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ABSTRACT

PHOTOGRAPHY IN SHAKESPEARE AND PERFORMANCE: A PICRIAL
STUDY OF CACA ROSSET'® COMEDIA DOS ERROS

ROSEMEIRE TODAO

UNIVERSIDADE FEDERAL DE SANTA CATARINA
2010

Supervising Professor: José Roberto O'Shea, PhD

Since its advent, photography has been usadoascess of registry of images, either
for souvenirs or as a physical proof that sometterigted in the past. The use of
photographs as historical documents serves seamgas, for the static and immutable
physical characteristics of photos allow the imagese used as sources for analysis and
study. It is in this context that photographs opraduction ofA Comédia dos Erros
allow a detailed study of their contents and pdssimeanings. It is through the
photographs of a scene that the analyst is abtietect particularities of a moment of
the performance that no longer exists and, this, wegonstruct its moment within the
spectacle. With the help of iconographic indicasicallied with the playtext, it is

possible to obtain further details of a scene, adentifying the exact moment of the
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performance the image refers to. Considering thatyephotograph is a trace from the
past, it is the viewer's role to read and undedstae photographic image based on his
or her socio-cultural background which will enabite reconstruction of meanings for
the implicit fragments within the image.

Number of words:19399
Number of pages: 73
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RESUMO

FOTOGRAFIA EM SHAKESPEARE E PERFORMANCE: UM ESTUDO
IMAGETICO DE A COMEDIA DOS ERROBE CACA ROSSET

ROSEMEIRE TODAO

UNIVERSIDADE FEDERAL DE SANTA CATARINA
2010

Professor Orientador: José Roberto O'Shea, PhD

Desde seu advento, fotografias tém sido usamlas veiculo de registro de imagens,
sejam elas para recordacdo ou como prova fisicueelgo existiu no passado. O uso
de fotografias como documento histérico se estguiediversas areas devido a suas
caracteristicas fisicas estaticas e imutaveis guaifem que imagens sejam utilizadas
como fontes de andlise e estudo. E neste contertofotografias de uma montagem de
A Comédia dos Erropermitem um estudo detalhado de seus conteudassvpis

significados. E através da fotografia de uma ogma o analista consegue detectar
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particularidades de um momento da performance guedp mais existe e assim
reconstruir seu momento dentro do espetaculo. Cajuda de indicacdes iconograficas
aliadas ao texto dramatico é possivel obter maialltes de uma cena, até mesmo
identificar o exato momento da performance a quatagem se refere. Considerando
que toda fotografia € um residuo do passado, calieterprete ler e compreender a
imagem fotografica baseado em sua bagagem sodigalulque possibilitara a
construcao de significados dos fragmentos impBaii@ imagem.

NuUmero de palavras: 19399
NUmero de paginas: 73



TABLE OF CONTENTS

Y [0 U T = Vo [ U ii
D =T0 [ To%= 14 0] T == Vo = X ii
F o L0111 =T o =T £ v
Y 013 1 = Lo PP PP PPRUPPPTPPPPPR Vi
=T 1 | 1 T PP Vil

Chapter | Introduction. The Reconstruction AfComédia dos Erroshrough Image

ALY SIS, .. ——————————— 1
1.1 The Play Under ANAIYSIS......ccccururmiiiiiieeieeeeeeeeeeeeeeeeeesevveennnanesennnns 12
Chapter Il Meaning Through Photographs..........ccccceeveeeiiiiiiiiiiicee e 17
P2 I 2 =T Vo [ 0 To TN g 4 F= Vo =TS PRSP 19
2.2 Reality Conveyed Through Photogsaph............coevvvviiiiiiiiiiieieee e 21
2.3 Photographs as Testimony of Truth.............cccco i, 24
2.4 Reading Between the LiNeS......cccccceiiiiiiie e 26

2.5 The Existence of Something thats'Baen”..............ccoevviiiiiiieeneeeem 29



Xi

2.6 Studium and PUNCIUM........coeeeeeiiiiee e 31
2.7 Analysing Photography of Perform@anc.............cccoevvviiiiiiiiieeeee e e 32
Chapter Ill  The Analysis of Photography of Performance..............ccccovvvviiinnnnns 38
3.1 The Memory of Dramatic Performances...........cccceeeveiiieeeieeiiieiiieiiiens 41
3.2 On the Corpora and Procedures Hatdgraphic Analysis...........cccceeen.... 43
3.3 Unpacking the Visual Language of fiedb Ornitorrinco'dA Comeédia dos
[T (0 1S] d L0 (oo =T o] o S PSR 45
3.3.1 SLphotograph - ACt I, SCENE 1 ......c..ovev e eeeeee e, 46
3.3.2 " photograph - ACt 11, SCENE 2 .......veeeeeeeeeeeeeeeeeeeee oo 50
3.3.3 "BPotograph - ACt I, SCENE 2........ceeeeeee s eeeeresereeeeeeesennean 53
3.3.4 Mphotograph = ACt I, SCENE 2......veeeeeeeeeeeeeeeeeeeeeeeeee oo, 56
3.3.5 Bphotograph - ACt V, SCENE L........c.c.ou.oeeeeeeeeeeeeeeeseneeeeeeeesenenn. 58
3.3.6 Bphotograph - ACt V, SCENE 1 .......c.eeoeeeeeeeeeeeeenee e, 61
Chapter IV Final REMAIKS.........iiiiiiiiieieecieceeeee e 63
RETEIENCE LiST. ..o e e nnnnee s 69

Y o] o L= T [T =3 73



Xii



Chapter |

The Reconstruction of A Comédia dos ErrosThrough Image Analysis

The present work proposes an analysis of blimographic archives of the performance
A Comédia dos Errgsstaged by the Brazilian theatre company Teadr@cthitorrinco, in
1994, in order to verify whether photographs ofngsecan “speak” for the text and how a
static image, through the analysis of elements sascheople, objects, sets, and costumes
pictured, can help the viewer understand what tle@e conveys. Considering the fact that
the performance is no longer being staged, thernmdtion conveyed through the image
records can help impart meaning to the photograghkede in the absence of the playtext.
Thus, the photographic registry of the aforememitbperformance has elements that enable
the reconstruction of a scene, and such elemensbleerreading, interpreting, and
understanding scenes within the performance.

During a performance, costumes, scenograptd/body language are used to construct
meaning onto the playtext. However, when the peréorce is distant from the present,
photographic records allow the analysis and coontdization of the scene in the spectacle.
Photographs, as fragments of something that wasrélae past, can help the viewer infer
meaning based on the context in which the pictwez® inserted and the moment in which
they were shot. The environment in which a photolgnaas produced is also important and
should be taken into consideration. All the eleradnamed in a photograph belong to a

much bigger environment which has to be left otitezi for lack of space or due to the
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choices of the photographer; therefore, what isbMsin the photograph is a “frozen
moment” in a meaningful context.

For a long time, photographs of performandesjeneral, have been used mostly as
straightforward documentation, to illustrate revéen newspapers and magazines, and for
the audience to remember the spectacle. Howepdiotographic records of drama in
performance can be more valuable, because imagelsecan help recreate an event from a
past that is no more. Therefore, images can seneei@s to reproduce what was happening
at a certain moment in the performance. When adceise staged performance, enacted
live, in front of an audience, is no longer possildther kinds of documentation are needed
in order to proceed the analysis. For this reapbiotographic images of a performance
serve as concrete proofs of the spectacle thatplzame and that cannot last forever.

The idea that “a photograph is worth a thadsaords” is widely known even by those
who are not familiar with photographic discoursewever, a single photograph has a
multitude of meanings which can emerge accordinthéoobserver's experience with the
world. In other words, image reading engages a ¢axmgrocess — from the physical action
of looking at the photograph to the intellectusdgess of decoding what the image means
to the viewer. Reading photographs is a persortalaac this is inevitable. Although the
same image can show the same subject to a vastemwhpeople, interpretation is unique
and individual, according to the viewers' distinpbringing, culture and interests. Martha
Langford explains that, when observing a photog@apmnage, “we refill our plates, to
supplement the portion we have been given, actgatur intuitions, desires, beliefs,

experience and training” (3). Since every persoa &ngle individual, for each person a
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photograph will tell a distinct story, even wher tihamed subject is the same. Examining
the physical flat surface of an image and interpgetvhat goes beyond what can be seen
engages a series of associations that can afffeavay a photograph is looked into. Such
associations can be verified when one can compdéerett stories by looking at a
photograph, or when several people make differtantes out of the same image.

