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Abstract:

In this paper two British movies — Derek Jarmaiilse Tempes{1980) and Peter
Greenaway'$Prospero’s Book$1991) — will be compared to the American Mazursky’
(1982). Their different settings of the island,particular, will reveal different cultural
attitudes towards a number of issues: if the Gisknd of Mazursky underlines the
Atlanticism of the play associated to a reali§firopean recolonization, Jarman’s and
Greenaway’s postmodern choices — although ofteronilict — emphasize the dreamy,
fantasmatic quality Th€empesshares with the movies.
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1. Thewonder of The Tempest. Adaptation asa cultural process

Derek Jarman’s 1979he Tempesand Peter Greenaway’'s 19%rospero’s
Booksposit themselves neatly at the extreme ends oéitjteties, din-de-siecle
decade crucial for the new world order (or we rhigay loss of order). The
years of Reaganomics and of Mrs. Thatcher’'s redoreshadow the fall of the
Berlin Wall, the decline of the Soviet Union arfiktreconfiguration of the
Warsaw pact Europeacountries.The end of the post-war “balance” between
opposite ideological systems was to mark the urdnadl triumphant affirmation
of a world market economy based on and hastendtidopew mass media, in
particular the world wide web — a more and moreuimoussea-changevhich
was to plunge the planet into the future.

The British film adaptations ofhe Tempegby Jarman and Greenaway,
on the one hand, and the Americeempestby Paul Mazursky (1982), on the
other, testify — my paper will try to articulatkid issue — how far apart the
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answers of the European cinema and the Hollywoodeamf the eighties were
with regard to that change.

Until the eighties British cinema had not aigd a great reputation.
Francois Trouffaut had despisingly qualifietlet British as “notoriously
unvisual,unartistic, andincinematic”! Britain’s isolationism had prevailed both
in neoromantic post-war movies which (as in thesaafsL. Olivier's Henry \j
tended to relieve the country from the sufferimgsthe war, or in the local
realism of the film adaptations of the theatre bETAngry Young Men. Except
for the short avant-garde experience of @lese Up Circlein the 30s, British
cinema had eschewed the European New Wave (startechnce), centred on
the role of theauteurand on the primacy of the image over the writtemdvo

In the 80s, though, a significant number foéfhmakers — Jarman,
Greenaway, Terry Gilliam, Frears, Kureishi amontgeo$ — gave rise to a British
New Wave. The rebirth of a British visual cultuieally settled Britain in the
main stream of thengagéEuropean cinema. But the primary cause for this
rebirth was not just the influence of therdpeanmaestri (Pasolini and
Eisenstein fodarmanBergmanfor Greenaway), but also British pop art, which
combined an interest popularconsumer culture with the avant-garde tradition.
Pop art entered British culture in 1956 with thénibition This is Tomorrow
where a Giant Robbie the Robot (a character framMimerican sci-fi adaptation
of The Tempest-red M. Wilcox’s Forbidden Planet 1956) welcomed the
visitors? This reference toThe Tempest almost at the origins of the British
New Wavé — is, | claim, more than accidental. First of albllywood will keep
privileging sci-fi adaptations oThe Tempestwith cult movies such a¥he
Lawnmowef But, more significantly, what looks like an insifizant detail
may suggest thathe Tempedtas a necessary rather than accidental role in the
development of British cinema. The choice that text bytwo leading
filmmakers of the British New Wave did not meantjus rely on a written
theatrical text, but to recognize a cultural pagadiof the Elizabethan stage
which with its practices and politics of represgioin and communication had
laid the foundation of modernity. Orson Wesll famous aphorism that
Shakespearerote for the cinema without knowing it, then, is moharn a joke.
The Tempesamong Shakespeare’s plays, is the most spectamdathe most

1 peter Wollen, “The Last New Wave: Modernism in tBstish film of

the Thatcher Era” inFires were started. British cinema and Thatcherisoester
Friedman (London and New York: Wallflower Press93/2006), 36.

2 Cf. Peter Wollen, “The Last New Wave”.

® For a definition of British New Wave see also Then@artelli and Catherine
Rowe,New Wave Shakespeare on Scrézanibridge: Polity, 2007).

