see also film

Cleese, John 228
Clifford, Richard 62
Close, Glenn xiv, 52
close-ups 13, 16, 255

in films 27, 44, 47, 65, 120, 126,
138, 149, 156, 157, 161, 180,
187, 209

in silent films 25
in televised Shakespeare 222,

229, 235, 237, 240
and theatrical model of filming

70, 72
use of by Branagh 52, 93, 147
use of by Zeffirelli 173
used in tragedies 168

Coleman, Basil 228
comedies 84, 112–13

on television 238
see also Midsummer’s Night

Dream; Much Ado About
Nothing

continuity editing 15, 255
conventions 31, 88–90
Cook, Ron 231
costumes 98
Cox,Alex 78
crane shot/overhead 47, 143, 166,

190, 228, 255
critical flicker vision 10, 255
cross cutting 116
Crowl, Samuel 60, 62, 75, 120
Crystal, Billy 94, 193
Cukor, George

Romeo and Juliet (1936) 28–9, 98
cutting see editing
cutting of text see text, Shakespeare
Czinner, Paul 30

Davies,Andrew 239
Davies,Anthony 152, 208
Davis, Desmond 226

262 Index



deep-focus 24, 96, 97, 157, 187,
188, 255

Delhomme, Benoît 64, 65
Dench, Judi 44, 51, 98, 171, 235
Dent,Alan 141, 189–90
Depardieu, Gerard 193
depth of field focus 222, 223,

226, 256
detective films 92, 94
Dexter, John 70
dialogue 12–13, 15, 114, 134, 147
DiCaprio, Leonardo 181
Dickson,William Kennedy-Laurie 20
diegesis 7, 132, 133, 223, 256
diegetic sound 132, 256
Dieterle,William 27–8, 76, 130
digital editing 15
digital imaging/compositing 7, 65,

135, 256
Dignam, Mark 47
dissolve 81, 118, 187, 200, 207, 208,

209, 211, 256
Donaldson, Peter 105
Doran, Gregory 238
Downey Jr, Robert 160, 161
downstage 143, 256
DVD 70, 222

Eastwood, Clint 180
Eccleston, Christopher 239
editing 15, 16, 199–200, 256

continuity 15
digital 15

Edward VIII, King 260
Edzard, Christine

As You Like It (1992) 53, 83–4
The Children’s Midsummer Night’s

Dream (2001) 62–3
Ellis, John 223
epic films 92, 93–4
establishing shot 178, 256
Expressionist cinema 31, 185, 190,

206, 212
eyeline match 120–1
Eyre, Richard 85, 159, 237

Fairbanks, Douglas 27
Faithfull, Marianne 47
Falstaff see Chimes at Midnight
Fiennes, Joseph 65
fifties 32–7
film

differences between stage and
3–4, 12, 30

differences between televised
Shakespeare and 221–4

see also cinema
film codes see genre conventions
film noir 31, 96, 185, 190, 212, 256
film techniques

and genre conventions 96–7
filmic mode 77–81
Finch, Jon 214
Finlay, Frank 71
Fishburne, Laurence 55
flat 22, 125, 256
focaliser 117, 256
forties 30–1
Fox, Edward 83
‘framing’ approach 31

Gade, Svend
Hamlet (1920) 22, 24–5

gangster films 92, 94, 95, 97, 165–6
Garrick, David 21
Geary, Karl 204
genre conventions 25, 88–90, 91–8

film techniques 96–7
iconography 97–8
plot elements 91–4
themes 94–6

genre expectations 89–90
German Expressionist cinema see

Expressionist cinema
Gibson, Mel xiv, 52, 53, 97
Gielgud, Sir John 34, 41, 47, 98,

171, 227
Gladiator 59
Gold, Jack 228, 229–30
Goodman, Henry 236
Gough, Michael 157

Index 263



Granada TV 236
Greenblatt, Stephen 20
Guntner, Lawrence 25, 190

Hall, Peter 37, 44, 49
A Midsummer Night’s Dream

(1969) 44–5, 76
Hamlet 82, 89

Almereyda’s production (2000)
60–1, 84, 169, 198–205:
Almereyda’s vision 199;
camerawork 81; casting 204;
communicating of reflections
through glass and surfaces 81,
202–3; contrasting visual
viewpoints 199, 202, 204;
editing 199–200; first two-
minute sequence of visual
fragments 200–1; Hawke as
Hamlet 202, 204, 204–5;
setting 84, 198;‘to be or not to
be’ soliloquy 60–1, 202, 203

