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X. S H A K E S P E A R E ’S "THE TAMING OF THE SHREW"

AS A PLAY OF MANIPUL AT IO N

Despite all the c ont rover sie s concer ning  the зо игсе d e p e n -

dencies between an enonymous play "A Pleasant Co nceited History 

Called The Taming of A Shrew" (1594) and S h a k e s p e a r e ’s "The 

Taming of the Shrew" (published for the first time in the First

Folio - 1623) there has never been any doubt that in general the
1 2 

plays sre very similar . In both the plays we have an age-old

moti ve of a drunkard who while sleeping is transpor ted to a 

life of luxury by a lord and in both cases his adv enture p r o -

vides an excuse for the pr esentation off a p l a y e r s ’ play c o n -

st ituting the bulk of the respective works. "A Shrew" and "The 

Shrew" seem to share then the same pl ay- wi th in - th e play s t r u c -

ture which was especia lly  popular in the 1 5 8 0 ’s and early 1 5 9 0 ’s 

in the English theatre when it was "one way of e xpl ori ng the 

new self sufficiency of a stage world wh ic h had only recently b e -

come entirely secular and needed to redifine its rel ationship

See: "The Arden Edition of Shakespe are - The Taming of 
the Shrew, ed. 0. Morris, Lo ndon  1961. The Taming of A Shrew
in appendix I, p. 303-305 All the references to the texts of 
the plays will be to this edition.

2 See: G. Q u i  l o u g h ,  The Narrative and Oraitatic
Зоигсез of Shakespeare, London 1964, vol. I, p. 100-124. It is
interes ting to note here that via S h a k e s p e a r e ’s "The Taming of
the Shrew" we also have Polish versions of the same story: a
cornival comedy "Peasant into King" ("Z chłopa król") by Piotr 
B a i ука (1640) and "Mr Jovial" ("Pan Jowialski") by Alex ander 
Fredro (1832).



with »n audience coming to the theatre now less for instruction 

than delight"3 .

Here however the problem begins, since the play~within~the 

play structure is only fully realized in "A Shrew", where Sly 

after the Induction does not disappear from the stage but si-

milar to the Citizen arid his wife of "The Knight of the Burning
Д

Pestle" , takes a lively interest in the performance staged for 

him. He wants to see the fool again, is very much against send-

ing people to prison and he likes the play ao much that the 

Lord has to give him more drink to make him fall asleep when 

the end of the play approaches and he is to be taken back to 

the tavern. The purpose of the Induction with the reference to 

the play is made perfectly clear by S l y ’s returning to the 

opening setting of the play after the play-within-the play is 

over. When he awakes at dawn, he believes that he has had 

"the best dreame that ever I had in my life" (s. xix). This 

ending suggests that the successful subjugation of a wife by 

the will of her husband he has just watched, has been imagin-

ary. The reality of Sl y ’s situation is his own shrewish wife 

awaiting him at home and thus lie starts off to try out on her 

the methods he has just acquired!

[...] I know now how to tame a shrew,
I dreamt upon it all this night till now,
......................  but lie to my
Wife presently and tame her too 
and if she anger me.

(s. xix)

Thus in "A Shrew" we have à circular structure of the play 

and are left with the feeling, that Sly will re-enact the tam-

ing scenesJ. Moreover, S l y ’s return to reality draws a definite

3 A. B a r t o n ,  The Taming of the Shrew: Introduction, 
[in:] The Riverside Shakespeare, ed. G. Blakeinore Evans, Boston
1974, p. 108.

4 F. B e a u m o n t ,  The Knight of the Burning Pestle, ed.
M. Hattaway, London 1969,

’ This perhaps explains, why in I. Nun n’s production for the 
Royal Shakespeare Company (1967) the same actor was used for the 
roles of Sly and Petruchio while producing "The Taming of the



border between the гва1 and the imaginary; the real applying 

to Sly and the imaginary to the p lsy -wit hin -the play. It leaves 

us in no doubt that the taming of Katherine, and indeed the 

whole of the p l a y e r s ’ play should not be acce pte d as reality. 