Steve Reinke, on the other hand, proposeddh#&tlling a story a series of photographs
is needed in order to construct a narrative: “Usilas image contains multiple temporal
frames (like a long tapestry or scroll, or the femnof a comic book), it cannot tell a story.
At most it can illustrate a single incident fromstry, or suggest, allegorically, possible
stories” (226). Nevertheless, while analysing pgaphy of performances, if the image is
contextualized in its corresponding moment in thaytext, | believe it is possible to
construct meaning based on what can be seen. Howeedalifference between a story told
in photographs and in performance must be kephimd. While the performance itself
suggests movement and interaction within the elésnen stage that construct meaning
during the spectacle, photographs of drama inopmidnce present the subject to the
viewer as something inert. This means that theqgraphalone does not speak for itself.
To tell a story, the elements in the photographtrbescontextualized to be understood as
such, even though not all the elements presentpinotograph have the same meaning for
people from different cultures. Generally speakihg, viewer can identify what is visible in
the photo, but what lays beneath and what goesnidegs a message cannot always be
identified if the visible elements are not pafrthe viewer's cultural background.

For performance to be understood as a whelane cultural background is required
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from the audience. Having said that, | supportrkgam's assumption that in theatre
everything that is on stage acquires meanings whrehdirectly attached to the social,
moral and ideological values that form the communit which the performers and
spectators are inserted (10). Therefore, the pedgoce, as well as its traces such as
photographs, carries meanings that “will even viaoyn spectator to spectator, although
always within definite cultural limits” (11). Faxample, objects used on stage during a
performance such as a “sword” or a “chair” can @&eqgdifferent meanings depending on
who uses them and how they are used, just as avfitrcan range its meaning from
“royalty” to “usurpation”, according to the contextwhich it is inserted. Everything in the
theatrical performance is involved in a denotafi@al) and connotation (implicit) relation
determined by sets, the actor's body language, ments and speech. However, Elam
points out that connotation is not unique, sinceldpends on the spectator's ability to
decode the performance based on “the extra-thehiitd general culture values which
certain objects, modes of discourse or forms ofbur bear” (11-12).

Based on the example given by Elam, | can Balyghotographs constitute a system of
signs. According to S.E. Larsen “signs' are ghles of elements--verbal, nonverbal,
natural, artificial, etc.--which carry meaning” B3 This is to say that a sign can be any
object which represents another object and “meaisitige representation of an object in or
by another object” (836). In this perspectivejgnscan communicate ideas and, therefore,

produce meaning. Larsen adds that “the sign orrépeesenting object can have any
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material manifestation as long as it can fulfik tepresentational function” (836Having
the power to communicate ideas, we can say thassign be denotative or connotative,
and they construct meaning onto what is visibieréfore photographs can be read and
interpreted. What is identified as “real” and bisi in an image is denotative, and the
implicit meaning is the connotative aspect of ansigccording to Daniel Chandler,
denotative “tends to be described as the defiratiofteral’, 'obvious' or ‘commonsense’
meaning of a sign”, while connotation is “used &fer to the socio-cultural and 'personal’
associations (ideological, emotional, etc) of tigm's(2). However, the connotative aspects
of an image vary from person to person, accordmdgaictors such as socio-cultural
background, class, age, sex, and gender, enabiffegedt interpretations for the same
visual information.

Having the power to communicate ideas, phefolgs can also be misleading if the
elements present in them cannot be “read” corredtigt asA Comédia dos Erros about
unfortunate happenings involving two pairs of twihee to their inability to recognize one
another, a photograph also can be misinterpretddamsequently, lead to misinformation
if the visual elements cannot be “read” by the \@ewn the case of photographs of
performances, the playtext is one element whiabwallthe viewer a glimpse of what was
the “truth” on stage, for the meaning of the phoépdic image is attached both to the
playtext and to what was enacted on stage at ailcenoment of the performance.

In Graham Clarke's view, it is possible todr@gphotographic image in the same way as

1 1 would like to clarify that | am aware about fleeg-standing theoretical debate about the “sign” i

semiotics and semiology, via Ferdinand Saussuratl&hS. Peirce, and of course Roland Barthes.
However, | have opted to draw on Larsen's, matereand straightforward definition.
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a written text, since the image has its own “gramamal syntax” (1). Still, such reading can
be problematic due to the complex process of coastiy meaning, because “the image
contains a 'photographic message' as part of etiggeof signification' which reflects the
codes, values, and beliefs of a culture as a wh@le” Neutral readings are impossible,
taking the cultural aspects in consideration, beeaas mentioned previously, if the viewer
reads the image according to his socio-culturak@aind, several different interpretations
will come up for the same photographic image. Regadi photograph is a complex process
that unravels the same way as reading a textsénae, if the observer cannot recognize the
structure which is presented, much of its meanihgpot all of it, will be lost or
misunderstood.

William Crawford states that photographic symtexists just as syntax does in
linguistics. In order to make concepts turn intatestnents it is necessary to follow a set of
rules of structure so that meaning can be convapeddecoded. Crawford believes that the
language of photography does not come from theticityaof the photographer only, but
also “from the chemical, optical, and mechanicdhtrenships that make photography
possible” (6). This means that the photographaoislimited by his artistic ability but by
what technology allows him to produce. Crawford imef photographic syntax as
“whatever combination of technical elements is ge.uThe combination determines how
well the technology can see and thus sets the dlimit what photographers can
communicate through their work” (7). In other waqrdyntax here has to do with the
technological apparatus available for the photdgeago produce an image. In addition,

there are other elements of photographic syntax émeompass the gear, the choice of lens,
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the printing method, and all of these elementsy pldsyntactical role to the degree that
[they affect] the way the information, the sentitsgithe surprises, and the frozen moments
found in photographs actually meet the eye” (7)e Tdsults of such syntactical process are
photographs that can serve as testimony of a tygancapsulated in a frame which is
available for reading and decoding.

Jacques Aumont believes that if an image haganing, it has to be decoded by the
viewer. However, as mentioned previously, considgevery person has a distinct socio-
cultural background, they will interpret imagesfeliéntly. This is to say that, although all
images are visible almost immediately, not everycare understand them easily, especially
if the images were produced in a time and spadeatieadistant from the present (250). The
more distant the context of the photograph is ftbm present, the more interpretation of
the elements present in a photograph is needstbdld add that interpretation becomes
more complex if the context of the photograph sgatit from the reality of the viewer.

Having said that, | support Boris Kossoy's betiedt, as well as other information
sources, photographs cannot be accepted as a d¢omalidy because they are full of
ambiguities, implicit meanings that need to be rimteted (22). Photographs contain
fragments selected from a real moment in the padt again, the meaning inferred from
the image can differ for each viewer according i® $ocio-cultural background. As a
consequence, multiple interpretations are posbébause the viewer brings his own mental
images, and reacts according to his life experiesoeio-cultural situation, ideology,
personal concepts and pre-concepts. For this re&mssoy believes the contents of the

images cause a different impact on each indivicarad] for this reason it is impossible to



8
have standard or universal interpretations aboudtvid registered in a photograph. Still
according to Kossoy, photographs have been acceptkdsed by the masses, to whom the
photographstontents are assimilated as an expression of tidtswever, Kossoy believes
the photograph has its “own reality”, which does always correspond to the reality the
subject was involved in when it was registered. Whashown in the photograph is the
reality of the document, which he calls a “secoedlity”, a connection between time and
space that gives a clue to what happened in ths feality”, which has to be deciphered by
the viewer. Kossoy explains that the subject dedien the image is a new reality which
has been idealized and then interpreted by theeriehhe “first reality” would be the
situation that has been photographed and, constygube photographic image becomes a
“second reality” (43). The photograph connects piafty to its referent--something that
existed previously--without which the photographyuld not have been possible.

Similarly, Roland Barthes considers photogsapk emanations of past reality, which
carry both denotative (real) and connotative (iciplivalues that must be discussed in the
context of their content (16). According to BarthesA Camara Clara(Camera Lucidg
the photographic image is a perfect analogicaladigm of a reality, a witness to something
that is true in the past, which no longer existshat cannot be repeated anymore. Barthes
notes that photographs seem to carry both denetaivd connotative messages, as
described previously by Chandler, which enable ipleltreadings according to their
context. Barthes proposes that, in order to adchaative value to a photograph, the
photographer may incorporate a series of symbdijeats to the image by means of poses

and clothing style, for example. It is crucial tonsider Barthes's opinion of an image with
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its denotative aspects and what goes beyond whatnsediately seen, in order to verify
what message can be constructed from the elemesdsrg in a photograph. Similarly to
Barthes, Susan Sontéglievesphotographs serve as a witness of something thatthve
in a past occasion, as a trace of something thatee(5); in addition, Sontag believes a
photograph can also be distorted. This distortimames from the intention of the
photographer, who makes choices when taking a ghaypb, “in deciding how a picture
should look, in preferring one exposure to anotl{é); not from the viewers and the way
they read and interpret the image.