BBC play 229
Branagh’s production (1996) 16,

169,191–7:Branagh’s vision for
191;casting 94,193,196;and
filmic and theatrical
representation 194–5,197;
genre conventions 93–4;and
Ghost 192–3;and ‘point of
view’ 193;political dimensions
192;religious context 194;
setting 192;silent flashbacks
197; third soliloquy 195,196

Brook’s stage-to-TV production
(2001) 240

Gade’s production (1920) 22,
24–5

Kozintsev’s production (1964)
36, 38–40, 43, 79–80

Olivier’s production (1948) 31,
39, 88, 169, 185–90:
camerawork 185, 186–7, 189;
cinematic style 190;
comparison with Welles’s

Macbeth 206; cutting of text
31, 191; genre conventions
31, 96, 97; music 185;
‘oedipal’ conception of
Hamlet’s character 185, 187,
189; psychological dimensions
186, 190; shadows in 190; use
of deep-focus photography
187–9

Richardson’s production (1969)
47, 70, 71–3, 233

Zeffirelli’s production (1990) xiv,
52–3, 75, 115

hand-held shot 238, 256
Harvey, Laurence 35
Harvey,Tim 55
Hattaway, Michael 112
Havelock-Allan,Anthony 70
Havilland, Olivia de 28
Hawke,Ethan 60,200,202,203,204–5
Hazlitt,William 12
Henry V 138

Branagh’s production (1989) xiv,
51–2, 76, 147–51:Agincourt
battle scene 9, 150; bringing
audience closer to characters
147–8, 149, 150; close
camerawork 148, 149;
dialogue 147; genre
conventions 93, 95;
portrayal of Henry 147,
149–50; success of 51, 54; use
of close-ups 52, 147, 148

Olivier’s production (1944) xiv,
30–1, 43, 79, 138, 140–6, 172:
Agincourt battle scene 9,
146, 150; cutting of text
141–2; distancing of audience
from characters 147–8; genre
conventions 92–3, 144; music
145; Olivier’s performance
144; as part of war effort 140;
portrayal of French 145, 148;
portrayal of Henry 141–2,
145, 146, 147; shift from 

264 Index



Henry V – continued
metatheatrical to
metacinematic 31, 144–5; use
of Elizabethan performance to
frame movie 31, 143–4, 148

Henry VI (BBC play) 230–1
Henry VIII (BBC play) 227
Herlie, Eileen 189
Heston, Charlton 47, 94

Antony and Cleopatra (1972) 48
high-angle 185, 189, 228, 256
histories 138–9 see also Henry V;

Richard III
Hoffmann, Michael

A Midsummer Night’s Dream see
Midsummer Night’s Dream

Holland, Peter xv, 77, 78, 126
Hollywood cinema

in thirties 26–9
Holm, Ian 44, 237
Hopkins,Anthony 47, 58
horror films 96, 97
Houseman, John 33
Howard, Leslie 29
Howell, Jane 228, 229, 230–2
Hurt, John 236
Hussey, Olivia 175
‘hyperreal’ 57

iconography 97–8
identification 6, 112, 193, 196, 256
image system 40, 79, 256
imagery 12–16
internal diegetic sound 13, 256
Ionesco, Eugene 46
Irons, Jeremy 65
Irving, Sir Henry 20, 21
Irving, Laurence 27

Jackson, Russell 242
Jacobi, Derek 51, 62, 148, 229
Japanese Noh drama see Noh drama
Johnson, Richard 47, 234
Jones, David 227
Jones, James Earl 70

Jones, Osheen 58, 123
Jordan, Gabrielle 236
Jorgens, Jack xiv, 43, 45, 69, 74, 75,

77, 103
Shakespeare on Film 68

Jory,Victor 28
Julius Caesar

Burge’s production (1970) 47–8
Mankiewicz’s production (1953)

33–4

Kay, Charles 148
Keane, James

Richard III (1912) 22, 24
Keaton, Michael 115, 119
Kinematagraph and Lantern Weekly

23
King John

Beerbohm Tree’s production
(1899) 19–21

King Lear 38
Brook’s production (1970) 45–7,

75, 80
Kozintsev’s production (1970)

36, 40, 45, 46
part of New York Shakespeare

Festival (1974) 70
stage-to-TV production (1983)