The closing speech of Katherina is dist anced by S l y ’s scene and 

because of that it loses much of its impact.

S h a k e s p e a r e ’s "The Shrew" does not follow the same pattern. 

The first and most obvious devi ation is its volume. Although 

as in "A Shrew" the Induction consists of only two scenes Sly 

does not return at the end of the p l a y e r s ’ play. In fact, apart 

from one intrusion which he makes at the end of scene i act I 

he disappears from the play altogether. All kinds of e x p l a n a -

tions for this state of things have been p r op o s e d6 , the most 

popular being that the last page of the manuscr ipt in which Sly 

returned was somehow lost, that pe rh aps Shak espea re forgot a~ 

bout his op ening character and setting when be finished the 

play, or that his scene was left to the improvisa ti on of the 

actors and was never written. Indeed some di rectors have felt 

go strongly about this, apparent lack of conc lusio n to the play 

that they have supplied an extra scene, drawn from the a n o n y -

mous "A S h r e w "7 .

Despite all the ca refully worked out s up posi tion s c o n c e r n -

ing the ending of S h a k e s p e a r e ’s "The Shrew" the fact remains 

that the play has been left to us in its present form and He- 

minge and Condell did not see an yt hing wrong or unusual in it 

while preparing its first edition. H. G. G o d d a r d ’s opinion that 

Shakespe are saw his chance for a slyer and prof ound er relation-

ship between the Induction and the p l a y e r s ’ play than it is
В .

usually supposed , is quite plausible.
faking that Sha kespeare's play has no mi ss ing scenes the

Shrew" with the additio n of the scenes from "The Taming of A
S h r e w " .

6 The Arden Shakesp eare - The laming of the Shrew, p. 12-50.
•j

A. L e g g a t t, S h ak e s p e a re ’s Comedy of Love, London
1974, p. 4?.

H. C. G о d d a r d, The Meaning  of Shakespeare, Ch i c a -
go 1951, p. 73.



question arises of what he was hoping to achieve; why he d e -

cided against the conventional ending and created in fact a 

two-part play. The obvious conclusion is that the lack of a 

scene returning Sly to the alehouse is also a lack of return to 

reality. This throws ari ambiguous light on the states of r e a -

lity and the supposedly less real scenes of the play. The d i s -

tancing between Katherine in her final speech and the audience 

becomes mi nimalized by the omission of such a scene and the e n -

tire action of the play is brought closet to us. The suspension 

of disbelief is fully enforced and not negated by Sly as soon 

as it has become effective and permitted the p l a y e r s ’ play to 

make its point.

The uncertainty as to what is real and unreal in the play 

is brought about in the first place by the di stribution of 

these two notions. The episodes that would be. considered as 

real i.e. the main taming plot of Ka therine and the sub-plot of 

Bianca, occupy the majority of the play (12 scenes) and they 

constitute the focal point of concentration. While Sly, being 

the focal point for a relatively brief time and only at the 

beginning of the play, makes it quite possible for the au d i-

en c e 9 to forget that the Ka therine plot 1з, in fact, a p l a y e r s ’ 

play and dispensing with him, there is a suggest ion thć.t the 

reality which he represents is also dispensed with.

The end of S h a k es p ea r e ’s Induction leaves Sly elevated, if 

not actually to the position of the lord, at least to a life- 

-style which can be compared to that of the lord. We have re al -

ly no choice but accept this end, as thinking past the end of 

the play to what might happen and what might be the outcome, 

would be no more or less ridiculous than trying to establish 

how many children Lady Macbeth h a d ^ .  Not only must we accept

9 This probably happens more often to theatre-goers than 
to readers of the play, as the latter have more time to c o n -
sider the nature of S l y ’s role. The B&C 2 prod uctio n of "The 
Taming of the Shrew" by 0. Miller (shown on the Polish TV * in 
1986) cut the whole Sly episode and this may have been because 
he felt that if the episode was not important, or if we were 
likely to forget about it during the action, it might as well 
not be included.