Another similar view on photography comes frBhilippe Dubois, who also claims that
the analysis of a photograph should go beyond ithal™ aspects of the image because the
content of the photographic message is not ontgrdl” (36). According to Dubois, if a
photograph is examined carefully, it will not bavilless in the way it represents the “real
world”. The image has a physical connection with stibject, but it is not, necessarily,
exactly the same as the subject photographed (94hat is seen in the image has
disappeared in real life, and what is left is a magma register that will substitute the
absence (90) of the subject or situation photogrdph

Likewise, Dennis Kennedy reasons that "themmgpof photographs ultimately depends
upon cultural signification” (20), which impliekdt, as mentioned previously, the meaning
of a photograph varies for people from distinctisamltural background. Kennedy also
defends that "photos taken from a distance and islgothe relationship of actors to the
setting are more likely to indicate actual perfonee conditions than close-ups" (23). |

agree that close-ups and cuts cause the eliminaficartain elements that will change the
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meaning of a scene, but | believe they do not elta the dramatic atmosphere proposed
by the performance. However, when we take intooact the scene as a whole, it is
possible to obtain the identification of iconic a@iét that the image contains, which
reinforces Keir Elam's belief that all the visi@Ements on stage acquire meaning. All in
all, photographs bear information that can be preged, and this is why visual records are
extensively used as documentation. Photographlgeztte performance, for example, may
not provide much information about the way actartialy work on stage, but they are
crucial to indicate elements such as set, costusEeEography, and staging. All such
elements in a performance are connected to thee @ad time of the production, and
according to Kennedy, it is the role of the thedistorian to “reimagine the moment of the
past performance and to contextualize it with aatse about its social meaning” (16).

For Marco De Marinis, the performance, whish“ephemeral and non-persistent”,
leaves behind a series of partial traces suchhassttript, the director's notes, photographs,
documentation on film or television, descriptionsthe members of the audience, reviews
and the like” that enable the re-construction @nss of a theatre production (16). As itis
impossible to analyse a theatre production basethemories or the playtext only, other
forms of registry must be used in order to endfdereconstruction of the performance and,
in this case, photographs can be useful tools.

As mentioned before, most photographs madbezitre performances are not meant to
be part of the performance archives but to illustraviews in magazines and newspapers,
and a great number of them serve as publicity afdors. Back in history, when cameras

were not fast enough to freeze the movements ge staost theatre photographs used to be
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close-ups or posed shots, not showing the reatactien between actor and set. Today,
even with better equipment, it is still impossilbberegister a moment in the performance
with the same feeling and sensations provoked byp#rformance when it was staged.
However, the limitation of the pictorial source da®t prevent the analysis of scenes in an
attempt to construct their meaning during the perénce.

The fact is that photographs of performances cacobsidered an important source for
analysis when one has not witnessed the stagetligion. Through photographs it is
possible to restore what was happening on stageeatific moments of the performance
because, since images are traces that are letichethiey offer significant visual evidence
that can be useful for interpretation.

For this reason, the corpora for this study areiqraphs of six scenes 86f Comédia
dos Erros. The photographs to be analysed belong to the atmlie housed at Centro
Cultural Sado Paulo (CCSP). The present study [segpan investigation of the cultural role
and function of photographs of performance throtigé analysis of the photographic
archives ofA Comédia dos Errgsby Teatro do Ornitorrinco, and to verify whethbe
photograph of a scene can “speak” for the text, laowl a static image can help the viewer
understand what the scene conveys through thesisalfyelements such as people, objects,
sets, and costumes depicted in the photograph.

For this investigation | propose three initiedearch questions:

1- What are the literal (denotative) and impliednjecotative) meanings of the objects,
costumes, people, and body language within theamag

2- What are the photographs'stddiuni and “punctumi, as defined by Barthes? (see
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definition in Chapter II).
3- What is the relationship between the actorssatd, and what connection do they have

with the respective moment in the playtext, as ctegliin the photographs?

In addition to the photographs, the analy$ithe performance shall proceed based on
the playtext, set design, costumes and langu&gethermore, the performangeComeédia
dos Erros shall be studied in terms of conception (what haen decided by the
director/company), production (staging) and criticaception (the critics' response and
reaction to the performance, based on reviews atetviews on publications such as
newspapers and magazines), the latter in ordesritextualize the performance in its time
and space.

It is worth mentioning that a fascinating stunly Shakespeare's drama in performance
through photographs has been done by Rebecca Fdyformer Lecturer in Shakespeare
Studies in the Shakespeare Birthplace Trust Edutdllepartment, in Stratford-Upon-
Avon, who organized a series of commented slideMeasure for Measurand Hamlet
Such study consists of a pack of twenty-four slidiesn various productions of the
respective plays, followed by written commentanirgy details about selected scenes from
each production. However, no similar study hasnbéene onThe Comedy of Errors
neither on the Brazilian adaptation by Teatro daifOrrinco’'sA Comédia dos Errode it

in Brazil or abroad.

1.1 The Play Under Analysis
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The Comedy of Errorghe shortest of William Shakespeare's play, eleelsed to be one
of his earliest, written between 1589 and 1594. Rioenan playMenaechmiby Plautus,
was the main inspiration for Shakespeare to bothmymistaken identity premise, which is
a central issue iMThe Comedy of Errorsleading to a series of unfortunate accidents
throughout the plot. More than a light slapstickmedy, the play brings a series of
dramatic/individual issues in its plot such as stgyvhonor, jealousy, fidelity in marriage,
political authority, debt and payment, and the dedor individual identity. Although the
drama lived on stage leads to confusion among lkeacters, this is what guarantees the
laughs for the audience, who knows the informatibout the mistaken identities and all
the facts that happen as a consequence of thestonfthat is unknown for the characters.

The Comedy of Errorbas often been staged since Shakespeare's timesit &
impossible to tell how many times it has been peréxl worldwide over the years, either
by amateur or professional threatre companiess lbelieved it was first staged on
December 28, 1594, at the Gray's Inn (Brown andi$jab4). In Brazil, the threatre
company Teatro do Ornitorrinco is well known forvimgy staged a successful version of
The Comedy of Errorsnamely A Comédia dos Errosin Brazilian PortugueseThe
company's debut was with the product@mitorrinco Canta Brecht e Wejllin 1977. Soon
Teatro do Ornitorrinco became popular in Brazil antatin America for staging polemical
performances in a comical vein. Another succegsfotuction by Teatro do Ornitorrinco
was Sonho de Uma Noite de Ver§d Midsummer Night's Dreajnfirst staged at the
Delacorte Theater, in Central Park, New York, i®19n Portuguese, adapted, and directed

by Cacé Rosset. Praised by the international mesliaighly expressive, the performance
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was successful in communicating visually with thueliance even while not speaking the
same language. Teatro do Ornitorrinco offered ectapke showing nude actors in an
eroticized production ofA Midsummer Night's Dreanand brought to stage actors who
were also acrobats, jugglers, and fire-eatersngithe spectacle the playful atmosphere of
a circus. Following its tradition in comedies, 1894, Teatro do Ornitorrinco performdéd
Comédia dos Errgsalso directed by Caca Rosset, staged at theoTEatp, in Sdo Paulo,
and the show was described as the return of bufigpislapstick, and clownish theatre
(“Caca”). Once again, Teatro do Ornitorrinco ceétbd the achievement of another
successful production, being praised by the meddaraceiving important prizes in 1994.
Besides, under the sponsorship of the New Yorkk&zeare FestivaCaca Rosset had
directed The Comedy of Errordack in 1992, at the Delacorte Theater, with ameAcan
cast before staging the spectacle in Brazil, wiBrazilian cast.