4 See Mariacristina Cavecchi and Nicoletta Vallor&Ritospero’s Offshoots:
From the Library to the ScreerBhakespeare BulletiB5:4 (Fall 1997).
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metatheatrical due to the illusionistic and maragiue power of the scientist-
artist. Paradoxically, in the end, the movie adaphs of The Tempesn the
eighties made the so-called uncinematic Britiskecia aware that its culture was
founded on the most radical visual tradition.

2. Visual cultureand theBrave New World

In the process of its interpretations and adapidtighe “newness” (“O brave
new world, That has such people in’t!" [5.1.183-#j5cribed inThe Tempest
has producedwo main different, though not exclusive, perspedive what
is meant by modernity and its foundations darly modern age. One is
a geopolitical notion of modernity, privilegedy the radical postcolonial
and historicist readings: the discovery of Aice the New World, starts
reshaping a world where a Europe of conflictingiomastates establishes its
hegemonic dominion on the rest of the globe. Ttieroidentifies modernity
with the instauration of the New SciefAc@hose metaphor iThe Tempests
Prospero’s “so potent Art” (5.1.50). In this cas®dernity has, in some ways,
more temporal than spatial connotations: the madafjye power on nature of
the modern “studious artisah™- the Prosperos, the Leonardos, the Galileos
steers humankind towards an irreversible arfahiie process of change, a
tempest, whose ultimate outcome is qastmoderncondition where the
boundaries between mind and nature, human andcittifreal and virtual,
medium and message are more and more rapidly aretge of mergingd.

Both Derek Jarman’s and Peter Greenaway’s movigsirfe Prospero’s
magic at their centres. Greenaway explicitly adrttitst the technologies e
enthusiasticallyexperiments in his electronicast Tempesare the legacy of the
seventeenth-century scientific revolution. Jarmidought Shakespeare was
familiar with the occult philosophy of Agrippa, Jobee, Giordano Bruno: “Ten
years of reading in these forgotten writers togethith a study of Jung [...]
proved vital in my approach both tlubilee and The Tempest In a 1982
interview, headmitted: “the masque, that's what | love, and the magic”, but,
when David Bowie once called him “a black magiciané protested: “the film

is the magic, the dark art, not itmker”.®

! By which what is meant by now are all the acts ahipulation of the text in
time. Cf. Cartelli and Burt.

2 Denise AlbaneseNew Science, New Wor{@urham and London: Duke
University Press, 1996).

¥ John Milton inParadise Lostualifies Galileo thus.

* Aldo SchiavoneStoria e destingTorino: Einaudi, 2007).

® Derek JarmarDancing LedgéLondon: Quartet Books, 1984/1991), 190.

® Quoted in Alexander Walker\National Heroes. British Cinema in the
Seventies and Eightiésondon: Orion Books, 2005), 230.
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“The masque, that's what | love”. Not only Jarmaiifse Tempestut
also Prospero’s Booksare masques. Both film directors chose this dramati
genre to re-present Shakespeare’s play at leastvtoreasons: first of all, they
intended to keep the festive atmosphere of fun and entemaem of the
celebrative occasion for which the play was writfeverybody knows about the
protestant wedding of James I's daughter Elizalweith the Palatinate Elector),
secondly they must have still thought of themseb&sghe heirs in the movies of
the well known dispute between Jonson and Jonhs first to adopt and create
elaborate masques in England over the roles ofwdra, with its appeal to
thought, of the image, the setting, able to faetel the eye. “The settings of
Shakespeare films always clash with the languggat turns to icy matter and
falls like hail”, Jarman stated. “For tHempestve needed an islaraf the mind
that opened mysteriously like Chinese boxes: atradislandscape sthat the
delicate description in the poetry full of sounddasweet airs, would not be
destroyed by any Martini lagoons.”

But the aesthetic emphasis the two British filmnrakgive to images
and innovative technologies of representation isimgontrast with their radical
adaptations of the Shakespearean play, which tusth out to be, though in
different ways, firm and savage critiques of thafther regime.

3. Thethreemovies

The platitudes of Mazursky’s New York bourgeois eoiy sharply contrast
Jarman’s punk camp and Greenaway’s electronic4mieadaptations, making
the similarities of the two British movies much marisible than their too often
acknowledged antithesis.