10 See: L. C. K n i g h t s ,  How Many Children Had Lady M a c -



an elevated Sly, but also a tamed Katherina, an almost shrewish 

Bianca and a victorious Petruchio, and all those states are e s -

tablished in a play that has depicted character s changin g roles 

throughtout its action. This role -switch ing exag ger at es the u n -

real aspects of the p l a y e r s ’ play, and in doing so, makes the 

more reel and gradual change of Katherina more acceptable by 

comparison.

Sly* s el evation is brought about by the intervention in 

his life by the Lord and the direct manipu la tio n of his e n -

vironment and social position. In his case, as A. Le ggatt o b -

serves, "the new life is accepted as truth, and he moves into 

it with some difficulty, but with increasing confidence. M o r e -

over in the play, as we have it, we never зее him d i s i l l u s i o n -

ed. His acceptance of his new role set off a chain reaction 

that runs through the rest of the play, as new experie nces are 

opened out for the characters and for the audience"**,

Katherina, too, is a changed person, subs ervient to P e t r u -

chio, and prepared to play the role of the ideal wife. Her 

change has been brought about by her "lord" Petruchio, who also 

m ani pulat ed her environment, and life-style. "The Shrew" then 

deals with a kind of metamor phosis for both Sly and Katherina, 

brought about by the external ma nip ul ati on moving them from one 

reality to another, permanently. It seems to be more than c o -

incidence that in the Induction the Lo rd while co nvincin g Sly

of his present wealth and status draws his attention to the
12

paintings p resentin g the m et amor phoses of gods and men

Sec. Serv.: "Dost thou love pict ures? We will fetch thee 
straight
Adonis pa inted by 3 running brook,
And Cytherea all in sedges hid,
Which seem to move and wan ton  with her breath 
Even as the waving sedges play with wind,

beth, liri:] Explorations; Essays in Cr it ici sm Mainly on the 
Literature of the Se venteenth Century, Lo nd on 1964, p. 13-50.

11 L e g g a t t, op. cit., p. 42.

12 P. S w i n d e n, An Introduction to S h a k e s p e a r e ’s C o -
medies, London 1979, p. 13-50.



Lord: W ’H  show thee Io as she was a maid,
And how she was beguiled arid surpris'd,
As lively painted as the deed was done".

(Ind. ii, 50-57)

The structure of "The S h r e w ” as it is now, without the 

return of Sly, suggests that such me ta morphoses are possible 

in reality, through manipulation, and indeed they are, as the 

whole play is a manipulation of actors and audience by S h a k e s -

peare. A. R i g h t e r ’s observation that in El iz abethan times "men 

who watched a dramatic pe rformance of any kind, or ponderer! a 

Classical comedy in manuscript, seem to have been tempted to 

equate the real world with the imaginary kingdom of the stage, 

to describe Man as an actor and assign either to Fate or to God 

Himself the double position of diamatist and au di e n c e " 13 is in 

fact with the twentieth century modifications' valid today.

The dichotomy of real and unreal is fuzzy throughout the 

play. Sly waking in the L o r d ’s castle is unsure of what is 

a dream and what is reality:

Or do I dream? Or have I dr eam*d till now?