The specific Corpora for this study are siadsl and white photographs of scenes from
A Comédia dos ErrosThe photographs to be analysed in detail in Cindfitare from the
aforementioned collection housed at Centro Cult&@b Paulo, and were taken during a
performance, by the Brazilian photographer Hel@saco Bortz, at Teatro FAAP, in S&o
Paulo, in 1994. The criteria for choosing the pgotphs are based on my belief that
interaction among actors on stage helps to coraéx&iwhat is unraveled in a specific
scene during the staging. For this reason, theoghaphs chosen depict two or more actors
on stage, and most of the images also depict tepthe setting in which the action takes
place. The photographs selected portray the foligwmoments in the play: two

photographs from Act I, one from scene 1, depictibgpke Solinus and Egeon in the
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beginning of the play, and another from scene &rddromio of Ephesus is beaten by
Antipholus of Syracuse; one from Act Il, scenerwhich Antipholus of Syracuse stands
between Dromio of Syracuse and Adriana, who is1gyto take him home for dinner; one
from Act IV, scene 1, when Angelo hands in the dgdtain to Antipholus of Syracuse; and
finally, two from Act V, one from scene 1, in whidche Abbess promotes the meeting
between Antipholus of Syracuse and Antipholus didgus, and another, also from scene 1,
depicting the two Dromios and the two Antipholusmg¢ed at end of play.

This thesis is divided in four chapters, dimoed from the broader to the more specific
subject. The present chapter, Chapter I, whicHss the introduction, contextualizes the
research and offers insights on the main authaiswiil be invoked throughout the work.
Chapter 1l develops the discussion on photograpity image reading, using the authors
cited as theoretical parameters to enhance therstadding of the visual aspects of drama
and performance photographs. Chapter Il analysespecific set of photographs in Teatro
do Ornitorrinco'sA Comédia dos ErrosChapter IV is reserved for my conclusions, and the
presentation of the results of the photographidyaisaof A Comédia dos Errgsas well as
my final remarks on image reading and performar#qgraphs.

The development of present work is drivenryyinterest both in the fields of drama in
performance and photography. My interest is to stomw photographs can serve as an
instrument that enables the reconstruction of aeseéhen a performance is no longer being
staged. This work is also meaningful because aecktsidy of the aforementioned
performanceA Comédia dos Errodyy Teatro do Ornitorrinco, has never been condudted

feel particularly motivated to study photographspefrformance due to my interest in
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photographic registry and how such registry serass historical documentation for
performance analysis in the temporary absenceeopldytext. After initial research, | have
realized that the literature concerning the readihghotographs of theatre performance is
scarce. As a researcher, | feel the need to comdritvith the increase of literature in this
field, providing resources for interpreting photayginy of performance. For UFSC-PGI, |
believe this research will be significant becaws®,| have already mentioned, no study
concerning photography analysis Af Comédia dos Erroshas been carried out in this
program yet. For this reason, | believe this angalggy contribute to future research in the

area.
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Chapter I

Meaning Through Photographs

Photography can be briefly defined as the ggsf registering the light provided by
solid objects by means of mechanical/chemical/edaeat devices. Beyond the technical
process of registering light, photography is thecpss of recording images of something
that was real in the past and that cannot be regaathe present, enabling the preservation
of memory, documentation, and historical reconstitu Martha Langford defines
photography “as the translation of external visovedlity into material form through
mechanism and chemistry, digital technology, or eaarombination thereof” (3). When,
through the eyes of a photographer, a subject psuped in the form of a photographic
registry, what happens is the materialization ef ¢fsual perception into a framed subject.
From the time of its invention, in the nineteenémitiry, photography has been regarded as
a faithful depiction of realityHowever, other aspects should be taken in coregider
when one observes what lies beyond what is immagliaeen in a photographic image.

The act of looking at a photograph enablesrgs of exchanges between the image and
the viewer because, as Langford explains, “we wis& photographic expression of a
photographer's memory, thereby plucking somethmghfanother person's storehouse of

memories and adding it to our own” (6). In thisgass, photographic traces are exported to
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the viewer's imagination and, as a consequencgjimaion leads to interpretation, and
such interpretation is the result of a multitudeddferent readings of the same image.
According to Langford, such operation in the view@magination happens because when
viewing a photographic image “we refill our platés supplement the portion we have been
given, activating our intuitions, desires, beliedgperience, and training” (3). This means
that much of the reading of a photograph dependsthen cultural background and
experience the viewer has of the world, hence ffferent interpretations that can be
obtained from the same photographic image. In otfweds, what can be seen in the image
may have a meaning for one person and mean nofleinganother whose cultural
background precludes the decoding of the messag#iit within the image.

Petra Halkes points out that “the photographertent, whether to record reality
straightforwardly or to alter reality through unasgamera settings or manipulation of the
negative in the darkroom, does not change the seins&lexical truth that clings to any
photograph” [mage 233). Thus, again, what is visible in the photpgras the same for
everyone, but the implicit aspects of the image reantdler several readings and, therefore,
different interpretations. When looking at a plgvaph one can imagine a story behind it,
just as several different stories may come up wieample look at the same image.

As pointed out in Chapter I, Steve Reinke tlo& other hand, believes that a series of
photographs is needed in order to construct a tharand tell a story. According to
Reinke, to build up a story/narrative multiple teorgd frames are needed, since a single
photograph can only illustrate an incident froratary. In fact, when a photograph lacks

information such as names and dates, it is diffituimpart meaning to it, since the image
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without contextualization is just an image detachedh a story. However, | believe that
even an isolated photograph can convey meanirtgtgiewer, since it triggers the viewer's
imagination, who then builds a personal story lfer iitmage.

lan Walker observes that when looking at aagen“cognition and imagination elide”
(17). In fact, by observing a photograph we intetphe visible objects contained within the
image and this leads to the act of imagining whditayond what can be seen. For example,
if we take a photograph of a chair, some peoplejust describe it as an object to sit on, or
as a decorative piece of furniture. Others, pravidéth more design knowledge, will be
able to identify the style of the chair and evenwdyom and when it was designed. The
interpretation-reading of the same photographhim dase, largely accounts for the viewer's
cultural background in a way that the more the eielitnows of the world, the more he will

make of the photograph that is being observed.

2.1 Reading Images

Why do we read images? According to Martioly, the analysis of images can fulfill
different functions that go further than the pleastor the eye. The analysis enables the
increase of understanding of the visual messaggspving the sense of observation which
increases the pleasure of appreciation and knowlethgit enables gathering more
information in the reception of a work of art (4dply adds that by the analysis we can
demonstrate that the image is a language andttbatinguishes itself from the real world

by its particular signs (48), according to the diébn of sign by Larsen provided in
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Chapter 1. According to this definition, a sign da@ any object which represents another
object that carries meaning to the viewer. Hendegrwobserving the photographic signs
enclosed in a photograph, the viewer engagespioeess of decoding what can be seen,
which consequently leads to interpretation. Antdalgh every photograph contains a series
of visual elements that produce meaning, we mughysd consider that the signs present in
a photograph can be read or not, depending onidveev's cultural background, enabling
either a successful reading or misinterpretation.

Joly states that we begin to learn to readyenat the same time we learn to speak (43).
In the course of our lives images come to us ofterthe form of illustrations or
photographs, in books, comic strips, daily newspap®magazines, and advertisements. We
are surrounded by photographic images whereveroyargl they take on important roles in
our lives, from serving as a tool in the learnimggesses, to entertainment and informative
purposes. When the access to the written wordngdd, either due to illiteracy or lack of
understanding/knowledge of a certain language,qgunaphs can serve as a tool to decipher
a series of messages. Considering that the accesmages is almost immediate,
photographs can sometimes substitute verbal otenrianguage.

According to Graham Clarke, as introduced aer I, as in Linguistics, images have
their own “grammar and syntax” (1) and , for thsason,reading an imagecan be
problematic, since the procedure of constructingmmrey, which depends on “the codes,
values, and beliefs of a culture as a whole” (@)part of a complex process. Taking these
factors into consideration, we can say that newtralniversal readings of an image are not

possible, since every single viewer has a diffeceitural background which will influence
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the reading of the image. In addition, some codesgnt in a photographic image might be
understood by some people, but not by other indalsl who cannot “read” certain aspects
present in the photograph. In a sense, if the cadesnisread, the viewer will misinterpret
or misunderstand what is depicted in the photograph

William Crawford adds that conveying meaning to leotographic image depends on
following a set of rules of structure, just likedibes in Linguistics, as observed by Clarke.
For an image to be understood, it is necessaph@viewer to perceive that a photograph is
not only the result of the photographer's creatiyatit also the combination of elements that
make the production of a photograph possible. Famrd, we recall, syntax has also to
do with the technological apparatus available iteorto produce the photographic image;
the choice of the gear, the choice of lens, aedpttnting method, might affect the way

information is conveyed through a photograph (6-7).

