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Unbelieving Believers
--Representation of Wounds on Shakespearean Stage--

Fumiyuki NARUSHIMA
Abstract

In this paper, | deal with some problems concerning stage business when
the actors are wounded on Shakespearean stage. As we do not hurt real actors, we
rely on animal blood, cloth to cover bodies, prostheses or other artificial
equipment on modern stages. But this kind of performing was not needed on the
Elizabethan stages.

Because they attended churches, Elizabethan London citizens easily
believed that Christ’s body resided inside bread and were able to see things that
really did not exist. This kind of life style affected them when they were seeing
plays.

Wounded Lavinia, Edgar, and Coriolanus are actually in front of us on
stage, but their identities are hidden together with their wounds deep inside their
bodies. Using Ogai Mori’s and Yasumasa Okamoto’s theories, | try to reveal
some of the mysteries of Shakespearean characters’ subjectivity.
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In this respect we can connect Shakespeare’s distrust of his poetry’s
transformative character to Reformation quarrels over Catholic doctrine,
including the role of Mary and the transubstantiated Eucharist, the latter of
which scholars such as Gallagher, Greenblatt, and Beckwith argue is central to
understanding the development of early modern skepticism.?
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2014), p. 26.



) 25
EHDORE

s, Zhba4 T %)% hallucination: L TH 35 Z LIRS W\,
L L, FURNOBHUGFHELEINOLOLELEOEWVWEHL TSI L
LMLETHAH, BELEZIICAEZILTHIDITTHDLIIND,
CEEREELE ML EITTERVYRN, X2 F U A RELTH
TCELHMIRERL, DO —EOHEBRLORFIZLILAZIZWNWTHAD
(&, V2 A 7 AETREELE) "ALy FEDOTLTERS, X7 F—0
t@’%bf (UIFOBLEDN) THDICERAZ2WITE, EobDETF

CIHRZTWDIDOREAI W) EB LR Z & id, o R E %%@w
%hioib\éﬁ@ﬁ%#ﬁ%ﬁ%fﬁﬁmpﬂbfmk R E T
HoTTT 77,

Wk, BIED HFIEICE LT, ZODMENEEFELTWE, BADE S, [
HMEGEG (ZoFfF)) & TELBEENL) ICEXTAHATZWY, BN, BE (372
bbWiE, 7T 7740, HEX) ThHd BHEBHEAR] CEEID, KIE%E
ﬁzfmﬁﬁﬁéﬁ%\%@7ﬁuy%ﬁﬁwzMWK%ﬂ%%:%K%
TEEMIPNDIERER D, B CRETHIERTHD, —FH., T =4
=2V 2 i) ICEFEIC, BAOWEIT BTk ERix T
“od, a—FT 4 VT LIV TOITLKKEHBEDLIV AT AET DT LT
FECTHD, TBREHGE b, L0EMENITS., TS X
L VIERENITA EF 2D,

MABEX, 'v=2AA 7 A TEOXE] ITBEWT, 77 v RL—HoME
amB IR LD b, YRFOES LHEONKEZEHEMAL, v 7 XARLADK
fae TEE] ICHTWHFRICHIRT 5, T4ROBEEVNZEL, RAD T

bOTREEAARE] HEER, 1987 4, B 7&K, 105-7 H, T Oy, ZEBAARSEE
Lz, "V =X AR EBEZFIEAVICHLTWS, T2bb, BErcHi# shz,

EICHEERET D, XV UTHROLFXAICEEIZEZITOELA, ZBR&ETET
EIEAMICEBbAE LEEMZER T THAY, BRTEILEIAD, V7T v v v I H
BOXOIBRETHD, —H, V¥ AWM T4 B—va VTHELIEREEZ, ZBIET
CTH, AT TARLN, Tat=a Y AMEFREHR L, BlE2REL., BERIEERE
RN ERDERT. 7V TEHOAARRTHRDOHER THL, F LT, ZH5DOTBEDSFE]
CHEET MM TH D, [REKR =BhidRka®f] Frmed. 2002 4, 14 %, 116 HLL