236–7
stage-to-TV production (2004) 237

Kingsley, Ben 227
Kisson, Jeffery 240
Kline, Kevin 55, 113, 130, 133–4, 135
Kott, Jan 36, 46, 166

Shakespeare our Contemporary 46
Kozintsev, Grigori 77, 107

Hamlet (1964) 36, 38–40, 43, 79–80
‘Hamlet and King Lear’ essay 78
King Lear (1970) 36, 40, 45, 46

Krasker, Robert 34
Kubrick, Stanley 93
Kumonosu-Jô (1957) 6, 36–7, 75,

79, 99–107
camera and lighting techniques

103, 104

Index 265



Kumonosu-Jô – continued
means of revealing Washizu’s

emotions 106
music and soundtrack 101, 105
and samurai film genre 38, 100,

107
spatial techniques 103
Spiderweb image 102
use of Noh drama methods 79,

101, 104, 105, 107
Kurosawa,Akira 78

The Bad Sleep Well 38
Kumonosu-Jô see Kumonosu-Jô
Ran 38
samurai films 100

Lamb, Charles 12
Lang, Fritz 190
Lanier, Douglas 126
Laughton, Charles 157
Lemmon, Jack 94, 196
Leonard, Robert Sean 115, 120
Lesser,Anton 238
Lester,Adrian 240
lighting 96–7 see also chiaroscuro

lighting
location shooting 10, 24
Loehlin, James 24, 160
Loncraine, Richard xiv, xv

Richard III see Richard III
long shot 16, 69, 120, 148, 187, 257
Love’s Labour’s Lost

BBC play 228
Branagh’s production (2000)

61–2, 75, 92
low angle 41, 202, 257
Luhrmann, Baz

Romeo and Juliet see Romeo and
Juliet

Lynch, Barry 128

Mac Liammóir, Micheál 13–14
Macbeth 104

BBC play 229–30

Kurosawa’s Kumonosu-Jô see
Kumonosu-Jô

Nunn’s stage-to-TV production
(1979) 234–5

Polanski’s production (1971) 7,
48, 49, 75, 169, 212–18: animal
imagery 216; blood and
violence in 23, 48, 215, 216;
casting 214; circle motif
217; commercial failure 49;
music and soundtrack 212,
215–16, 218; psychological
dimensions 212, 213;
relationship between Macbeth
and Lady Macbeth 214; Ross
character 216–17; setting
212; visual and aural motifs
215, 217; witches 212

stage-to-TV production (2001)
238–9

Vitagraph production (1908) 23
Welles’s production (1948) 31,

33, 60, 169, 206–11:
comparison with Olivier’s
Hamlet 206; dramatic effects
206–7; genre conventions 97,
208; Macbeth/Lady Macbeth
scene 210–11; use of camera
to convey meanings 209–11;
use of pictorial method 207;
and witches 206–8

McCarthy, Senator Joseph 34
McCowen,Alec 148
McEnery, John 175
McEwan, Geraldine 51
McKellen, Ian xiv, 86, 98

performance in Nunn’s Macbeth
235

Richard III see Richard III
McKern, Leo 236
MacLachlan, Kyle 203
McLuhan, Marshall 223
Mankiewicz, Joseph

Julius Caesar (1953) 33–4

266 Index



Manvell, Roger 26
match cut 179, 257
matte-shot 183, 257
Measure for Measure (BBC play)

226–7
medium or mid shot 16, 25, 36, 69,

72, 138, 148, 149, 157, 187, 222,
235, 237, 257

medium-close shot 47,65,72,117,257
mercante di Venezia, Il (1910) 63
Merchant of Venice,The

BBC play 229–30
Nunn’s stage-to-TV production

(2001) 235–6
Radford’s production (2004)

63–6, 222
Merry Wives of Windsor,The (BBC

play) 227
Messina, Cedric 227
metacinematic 31, 103, 104, 143,

148, 194, 257
metadrama 31
metatheatrical 69, 127, 194, 257
metonymy 27, 31, 39, 97, 106, 153,

165, 186, 208, 257
Metz, Christian 6
mid shot see medium or mid shot
Midsummer Night’s Dream,A

BBC play 228
Edzard’s Children’s (2001) 62–3
Hall’s production (1969) 44–5, 76
Hoffman’s production (1999) 55,