2.2 Reality Conveyed Though Photographs

In the mid-1820s, the advent of photography, byRtench Nicéphore Niepce, enabled
the possibility of reproducing something “real” witidelity (Gervereau 157), and it was
the French artist and chemist Louis Daguerre whe rgaponsible for the invention of the
daguerreotype process of photography that wentugfiroseveral developments in the
following years, eventually making photography whas known to us today, popular and
accessible, using either analogical (film) or dibprocessing. Differently from a painting,
in which the artist takes the liberty to intedemnd alter the image according to his desire,

photographs are regarded as a proof of somethiagwas true in the past, depicting
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voluntary or involuntary iconic elements registeneih or without the photographer's
intention. The iconic elements--objects, clothiagg scenery, for example--present in every
photograph can give historical, cultural, and gapbical clues which are important as an
iconographic document for the reconstitution gbast memory.

However, as mentioned previously, the construcbbrine photographic image goes
beyond the technical process. Photography can hsidmred the result of a process of
creation engaged by the photographer, who produbesimage from his cultural,
ideological, and particular point of view. The intien of recording an image depends on its
purpose, such as, documentation, preservation ofmang publicity, or artistic
manifestation. According to Boris Kossoy, takinglaoto involves a series of decisions,
especially by the photographer, who is motivate@ Isgries of purposes, either personal or
professional, who elaborates and constructs thgentlarough complex cultural, aesthetic
and technical processeRRdalidades26). For this reason, Kossoy argues that the
photographic image carries an epistemological cerifyl (Tempos32). In other words,
photographs are taken in a specific and preciseanbm the past and, therefore, belong to
a historical context in which the image can beritegk which, in turn, allows photographs
to serve as a tool for analysis.

The advent of the photographic process hasleshaie decrease of physical and cultural
distance between people. By observing the imagesept in a photograph, the world
becomes more familiar and closer to the obsertdraScording to Kossoy, after the advent
of photography, other realities became familiampemple who, up to that moment, only

acquired knowledge by verbal, written, and pictoniadition (Fotografia 26). This is to
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say that a remote place in our planet, or an exabe in Africa, for example, may elicit
levels of understanding if observed in a photogi@jinage, since the observer does not
depend on his imagination only when the subjectascribed written or verbally. By
looking at a photographic image, the observer ifleatwhat is already part of his cultural
repertoire and tries to interpret what is still notwn to him.

| believe photographic images enable théndjlof a gap between presence and absence
in a way that what has been photographed becormakand close to the viewer in pictorial
form. The photographic subject in the print forntdames the subject, as if the photographic
image could substitute the “real thing” by analogg defined by Jacques Aumont, analogy
is the similarity between image and reality, gitka observer's point of view and how this
observer perceives the image (198). Unconscioustyviewer relates the image as the
perfect reproduction of reality, between the maae its image. The feeling of reality and
closeness is what enables the use of photogramiaigds as family souvenirs, a document
for preservation of a historical moment, and astigtmanifestation. Due to its “portrayal
of reality”, the photographic image has been cared a faithful proof of reality given its
technical characteristics. The popular maxim “atpgmaph does not lie” survived until the
technigues of manipulation were put into practi€essoy believes that photographs offer
possibilities of investigation and discoveries, thé research and analysis of their contents
should be carefully planned, and adequatethodologies should be applied in order to
decipher the reality the image comes frdrotpgrafia 32). In other words, photographs
should not be treated just as mere illustrationsaféext. Photographs belong to a much

bigger realm and, as a document, they should blemdadequately.
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Still according to Kossoy, the photographiclgsia occurs in two stages: iconographic
analysis and iconology.he initial stage, iconographic analysis, concenesdescription of
the elements within the image, and the followinggst iconology, pertains to
interpretationThe iconographic analysis proposes the systemasicrightion of the contents
of an image and its elements. The literal and detbee aspects prevail, the subject is
contextualized in time and space and identifiedemtly. The represented subject in the
photograph must be studied in depth and the asalyiflibe possible if the elements in the
photograph are duly understood. As Kossoy points salid knowledge of the portrayed
subject and a reflection of the visible contents m&cessary in order to go beyond what is
seen in the photographed surfa€etpgrafial0l).  The second stage, iconology, pertains
to interpretation, in which the meaning of the ems$ of the photograph is aimed latmy
opinion, since interpretation is personal, severatings of the same photograph might be
possible and acceptable as long as the argumentiporting the interpretation is solid

and coherent.

2.3 Photographs as Testimony of Truth

Given its status of testimony of truth, foetphotograph depicts precisely what is in
front of the camera, photographs have been regasl@dtool for registering memories and
historical facts. As Susan Sontag affirms, “phoapins furnish evidence. Something we
hear about but doubt, seems to be proven when wslewn a photograph of it” (5). Still

according to Sontag, “a photograph passes for inoeertible proof that a given thing
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happened” (5). In fact, due to a distinctive stadfisproof of reality”, photographs have
been used to eliminate doubts one might have coimgefacts and happenings. This might
explain the use of photographs taken as a prao$dentific discoveries and in forensic
criminal investigations because, as mentioned ptsly, photographs are considered a
trace from the past which is registered throughysigal /chemical process that, strictly
speaking, cannot be changed and, thus, they anmmatddged as a faithful proof of reality.

However, other factors must be taken into mm@ration when photographs are elevated
to such statusEvery image is produced under cultural, aestheticd ideological
circumstances that operate in the mind of the mvafther. According to Kossoy, the
subject registered in the photograph is an e&bdrproduct, a recreation of the physical
or imaginary world in a process of creation byatghor Realidades 43). Thus, a new
reality is brought into existence by the photogepiihe subject depicted in the image is a
new one, a new reality in another time and din@nsihe new reality that is represented in
the photograph is what Kossoy calls “second réalityis the reality of the representation
itself, something that takes the place of the mantedituation photographed in the past.
What Kossoy calls “first reality” is, then, theqibgraphed subject itself that is turned into
a representation on the photographic surface (flaper, etc.). The “second reality”, which
is portrayed in the photograph, is the connectlon tiewer has with the past. It is the
document of something in real life that occurredha past and will not be repeated any
more.

According to Kossoy, the “second reality” cact with the past material reality since it

is physically out of reach. The “second reality'the photographic document, and the “first
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reality”, which is the past fact in real life, che recalled only by memories and references.
If we take a theatrical scene, at the moment é@nacted, live on stage and in front of an
audience, we can call it “first reality”. It is deaction happening at a specific moment in
time and space. When such scene is registeredphotograph, it becomes a “second
reality”. It is a document of a fragment of the fpaixed and immutable, that can render
multiple interpretations. Thus, considering thgth@tograph can be interpreted in different
ways, we can say that the photograph of a spemficnent of a performance [second
reality] is a creative registry of the “first regli of what happened on stagalidades836-

38).

2.4 Reading Between the Lines

As stated previously, every photograph is tbgult of a creative process which has
motivated the photographer to register a specifament for any given purpose. Most
photographs taken by amateurs or kept by commompl@eatepict occasions spent with
family or friends, portraits of ancestors, petgs#-and such photographs are exhibited as a
proof that something was real or happened in tis¢. p these photographs are stored in
order to “keep in touch” with situations that nad@r exist, as part of the viewer's affective
past and personal history. Likewise, photographsictiag historical facts and scientific
discoveries are presented as a faithful reproduafa fragment from the past and are kept
as legal documents and tools for iconographic stundiyanalysis.

Phillip Dubois proposes that one of the raéghotography is to preseraetrace from
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the past or to help science in its effort to deliadetter understanding of world reality (30).
This is to say that photographs can perpetuateraenpthat cannot be repeated, giving the
viewer the opportunity to focus on the details dfatvhas been registered. The access to
details enables the viewer to use the image fderéifit purposes and the most important
purpose would be to preserve memory, to serve testanony of something that “has
been”.

All photographs can be considered a trace of tlsg pafragment of a reality registered
photographically on a surface. A photograph, howedees not, according to Kossoy,
reconstruct the past, but only freezes a fragmeandnstant in the life of people, things,
nature, urban and rural landscapess{6ria 120). It is a frozen fragment of an emanation
from the past that will not happen again exacteyshme way as it occurred.

