
'and with a convincing ability to talk to the raccoon who seems 
so wise and who accompanies her through her troubles. Maybe it 
is well received by children because it so well follows the sur- j 

face hardness of children and shows the gradual weakening to 
allow them to identify with the experience. 

No doubt the reading of Macaroon would lead to encounters 
with the other books. I would recommend that emphasis be placed 1 
on the fact that the books are fictional, that Dorp Dead is not 
a suspense story in the sense of suspense/mystery stories as the 
children usually encounter them, and that there is an idea 
running under the surface in both Dorp Dead and Onion Journey. 

shakespeaRe on staqe 

A Review of J.L. Styan's 
"Shakespeare's Stagecraft" 

By GEORGE SOULE, Carleton College, Northfield 

When I first saw productions of Shakespeare's plays, I 
I would not recommend~ Dead for children who have insecure 
feelings about their relations with adults or for children who 
are not with their parents. 

f could hardly believe that what I saw on stage was really the 
same play I had studied in class. On stage, everything was so 
much livelier and usually funnier. But when I checked my copy 
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of the Works, I would usually find that, sure enough, the scenes 
and speeches that struck me in the theater were there in 
Shakespeare's text. 

Many people have told me the same story. The moral I draw 
is that we usually read Shakespeare in a woefully incomplete 
way, and as a result we teach his plays inadequately. Not that 
our usual concentration on theme and character is totally wrong. 
We should continue to ask if Brutus was right in killing Caesar, 
and we must puzzle about what kind of a man Hamlet is. But we 
should also try to give our students an idea of what the full 
experience of a Shakespearian play is like in the theater. 
Obviously, we can pack them off to the Guthrie ~r we can show 
one of the several good Shakespearian films.· But if we our
selves don't have any idea of how to read Shakespeare's scripts 
as notations for a performance, we won't be able to discuss 
what we've seen. 

Luckily, several recent booKs can help us to develop our 
talents. Bernard Beckerman's Shakespeare at the Globe (Macmil
lan paperback) is lucid on the nature of Shakespeare's stage, 
his acting company, and how the plays were probably acted. A 
more brilliant treatment of these matters, though a more specu
lative one, can be found in Styan's Shakespeare's Stagecraft. 
Styan contrasts the usual modern theatrical condition (action 
behind a proscenium, audience passive) with the involvement and 
intimacy of the Elizabethan theater. His is the first book that 
has made me feel what it must have been like to be there. Like 
Beckerman, he discredits some earlier critics who assumed that, 
because some sort of inner stage and balcony were available, 

l Shakespeare did in fact use them often. (One result of such 
theories appeared in the Guthrie production of Hamlet: our 
hero discussed whether he should kill the praying Claudius on a 
tiny platform tucked away high up in the wall at the back of 
tne stage.J Both Beckerman and Styan see much of the action 
taking place pretty far forward on the mammoth (43'X 27 1/2') 
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stage. Indeed, the actors probably played to the audience much 
of the time. 

Styan is particularly useful when he shows how Shakespeare 
uses various parts of this s_tage, how actors far downstage form 
visual contrasts with actors close to the back wall. For exam
ple, I had never really noticed the wounded soldier at the be
ginning of Macbeth until Styan illuninated that scene's theatri
cal effectiveness. The hags vanish, "the bleeding sergeant 
staggers his twenty or thirty feet down to the foot of the plat
form, where he falls. A trumpeted alarum is sounded and all 
heads turn upstage to the other door, ,from which the King and 
his sons, rich in regal armour, enter with their noblemen as , 
after battle. . . . Shakespeare has seen the advantage of his 
deep stage for the solo entrance of the sergeant, contrasted it 
with the splendid entrance of the King's procession, which in 
turn is at odds with the grimacing of the ancient women who have 
cast their shadow over the scene" (p.55). Styan's book is 
filled with other equally illuminating examples. I think he can 
teach us to improve our reading of Shakespeare, and our students 
will be the better for it. 

Styan's chapters on the sound of a Shakespearian play are 
valuable, though not so striking. His conclusion that 
Shakespeare's is a "total theater" depending on all sorts of 
effects is very important, and his illustrations of how the 
tones of specific plays are built from scene to scene are ex
tremely interesting. If we are to teach all of a Shakespearian 
play, we need more books like this one. 
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