[



26
LI 7

My a v s EZFRERTTHY, ZOva vy bEAL, TANEE
PULT, 52 VWHEHAENTELTTEALS ., MUBRDEZANLAELT
X H5HLDOTHY, TOESIFHEL SHBE FICHEIZHEITL TP, °

oA, TEE) ik, LEECRBTS THEE) Tho, BHEERE LI
LT LRIV EEEHLNLTHD, HETHLHEILGTL, 2085 %2 X
B3 2 MEE) BEFEET D, 0 EE] 2040770, T0H042E
MHMBIND, BHEOLA, TRIEXV A MNOEELEE) Z L2 ERT
Do TNELRBERERT, 2 FrofEA EOokELY (2N BEARR
TETHHoTH) BLUIAZENnI 2N, BIEOKRIEKBRD~FT—Th - 7=
DTHA A9, MAILX, ToOZL%x, THOHmAK] EHT 5, 20 17
WoFAT] BDEREES TV, EWOIERTH D,

MADE > L H7, THERCEW~IZRARAN] 2%, BoREEL OB 4T
HAHH, fEHE - BHEOKFIZAL T, fERICBWVWTEZDOEEIXTHREIC 72
Do ZTOHMIZBNT, I RXARANOEEN (BT Thsd, L#
U5DiE, HENMTEBL ., IFFICHF T~ 7 RARKABICHIELWA, —F
THEOHNELHEEZRWALAICLTWS, ZEREZEONRREE I LT,
BEITEEEZRTZ RN o0 TiEH, TUVARA T LVRAOERG N BT
HEAHTHD, T

EAADF S THELEEN ) 2EZBNEMICR L TR, MER EOBRHR] &
Ez2HE, VA7 AETIFREC THH] 2EHALTWVWS, 2—FT 4V
TEVTRERERN, TO%, BEMEELICEL L, LT HER L
DEFERSEZHEN, F-HECHL-TET, Y2427 AETIZHGE- I
Bl ElRS®Ez, BZEOLL, Xy U ZAMoOABRREMD, ThidsE
B2 obhd, BIRIZEZMEOHENIZ) 2< <, BHRICTMHMADEN
TboZfiRL, ZEL, F7TFZ04L LT L <M, N
07 4 —FFAEL, BHHE LR TIEOEMREY BEITL TN LESE
bbb,

SARBE VoA 7 AT OHELBE] BERE. 20054, 86 H,

S mitgE. 81 H,

T AR TR - RO KB 20 TV AT VAL WHERHL, 1974 4
368 H,

8 V7 ) — AT v RERY 2y RTIHE, VT ORE, =2—7 U TIX54F
M &7z iz »TWwWb, Geoffrey Bullough, ed., Narrative and Dramatic Sources of
Shakespeare, vol. 7 (London: Routledge, 1978), pp. 315, 319.



B 27
EHDORE

IhzEHEICLTEXDLE, YFOZREDO, £vy—r T Lo, HHEZXx
HRERR., BLENYET 2 R0 », BIRRMARZR D L3S i3 R7 -
TWizir, OG22 5, Thbb, YO FOEB - B.00%, v —
YIEICHFEL, EOv—r 0 [HE] MrbhTWT, ATy &
LT, BITEEEREER S TVWELIHAIC, BIRIEIBXREZX SO TIER
W2, FESLLVIEBEMFTONLR U RAEMHORNLTH DH, TS D,
SRLELTOBMRY - IR EE, o985 Th o, BH LIS
BOIHEN, HHAICHRZT, o ANCR 22 VWE W) E (RigR
T . [BOoFHVE] o4 NoEBEOME) 1L, X6, YKOHEHEITH
ETholz £ oL, brREEoBEEZFESLEEDbNR S, BfR
L D L 9 7eCCORER M T 2 7Zehho7-ca sy RUOOEBIRTIE, 20
IA—VAOEERMEFHNOREOEXENLETH T, T 205, B
O ZHM L7- LT, BB INTSAS, EWnWoiEmn, B -

2EEZIRELTCVWEbDEEGB IS, MAITE S, .. 20 EThi)

\\\\\\\\\\\

DEDANY DR PO N T-HIZIiTbhrbRnZ LilhoTnd End
DN, .| ZLT, BECEFZEDODNMOEENHLPUDFE#RE L THDL
ENLON@EEITH oI, ] *DFED, ELENL] 2Xx Tz, U T
UTF 4 2B LEIIETHREMICE T, W ITEEHME 0o —8Th 5,
MKFEHEZEO THH ) X FIchE SN, 8o TR 3, TH
B OISl LThH, TNERIETHLADTICEE
M EWnWH 2 ETHAIH,

UTFTO#mBTIE, UEOZ ta2BEXRNL, YoA 7 AETEICHEN
HZEORGEZTY BF, FEIE - B EOMBEAICEL THRRS,

YINRRALEN)ERICBNTIE, BEIERELS ARy, #E EToOM
EREGDEBEL T, BRx2EERBZ2OND, B L ICKRE 2
EMT DO R o BEOHADOHERB OMIZ, EEHBIGORBBEL Y = A
JAETHHEOWREREBER TH-72EA I,

HHINZ2 W7 RAD (L) Ko x o) 5%, #Ril(cognition)
O [ % & Tr, Shakespeare Survey 6724 (2014) T KN @ 78 ik o [ (2 fit

* AIHBE. 95 H.