Photographs are documents of iconographic valuethfey bring a series of visual
“clues” which, associated with ideological, histad, and cultural information, help the
viewer to identify, recognize, and date the infotiovaconveyed by the image. For example,
details present in an image can help the vieweidémtify the place and the time the
photograph was taken and, as a consequence, thedasmoment the image belongs to.
The photograph of a street with its buildings, gegpoutfits, means of transportation, for
example, is rich in information which can help neswuct and locate the moment that
image belongs to in the past. This reinforces ittea that photographs constitute an
important source of documentation and study becdbeg provide the iconographic
indications that are necessary for locating thegenan time and spaceAll in all, the

viewer not only sees the image itself but also semderies of messages hidden within the
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image.

| agree with Kossoy's point of view that phgtaphic sources provide the opportunity
for investigations and discovery, and that it isessary to systematise the information and
establish methodologies for research and analgsisthat the image contents can be
deciphered Histéria 32). | should add that every piece of informatibat can be gleaned
from a photographic production can help in the psscof reconstructing meaning of an
image. This is to say that it would be ideal if s access to the creative process involved
in the production of the image, from the photogefshintention to the final use of the
photograph and the viewer's reception. Unfortugatdtaining such complex information
is nearly impossible, since so much informationost during the production phase. In
addition, | believe photographs are not always pcoaf the photographer's intention. We
must consider that in many occasions photograpbstaken by chance, especially by
amateur photographers, not aiming to convey angifspenessage.

Phillipe Dubois says that a photograph is a testiyrthat gives proof of the existence of
the referent, but it does not mean that the phafdgtooks exactly like its referent, since
the photograph is a trace of the real, not mimg@kesimitative representation of nature and
human behavior in art and literature) (35). Briefccording to Dubois, what happens is a
transference of the appearance of the real to titerral surface either on film or printed
photography. Dubois adds that the photograph, asae of something real, carries a
similarity to the photographed object, which is thedel. The trace of reality connects the
image to its referent, giving the idea of a perfagtlogy with the photographed subject

(26). This is the idea presented by Roland Bartimehjs Camera Lucidawhere he says
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that 'the referent adheres' (16), meaning thagnajyogy, the photograph is exactly the same
as the photographed subject. Hence, even if thep&uchanges appearance and becomes
old, the referent will remain intact in the photaghic image; so the referent will always be
connected to its image, for they are the same.

However, when the photographic image is submittecnalysis, the study must go
beyond what is immediately seen in order to exploeaning in the image. This process of
image analysis is not very different from textaahlysis, since the observer needs to “read
between” the lines in order to understand furthantwhat is explicit in the photograph. For
this further reading, though, the observer usessb@o-cultural background in order to
construct meaning. In addition, as already argageute every person has a different socio-
cultural background, multiple readings of the sgshetographic image will be possible.
The iconographic elements in a photograph can bd smost the same way, for the
iconographic reading rests on the descriptive leNadther symbols, such as religious or
ideological, for example, are present in a photogiaimage, probably they will only be
decoded by the ones to whom they are familiar.a Tertain extent they can be identified
and understood by a good number of viewers, byt Wi# be readily understood by the

ones inserted in the culture in which such symbelsng to.

2.5 The Existence of Something that “has been”
The inseparable relation between the photégr@apd its subject is a key argument
Barthes brought to the pages@mara Lucidain 1980. In his book, Barthes defends the

idea that a photograph freezes a fragment of tsé that was unique and ephemeral, and
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that a photograph is, thus, a proof of somethirag thas been” and could not be repeated
existentially | can agree that a photograph is essentially amait presence of something
that was real in a time and space that cannot Iparsed from its referent—the
photographed subject. As pointed out in Chapternen Barthes claims that “the referent
adheres” (16), he means that the photograph rébees real thing that was there at the
moment the image was taken and, when the camerestulosed, is no more. That
moment in the past, then, ceases to exist in hfit the photographic registry becomes an
image of the past.

| agree with Barthes's idea of the photogmapimage as a testament of a past reality.
However, although a photograph offers iconograghidence of something that was real in
the past, | cannot consider the image an irrefatgobof of truth. First of all, we must
consider that the photograph depicts a fragmengality plucked out from a much bigger
environment that does not fit completely in the esanviewfinder and, consequently, does
not fit the printed photographic frame. Thereforghat is seen in the photograph is
primarily a choice made by the photographer andtwize left out of the frame will never
be known by the viewer. Also, we must understarad tthe framed subject, either human or
inanimate, can be constructed or manipulated asuptd the photographer's intention. In
other words, manipulation, in this case, does neamonly changing the elements that will
be photographed but also the photographer's chwaigen selecting what and how
something will be depicted in the photograph. Thee)sidering that every photographic
image is a result of the photographer's culturdl ideological repertoire, the manipulation

can also occur according to the function for which image is designated. However, even
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if manipulation occurs, | agree with Susan Sontalgs that “the picture may distort, but
there is always a presumption that something exstdid exist, which is like what's in the

picture” (5)

2.6 Studium and Punctum

Reading photographs and reconstructing measingt an easy task for the viewer, who
counts on his upbringing, culture and interest rideo to make sense of the fragment of
reality that has been frozen by the photographipaeaius. Barthes emphasizes two
important elements involved in the act of viewimhotographs. One element he named
studium For Barthesstudiumis the order of liking, not loving (47). In otherovds, the
viewer glances through photographs, is interestelem as a whole but is not attracted by
any details in particular (45). These are the kafigphotographs that do not capture the
viewer's attention, because nothing in the imageissual and nothing triggers any feelings
in the viewer. Random photographs printed in daigwspapers can be often a good
example ofstudium The viewer does not stick to the images for @lbme when looking
at them, and then moves on to the next photo.

The other element igunctum,which Barthes defines as something that “pricks and
bruises” (46). He definepunctumas something that breaks tBediumand makes
photographs exist in the viewer's eyeanctum for Barthes, is an unintentional detail that
can be anything present in the photograph (bodguage, physical characteristics, an
object, etc) that wounds the viewer; and this paldir detail, thepunctum,breaks the

viewer away from the polite interest aroused bystioelium(46).
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According to Barthegpunctumoperates on two levels. The first one, as desgiiadore,
is the “accident” in the photo, completely uninteddby the photographer or by the
photographed subject, that “pricks and bruises’e Bkecond kind opunctumis that of
Time, very common in historical photographs, thaikes our future death. What is seen in
the photograph is something that ceased to exishds been. It is the proof that something

existed and is no longer of form but of intenSity.

2.7 Analysing Photography of Performance

Photographs can provide valuable documentdtortheatre productions. Differently
from video documentation, which is dynamic and dbleegister a performance from the
beginning to the end not allowing time to stickstoall details, still photographs capture a
moment of the performance that allows time for tfeaver to observe and contemplate it
attentively.

Photographs, as well as what takes place agestis a lifetime opportunity. If what
happens on stage does not repeat the same wayeiy performance, photographs are
similar in this aspect, since they register a uaigqnoment that will not be repeated
absolutely the same way in the next staging ofsémae scene. Although the playtext does
not change, movements do. But they do not changepletely and a photograph can,
somehow, serve as a referent for what was beiniprpeed at a specific time on stage.

Much of the work of the photographer of performasbeuld be in accordance with the

2 Further notions on Studium and Punctum shall lieddn Chapter 111, along with the analysis of
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director's decisions, who chooses the specific nmbsniee wants to be registered. However,
it is the photographer's personal choice the aagtethe composition of the images to be
recorded, always bearing in mind that any interfeeesuch as the use of flash, for example,
can disturb either the rehearsals or the actudbmmeance in front of an audience. In
addition, the photographer must avoid taking phatplgs that might alter the meaning of
scenes because, if the photographs are goingwe asrdocumentation, the images must be
as faithful as possible to what is performed ogestéor they convey meaning to the viewer.

Keir Elam notes that in dramatic represeateti“the theatrical sign inevitably acquires
second meanings for the audience, relating itécstitial, moral and values operative in the
community of which performers and spectators arg’ §40). Just as in photography, the
meaning of certain elements on stage are subjéctdte viewer's social background. This
is to say that the meaning of the elements on stagd as costumes, setting, etc, depends
ultimately on the viewer's life experience. Acdaglto Elam, the performance as a whole
“is governed by the denotation-connotation dialgdtt); for example, everything that is
visible on stage from the actors’ movements to tther speech “determine and are
determinated by a constantly shifting network ofmary and secondary meanings” (11).