113, 130–5: Bottom character
55, 113, 131, 132; casting 130;
characterisation 131;
dialogue 134; fairyland
wood scenes 55, 134–5;
Hoffman’s vision 131; music
132–3, 134;Titania/Bottom
scene 132–3, 135

Noble’s production (1996) 55,
122–9: allusions to childhood
fictions and films 55, 124;
comedy-producing

mechanisms 113; eroticism
in 122, 123–4, 125–6;
mediated through young boy’s
dream 55, 122–4, 127, 128–9;
music 123–4; stage setting
for forest scenes 126–7

Reinhardt/Dieterle’s production
(1935) 27–8, 76, 130

Vitagraph production (1909) 23–4
Miller, Jonathan 35, 227–8
mis-en-scène 6, 9, 24, 80, 81, 98, 126,

145, 208, 225–6, 228, 257
modes

filmic 77–81
periodising 82–7
realistic 74–6
theatrical 69–73

montage 6, 65, 79, 93, 132, 178, 201,
210, 225, 228, 257

Morricone, Ennio 180
Moshinsky, Elijah 228–9
motif 40, 79, 155, 173, 189, 257
Much Ado About Nothing

Branagh’s production (1993) 10,
53–4, 113, 114–21, 130:
Beatrice/Benedick relationship
54, 116–18; camerawork 16,
117, 119; casting 76, 115;
comedy-producing
mechanisms and comic
moments 113, 118; dialogue
114; genre conventions 93,
95–6, 116–17; Hollywood codes
115–16, 118; influence of
Zeffirelli 52, 115; location
53, 115–16; music 115, 116,
120;‘overhearing’ scenes 117;
structure of emotional registers
and rhythm 245–7; treatment
of Claudio/Hero 119–21

multiplex cinemas 50
Murnau, Friedrich

Nosferatu 24, 25, 190
Murray, Bill 204

Index 267



music 6, 101, 105, 115, 116, 120, 123,
132–3, 145, 153, 156–7, 164, 180,
185, 212, 215–16, 218, 240

musicals 92, 97
mystery films 92, 94, 96

Nagra, Parminder 241
narrative film 3, 6, 11, 53, 257
National Theatre 44, 70
nature 46
Neil, Hildegard 48
New York Shakespeare Festival 70
Newton, Robert 144
Nielsen,Asta 24, 25
nineties 49–99
Noble,Adrian

A Midsummer Night’s Dream see
Midsummer Night’s Dream,A

Noh drama 79, 101, 104, 105, 107
non-diegetic sound 183, 257
Nosferatu 24, 25, 190
Nunn,Trevor 44

stage-to-TV productions 234–6
Twelfth Night (1996) 54

Old Vic 170
Olivier, Laurence 44, 52, 78, 98

cinematic style of Shakespeare
films 152

and filmic mode 79
first role in Shakespeare film 30
grasp of differing conventions 31
Hamlet see Hamlet
Henry V see Henry V
in King Lear stage-to-TV

production (1983) 236–7
in Othello (1965) 70–1
Richard III see Richard III
and Second World War 140
in Zeffirelli’s Romeo and Juliet 43

‘Olivieresque’ Shakespearean
cinematic style 152

open wide 8, 257
Ornstein, Bud 171–2
Orwell, George 165

Othello
Burge’s production (1965) 70–1
Nunn’s stage-to-TV production

(1990) 235
Parker’s production (1995) 55–6
stage-to-TV production (2001) 239
Welles’s production (1952) 10,

13, 32–3, 35, 79
Yutkevich’s production (1955)

36, 56
Otway,Thomas 182
overhead shot see crane/overhead shot

Pacino,Al 64, 65
pan/panning shot 93, 163, 172, 173,

230, 258
Papp, Joseph 70
Paramount 43, 171–2
Parfitt, David 51
Parfitt, Judy 47
Parker, Oliver

Othello (1995) 55–6
Pasternak, Boris 40
Peacham, Henry 98
Pennington, Michael 47
periodising mode 82–7, 92
Pfeiffer, Michelle 130
Pickford, Mary 27
pictorial approach

and televised Shakespeare 227–9
pictorial stage realism 21
Pinter, Harold 46
Platoon 150
plot elements 91–4
‘poetic’ filmic approaches 81
Polanski, Roman

Macbeth see Macbeth
‘positioning the audience’ 89
Postlethwaite, Pete 179
POV (point of view) 117, 125, 186,

