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When viewing the films, look for the first hints of tenderness between Petruchio and Katharina. Where do you think that they became genuinely attracted to each other?
There’s nothing funny about wife beating. How does the play make the theme palatable? How does the movie to go further to eliminate misogyny? Does the film succeed? [Greenblatt: Plays like Shrew and Merchant of Venice are supposed to be uncomfortable. Ross: It is a universal wish that any woman who wants to marry, whatever her defects, should be able to.]

Think about what constitutes the two plots of the play.

· 2 sisters to get married; two plots.

· Shakespeare provides two sub rosa suitors who appeal directly to the girl (Hortensio/Litio and Lucentio/Cambio), and two open suitors who appeal to her father (Gremio and Tranio)

· Denouements: Kate accepts the sun as the moon (or sees herself in Petrucchio’s fickleness); exposure of Tranio’s hoax. The two are somewhat simultaneous but unconnected. 

· Hard part: Lucentio at first plans to elope, probably because he believes that Katharina will never marry and therefore always bar his way to Bianca, but for some reason once Katharina is married he continues his plans, probably because it is impossible or he is afraid to admit that he switched places with Tranio. Why impossible? It turns that Baptista accepts him when the truth does come out. That leaves fear, which makes him a right victim at the end too. Or just stupidity. This part of the plot is missing in the movie and the play. 

The play is a comedy. Shakespeare set it in Italy because Italian culture was enormously influential during the Renaissance.

The film is directed by Franco Zeffirelli, from Florence. The setting is Florentine and the soft color scheme can compared to the paintings of Botticelli, such as The Birth of Venus, with its famous Botticelli pinks.

Does Petrucchio tame Kate? Does she need taming? Do we like her?

Is Petrucchio ever cruel? How far can he go?

Does Katharina bend her pride? Should she? What unacceptable limit does she cross in her behavior? She strikes her sister, the music master, and Petrucchio. 

Should there be a struggle for dominance in marriage? Could the roles of Petrucchio and Katharina be reversed?

What motivates Tranio? (he’s a servant who enjoys the upper hand). Is he like Katharina? Should he accept his position as servant as she she accept wifehood?

Thematic unity of assuming poses (suppositions, or “soppositi” in Italian, to take another position)

Sly becomes a lord; Bartholomew the page dresses as his wife (and behaves humbly, as he has seen noble ladies do--does this mean common women do not?); Petrucchio pretends to be a shrew; Tranio pretends to be Lucentio; Hortensio and Lucentio pretend to be schoolmasters; a pedant pretends to be Lucentio’s father; . . . Katharina pretends to be submissive??

How about the widow and Bianca: were they pretending at some point? 

Slapstick elements: 

Lucentio’s story about killing a man

Kate hits Bianca

Grumio’s knock on the door

Petruchio perhaps twists Kate’s arm to keep her silent while he lies to her father about how much she loves him.

Petruchio carries Kate away

Grumio and Curtis

Petrucchio and servants

Hortensio eats Kate’s food

Vincentio beats Biondello

Due to slapstick, the play is much funnier in performance than in print, or on film.

Induction i: Christophero Sly, Hostess / Lord with train, 2 hunters, servingman, players 

Notice that an action is being debated but we must wait for clarity (7, broken glasses); sort of in medias res (that is, in the middle of things. Most Shakespeare plays take us into ongoing action, which is one reason it is so hard to start reading them; movies, therefore, are helpful introductions, because they let us see and hear characters).  The plot is underway in most Sh plays; we see only the relevant part--the action.  Irrelevant would be for example the birth of Hercules, what Bianca was doing yesterday.  This gives priority to character, how one reacts to events. Here Sly is refusing to pay his tavern bill (perhaps with hint that avoiding debts is something lords can do but not commoners, just as husbands can rail, but not wives).

16. The boring conversation of the specialist. Notice the inordinant fondness of the lord for his hounds, who all have names and personalities. 

36:  Lord’s plot, or “practice”: to dress Sly up like a Lord. A play, a “pastime” (66) but with decorum, “modesty” (67). [note to myself: NOTE USE OF WORD “CONVEY’D”: SOMETHING DONE IN SECRET, NOT QUITE MORALLY CORRECT, WHETHER DRESSING UP SLY OR CONVEYING AWAY BIANCA. The word is also used for the secretly hidden onion the page will use to make herself cry (126)—sort of comparable to Petrucio’s hidden plan to tame Kate.]

77. Players arrive (but the Lord has already arranged his own play. How does the lord’s practical joke compare to the plot of the player’s last performance, about a farmer wooing a woman above him in class, 85)? Marriage usually raised anxieties about class, just as race does today, and once we get race straightened out, something else will make people worry tomorrow. The Lord doesn’t clue them of Sly’s deception; instead he warns them that the “lord” is bad (105):  He dresses Barthol’mew, his page, like a woman.

81: The Lord remembers seeing the players perform a story about a farmer’s son who wooed a gentlewoman: this is the aristocratic nightmare, that a good-for-nothing will elope with an heiress daughter. Baptista will suspect Tranio of this, but not Petruchio. The English statute on the subject only protected women under 16, and it may be that the culture believed women over that age who were the targets of fortune hunters were legitimate prey. (Shakespeare at 18 got an heiress pregnant and then married her, and her money.)

101: the lord orders the players to be fed. This is a constant theme in the play, the need to eat (deriving from the role of the hungry slave in Ariosto’s source, the Roman playwright Terence):  Sly’s drink, Kate’s burned supper, the final banquet.