Based on Elam's idea we can say that undeéistanvhat is happening on stage and
apprehending meaning, as we have seen, dependseospéctator's knowledge of the
“extra-theatrical and general cultural values whieitain objects, modes of discourses or
forms of behaviour bear” (12). In fact, both in pbgraphs and theatre, the presence of

certain elements in order to impart meaning doésmply that the viewer will necessarily

photographs of dramatic performance.
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comprehend what they represent. For example, & @bhny piece of furniture which is
relatively common in Western culture, either inrdedic representation or in a photograph,
will not differ much in form or structure known lilie viewer, yet the way the object is
rendered may suggest different meanings that eamterstood or not. The object on stage
becomes an element of representation that can gangeries of different meanings. For
instance, the lighting used on stage can provideeréain atmosphere that triggers the
viewers' feelings and memories of something theyehseen or experienced in real life.
Also the material the table is made of can defireedffluence or the poverty of the owners
and, in addition, what is seen on the table cam @#vey meanings. Having said that, | can
assume that the theatrical representation of thie tan stage can convey meaning to the
audience depending on the context it is insefffed.example, the table can be used as a
decorative prop, used for a feast, a meeting, areth én a fight scene and, given the
contextualization, the presence of the table isfied and has a meaning to the audience.

If we take gestures as another example, | canrsgtymhost of them can be understood
because they are contextualized and aimed to expsesnething within the performance,
even if no speech is needed during the scene. Haowdwe same gesture in an isolated
photograph may be considered difficult to undermdténthe viewer does not know the
context from which the image was originated. Toersthnd that specific frozen moment of
the performance registered in a photograph, teees might either know the playtext or
look at a sequential series of photographs inra@eletermine the meaning of a gesture.
For this reason | believe the knowledge of the tebayis important for proceeding the

analysis of photographs of performance.
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Dennis Kennedy considers photographs of perfoomavaluable documents since
performances are instantaneous and vanish in thdespace. However, if the performance
itself does not last, photographs of performanceAdoording to Kennedy, photographs of
performance do not “tell us much about the actifid’), since they do not depict movement
and sounds, but they do contain a good amountfofnration concerning staging, setting
and costume. As well as Kossoy, Kennedy believas piotographs can be used as a
document when they are executed “carefully andigeg¢ (20). This means that, if the
photographer aims at veracity and does not inteiferthe performance in order to obtain
the images, the result might be a series of phofoshe performance itself without
manipulation and, therefore, a documentation thathe useful for analysis.

Theatrical performances are ephemeral. They areteshdive, in front of an audience
who provide instant feedback, and they come torah Eortunately, in order to keep the
proof of the existence of such performances, wecocamt on photographic records, a static
art form and can perpetuate the images seen oa. skhg photographs perceived through
the photographer's eyes become, then, a documeat mérformance that will not be
repeated in the future with the same details.

Although manipulation is undesired, when reggiag images of a performance, the
photographer functions as a mediator between thgpsuon stage and the spectator. The
final image, that will be observed by the viewennehow portrays what the photographer
has seen in the course of the performance. If ti@ographer's intention is to build a

collection of photographs depicting the performafathfully, he has to be careful not to



36
choose angles that might change the meaning ofteydar scene. Similarly, head shbts
might be appealing to register, but not all of thara useful as an efficient instrument for
the analysis of photography of performance, bec#usg do not contextualize the image
within the performance. More important than thhe photographs aimed at performance
analysis should be carefully selected by the rebearIn other words, if the photograph of
a scene is aimed at locating a moment within tliopaance, the researcher should be able
to look at the photograph and identify the corresidog moment in the playtext.

Kennedy claims that photos of performance tnae least as much analysis as other
historical documents, for they are just prone ¢o éir seem complete when they can only be
partial” (24). This, again, reinforces Kossoy'sadbat photographs are important tools for
reconstructing a historical moment, but that thalysis should be systematic and well
planned in order to obtain an accurate reading®friozen moment depicted in the images.

Kennedy also believes that “the meaning of photagsaultimately depends upon
cultural signification” (20) and that we do not alyg know how to read them, since *“the
story can be distorted by improperly emphasizirglated moments that happen to have
been recorded” (21). To produce a successful rgaafia scene registered photographically
we must count on the photographer's intention e hagistered the moment accurately.
Posed portraits of actors do not give the exadgbnaif a specific scene within the play, for
example. The photograph must contextualize ther agithin the performance in order to
enable the reading of the image and, thereforejggomeaning. Kennedy notes that the use

of extra lighting and the stylization of the phatagh makes it difficult to count on it as a

® Head shots: face close-ups.



37
pictorial evidence of a specific scene of the penfance itself.

Photographs of performance can be taken in dvfferent ways, according to the
director's intention. Photographic documentatiom che taken during the actual
performance or during rehearsals, when the phgbbgrahas the control of the situation
and can ask the actors to freeze during a sceneder to register the imagBuring the
performance, though, the photographer has to coonhis luck and try to register the
scenes while they are unraveling on stage. Dubddimitations we still have concerning
equipment and the use of the light available iratfee not all the photographs will have
high quality. Limited illumination and fast movemsnmmakes the image blurred, out of
focus, and badly composed; such photographs dave tiscarded, not serving the purpose
for publicity or analysis.

Photographs of the actors contextualized m ¢hvironment of the performance, in
relation to the setting and to other actors carbkena successful reading of the image.
Kennedy comments that “photos taken from a distaara® showing the relationship of
actors to the setting are more likely to indicatdual performance conditions than
closeups” (23). In fact, due to photography's steliaracteristic, a closeup of an actor does
not suggest much of the performance, and, theiaddf extra lighting, poses and props to
the photo might convey a message that does nothntla¢cactual performance. For this
reason, the photographs chosen for the analygphatbgraphy of performance in Chapter
[l depict a substantial section of the stage alt agthe interaction of two or more actors,
for I believe such elements help the contextuabma&nd reconstruction of a scene within a

performance.
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Chapter I

The Analysis of Photography of Performance

The preceding chapter has dealt with the inamae of photographs as a source for study
and research, since they reveal the presence 6 ®i@ments that can be observed
attentively, described, and discussed by the vie@emmonly regarded as a physical trace
from the past, a photograph is an imprint of soimnetithat was real and is no more.
According to Susan Sontag, a photograph is not @myinterpretation of the real, it is also
a trace, something directly stenciled off the rekd a footprint or a death mask” (154). It is
in this sense that photographs can acquire statudocuments and, in the case of
performance, they are priceless physical evidetitatsshould be stored and preserved for
further reference and research. Here it can lektbat, since the performance is ephemeral,
photographs can be trusted as a physical tracéhat ance happened on stage and cannot
be repeated, for all photographs of performanceaekian image from their place in the
flow of time and space. Thus, every photograph dsm single moment of the spectacle
that is prone to be identified by the viewer.

However, identifying the exact moment of therfpormance through a photograph

without captions is a task that demands some krageleof the playtext that has been
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staged. On the other hand, detached from any refer@ photograph of a scene becomes a
piece of art that can be admired, just as a portraa landscape. In my understanding,
reading a photograph on an iconographic, desceptavel might be an easy task if
compared to reading its meaning, since the litenadl visible portion is taken into
consideration. Petra Halkes claims that “a picitself constitutes neither truth or lie. A
picture is just a picture, the meaning of whicls lamly in the viewer's imagination” (238).

Likewise, Patrice Pavis points out that a phadph itself does not say anything, and to
convey meaning it is necessary to contextualizeviih other elements related to the
performance (37). Pavis believes that the studthefphotographic documentation of a
performance can be done through the identificatibeverything that was caught by the
camera; the details--such as gestures, make-up,lighting--that are present in the
photograph and cannot be perceived by the eyeeduldience during the performance (37).
Hence, photographs used as documents help thel dedeiption of the analyst, since the
registered images are fixed and immutable. Howevlee use of photographs of
performance as a tool for analysis should follownseccriteria, which accounts for adding
essential descriptive information to the photograplghlighting its denotative aspects in
order to make it less aesthetic and, thus, reinfgris value as a document. To put it in
another way, it is not the poetical and aesthetrivates of the image that count, but how a
particular moment within the performance can becudlesd literally in order to convey
meaning to the viewer who is observing the photolgra

Accordingly, when reading a photograph, thewar observes the image carefully and

critically, constructing meanings that can be eitbeplicit or implicit. On the whole, all
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images convey information which should be identifesnd contextualized in order to make
sense and be understood. The first stage of readpigptograph pertains to the denotative
level, when the viewer identifies and describeslitsral aspect, by identifying and
describing all the visible elements within the irmag\ccurate observation is a basic
required skill at this stage because not only tlagnnsubject should be identified, but also
all the other evident features that appear in icelato the subject. Even elements that
appear in the photograph by accident—not plannethéyphotographer—should be taken
in consideration because they also constitute @dteh allows the viewer to gather
information and ideas contained in the image. Al elements that surround the actors on
stage, such as setting, costumes, and props, @s@y meaning. In some cases, when the
information is not explicit, the viewer has to infeeaning by making assumptions based
on his or her own life experience, cultural backmg, and values.