(Ind. ti, 70)

We, the audience, arid the L o r d ’s m en feel superior in our k n o w -

ledge of S l y ’s position in the Lord's hecsehold. This surely 

must have also ha ppened in Shakespeare's times, but the id en-

tity and the nature of S l y ’s supposed wife were unknown to the

audience because in an Elizabe than productio n all the female
14parts were played by boys , and thus the audience equally ware 

gulled while suspending their belief and they were not s u -

peri or to Sly in their perception of the si tuation he is p r e -

sented wi tli.
Scene V act Iv when Petruchio and Katherine are on their 

way to Padua presents the same them., which continues the ex-

A. R i g h t e r, Shakespeare arid the Idea of the Play, 
Lon don  1962, p. 65..

4 A. ii u r r, ihe Shakesp earean Staqe, 1574-1642, Cambrid-
ge 19& 0 , p. 78-112.



ploration of the re lationship between the real and the i m a g i n -

ary. Iheir me eting with V inc entio brings back the qu e sti on s ot 

sexual identity. Petr uchio insists that Vincent io is a lair 

ge ntlew oma n and Katherina agrees in a way that suggests it 

matt ers not what he is (36-40; 44-47). Re mem ber in g that in the 

Elizabe th an theatre male actors pl ayed female parts S h a k e s p e a -

re by such treatment of identity of the sexes draws our a t t e n -

tion to the fact that everyth ing in the theatre if far from 

being fixed, as the role-switch ing in "The Shrew" demonstrates.

In the same scene Petruch io insists that it is the moon 

which shines while it is the sun. In s ymb olic terms the Mo on 

stands for the imaginary, dreams, intoxication, illusion and 

the f e m a l e 1 5 . The Sun is the symbol of reality, perc ept iv ity  

and ma sculine p r i n c i p l e 1 6 . Katherina, ha ving learnt the rules 

of her h u s b a n d ’s game and cr eating her own role of an obedient 

w i f e 1 7 , accepts the imaginary (the moon) for the real (the 

sun), and In doing so she is eventually able to agree with P e -

truchio on the real (the sun) - 12-15; 16; 18-22. There must be 

some significanc e in the fact that the ma le- fem ale  ambiguity 

combined with the real-unreal am biguity co ns tit ut e the pivotali u
point in K a t h e r i n a ’s taming . Moreover, s eeing this scene in 

the context of the relatio nship be tween the In duction and the 

p l a y e r s ’ play, perhaps, it is po ssibl e to sugyest that the 

ap pl ica tio n of the imaginary to the real, can bring about a 

new pe rc ept io n of the real.

In "The Shrew" Shakes pea re  is po rt ray in g an image of the 

re lat ionship between the Spectactor and the play. I. N. G r e e n -

field while analyzing this rela tionship very rightly says that

15 A Di ction ar y of Symbols, ed. J. E. С i r I о t, L o n -
don 1962, p. 214-217.

16 Ibidem, p. 317-320.

17 J. R, 8 r o w n, Shakespeare and His Comedies, London 
1968, p. 98.

10 T . N. G r e e n f i e 1 d, The Tra nsf o rm a t io n of C h r i -
stopher Sly, "The 'Philological Quarterly " 1954, No. 33. This 
relations hip seem ed tu haunt Shakesp eare as tie o ften c o n s c i o u s -
ly reflected on his own art natcr irt his ca reer e.g. "A M i d -
su mme r N i g h t ’s Dream".



Shakespeare brings his Induction into organically related c o n -

dition with the main play, while the contrast between the l i -

teral world of Sly and the world of dramatic poetry аеешз to be
19

emphati c and meaningful

Ma nipulation and transformation of the characters are p r e -

sent both in the Induction and the p l a y e r s ’ play. Sly is m a -

ni pula ted by the Lord, removed from one scene and awakes in 

another which is wholly stage-m anaged by the Lord.

What think you, if he were conveyed to bed,
W r a p p ’d in sweet clothes, rings put upon hia fingers,
A most delicious banquet by his bed,
And brave at tendants near him when he wakes,

Carry him gently to my fairest chamber,
And hang it round with ail my wanton pictures.
Balm his foul head in warm distilled waters,
And burn sweet wood to make the lodging sweet.
Procure me music ready when he wakes,
To make a dulcet and a heavenly sound.