115: Notice the lady’s behavior the lord recommends, the submissive speech. He wants his page Bartholomew to behave submissively as he has seen “noble ladies” (110) do. Does this mean common women were more brazen than aristocrats? Is this submission? Or is it politic behavior, a means of wifely control by a thousand means over a man who wants only to hunt? In a world of lords and servants, service  (that is, being a servant) was a profession, not necessarily demeaning, and marriage followed the model. But service or submission can be vicious if forced. How should married people behave? The eternal question: customs that define a society, determined by the mores (example and experience), are not necessarily rational.

Action:  The Lord arranges to deceive Sly by dressing him like a lord, his page like a woman, warning the players not to offend him, and convincing himself that he can instruct his followers how to stifle their laughter, which would spoil the illusion, or he seems to believe that if he fails to stifle their laughter, his awesome presence alone will keep his farse from degenerating into a riot.

Will Sly ever know how he has been plotted against? Will Katharina? Does a dog or a hawk?

So, its seems that comedy, which we need to define, is something more thoughtful than farce. What of the play to follow? It has knock-down farce, but also thought. 

Induction ii: Sly, servants, lord, page as lady, messenger

21.  Sly is a tinker, i.e. a gipsy vagabond. Proud of his debts!

29. Lord tells him of his “lunacy.”  Notice the theme of improvement here. The lord argues that Sly may think he is a beggar, but he must behave better than that (32). Kate needs to behave better too.

50.  Lord, whose language tends to the mythological (that is, educated) offers Sly a soft bed and his servant suggests dirty pictures as prelude to offering him a wife. (Venus and Adonis, Io, Daphne. Even though he leaves out the induction, Zeffirelli picks up the dirty art theme by showing bare breasted statues and creating a general tenor of male lust; women are pursued, not pursuers, and there are no obvious hints of homosexuality, despite Z’s own proclivities) (Minor theme of promoting marriage in the play; Shakespeare does this all the time; he practically invents our modern romantic conception of marriage, which previously was something of a business deal).

75:  Sly decides he’s not dreaming, but still wants a pot of ale.

106: Convention of upper classes is to use term lord and lady; of lower, husband and wife. Merely convention, hence impossible to judge across cultures, to say which is more correct.

117:  Convention that you can’t show sex on stage. Here the page says that the physicians’ charge him to abstain for a few days, and watch play instead.  Mirth to cure melancholy--”a kind of history.”  Sly has never seen a real play.  So the play we see, the Shrew, is what the players have brought.

Shakespeare promotes the arts! Argument of good effect. The play will cure madness and melancholy, heal sicknesses, and prolong life. But also carpe diem at 144 (seize the day), the usual argument of men on women.

Action: 

Sly transforms into a proper lord to watch play.

Or, Sly accepts his given role as a lord to watch the play.

Or, the lord restrains frivolity of his players (form of actor’s self-censureship).

Or, Sly accepts the doctor’s orders that he watch a play instead of demanding sex from his wife, as that will keep him from reverting to his former lowly status.

Act one, scene one: Lucentio, Tranio / Baptista, Katherina, Bianca, Gremio, Hortensio

Lucento, son of a father from Pisa who made a fortune as a merchant, was born in Florence (the city that controlled Pisa, and probably where Vincentio moved once he made his money, since the arts flourished there and the citizens presumably were gayer than in “grave” Pisa, 10). Although he was “brought up” in Florence, he seems to have been living recently in Pisa, probably at some school, since now he wants to try the depths of Padua. (Look at a map.)

Lucentio appears as an inexprienced youth, one who thinks that he can think his way to virue by reading philosophy, and he is still inexperienced at the end of the play. He contrasts with Petrucchio, the man of action, not contemplation.

Tranio realizes Lucentio lacks worldliness and advises him to put his education to daily use. 

Tranio is educated enough to be able to contrast Aristotle, the philosopher, to Ovid, the poet of love. Notice the subjects of education: philosophy, music, poetry, rhetoric;that is, the language arts. Math and metaphysics (that is, physics, the universe) are secondary. Tranio also seems to know that Philosophy was often portrayed as a woman, his own interest, it seems, although he never gets a shot at a woman in the play. All he can do is joke about sucking the sweets of sweet philosophy.

Biondello has not yet arrived. He seems to be the servant who does the dirty work, while Tranio is more like a gentleman’s companion, able to imitate Lucentio and close enough to envy him. Tranio fits the tradition of the clever servant, but at a slightly higher level (Lucentio compares himself to Dido and Tranio to Dido’s sister Anna at 155).

Gremio is the old “pantaloon,” a stock figure in the Italian commedia dell’arte. Very old men pursuing young women leave themselves open to mockery. 

51:  Baptista declares the key problem: Katharina must marry before Bianca does [custom is, because she’s eldest].  

Notice that we first see Katharina and Bianca at the same time in the play, whereas Bianca appears first in the movie. 

That opening illustrates the key difference between film, which can cover vast spaces, and theater, which relies on words.

Zeffirelli’s long introduction is doing something not in the play: he is creating a holiday atmosphere: notice the boom of the canon releasing everyone from religious strictness into the carnevale of love. This may be Z’s version of Lucentio’s desire to study virtue and philosophy, but more likely it follows an old theory (Richard Barber, Shakespeare’s Festive Comedy) that Shakespeare wrote his comedies for certain holidays, holidays which were much more intense in the past than they are now, becuase social strictures were so much more severe and life so ordered and hard, that the release from the normal pains of the day was felt much more than it is today. 