Mazursky's domestic drama is an exemplary dessf Hollywood
disengagement: it is the stale contemporary casisegbsychological breakdown
of Prospero/Phillip (John Cassavetes) — a richsmedessful New York architect
— who finds a refuge from his mid-life crisis andnfugal dissatisfaction on a
Greek island. There he lives an arcadic life withimpatient teenage daughter,
Miranda, his divorced mistress Aretha (Susan Samndvho resents the never
explained Phillip’s vote to celibacy, and Kalibanos, a local goathevtio
unsuccessfully tries to seduce Miranda, unexpegtedticing her by his Sony
TV. Phillip’s “enemies” (his wife Antonia, an acs® and her lover Alonsan
unscrupulous estate entrepreneur, played by Vittorio <a@m), who had
attempted to steal Phillip's daughter Mirandajling on a luxurious yacht
together with Alonzo’s teen-age son, Freddy, antbua members of Alonzo’s

! Derek Jarman, ibig184.
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entourage, including two buffoons (Trinc and Selba3tare caught by a tempest
and accidentally shipwreck on Phillip’s island.relein the end, Miranda and
Freddy fall in love without Phillip’s interventiprand the married couple get
togetheragainbeforegoing back to their old lives in New York, whicloas not
seem to suggest a Brave New World at all.

The Shakespearean relation between the Old anddaheWorld is, in a
way, reconverted: America seems, in this case pthet of departure, while a
Greek island of the old, actually, of the anciemirieb becomes the destination.
But Mazursky’s odyssey is neither a journey fascdivering new lands nor a
classicalnostos Prospero/Phillip moves in a world where the oplyssible
journey is the globalized movement of mass touri$ime Greek island is, in
fact, a natural oasis and an arcadic dream ontlgarself-deceiving imagination
of the “innocent” American: “Nature says the truithy man doesn’t?” Phillip
declares. On the contrary, Greek islands are alreadght in the web of mass
tourism and communication as Caliban’s TV testifies

In Mazursky’s film, the Renaissance Magus is reduiean impotent
escapist New Yorker. Phillip/Prospero’s position is best representedtiy
opening scenewhere the slow landing on the island is prepared byorag |
shot of a perfectly flat Mediterranean: the omissiof Shakespeare’$he
Tempesincipit
— the storm — clearly suggests the disengageméhecdverage American of the
eighties who does not get involved and does rie &des. That position is
largely reflected and encouraged by Hollywood. Mazursky's skwoand
contemporary adaptation follows on the whole th@lywvood linear pattern
of narration which supports confidence in prograsd faith in ultimate ends
(either metaphysical or human), and the motiof a stable and fixed
heterosexual identity based on gender opposifibat pattern of representation
creates the observer’s passive gaze which — acgptdiLaura Mulvey’s lesson
— ratifies gender hierarchy. The American detit adaptation is, in fact,
concerned primarily with recovering the stability the heterosexual married
couple.