( Ind .1,35-38:44-49)

The Lord also gives directions how the servants should 

act, and provides the story to convinc e Sly that he is now 

within tha realms of reality (50-66). The Lord then аэзитез the 

roles of st ag e- m a n a g e r , director, actor and the author of the 

play. Finding himself in this new en vironment Sly does not know 

how to behave and he in turn receives tuition in the way he 

must act from the L o r d ’s servants.

When we meet Sly for the first time he is a man who does 

not want to accept his pl ace In reality. He has exalted ideas 

about himself and is almost pathetic in trying to impress the 

Ho stees with his ancestry which he connects with the unreal 

"Richard Conqueror" (Ind. i). Thus, he aspires to a better life 

he leads and once the op portuni ty is given he insouciantly 

adjusts himself to his new identity and the treatment he r e-

ceives, by becoming a part of this surroundings. He even tries 

to change his way of speakin g by slipping into verse with some

1 9 S. C. Sen G u p t a ,  Shakesp earian Comedy, Ox ford 1977,



20
attempt at dignity . He wants to do nothing that will send him 

back to the life he knew, and even agrees to forget about 

bedding his newly ac quired wife because of the danger of such a 

relapse:

[...] But
I would be loath to fall into my dreams again. I will 
therefore tarry In despite of the flesh and the blood.

(Ind.il,126-120)

From the outset we are aware that Ka therina is also d i s s a -

tisfied with her lot. Her younger sister Bianca appears to be 

her f a t h e r ’s favourite as his comments on her end c o n v e r s a -

tions with her are all In a posi tive vein, whereas his attitude 

towards Katherina is generally negative or indifferent (I,i). 

We should however remember that al th ough S hakespeare is careful 

to make it clear that Kath erina has good reasons to protest 

against her f a t h e r ’s and s i s t e r ’s treatment of her. She is a 

st ubborn and unsu bmis siv e woman who tries to assert her own 

will quite overtly. She, for example, obje cts to being treated 

as part of B i a n c a ’s wed din g arrangements: "I pray you, sir, is 

it your will to make me stale amongst these ma tes? (I,i, 57- 

-58) and makes her father agree that whoever marries her must

be accepte d by her ( I I , i ,127-128). 8y the E li z abe tha n stan-
21

dards she is really "i ntolerable curst, and shrewd, and 

froward" (I,ii,B7-08). It cannot be coinci den ta l that Ka therina 

(like the drunken Sly by the Lord) is co mp are d by Pe truchio to 

an animal. He says"

Thus have I po liticly begun my reign,
And ’tls my hope to end s u c c e s s f u l l y .
My falcon now is sharp and passing empty,
And till she stoop she must not be f u l l - g o r g ’d,
For then she never looks upon her lure.
Another way I have to man my haggard,

20
В. V i с к e r s, The Artistry of S h e k e s p e a r e ’s Prose, 

London 1968, p. 13-14.
21

L. J a r d i n e ,  Still Harping on Daughters: Women 
pnd Orama in the Age of Shakespeare, B rig hto n 1983, p. 103-
-14 Ü .



la make her come arid know her keeper ’s call, 
That is, to watch her, as we watch these kites 
That bate and beat and will not be obedient.

(IV, 1,175-183)

The main aim of P e t r u c h i o ’s taming of Katherina is to give 

her an understandi ng of her nature and posi tion in society, as 

a woman and wife, which she preaches at the end of the play:

Thy husband is thy lord, thy life, thy keeper,
Thy head, thy sovereign; one that cares for thee,

Such duty as the subject owes the prince 
Even such a woman oweth tu her husband.

I am a s h a m ’d that women are so simple
To offer war where they should kneel for peace,
Or seek for rule, supremacy, and sway,
When they are bound to serve, love and obey.

Then vail your stomachs, for it is no boot,
And place your hands below your husb and's foot.