71.  Lucentio falls for Bianca.

Lucentio is attracted by Bianca’s silence. But he also calls her Minerva (Athena, goddess of wisdom), as if her desire for books and instruments accords with his own scholarly inclinations. By contrast, Z makes the attraction purely visual and flirtatious; his Bianca is all Hollywood sweetness.  Here and elsewhere Z leaves out references to mythology in Shakespeare’s dialogue.

94: B says Hortensio and Gremio may hire a schoolmaster for Bianca (we know Lucentio is a scholar).  Hortensio proposes that they find someone to marry Katharina on the theory that there’s money enough at stake for someone to endure her (130). 

152: Lucentio seems to follow Ovid’s Art of Love, a how-to manual that says that love requires idleness (and later Bianca finds him reading this book, 4.2.8). He compares his passion to that of a woman (not a good sign) named Dido, who fell for Aeneas and killed herself when he deserted her. Everyone knew this story, and we worry that if Petruchio is a cad, he will desert Kate, but in fact it turns out that he, however crudely, sticks by her. So there’s a bit of the “whatever it takes to keep him happy”going on in the play.

169: Lucentio compares Bianca to Agenor’s daughter Europa, whom Jove changed into a cow to carry away (see Ovid’s Metamorphoses. The seduction took place in Tyre, modern Lebanon; then the cow took Europa to Crete). 

172:  Lucentio waxes poetic over Bianca’s breath; Tranio is practical.

193: Not at all clear that Lucentio is clever enough to plan the plot. I like to think that Tranio takes charge, fitting the theme of power to the powerless in the play. [Certainly in Terence’s Eunuchus the wily servant does all the thinking; I might add that the Lucentio character has been secretly sleeping with the Bianca character for two years when the play starts and he has to figure whether to marry her.]

195: Tranio seizes his chance by creating a need for a false Lucentio, as Lucentio will play the schoolmaster. 

208: Second reference to the coming of Biondello. Tranio will pretend he’s Lucentio.  False story to Biondello for some reason, who must wait on “Lucentio.”  I guess the reason is that Lucentio is embarrassed to tell Biondello that he is in love, since Biondello is a wise guy and will make fun of him. Still, Tranio tells Biondello that the point is to woo Bianca. This adds to the notion that Lucentio is not a good plotter, that Tranio, rather, is in charge of his master. (This rule by the lowly suggests that Katharina is also somehow in charge of Petrucchio, an idea Z picks up every time he has Elizabeth Taylor “think” and plot.)

247:  Lucentio has something in mind we don’t know about when he tells “Lucentio” to be one of the wooers too. We are not told now, but it must be that he plans to elope and thinks that the dowry he will have Tranio negotiate will hold up.

Action: Lucentio devises means to woo Bianca. 

or,

Lucentio allows Tranio to disguise himself as Lucentio for “good and weighty” reasons (to negotiate a dowry with Baptista) while he disguiseshimself as a schoolmaster to woo Bianca, the only means Baptista allows one to have access to her.

or,

Tranio suckers Lucentio into becoming a schoolmaster so that Tranio can take his place as Lucentio (after all, Tranio could have been the schoolmaster, acting as a go-between, as Cambio does for Gremio).

or,

Duped into letting Tranio take on his own identity, Lucentio comes up with his own bad idea, to elope with Bianca, thus avoiding what Hortensio called the “bar in law”that forbids Bianca to marry till Katharina does. The problem is that a decision is not an action. So,

or,

Lucentio hides his plan to elope from Tranio and the audience. This also fits a nice pattern in the play, since Bianca is a woman who hides her own true thoughts as well. Then again, Petrucchio hides his method from Katharina, though not from the audience.

[Which you choose for the “action” depends on your conception of the play; I’m afraid there is no one “right” answer, since whatever you can argue for most strongly is “right.”]

We can privilege either the powerful or powerless, Lucentio or Tranio, Petruchio or Katharina, or both at different times. But the main thing is that Tranio’s role in the main plot suggests that Katharina in the secondary plot is more than a mere shrew, but someone clever and capable of planning and understanding.

Act one, scene two:

12.  the ethical dative: knock me.

Grumio refuses to beat his master Petruchio, even when told to do so, or when he thinks he’s told to do so. Here, moral right triumphs over tyranny! The contest of words and their proper meaning sets up Petruchio’s ability to match Katharina in speech and commanding obedience. Here he is completely misunderstood and unable to command because Grumio is either a dummy or too clever for his own good. Katharina will be neither.

25:  gives pronunciation of Petrucio.  The Riverside edition likes Petruccio; Bevington goes with Zeffirelli, hard “ch” as in Pinocchio. [I’m afraid we can’t know which is “correct.”]

52: Petruchio has come to Padua for “experience,” in contrast to Lucentio: to “wife and thrive.” Notice that he is not poor: he has “crowns in his purse”and “goods at home” (in contrast to the down at the heel Petruchio of Zeffirelli; there’s also no need to doubt that his family is known to the Minola’s, unlike the scepticism in the movie; cf. 100: “I know her father”—then again, an actor can add an element of doubt, and again, we can’t know positively what Shakespeare meant. Either way works, depending on your conception of the play). Like Lucentio, he has some learning, but his is from the romances of knights errant, where Socrates’ wife often showed up in comparisons: the lesson of the Wife of Bath is that you can’t have beauty and obedience, and Petrucchio wants obedience-and money. So if Katharina is pretty, that’s a bonus for him. 