193, 199, 209, 217, 258
Powell, Dick 28
Preminger, Otto 190
proscenium arch 5, 21, 69, 177, 182,

183, 258

268 Index



Rackham,Arthur 123
Radford, Michael

The Merchant of Venice (2004)
63–6, 222

Rakoff,Alvin 226, 227
reaction shot 11, 27, 149, 258
realistic mode 74–6, 81, 112

and televised Shakespeare 226–7
Reeves, Keanu 115
Reinhardt, Max 27–8, 76, 130
‘Renaissance look’ 35
Renaissance Theatre Company

(RTC) 50–1, 237
Richard III 138

BBC play 230–1
Keane’s production (1912) 22, 24
Loncraine/McKellen production

(1995) xiv, 56–7, 85–7,
159–66: casting 160;
characterisation 160–1;
cinematic approach 85, 160;
contrasted with Olivier’s
production 160–1; cutting of
text 159; death of Richard
scene 166; and gangster
genre 92, 165–6; genre
conventions 57, 92, 95, 161,
162; initial three-minute
sequence 161–2; music
164; portrayal of Richard
164, 165; setting of in 1930s
56–7, 85, 92, 159

Olivier’s production (1955) 35–6,
98, 138, 152–8: camerawork
157; coronation scene 154;
difficulties in bringing to
screen 153; music 153,
156–7; Richard’s addressing
of audience 35–6, 155;
Richard’s death scene 158;
seduction of Lady Anne scene
155, 156; starting and ending
of film with crown image
153–4; use of shadows 155–6

Richardson, Ian 44

Richardson,Tony
Hamlet (1969) 47, 70, 71–3, 233

Rigg, Diana 44, 47, 236
Ripper, Michael 157
Robards Jr, Jason 47, 48
Rockwell, Sam 55
Rogers, Ginger 97
romantic comedies 94, 95, 96
Romeo and Juliet

BBC play 226, 227
box office success 43, 115
Castellani’s production (1954)

34–5
Cukor/Thalberg’s production

(1936) 28–9, 98
Luhrmann’s production (1996)

7–8,54,57,85,169,171–84:as an
item on TV news programme
178,182;association of water
with lovers 181;box office
success 57;camerawork
179–80;cross motif and
Christian iconography 180;
death scene 182;dialogue
182–3;Friar Laurence’s ‘vision’
180–1; locations 10,85,177,
182;Mercutio’s death scene
183–4;music 180,182;
parodying previous film styles
178,180; ruined proscenium
theatre arch setting 177,182,
183; title 179

stage productions and success 170
Zeffirelli’s Old Vic production

(1960) 43, 170–1
Zeffirelli’s production (1968) xiv,

42, 75, 115, 169, 170–6: casting
175; changes in visual style in
second half of film 174–5;
dialogue 173; locations
172; ‘look’ and cinematic style
of Zeffirelli 172–3; motif of
hands 173; preference of
action over dialogue and non-
verbal devices used 173–4

Index 269



Rooney, Mickey 28
Rothwell, Kenneth 21, 27, 51, 233
Round House 47, 72, 238
Royal Shakespeare Company (RSC)

5, 43–7, 50, 122
Ryecart, Patrick 227

Saire, Rebecca 227
samurai film genre 100
Scales, Prunella 227
Scarface 95
scenography 10
science fiction films 97
Scott, Ridley 59
‘Shakespeare for the art houses’ 42
Shakespeare,William 89, 138

name of 98
use of generically mixed style 89

Shearer, Norma 29
Shentall, Susan 35
Shepard, Sam 61, 200, 204
Sher,Antony 238
Sherin, Edwin 70
Shostakovich, Dmitri 40, 45
shot/reverse shot 16, 65, 70, 117, 125,

148, 154, 180, 183, 187, 236, 258
Shylock 63
silent films 19–25
Silent Shakespeare DVD anthology