(V,li, 14 7- 148,156 -157,162 -165,1 77-178 )

Resuming the idea that everything is fluid in the theatre 

we do not know whether Katherine, xn fact a boy-actor, was e x p r e ss -

ing here her own newly aquired point of view or whether she was

acting as a mouthpi ece for Petruchio or even S hak espea re-man
22

himself . It is however important to remember that although

our m ode rn  sensibility may be offended or even d is gusted by

her speech, In S h ak e sp e a r e ’s times it might be the ex pressi on

of the "chain of being", a hierarchy which de scend ed from God

to inanimate nature, and on this ladder a wife s to od  one rung
23

lower than her husband . The Elizabe than Church enfo rced this
by referring to St. P a u l ’s letter to Ephesians: "Wives, s u b -

ît is interesting to note here that even the m o d e r n . d i -
rectors found it fascinating to cast a man as Katherina. See:
S, f l e a u m a n ,  The Royal S h a k e s p e a r e •Company : A History of 
Ten Decades, Oxford 1982, p. 189.

2 i  E. M. W. T i 1 1 y a r d, The Elizab et ha n World Picture, 
London 1978, p. 33-44,



mit yourselves unto your own husbands, as unto the Lord. For 

the husband is the head of the wife, even as Christ is the head 

of the Ch ur c h' 4 . The common people were thus indoctr in ated  

while listening to the Homily "Of The State of M a t r i m o n i e ” 

(1563): "For the woman is a weake creature, not indued with 

like strength and constancy of minde, th erefore they bee the 

sooner disquieted, and they bee the more prone to all weake 

affections and disposition s of minde, more than men bee, and 

lighter they bee, and more vaine in their fantisies arid opi- 
?*>

nions' . In this matter as E. K. Chambers observes: " S h a ke -

speare is instinct with the spirit of his age, and vital l a r g e -

ly Ьесаизе he is instinct with it; and, without the historic

sense, his ethical standpoint is in many respects incomprehen-
26sible to those who come after him"

P e t r u c h i o ’s mo tives for taming Katheri na have also been
27misun der sto od . By modern standards he is re garded as an a g -

gresive male who by marrying Katherina for her money bullies
? R

her into total submission . S h a k e s p e a r e ’s audience would not, 

however, have seen anything strange in hard- ba rg ain ing over 

the dowry for at that time fiscal matters were inseparable with 

c o u r t s h i p s .  Undoubtedly he wants to "wive [...3 we althily in 

Padua" (t,ii,75) but he is also intrigued by K a t h e r i n a ’s dis- 

cr iption ( I ,ii,103-106) and eventually he treats her as a 

ch allenge to his own exotic and un su bmissive nature ( I , i i , 197- 

-209).
Similarly to the Lord in the Induction he stage -man age s his 

treatment of Katherina ( I I ,ii ,169-180). He also stages his w e d d -

ing and plays his role so convincingly that not only Kat herina

24 The Arden Shakespeare - The Taming of the Shrew, p. 146.

2b Ibidem.

f. K. C h a m b e r s ,  Shakespeare: A Survey, London 
’964, p. 40.

11 W. H a 7. z i i t , Characters of S h a k e s p e a r e ’s Plays, O x -
ford 1962, p. 247.

23 The Arden Shakespeare - The Taming of the Shrew, p. 144.
oü

L. S t o n e ,  The(Family, Sex and Ma rri age in England 
1500-1800, London 1979, p. 37-51.



obeys him but so do the priest, her father and all the wedding 

guests (III,iii). In taming his wife he uses two complementary 

techniques, which he fully discusses. He "kills her in her own 

humour" (I V,1,189) and is "more shrew than she" (Iv,i, 85-06). 

Katherina, like Sly is removed from the familiar, her f a t h er ’s 

house and finds herself living a life directed by Petruchio who 

decides how she will live, sleep, eat, dress and act.