Zeffirelli realized lines could be ironic, so when Petrucchio says “I will not sleep “ (102), Z films it as the opposite, and has him fall asleep drunk. Then he introduces the business of waking and not washing to set up a contrast between the slovenly suitor and the married man whom Kate will transform. There is really nothing in the play that says Petruchio transforms, moves from a hater of water to a washer, but Zeffirelli needed the transition to give agency to Katharina.

97: Notice correct pronunciation of Minola. The meter tells us that last syllable is long and stressed.

For Shakespeare, the key is that Petruchio is a better railer than Katharina: she meets her match, her “kind” and so yields superiority (the same game that was going on among the lord’s hounds in the induction). Grumio praises Petruchio’s way with words, his rhetoric (rope-tricks; that is, the he lassoes the lass with his words).

[112. could “rope-tricks” be as in beating a prostitute with a rope-end?]

127:  Hortensio will disguise himself as a schoolmaster (of music); Gremio has found Lucentio/ for the job. He promises to pay him in addition to what Baptista will pay; he wants only books of love, with perfumed pages.

195: Zeffirelli makes Petruchio’s speech a response to Katharina’s actual shouts. Here P is only responding to  phrases like “brawling scold” (186) and “wildcat” (194). Point here is that characters pay incredibly close attention to each other’s language, something the filmmaker can’t expect audience sto do, so he has to show Katharina in action.

214: Gremio agrees to help Hortensio pay Petruchio. This repeats the joke that Gremio is old and rich.

241:  Tranio, disguised as Lucentio, asks the way to Baptista’s house. To answer the others’ complaint that he makes too many wooers, he too draws on some mythological learning to say Leda had many wooers.

255: Gremio has a touch of learning: he has heard of the 12 labors of Hercules and knows his other name, Alcides. 

Hortensio makes sure that Tranio realizes that he has to contribute to Petruchio’s monetary reward: Tranio loves being thought to have money.

Action:  Petruchio will help his friends and himself as he goes after Katharina.

or,

Tranio (disguised as Lucentio) profligately extends his promise to pay a portion to support the wooing of Petrucchio by inviting the others to the alehouse to drink all afternoon. Tranio compares their combination of fellowship and adversarial stance to that of lawyers (as Hortensio and Gremio already did when they determined to be friends till the “bar at law” was lifted, 136): “Strive mightily, but eat and drink as friends.” 

Notice that Petrucchio doesn’t really make a decision. His mind is already made up when he arrives to marry a wealthy woman, while Hortensio is already on the lookout for someone to marry Katharina for her money. 

Act two, scene one: Kate, Bianca / Baptista / Gremio & Lucentio = “Cambio”; Petruchio & Hortensio = “Litio”

Kate bullies Bianca

Katharina accuses Bianca of lying, not saying whom she loves (she’s right too).

Petruchio offers Litio (as in litigation, or fight, the fight he will provoke when Katharina hits him; Hortension disguised as a musician). Gremio offers Cambio, really Lucentio, as a schoolmaster (the name means “change,” because Lucentio has changed his name--always a terrible idea in the middle ages and the Renaissance, when one’s name was such a large part of one’s identity. In Boiardo’s Orlando innamorato 1.29, for example, it is death for a knight to wear another knight’s armor, and so steal his identity). Tranio (disguised as Lucentio) offers a lute and a package of books in Greek and Latin. This lute is a problem; in the movie Hortensio brings his own, but the implication in the comedy is that he really doesn’t know how to play the instrument and is in trouble when one appears (the “lute” was slang for a woman [see 3.1.40], so the implication is that Hortensio does not know how to handle a woman). The film switches and makes Lucentio/Cambio ignorant of Greek, although he probably would have known the language, since those are probably his books that Tranio delivers.

Look at fire image at 130-very important for play, since Petruchio sees Katharina as equal to himself: they are both “raging fires”; parallel structure of 170 also presents nothing objectionable, since Petruchio only says he will be ironic, use flattery and reverse psychology, lie to her, ignore her faults (by implication, what any woman, or anyone, would want).  

142: Hortensio comes back with lute broken over his head, but why was he instructing Katharina? No reason, just dramatic necessity.

Petruchio matches wits with Katharina and declares her won--a lie, but clever, that she will still pretend to be cursed in company. 

Baptista accepts Petruchio’s word without asking Katharina; then again, she is silent in the face of the lies. The play leaves her silence unexplained; the movie has P twisting her arm, a bit of business any stage production would have to add too. Part of the slapstick.

Baptista bids away Bianca. Tranio, lying of course, wins the bidding of argosies, but Baptista wants assurance Saturday next--Lucentio will have to produce a father “Vincentio.” The movie put the bidding contest between Gremio and Tranio earlier, before Petruchio appeared to say he and Katharina were to marry. The effect is to diminish the Lucentio plot, especially Tranio’s role.