22, 63
Simpson,Wallis 160
sixties/seventies 38–48
slam-zoom 128, 178, 180, 230, 258
Smith, Maggie 161
smoking xv
Smoktounovski, Innokenti 39
sound bridge 162, 228, 258
Soviet Union 39
space of movie screen 9–14
Spielburg, Steven 96
stage

differences between film and
3–4, 12, 30

see also theatre
stage conventions 6, 112

stage-to-TV productions 233–41
star system 30
Steadicam 16, 121, 132, 258
Stewart, Patrick 234, 235
Stiles, Julia 204
Stone, Oliver 93
stop-motion shooting 22, 258
Stride, John 171
stylised approach

and televised Shakespeare 229–32
subjective camera shots 93, 119,

209, 210, 217, 258
Supple,Tim 241
Suzman, Janet 234
Swarzenegger,Arnold 97

take 4, 11, 69, 258
Taming of the Shrew,The

BBC play 228
Taylor’s production (1929) 26–7
Zeffirelli’s production (1966) xiv,

42–3, 75, 95, 171, 172
Tate, Sharon 213
Taylor, Elizabeth 42, 95, 171, 172
Taylor, Sam

The Taming of the Shrew (1929)
26–7

Taymor, Julie 78
Titus (1999) 57–9, 81, 83

televised Shakespeare 32, 73,
221–41

BBC-TV series (1978–85) 73,
225–32, 233

differences from film 221–4
importance of verbal text 223, 224
and pictorial approach 227–9
realistic/naturalistic approach

226–7
stage-to-TV productions 233–41
and stylised approach 229–32

television 49
Tempest,The

British Clarendon Film Company
(1908) 22, 79

‘test screenings’ 5–6

270 Index



text, Shakespeare
cutting of in films 14, 31, 141–2,

159, 191
and filmic mode 77–8
and realistic mode 76
and theatrical mode 69

Thalberg, Irving 28–9
Thames TV 234
theatre

and actors 3–4, 9–11
and audiences 5, 6
differences between film and 3–4,

9–10
see also stage

theatrical mode 69–73
themes 94–6
thirties 26–9
Thompson, Emma 54, 95, 115, 118
thrillers 88–9, 96
Throne of Blood see Kumonosu-Jô
thrust stage 5, 258
tilt-up shots 41
time-lapse photography 132, 184,

215, 258
Titus Andronicus 98

BBC play 231
Taymor’s production (1999)

57–9, 81, 83
tracking shot 93, 146, 150, 258
tragedies 168–9 see also Hamlet;

King Lear; Macbeth; Othello;
Romeo and Juliet

Tragedy of Hamlet,The 240
translation xiv–xv
Troughton, Patrick 157
Tsuchitori,Toshi 240
Tutin, Dorothy 236
Twelfth Night

Branagh’s stage-to-TV production
(1988) 237–8

Nunn’s production (1996) 54
Supple’s made-for-TV production

(2003) 241
Twentieth Century Fox 30
two-shot 65, 121, 157, 214, 228, 258

Tynan, Kenneth 48, 171

‘un-American activities’ 
Committee 34

Venora, Diane 182, 204
verbal imagery 15
Vining, Edward 25
Visconti, Luchino 171
visual imagery 15
Vitagraph Company of America

23–4
voice-over 13, 39, 145, 169, 185, 189,

201, 202, 213, 228, 238, 259

Walker, Eamonn 239
Walter, Harriet 238
Walton,William 185
war films 92, 93, 94, 97
Warde, Frederick 24
Warner Brothers 27–8
Warner, David 44
Washington, Denzel 115
Wayne, John 97
Welles, Orson 7, 24, 78, 98

Chimes at Midnight 7, 40–2, 75, 150
Citizen Kane 206
and filmic mode 79
Macbeth see Macbeth
Othello (1952) 10, 13, 32–3,

35, 79
Westerns 91–2, 93, 97, 100
whip-pan 180, 259
White Heat 95, 166
Whiting, Leonard 175
wide-shot 16, 157, 183, 222, 259
Wiene, Robert 190
Wilder, Billy 190
Willems, Michèle 229
Williams, Robin 94, 193
Williamson, Nicol 47, 70, 233
Willis, Susan 225, 227, 228
Winter’s Tale,The (BBC play)

230
wipe 179, 209–10, 259

Index 271



Woo, John 180
Wyler,William 142

Yutkevich, Sergei
Othello 36, 56

Zeffirelli, Franco xiv, 11, 35,
52, 115

cinematic style 173

Hamlet (1990) xiv, 52–3,
75, 115

Old Vic production of Romeo and
Juliet (1960) 43, 170–1

Romeo and Juliet see Romeo and
Juliet

The Taming of the Shrew (1966)
xiv, 42–3, 75, 95, 171, 172

zoom shot 173, 178, 211, 254

272 Index


	Contents
	Introduction
	Index