There can be no doubt that K a th e r i n a ’s first week of m a r -

riage to him is unbearable and there are times when it seems 

impossible that she will stand so much. One of the possible 

explanations is that she is attracted to Petruchio, that she 

does not want to live in isolation as she more or less did 

prior to his arrival. She tells her father about 0iartca’s mar-

riage :

What will you not suffer me? Nay, now I see 
She is your treasure, she must have a husband,
I must dance bare-foot on her wedding day,
And for your love to her lead apes in hell.
Talk not to me, I will go and weep,
Till I can find occasion of revenge

(II,i, 31-36)

Considering K a th e ri n a’s shrewish reputation, her refusal 

to marry Petruchio is far from convincing, she had after all her 

f a t h e r ’s promise that she would be allowed to accept her future 

husband. (Oianca has no such promise). The tears she cries 

when Petruchio is late for the wedding ce re m on y ( I II  ,ii ,26) seem 

not the result of wounded pride but more the result of yet 

another rejection and further isolation, as are the tears, she 

says, she will cry in the above passage. The de priva tion that 

she undergoes in her hu s b a n d ’s house is to improve her, and 

brings her to a happy relationship with him and a return to 

s o c i e t y 3 0 . 0oth Katherina and Sly acquire a new found domesti-

cation. She, as Sly did, needed help and tuition to know how 

to act. In her case it is Horensio who gives her the vital cluej 

"Say as he says, or we shall never go" (IV,», 11).

i(J 0 a r t о n, op. cit., p. 106-107.



Petr uchio rids her of her shrewishness, originally a d e -

fense not intrinfic to her nature, and permits her to escape 

into freedom and love within the bonds of marriage. M. French has 

ex pressed it in the following way:

Her eventual acceptance of the inlaw feminine principle, her 
renu nciation of its outlaw aspect ( K a t e ’s rebellion is not 
rooted in the desire to accomodate herself to it), led to her 
acceptance of the role defined for her by the social structure. 
She becomes "conformable as other hous ehold cates" with the r e -
sult of "peace ... loove, and quiet life, an aweful rule, and 
right supremacy" ( V , i i, 108-109) .

N. Frys remarks that the Katherina of the be gi nn in g of the

play is not really dissimi lar from the Katherina of the end-
32ing . She is persecu ting her sister Bianca but she has learnt 

how to do it with social approval.

Petruchio, as a very expe rie nced man, realizes from the 

very outset what is pretenc e and illusion in K a t h e r i n a ’s c h a -

racter and what is real ( I I ,i ,236-249). These are the q u a l i -

ties in her which he fosters and cultivates. He wins because 

he succeeds in sh owing Katherina both the u n lo v el in es s of the 

false personality she had adopted and the emotional truths 

which she had led herself to b e l i e v e 5 3 .

The ideas of role-playing, tran sformation and mani pul at io n 

which are so important in the Induction and the taming plot are 

also present in the story of Bianca and her three suitors. The 

cour ting of Bianca follows the literary c o nv e nt io n of its source

C. G a s c o i g n e ’s "The Supposes" (1566) which in itself is an 

adaptation of A r i o s t o ’s comedy “ I Suppositi" (1509). They are 

plays of masquerading, the plots turning on disguise bring a- 

bout mistakes of identity, whereby a young man may secure a c -

cess to his m i s t r e s s 3 4 . Thus, in the Bianca plot we have the

31 M. F r e n с h, S h a k es p e a r e ’s Oi v isi on  of Experience, 
Lond on 1983, p. 84.

1 О
N. F r y, A Natural Perspective: The Deve lopme nt of Sha-

ke spear ean Comedy and Romance, New York 1965, p. 80,
33

8 a r t о n, op. cit., p. 107.