Action: 

Petruchio frees Bianca for marriage. This is not a good action statement. It is rather a description of the clever way Shakspeare makes the plots overlap. 

or,

Tranio lies to win the bidding contest for Bianca, but needs to find someone to pretend to be Vincentio, since Baptiasta wants “assurance” from his father, in case the father outlives Lucentio

or,

Baptista, all too ready to accept Petruchio’s lies that he and Katharina have fallen in love because he looks only for “quiet”(328), takes care to ensure that Tranio is not lying by requiring his father to affirm the winning bid for Bianca.

or,

Tranio curses Baptista for putting him to the trouble of finding a “supposed” Vincentio.

Act three, scene one: Lucentio, Hortensio, Bianca / Baptista, Biondello

Lucentio confides to Bianca, then Hortensio tries to, has trouble, and would rather be defeated than jealous.

Note that Lucentio defends philosophy but actually gives a Latin lesson from Virgil’s Aeneid. Still, the passage he chooses is a description of old Priam in his fortified city of Troy, who is implicitly compared to old Baptista, who guards Bianca in his house. the way Priam defended Helen of Troy. I suppose that’s philosophical, broadly conceived.

Under the pretext of explaining the Latin passage, Lucentio reveals his identity and mentions a plan to outfox old Gremio, whom he seems to regard as his most formidable opponent, without being specific. It would seem he needs to worry especially about Gremio to keep him, I guess, from bribing Baptista for his daughter. Just how Lucentio thinks that Tranio will “beguile” Gremio is not clear, but the previous scene suggests its by outbidding him and finding a false father.

Bianca won’t accept Lucentio right away, but tells him not to despair, then has him move aside to give Hortensio a turn. Zeffirelli has her fall in love with Lucentio right away, and flirt with him; in the play, she doesn’t know he exists until here in act three, and she does not fall for him right away, but is wary. Why is the film version more effective for us today? Or is it?

Hortensio gives her a note that reveals his disguise, but she does not like him. 

A maid calls Bianca, suggesting that time has passed since Petruccio wooed. It is now Saturday. The movie has Lucentio woo the very day that Petruchio does, but in the play, Petruchio wins Kate days before Bianca even knows Lucentio exists. It is this time delay, missing in themovie, that makes sense of the complex Bianca plot: the need to elope is replaced by the need to outdo Gremio (the elopement takes place anyway, but it is not necessary and rather shows what dimwits Tranio and Lucentio are, unless, I suppose, you make Lucentio a vibrant and romantic hunk, as Z does by casting Michael York). 

Bianca dismisses Hortensio, who, not knowing that Lucentio is a suitor too, gives her up when he sees her cast her affections on a mere schoolmaster, whom he calls a “stale” (89). Recall the theme of the farmer’s son wooing the aristocratic lady from the Induction. Hortensio is a snob.

Action:

Lucentio makes headway with Bianca

or,

Bianca gives Lucentio some hope,

or,

Hortensio renounces Bianca because she looks lovingly on the pedascule.

Act three, scene two: Baptista, Tranio, Gremio, Bianca, Lucentio, Kate / Biondello / Petruchio 

Baptista confides in Tranio that he’s worried Petruchio won’t show up today, the wedding day.

Note how Tranio defends Petruchio when he does not even know him. He adopts an aristocratic posture that P must be well intentioned, wise, and honest (23-25).

Biondello announces Petruchio’s drunken arrival. He describes his motley apparel and broken down horse at length: Shakespeare’s era was an age of clothing and horses.

Petruchio lets on the show is for a purpose:  “To me she’s married, not unto my clothes” (117)

128: Everyone leaves the stage except Lucentio and Tranio--his presence, so important in the play, ensures that this is one scene not two, and that the Petruchio plot is secondary. While the wedding is taking place off stage, Tranio tells Lucentio that he needs to hire a false Vincentio to assure the dowry and allow Lucentio to marry with “consent” (138). Lucentio’s choice is fraud or elopement. He would rather elope, and is only blocked by the watchful eyes of Litio, not knowing that Hortensio is about to give up (remember, this is supposed to take place over days). So we see Tranio and Lucentio pulling, as usual, in two different directions. 

Notice that Lucentio takes the fortune hunter’s role: there was actually a statute forbidding the carrying away of heiresses under the age of 16, but it was worthless. Also, we don’t need to know the exact law that backs the statements of Petruchio that Kate is his chattel: the point is he has rights to her no one can interfere with,just as Lucentio declares he will have such rights once he marries Bianca: “despite of all the world” cf. “I’ll bring my action on the proudest he” (234). Woman were legally presumed to be under there husband’s control at all times (and so could not make contracts, or be accused or murder for the most part. The system, arguably, had its advantages. As the guy in Dickens says, if the law presumes he has control over his wife, “the law, sir, is an ass.”]

It’s not clear what Tranio says about the elopement: I think he says he’ll consider it (144), and in fact, he manages later to getBaptista to let Bianca out of the house, and so can arrange it.

During this brief discussion, the wedding takes place off stage, as all weddings in Shakespeare do. 

Petrucchio carries Kate away despite her wishes. In the MaryPickford / Douglas Fairbanks movie, Petruchio sees the feast and doesn’t want Kate to eat.

--”the oats have eaten the horses”--”Grumio, draw forth thy weapon”

Action: 

Katherine resists Petruchio’s attempts to take her away,

or,

Petruchio makes everyone obey Katharina’s call to dinner (222).

This second “action” statement is an image of their marriage and why it will work: the husband gets obedience in exchange for empowering the woman. Although legally, no one can stop her, as he points out (234), something Lucentio hopes to gain by his elopement, it is his ability to defend her against the world, farcically acted out when he has Grumio draw his weapon, that earns respect.