! The review of the movie ifthe New York Timesas not indulgent: “It's even
more depressing to suspect that the filmmaker seefrosperos of our time as being
nothing much more than overachieving, middle-classrotics. It would have been
better if Mr Mazursky and Leon Capetanos,owtollaborated with him on the
screenplay, had kept the source of their inspinatiothemselves and written a comedy
to stand on its own.” Vincent Canby, “Tempest’ apewith Nod to Shakespeare”,
August 13 (1982).
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Opposite concerns hold the centre of Jarmarisl Greenaway’'s
Tempests their discontinuous and fragmented narratidoreak with the
constitutive elements of Hollywood cinema to contesir radical politicand
aestheticpositions. “[Jarman’s][Tempest Paola Colaiacomo dryly points out,
“is northern, anticlassical, anti-Roman and ant€k™ The filmmaker himself
acknowledges: “I sailed as far away from tropiealism as possibl&."The film
is set, in fact, on the northern coasts of Warsldte in the old aristocratic
mansion of Stoneleigh Abbey. This choice refleeisnan’s main preoccupation
with the contemporary condition of England at teavn of the Thatcher Era,
when the optimism of the sixties was rapidly chaggnto the bleak despair of
the punk generation. “What was basically changadefverybody is that the
expectation, the belief that everything is gettbggter, has given way to the
knowledge that everything is getting wordeThis proves true only ifThe
Tempestis considered in close association with Jarmgrevious movie
Jubilee 1977. The two films form a dyptich: the formemutopic, the latter a
dystopic adaptation of the Shakespearean Jekiilee— written on the occasion
of the twenty-fifth anniversary of Elizabeth I'eign — features an Ariel who,
conjured up by the magician, John Dee, will shovwedtleth | “the shadow of
this time”. The bleak representation of antemporary corrupted London
ravaged by a self referential, violeydung generationwith no faith, with “no
future” is, in this way, presented as tbetcone of the premises and of the
promises of the Elizabethan age, especiahigllenging the modern idea that
history is a teleological narrative of progresshg¢Tsame actors change roles in
the two films.) To this sombre vision of the outdiavorld in Jubilee Jarman’s
The Tempesbpposes a warm internal setting. Stoneleigh Abtueged for
Jarman a particularly suited setting to connechthie Elizabethan age because
at its entrance a real portrait of Elizabeth — Jali'edaughter — was hanging on
the wall.

The setting was a crucial element for Jarman admanbker. “The
settings of Shakespeare films always clash withldhguage: spirit turns to icy
matter and falls like hail”” Jarman’sThe Tempess a highly poetic work which
succeeds in combining creatively and harmonio&igkespeare’s words with
bodies moving in enchantingly designed setting®e filmmaker builds the set

! Paola Colaiacomo, The Tempestti Derek Jarman” inShakespeare al

cinema ed. Isabella Imperiali (Roma Bulzoni), 149. (mgrslation)
2 Derek JarmarDancing Ledge184.
% George MellyEvening Standard.8 October (1976).
* Dancing Ledge184.
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through a series dhbleaux vivant®r moving pictures, which is pure cinema.
His shooting technique is almost amateurish arglithivhat most distinguishes
his flmography from Greenaway’s. “The film is congted extremely simply
with masters, mid-shots, and close-ups. Theecanhardly ever goes on a
wander. This is deliberate, as | have noticed thhatone deals with
unconventional subject-matter, experimental cameyek can push a film over
into incoherence”

The tempest in Jarman’s production is presenteBraspero’s dream.
The filmmaker shot the storm in externals in thehfan of a documentary movie
and gave it an oneiric dimension through the usklwé filters. The same color
pervades the external spaces of the island whe@p@ro’s enemies move as if
in a submarine dimension which hinders their mowes@nd communication.
So, the tempest in Jarman’s case is an internardiian which is then projected
onto the outside. The breath of the dreamer israpanied by electronic sounds
in its soundtrack. This way, Prospero becomeseat#me time agent, spectator
and victim of the storm. The dreaming magicianards, “we split, we split”
may allude both to the cry of the shipwestkand to Prospero’s nervous
breakdown.

Jarman openly welcomes the Shakespearean themegofeness: “the
rarer action is in virtue, than in vengeance.” Toacept of forgiveness ifihe
Tempestttracted me; it's [...] almost absent in our wofld know who your
enemies are, but to accept them for what they .ajei§ something we sorely
need. After the chill wind that blew throughubilee came the warmth that
invadedThe Tempest This statement would be enough to deny the frequen
and sometimes moralistiefinition of Prospero as a sadistic tyrant. But when
Prospero brutally stamps dpaliban’s hands (to give the example most often
quoted), his action may be read more as a paraghicas a weak magician than
of a brutal master. In the film, on the whole, firevailing mood is the festive,
joyous and playful atmosphere of a masdliee senseof fun” a group of
actors/friends were having, playing and workingetbgr thus echoing what
should have been the enthusiasm of an Elizabettvapany of players. That is
what gives the film its special camp flavour ansl dévant-garde homosexual
radicalism.