34 The relation ships  between these sources and Shakespeare’s



exchange.* of identity of nearly half of the cast e.g. Trenlo 

becomes lucentio, Lucentio becomes Cambio and H ort ens ia becomes 

Lito, В. Evans rightly observes that "it is all composed of 

false suppose« and unperceived r e al i t i es " 55 . There, however, 

are no psychological transformations but superficial th eat ri-

cal illusions. In the course of the action the characters stage 

little plays in which they themgelves or their friends play 

parts e.g. Tranio schools Lucentio and Biondello in their newly 

assumed roles (1, i , 191-243), H o r t e n s m  tutors Pe truchio in how 

he is to pres ent him as Lito to Baptista ( I ,i 1,130-136), 

Pedant is instructed how to play the pai t of Vinr.entio (TV,

i i ,100-130 ; i i i ,1-8). Their aim is to deceive the others but they 

themaeles are never in doubt about, their own identities. As in 

a typical theater the m a m  attribute of playing a new role is 

the costume, and they easily restore to their true nature by 

changing back into their original clothes.

The archdeceiver and manipulator at this level of the play 

is Bianca. Although she does not change her clothes, she m a -

nages to fool almost all the other ch a r act er s* 6 as to her n a t u -

re. She plays her part of a sweet, docile young lady in such 

a convincing way that her gullible audience, her admireres, 

overlook her occasional failings e.g. when she tells her t u -
tors :

I am rip breeching scholar in the schools,
I ’ll not be tied to hours nor pointed times,
But learn my lessons as I please myself.

(I ll,i ,16-20)

At the end Bianca shows herself petty, and even s h r e -

wish (V ,i i ,126 ,13) when she achieves her good ma rriage to a

play are fully discussed in H. B. C h a r i  t o  n ’ s Sha-
kespearean Comedy, London 1949, p. 7 3-99.

35
8. E v a ri s, Sh a k e s p e a r e ’s Comedies, Oxford 1960. p. 26.

56 In fact it is only Katherina who is not deceived by her 
sister ’s behaviour :

"A pretty peat! it is best put finger in the eye, and she 
knew why". (1,1,78-79).



husband de sperately in love, she casts off her obvious p r e -

tences and theatricality.

Ihe stage-managing and manipulatio n present in "The Shrew" 

do not end here, but can be taken a stage further. Shakespeare, 

writ ing the play, has set the scene and prov ide d the c h a -

racters, and his treatmént of the play forces us to accept 

these ambiguities within the play. And if we are able to ac -

cept these theatrical ambuguities we must be prepa red  to a c -

cept the play as a whole. We, too, are being m ani p ul at e d in 

how to act in relation to the play. "The Shrew" seems to be 

about the concept of the play Itself, its a lternative r e a -

lity, interchangeability of characters, sexual ambuguities and 

authorial manipulation, as well as being a play about people 

living in isolation, emotional poverty and about achievi ng m a -

turity. Besides that it is also a play about the taming of the 

audience by mani pulation of their reception. Thus, as Q. D a -

n i e l ! 37 says, it is high time the play stopped being called a 

farce or a prentice work, as it announces a new kind of E l i z a -

bethan comedy.
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"POSKROMIENIE ZŁOŚNICY" W. SZEK SPI RA 
JAKO SZ TUKA 0 MA NIPUL ACJI

Autorka an alizuje sztukę z punktu widzenia zależności p o -
między Wstę pem i główną akcją utworu, utrzymując, że brak sceny 
w której Sly powracałby do rzeczywistości ma wpływ na odbiór 
wydarzeń rozgrywających się w świecie "realnym" i świecie il u-
zji teatralnej. Przybierani e przez post aci e dramatu roli (na 
skutek manipulacji zewnętrznej lub z własnej woli) podkreśla 
dychotomię tego odbioru. W kons ekwencji utwór ten to nie tylko 
sztuka o osamotnieniu, ubóstwie u czuciowy m i dojrzew aniu lecz,
i to przede wszystkim, autorskie studium alt erna tywnej r z e c z y -
wistości, zmienności postaci, seksualnej dw uznac zności i tea-
tralnej manipulacji.

D. O a n i e 1 1, Shakespeare and the Traditions of C o -
medy, [in:} The Cambridge Companion to Shak espea re Studies, ed.
S. Wells, Cambridge 1980, p. 106.