Interesting little touch: Baptista assigns Lucentio/Tranio to sit in the bridegroom’s seat with Bianca taking the place of the bride at the feast: a good dinner is Tranio’s dream. Much Ado also flirts with the notion that one daughter is as good as another, the idea that people were valued not in themselves but by their social and familial position.

Act four, scene one:  Grumio, Curtis, Servingmen / Petruchio, Kate

Note that the house is ready, the fire laid, contrary to the Zeffirelli movie, although Grumio excuses his failure to bring the servants to the park by saying that they were “ragged, old, and beggarly” (125). The play describes but does not show the journey: P does not laugh at K, although he does leave her in the mire. 

Grumio tells his tale (64), how P beat him because Katharina’s horse stumbled (68). (This is the new social order; before, Grumio was beaten at P’s own whim). He beats Curtis in turn.

Petruchio sings the song “Where is the life that once I led” (128). 

Petruchio calls for his spaniel Troilus (in the movie he comes with him to Padua).

151: P declares the meal unfit to eat, and tells K that they both will fast (161).

168: Peter understands that P intends to kill K “in her own humor.” 

P tells the audience that he won’t let K sleep because he’ll find fault with the making of the bed. He compares his activity to taming a falcon. He will “kill her with kindness” (197), repeating the observation of Peter, in case the audience misses it. Zeffirelli inserts a mime, wordless version of going to bed, where Shakespeare never raises the issue of forced sex. Z adds a very tender moment just when, in the play, Petruchio is warming to his task. In the film, his falcon taming speech is said in anger and seems random; in the play, it’s part of an educational process when all is going as P has planned. In the Pickford/Fairbanks film, Petruchio give the speech to his dog, the idea being that he’s therefore not serious.

He may not be cruel, but he does not let K eat or sleep. (Is that torture? Donald Rumsfeld does not think so.) Curtis reports that P is railing at her. It might be argued that P is giving Kate an education, and one less harsh than he would have received as a boy, whipped in school.

If what P is doing is obvious to the servants and we are in on it, should Katharina realize what is happening? That might be too realistic for this play.

Action:

Petruchio starves Kate after the forced march, means to tame her like a hawk and says so.

Petruchio tames Kate (the process, not result--note that this is in place of counterstroke, that which will divide Bianca and Lucentio perhaps).

Petruchio kills Kate with kindness (in the secondary sense or outdoing her in that “kind” of behavior), 208: as Curtis puts it, he is “more shrew than she” (76).

These statements are not “actions” in the scene but things P planned first. The next is better:

Petruchio, having starved and railed at Kate, informs the audience that he intends to keep her up all night by complaining about the bedding while insisting that he only complains about it in her interest: “all is done in reverent care of her” (the same irony or reverse psychology he has used from the beginning).

Act four, scene two: Tranio, Hortensio, Bianca and Cambio/Lucentio / Biondello, Pedant

Tranio, pretending to be surprised that Bianca likes the schoolmaster rather than himself, encourages Hortensio to give up his pursuit of Bianca after they see Lucentio/Cambio and Bianca together, although only for a line or two. Bianca seems to fall for what Lucentio has learned from Ovid’s Art of Love. 

Hortensio swears to marry a wealthy widow (37).

Tranio delivers the good news that Hortensio is no longer a problem, saying he wants to go to the “taming-school” run by Petruchio (though how he knows what Petruchio is doing is unclear, 53). There’s no reason for him to visit Petruchio, other than the two are old friends, but the play needs him so that he can advise Katharina how to handle P.

Tranio explains to Lucentio (who seems so dim that his name “Lucentio,” from lux or luce, meaning “light,” must be ironic) that he has assigned Biondello to find someone to play Lucentio’s father. Lucentio isn’t really following the plot and leaves with Bianca (72) while Tranio convinces the pedant that his life is in danger. In the movie Lucentio seems to know about the need for Vincentio, since he and Bianca are kissing while Biondello is in a tree, but in the play, they don’t seem to know what Biondello is doing. Lucentio is so dim his line is not even in verse. (I itch to put this on an exam, but I won’t be that mean.)

95 = 1.1.10: “Pisa renowned for grave citizens”

The pedant has bills of exchange from Florence that must be delivered in Padua, which Tranio says he’ll deliver! He’s ready to rob the guy. Instead, though, he lets him play his father while he’s doing his business in town. He says his father is expected in town, but does not tell the pedant he wants him to falsely witness a dowry guarantee for him. Tranio is flirting with real, criminal, trouble.

Action:  Bianca’s other suitors yield her to Lucentio; again, the paradox is closer he gets, the more he loses.  This main plot is paralleled by the plot of Hortensio and widow. This can’t be the action statement, since it has more than one subject.

or,

Tranio makes up a story about how it’s death for Mantuans to enter Padua to trick the pedant into taking on the role of Vincentio, without exactly tell him he wants him to commit fraud by signing the dowry guarantee. The movie does not make it clear that Tranio is planning this fraud without Lucentio’s full knowledge.

Act four, scene three: Katharina, Grumio, Petruchio, Hortensio, Haberdasher, Tailor

The scene starts with Grumio refusing to feed Katharina. She complains that he starves her, keeps her up, and brawls because he loves her (13). She seems a bit dim, in contrast to the way Elizabeth Taylor keeps plotting and smiling to herself.