28
LI 7

% D%, Arthur F. Kinney THh 5, AMOKMIERE (M) 2855 25 O N,
B MERFOLAHMWERICET HHBE THL Z LI, FEEHE N
HEAIIRMCEMEE X T 5, WEOPRMITAE T 5 EERITEE % E
FT 5, 0N TWbHEBET, WEkix, BMEBBFTEIMNHTH D &V D 1AL
BT Tholed, REFTRBRIEBENORELHTND E WD HFIENE
., XD EWRAT, v~ 7 _XRADER Efeark W\ ) JEE T - TITZ 9 &
THmMILTHDH, 10

D, ~7 RXRADRAEN T F—DLEEIZHOWT, KinneylZ & = 9
Mo ZH—DLXFEBIZ LI N (RE) 1T, BhobEVEHLODOGR
EROTLEI., EWVH DT,

The most incendiary part of this scene of cognitive breakdown (but which has
often gone unremarked by critics) is that, in their distracted fantasy, Macbeth and
his wife (‘This is the air-drawn dagger which you said / Led you to Duncan’;
‘when the brains were out, then the man would die’) publicly confess to their
conspiracies with murder. The scene concludes with their startling ignorance.

Lady Macbeth. You lack the season of all natures, sleep.
Macbeth. Come, we’ll to sleep. My strange and self-abuse

Is the initiate fear that wants hard use

We are yet but young in deed. (3.4.140-4)1!

ZZIBWT, Kinney NIRRT A L5 . T IZH0 0Em) %, %
FEBLARV, DLA, SALOFEE, HRICHRN, REHOHY
RV EIICEDbRD, b A A fear LI EETH - T K97,
PERHEEERICHE IR TR, EEO ] 2~ 7 XRZ2AOHPIZERD 72V IS
WZIFAT 720, UhdEs, ENED b boMWET, LD X 5 MR
WY Lo, T2bb, Tobn T EEHEEICEE 2\, b o EEE LA
FHIEALAVWERN] LWVWol 7L —X 7 nA~LRA My 7T, 203
FHIZDEEZMENEEF IR N — IR FRHRICE 20, >F 0 3.

10 “Re-cognizing Shakespearian Tragedy,” Shakespeare Survey, 67 (2014), pp. 221-34.
1 1bid., p. 226.
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‘Fear makes our imagination conceive what it list’, Burton writes. *“Many men are
troubled with future events, fore-knowledge of their fortunes, destinies’ (228).
The next time we see Macbeth he is alone, swiftly making his way to the weird
sisters, now in a cave before a burning cauldron. With them he will “conjure’
(4.1.66), that is, conspire. He wants information; he wants control; he wants the
total annihilation of the enemy beginning with the supposed next in line to
elected succession, Macduff, Thane of Fife, and his family (4.1.166-9).
Macbeth’s steadfast fear counters Macduff’s more southerly flight into England;
‘do not fear. Scotland hath foisons to fill up our will / Of your mere own’
(4.3.88-90).12
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The disruption of created illusion that occurs when an audience “knows” a
wound is illusory but “believes” in it as real can serve to promote theatrical
construction of character, by challenging the audience’s involvement and
requiring it to paper over gaps in the presented subject. *

VA VLA FTANREEZRHERIC TRERLNEIR W] EROTE-DF, v
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In W. B. Worthen’s estimate, Shakespeare’s “interactive stage” thrived on
audience participation in the creation of character. Whereas modern American
theater has produced a theory of character that assumes ““truth,” interior fidelity,
subtextual vitality, character coherence, and so forth,” the theater of

13 “Wound-man: Coriolanus, Gender, and the Theatrical Construction of Interiority,” in
Feminist Readings of Early Modern Culture, Valerie Traub, M. Lindsay Kaplan and Dympna
Callaghan, eds. (Cambridge: Cambridge UP, 1996), pp. 93-118.