The actors/characters wear costumes whichr réfem to different
periods of time: a young Prospero, in Robespierre-like ledst recalling the
French Revolution; Miranda is performed by the wap punk singer Toya
Wilcox, who wears punk dreadlocks, but also, & wedding, a nineteenth-
century ladydress;the time-weary Ariel is in a contemporary worker’s wehit
overalls; the sailors are homoerotic mariners wiaar real uniforms of the

1 bid., 194.
2 |bid., 202.
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British Navy. Past and present, high and low mengéhe enchanting settings
where a Venetian eighteenth-century fireplace binrssroom covered with hay
and logs to chop. The discontinuous narration islfeed by the discontinuous
representation of identitity, making uncertain ti@e, sex, or generation to
which characters belong. The audience’s gazelis &: Ferdinand’s body

which, Venus-like, rises nakexhd blue-filtered from the waves of a cold North
Sea, is the sexualized object adsire of the film. The spectator's eye is
contradictorily directed both towards Ferdinand’alenbody and to Prospero’s
controlling gaze on Miranda. David Hawkes' sytiheremarks may, at this

point, be entirely accepted:

Jarman’s treatment offhe Tempest(1979) exemplifies his view of the
connections between the early modern theatre amghastmodern cinema. By
drawing out those aspects of the play — its hontagsm, its overall concern
with sexual dynamics and power relations, and utdgposition of narrative
with spectacle — which are also pertinenhceons of the cinema, Jarman
affirms a kinship between his own work and theyearbdern theatre, and thus

distances the audience from the conventions ofitigercinemd.

The final wedding masque is a true camp cdeptheatre: in the
presence of all the characters at a banqueting thal crew of the sailors —
mechanically, but also tenderly — perform a kindRafssian dance in a ring-a-
rang-a-roses, when the famous blues singkralieth Welch —playinghe
wedding goddess in a saffron dress — erupts on the sgeder a shower of
tinsel petals giving a memorable performarde “Stormy Weather”. Her
caressing voice and her soft gestures help edtadoisaura of final reconciliation
and reparation, &eling of a recovery of a lost sense of community. Bus t
feeling of a conquered Utopia does not lack irdftye song is, after all, a smart
parody of the tempest: through Elizabeth Welch'samtdinarily sweet smiles,
the song keeps repeating thatrains all the time”. The final masque roused the
audience’s enthusiasm at the premiéfethe film at the Edinburgh Festival
(August 14, 1979): it is not by chance that the im@njoyed success in Europe,
but it proved a failure in America. In an intemwi@lmost at the end of his life
Jarman explained th&the Tempess too wild a text for the American taste.

The film closes round in a circle: as in the beg@igrProspera’s eyes are
closed, his face is calm while whispering perhapak8speare’s most celebrated
lines:

! David Hawkes , “The shadow of this time’: the Rissance cinema of Derek
Jarman” in By Angels Driven. The films of Derek Jarmad. Chris Lippard
(Trowbridge: Flicks Books, 1996), 107.
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Our revels now are ended. These our actors,
As | foretold you, were all spirits, and

Are melted into air, into thin air:

and, like the baseless fabric of this vision,

The cloud-capp’d towers, the gorgeous palaces,
The solemn temples, the great globe itself,

Yea, all which it inherit, shall dissolve,

And, this insubstantial pageant faded,

Leave not a rack behind. We are such stuff

As dreams are made on; and our little life
Is rounded with a sleep. (4.1. 148-157)

Jarman prefers “Sleep” to “free” (which ends Shakese’s epilogue) as
the final word of hisThe Tempestin so doing, he gives to its ending a
centripetal energy, an inward and backwaradutar movement which once
againchallengeshe “progresses” of consumer cinema.

To the centripetal thrust of Jarman’s movieeter Greenaway’s
Prospero’s Book®pposes a strongly centrifugal energy. The awteurs both
educatedn art academies and both painters, share theeaiesthscination with
visual arts. If in Jarman’$empesthe narrative developed in a discontinuous
series of tableaux vivants Prospero’s Booksis an outburst and infinite
proliferation of phantasmagorical images. But ine&raway’s film, words —
oral and written — featur®n the same foot as images: the twenty-four
books —the Tempesbeing one of them — hold the centre of the filrithey
are the texts Gonzalo “had furnished” Prospero wiskased by his dukedom,
he, together with his daughter, were left adrift.