Hortensio is indeed visiting Petruchio, who, getting some thanks from Kate, allows her to eat something, even while encouraging Hortensio to eat most of it. Not in the film. He then announces their return to her house and the presence of the tailor.

Grumio’s jokes and quibbles are too difficult and are left out of the film. Their point in the play is to show how two who talk the same language get along. The film, of course, is not so interested in language. (133)

P tears up the hat and dress and changes the time at end of scene from two to seven, but Kate refuses to go along with the joke or obey what he says.

Action:  P explains to Kate nature of his taming process--just don’t cross him and all will be well.

or,

Petruchio insists that Kate agree with whatever time he says it is before he will let her go to her sister’s wedding.

In the movie, she agrees that it is seven when he wakes her up; there is no agreement in the play. Perhaps she may have agreed offstage, since at 4.5 we see them on their way and she seems to have learned to let him dictate the time, plus Petruchio explicitly says he will not let her leave until she agrees with him. The movie tries to soften the taming by having Kate agree in exasperation, and also it gets to show him not sleeping with her, suggesting he’s not a bully. Thus Z moves Kate’s decision to agree with P from the later road scene to the sexier bedroom scene, suggesting somehow that her role as a sex object makes her pliant, a modern sexism that is not in Shakespeare.

Is Shakespeare more sympathetic too because he never shows Petruchio railing? Hard to be believe, but you could probably play him without all the swashbuckling of Burton or Fairbanks, although it would not be much fun, and arguably the swashbuckling is a stage tradition that goes back to Shakespeare’s time. Again, the problem is that the text is rather dull and really needs good actors to bring it to life. Given that life, its implicit ironies shine forth.

Act four, scene four: Petruchio, Kate, Hortensio / Vincentio 

Tranio goes over the lies he wants the pedant to tell in pretending he’s Vincentio.

Baptista does not want to conclude the assurances in his house, where his servants can overhear, and Gremio might appear. 

58: Tranio invites Baptista to his inn to draw up papers that night, joking that he can’t promise a decent dinner (61), but he also cleverly adds that Baptista should send for his daughter, thus getting her out of the house and providing the opportunity for Lucentio to elope with her

Lucentio enters, and Biondello explains to him what is going on, that Lucentio, as Cambio, is to escort Bianco to their lodging for a supper where the marriage agreement is to be signed. This gives Lucentio a way to get her out of the house(without a ladder) and a chance to get to Saint Luke’s church. It turns out Tranio realizes the assurance will be counterfeit (91), and so what is important is that the marriage take place: the marriage a fraudulent conveyance as per the statute of 4, 5 Ph & Mary c 8, if Bianca is under sixteen. Lucentio is decidedly slow in realizing that Tranio has given him an opportunity to elope, as he hinted he wanted.  (“His daughter is to be brought to you at supper.” “And then” 84).

* Tranio’s plot is to busy Baptista about the “counterfeit assurance” (it’s not clear it will ever be signed, or is ever signed), during which negotiations Bianca will be married, making the fraudulent document irrelevant, at least to the marriage (and anything Bianca would inherit outside of her father’s gift). 

The tough point is that the elopement could not take place if not for the bit of good luck that Baptista agrees to sign the covenant at Tranio’s lodging, not his own house. He also readily goes along with Tranio’s suggestion that he will send for his daughter to come to Tranio’s lodging. Tranio improvises. 

Action:  

Tranio takes advantage  of Baptista’s desire for secrecy to suggest first that they sign the agreement at his lodging, and second that Baptista let Cambio bring his daughter there, thus allowing Lucentio time to elope with Bianca.

No wonder Lucentio did not know about the elopement. Tranio’s plan called for him to marry her under Lucentio’s name, but when he sees the chance to avoid that and let Lucentio elope, something Lucentio wanted to do, Tranio seizes the opportunity to please his master. He gives his master just what he wants, cleverly. 

[****The pattern Tranio shows, I think, is meant by Shakespeare to apply Kate or any wife: the subaltern figures should be clever, and help their superior (such as a husband—even if he’s a dimwit. Even in the Renaissance, where people argued that men should be superior, common sense said that a lot of husband were dimwits and needed the help of their wives).]

Act four, scene five: Petruchio, Kate, Hortensio
Petruchio tests Kate, saying the sun is the moon, then repeats what he had threatened but not really followed through on, not to take her till she agrees with him. 

In the play Hortensio urges her to conform. In the movie she has already conformed in the privacy of the bedroom. The play is social, the movie private. What is more sexist, the old or the modern?

Hortensio declares Petruchio the winner when he sees Kate agree with anything Petruchio says. The film leaves this out, probably since it seems demeaning. But that implies Kate cares a whit for Hortensio, when the next scene with the pedant suggests she quickly gets on Petruchio’s wave length, which is, after all, her own: making fun of people.

Kate learns to get what she wants by agreeing with Petruchio. 

Learning who Vincentio is, Petruchio tells him his son is married that day, leaving Vincentio to wonder whether he is still jesting (72).

Hortensio believes he has learned enough to control his widow.

Action: 

Kate joins the fun (later, Hortensio’s widow won’t)--and that’s the point.  Arguably, this is a lesson in good humor, not in male dominance. 

or,

Having tamed her, Petruchio tests Kate by jesting with Vincentio, who does not know what to think.

or,

Petruchio invites Vincentio, whom he calls his “father,” to join him and Kate at Lucentio’s wedding feast.

or,

Hortensio assures the doubting Vincentio that his son is married.