14 Ibid., p. 101.
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Shakespeare’s day assumed a diffuse and disrupted version of individual
character. *°
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The above analyses of Hamlet and Henry V have shown that the short, theatrical
texts repeatedly flatten out the complex “life-like” characters of the long literary
texts, turning ambiguous figures, whose “motivations” can and have been
subjected to extensive analysis into “mere types,” the villainous king, the loyal
mother Gertrude, or, in Henry V, the successful warrior king. This difference in
characterization is best understood not in qualitative terms, equating “life-like”
with “good” and “types” with “bad.” Rather, it seems useful to understand the
difference in characterization between the long and short texts of Shakespeare’s
plays as resulting from the respective media for which they were designed. As
Ong put it:

The modern reader has typically understood effective “characterization” in
narrative or drama as the production of the “round” character, to use E. M.
Forster’s term . . . the character that “has the incalculability of life about it.”
Opposed to the “round” character is the “flat” character, the type of character
that never surprises the reader but, rather, delights by fulfilling expectations
copiously. We know now that the type “heavy” (or “flat”) character derives
originally from primary oral narrative, which can provide characters of no other
kind.®

15 1bid., p. 101.
16 Lukas Erne, Shakespeare as Literary Dramatist (Cambridge: Cambridge UP, 2003), p. 241.
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Worthen observes that “epilogues, soliloquies, and various versions of direct
address to the audience imply” that ‘“character’ in the Renaissance may have
been a more collaborative or even collusive activity, one in which the seam

between actor and character may well have been visible . . .8
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17 Robert Weimann, Shakespeare and the Popular Tradition in the Theater, ed. by Robert
Schwartz (Baltimore: Johns Hopkins UP, 1987), p. 212.

8 Erne, p. 101.
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If the actor playing Martius, that is, “feels” the pain from his hidden wounds, he
will do so only by way of his efforts to convince an audience. The viewer who
imagines the wounds completes the theatrical circuit and, in a certain sense,
creates the character by incorporating his or her thoughts and feelings; hence no
ready division separates the character’s consciousness from the viewer’s. Martius’
inner self could even be said to exist within individual audience members rather
than within the presenting actor, so that in the battle scenes, the pain of Martius’
wounds is felt primarily by the audience.'®

Zinb, aVAF VAT AODEEEHRICFYy T 7 X —2fEonT-&KEO—
BREEDLZMRNWT, M TPIEBEBEBRIIKAL., D50VIEREOET O HIK
WCETETDHILORAGLHM T I ENLE RO THD, a2t L AT
ADBIIHEDOHFIEZDO DO THDL, T LT, REATWHZ LiZL-
T > T 2B IFZOEO LB RO THL, BEOIICI T BN
Hal (M) 2REB VW2 EIkoT, alVF b A F2ZARBELTWSE

19 1bid., pp. 107-8.
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20 Christian Billing, “‘Though this be method, yet there is madness in’t’: Cutting Ovid’s
Tongue in Recent Stage and Film Performances of Titus Andronicus,” Shakespeare Survey, 69
(2016), pp. 58-78.

2L Ibid., p. 58.

22 |bid., p. 58.
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fif 5 © 1%, GiulioPertileThH 5, = RFT—DABGIX, BEDO TR L WO I
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23 1bid., p. 67.
24 “King Lear and the Uses of Mortification” in Shakespeare Quarterly, 67 (2016), pp.

319-43.
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As James Kuzner reminds us, in early modern English “vulnerable” could
mean not only “‘susceptible of receiving wounds,” but also ‘wounding’ or
‘having power to wound.’” 30
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25 |pid., p. 323.
26 |bid., p. 324.
27 |bid., p. 326.
28 |bid., p. 328, n.29.
29 |pid., p. 322.
30 Ibid., p.334, n.42.
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(Stanford, CA: Stanford UP, 1995).

33 Christopher Pye, The Storm at Sea (New York: Fordham UP, 2015), pp. 37 ff.

34 1bid., pp. 105 ff.
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“What’s interesting ideologically speaking is the relation between that
attenuation of reference and the luridly theatricalized scene to which the play in
some privileged sense fails to refer at the close.”3®
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35 1bid., pp. 121-22.
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¥ [wkiEh =RAaeRaef] FrEth, 2002 4, 14 & 628 H,
37 [F], 646 H,
38 The Shakespearean Company, 1594-1642 (Cambridge: Cambridge UP, 2004), P. 120.
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Against the more conventional idea that ghosts return from the past,
Derrida argues that ghosts “come back,” paradoxically, “from the future” in
order to rectify a fault “of time and of the times” (120).
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39 Courtney Lehmann, Shakespeare Remains (Ithaca, NY: Cornell UP, 2002), p.93, n.10.
40



HENTWEOTIEH S F D,

EHDORE

41