Knowing | loved my books, he furnished me
From mine own library with volumes that
| prize above my dukedom ( 1.2.166-168)

These lines — either voiced llye Shakespearean actor, John Gielgud, or written
on the screen, or on pages in a precious sevehteentury calligraphy, or as
words overlapping other images — keep hagntime film. The filmmaker
explicitly makes this point: “...a project that deliberategmphasizes and
celebrates the text as text, as the master materiaihich all the magic, illusion
and deception of the play is based. Words makirg #ad text making pages,
and pages making books from which knowledge isidabed in pictorial form —
these are the persistently forefronted characiesist

1 All the quotations froniThe Tempesare from The Arden Shakespeare, ed.
Frank Kermode (London and New York: Routledge, 1994

2 peter GreenawayProspero’s BooksA Film by Shakespeare’s The Tempest
(New York: Four Walls Eight Windows, 1991), 9.
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In his movie Greenaway establishes with tHek8spearean text a
centripetal and centrifugal relationship. On theeorhand, we see
Prospero/Gielgud/Shakespeare, sitting in his célhtenello da Messina’s Saint
Jerome’s study — engaged as an author in wrilihg Tempesimmediately
after writing, he reads the lines aloud. The lige® origin to the performance
of the play where Prospero figures as atoradn this case, Greenaway's
adaptation sounds almost like a theatrical kindlofikespearean movie. On the
other handThe Tempesttogether with the other books, explodes in & fé
images, rich in cultural and iconographic assoaiej identifiable as the archive
of European Renaissance knowledge. All ofmthe objects, architectures,
spirits, characters of the play — form a contirsistream which moves in the
labyrinth spaces of Michelangelo’s Laurentiliorary which Prospero has
reshaped as his “island”. The images are presémiegers of frames, in frames
within frames (suggesting the Shakespearean peact the play within the
play), written over or written about. Such aantity of images justifies
Greenaway’s detractors’ charging him with formalitoia. In this adaptation,
the spectator is, in fact, faced not just with scdntinuous narration, but he is
plunged into an almost infinite stream of assocraiand combinations where
he/she is free to surf. In Greenaway’s hands Simskge’s text changes into a
hypertext.

But Greenaway is more than a vacuous and nardis§istnalist. The
filmmaker, the twentieth-century Prospero, creatwd manipulator of forms and
meanings, brings to theatre the contemporahgctronic technologies of
communication and reproductibrErom this perspective, if the text is
presented as what everything depends on, iatighe same time, very far
from being a fixed and stable originator of sigm&l aneanings meant by an
author. If the 24 books give Prospero, the seanth-century
magician/scientist, the knowledge and the paweaise the tempest, they too
are presented as involved, transformed, even tgrand drowned by #. At the
end, Prospero throws the books clamorously in theneel of the Laurentian
library where only the Shakespearean Folio, with tlast tenpest” will be
rescued by Caliban. It might mean the last rescue.

! Cf. Peter Donaldson, “Shakespeare in thge of Post-
Mechanical Reproduction: Sexual and Electronic Magi Prospero’s Books’ in
Shakespeare in the Movie: Popularizing the playsFdm, TV and Videpeds. Lynda
Boose and Richard Burt (London and New York: Ralgks 1997).

% The Book of Waterfor example, which is the first to appear on sheesen, is
animated, its pages are strongly shaken by winds sowers, on its soaked pages
images of storms and shipwrecks overlap with imagfethe shipwrecked enemies of
Prospero.
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Greenaway’s adaptation, rather than celebratingbtieks, announces their end
at the threshold of a technological revolution viahigill especially concern the
systems of representation, consumption and consemaf the text.

In the cultural process of reception and adaptafible Tempesteems,
we may conclude, to occupy a particular position in thdyemodernity as well
as in our contemporary age. It points both to agirgnand to a transformation
configuring itself as a paradigm of metamorphobisGiant Robbie the Robot
(echo of the Ariel of Fred M. Wilcox'§empest- Forbidden Planet 1956)
Shakespeare’s play announces the post-war mov@ut®ns: it lends itself
both to Hollywood metaphors ard the magical and technological recreations
of two of the most “excessive” British auteurs.