I think the last is best. It fits the pattern that Petruchio never performs any action: he has followed his track from the first, never deviating. Arguably, there is no taming. What happens, really, is that Kate listens to Hortensio’s advice and seems to realize, from one who knows her husband, that he is obstinate.

Act five, scene one: 
1.  Biondello insists on accompanying Lucentio and Bianca to church.

2.  Vincentio invites Petruchio to take a drink at his son’s house but when the pedant refuses to admit him, Petruchio calls Vincentio a knave for taking another man’s name. “Flat knavery” suggests the seriousness of the accusation (35). 

Biondello enters to announce that the marriage has taken place. So rather remarkably,Petruchio had been wrong that Lucentio was already married. In fact, his little delay may have allowed the elopement.

Vincentio makes such an uproar when he sees Biondello and then Tranio. 

Tranio tries to have Vincentio arrested. Not in the film, which as usual overlooks Tranio. 

Lucentio in a highly poetic passage asks pardon of his father then Baptista, and tells him he has married his daughter “while counterfeit supposes bleared thine eyne” (110). He claims that he put Tranio up to all the mischief.

The key issue, Baptista’s rage that Lucentio has eloped with his daughter, is quickly subdued by Vincentio, who is relieved that Lucentio has not been murdered (perhaps the point of the minor theme of murder in the play) and more eager to punish Tranio than to listen to Baptista complain about his son’s marriage: naturally, Baptista can’t really get too offended, since that would offend Lucentio’s father, so the issue melts away: also, Vincentio’s demeanor proves that Lucentio is no fortune hunter but comes from a good family. We might notice, in fact, that Baptista saves the dowry of 20,000 crowns and so has it to give to Petruchio, to some extent defrauding Lucentio and Bianca, but then Lucentio forfeited his rights to the gift when he eloped.
Lucentio is wonderfully sure that Baptista will not be angry, as he assures Bianca. 

Kate wants to see how it all resolves, but Petruccio makes her kiss him first, in the street. It’s their first kiss!

Action:

Kate kisses Petruchio, for the first time, to get him to let her watch her father sort out her sister, whom she loves to see in trouble; now she doesn’t need to be jealous of their father’s affection for Bianca.

or,

Vincentio’s rage against Tranio diverts Baptista’s anger at Lucentio for eloping with his daughter,

or,

Tranio tries to have Vincentio arrested, which so enrages Vincentio that Vincentio diverts Baptista’s anger at Lucentio for eloping with his daughter.

The taming, if there is a taming, is shown when Kate agrees to call the sun the moon, to say Vincentio is a woman, and to kiss Petruchio in the street. (Sounds to me like she’s in her element.) Her reward is that she can visit her home. [Interesting psychology, the longing for home of the young bride—despite how much Katharina seemed to have hated her house when she lived there.]
Act five, scene two: Banquet

Lucentio welcomes everyone to his banquet. Odd that it is not Baptista’s banquet: perhaps there’s a little hard feeling left from the elopement? This possibility is not in the film.

Notice that “shrew” rhymes with “woe” (28), like “sew”

In the movie Kate takes charge and makes the ladies withdraw. In the play, Bianca leads the way.The film also removes the verbal humor, the widow’s testiness, and Bianca’s mockery of Gremio. 

65: Petruchio proposes the wager. He also gets out of hawk trouble, since he says his wife is worth 20 times what a hawk is. 

Notice that Lucentio multiplies 20 by 20 and gets a hundred (71). Also, his line is superfluous to the scansion, since Petruchio repeats it. He’s so useless.

Bid, entreat, command.

In the movie, Kate brings in the other two right away. In the play, she appears first, then P sends her back for the other two.  Obviously the modern director did not want to show Katharina being bossed around. It’s hard to argue, at this point, that she has not been tamed. Shakespeare does also seem to suggest that her taming is good for her; she seems happier in the play. It’s hard not to argue that Z actually finds ways to get this across without wrecking his movie.

Baptista is so impressed by the change in Kate that he adds 20,000 crowns to the dowry. To earn it, Petruchio offers to show off her obedience. Z wisely leaves this boast out of the movie. 

First P has he throw away her cap, then he orders her to tell the other two what duty they owe their husands, starting with the widow. The play is pretty distasteful here, unless the point is that Kate gets to say a mouthful, and ends up doing what she all she ever wanted, which is to show up her sister. 

At P’s insistence, she comes when called, fetches the other women, throws down her cap, lectures the widow, kisses Petruchio in public, then comes to bed with him. 

Action:

Petruchio compliments Kate: “Why, there’s a wench!”

or,

To please her husband, Kate assumes the task of taming shrews, starting with the widow who torments Hortensio but never reaching her sleepy sister. In other words, she assumes command over everyone, except Petruchio.

or,

Petruchio gives Kate control over everyone but himself, including herself.

The film, however, suggests she has control over him too, since he follows her out, a worried look on his face, as if he might lose her.

Patriarchy, from Shuger’s Habits of Thought: Patriarchy implies a model based on father child, not husband wife, relationship (although the two are related), and the father is not usually full of authoirty, discipline, rationality, and law, but forgiving, nurturing, and tender, as in discussions of God the Father. The child owes its life to the parents and cannot repay the debt. Patriarchy refers to the image of the father, not their actual behavior. 

So storge, love of parents for children, gets added to eros and philia in the Renaissance. 
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