Seen in this light, we can also say that nady dhe body language depicted in the
photograph is important, but all the elementsbhlésin the image can offer clues for a more
complete understanding of the staged scene. Fonm@gawith previous knowledge of the
playtext ofA Comédia dos Erroand some familiarity with the comic backgroundreétro
do Ornitorrinco, one can easily identify the photgahs to be analysed in this chapter as
part of a comical performance. Partly, even if ewer has no previous knowledge of
what the performance is about, | believe the gearebe identified by careful observation
of the available photographic documentation. Thgainassumption that one might have
when observing the selected images is that theqmeaince is a comical one due to the body

language and facial expressions depicted in theoghaphs. One can easily recognize
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smiles and clownish expressions as a characteasttomedy, opposed to the seriousness
and grave expressions used for the performancegictplaytexts. Having said that, | can
assume that the literalness of the image reflaéetsviay we understand the codes of comical
discourse. In this perspective, my initial assuompis that what is immediately seen can be
understood by many viewers and, on the other hahdf lays beyond what is seen in the
image cannot be easily identified by the ones wdnemo knowledge of the playtext which

was performed.

3.1 The Memory of Dramatic Performances

According to Dennis Kennedy, performance asnsthing instantaneous that leaves
traces behind, such as drawings, photographs, iamsg, for example. Kennedy adds that
these are the most immediate and accessible ewedd#what has been staged because they
contain a series of information that can tell adbout the performance (16-17). Bearing in
mind that a performance does not last forever,sdrae may happen to costumes, stage
settings, props, and scenography. Rather than W@pgforever, they might be destroyed
due time, or redesigned to be used in other pedono@s. Due to this material recycling
process, the memory of theatre in Brazil is na@gl as in some European countries, such
as England, for example. In England specialized emons devoted to the memory of
theatre, such as The Theatre Museum and The V&AeMus contribute to the survival and
preservation of spectacles by means of keeping whatonce used on stage, and that can

serve for documentation and future research. Kgnpeihts out that “set and costume
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designs survive in great numbers—there are ove0000designs in the theatre collection
of the Austrian National Library alone--and photygns of the twentieth-century
productions are legion” (17). However, Kennedy g that not all those photographs
are accessible and most of them constitute patoditndividual performers, which are not
suitable for an accurate analysis of the perforragnioecause they lack contextualization.

Indeed, although the number of authentic pdyagohs is vast, not all the images are
reliable tools for the analysis of performance. Foample, as already pointed out,
beautifully produced posed photographs of actorsh&ir costumes can be considered
pieces of art and serve as good publicity, yet they not suitable as an instrument for
analysing a scene within the performance because db not provide much information
about the spectacle they come from. In additioany intervention by the photographer is
verified in the final images, such as the addibrextra lighting, posed shots, or distorted
isolated moments registered by the camera, theyléghe discharged as a tool for analysis,
since they constitute the production of artistiages, not documents that offer information
about what was staged.

According to Sontag, “photographs are valuedabise they give information. They tell
one what there is; they make an inventory”. (228s&l on Sontag's idea, | can say that, due
to the straightforward characteristics of the phoaphs selected for this analysis, they can
be considered a faithful depiction of the actuakfgenance, serving as valuable
documentation of a past reality that can be desdrand analysed.

However, according to Graham Clarke, “far frbeing a 'mirror’, the photograph is one

of the most complex and most problematic formsepkesentation” (31) because what can
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be seen in the image is part of a much bigger enment, full of implicit meanings that
have to be decodified by the viewer. Following tidisa, | should reinforce that reading and
interpreting a photograph is personal, as mentiam&hapter Il. It means that, since | have
not seenA Comédia dos Erroghen it was staged by Teatro do Ornitorrinco, i84,9 my
reading of the photographed scenes shall be basad/@ultural background, as well as on

my knowledge of the original playtext by Shakespear

3.2 On the Corpora and Procedures For Photograplalysis

This present chapter aims at the analysigxoblack and white photographs of scenes
from A Comédia dos Errgsstaged by the Brazilian theatre company Teatr@dutorrinco,
in 1994. The selected photographs are from theeafentioned collection housed at Centro
Cultural Sdo Paulo, and were taken by the Brazfhlotographer Heloisa Greco Bortz, at
the Teatro FAAP, in S&o Paulo, in 1994.

According to the documentation provided by @@SP, Teatro do Ornitorrico stagad
Comédia dos Errggranslated, adapted, and directed by Caca Rdsset,11" of May to
18" of December, 1994, at the Teatro FAAP. It may ethvrecalling that back in 1992
Rosset had directedhe Comedy of Errorat the Delacorte Theater, in New York, with an
American cast, under the sponsorship of the New @rakespeare Festival. As mentioned
in the Introduction, both the American and Braxzlistagings ofA Comédia dos Erros,
considered the revival of buffoonery, slapstickd aownish theatre, were praised by the

media and brought important prizes to Teatro dat@mmnco, in 1994.
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The photographic archives AfComédia dos Errosomprise a series of 232 black and
white photographs depicting both individual ancerattive performance of the actors on
stage. | assume the photographs were producedgdilrnactual performance, because no
additional lighting or other intervention by the gvbgrapher, such as manipulated
placement on stage or posed photographs, can hifiele.

The criteria for choosing the photographs weased on my belief that interaction
among actors helps to contextualize what happarnstage in a specific scene during the
performance. For this reason, the photographs ahdspict two or more actors on stage,
and most of the images also show part of the gettinwhich the action takes place. In
addition, the selected photographs show a straigh#ird and objective approach by the
photographer, for they do not constitute abstratages, and depict moments of the
performance as they unraveled on stage. In thisppetive, | believe the purpose of
registering the performance the way it was actusélgn by the audience was significant
because the images succeed in communicating tleateds which makes the analysis of
the scenes feasible. | would like to point out ltéeg during the process of selection of the
photographs, | could verify that the whole seriesrages ofA Comédia dos Errogffers a
consistent pictorial narrative of what happenedriuthe performance; however, due to
space restrictions, | have had to limit the nunddephotographs to compose the corpus for
the upcoming analysis.

Bearing this in mind, the photographs selbébe the analysis encompass a series of six
black and white images, previously listed in Chaptend they were chosen carefully to

depict, in my opinion, important moments within gherformance. The images selected for
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the analysis are two photographs from Act |, owenfiscene 1, which depicts Duke Solinus
and Egeon at the moment of the latter's imprisotnmenhe beginning of the play, and
another from scene 2, after Dromio of Ephesus ifitdy beaten by Antipholus of
Syracuse; one from Act Il, scene 2, in which Antilfs of Syracuse stands between Dromio
of Syracuse and Adriana, who grabs him by one &myimg to take him home for dinner;
one from Act IV, scene 1, when Angelo presentsgble chain to Antipholus of Syracuse;
and finally, two from Act V, one from scene 1, irhieh the Abbess is promoting the
meeting between Antipholus of Syracuse and Antipholf Ephesus, and another, also from
scene 1, depicting the two pairs of Dromios @wdipholus reunited at the end of the play.

The analysis shall be primarily carried ousdxhon the denotative and the connotative
aspects--literal description of the image follovscthe reading based on my personal point
of view as an observer and analyst--as well a®nstofstudiumandpunctum as proposed
by Barthes inCamera Lucidaln addition, other theoretical parameters cite€hapter I
might be applied and discussad loc. The order for analysis shall be presented in thero
of their occurrence in the performance, as listedthie previous paragraph, and the

identification of the scenes, characters, and aatdi be done as the analysis proceeds.

3.3 Unpacking the Visual Language of Teatro do tOrrinco's A Comédia dos Erros
Photographs

Let us keep in mind that the photographs tameysed come in order of appearance in
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the performancé. In addition to information of the Acts and scené® names of the
characters shall be provided in Portuguese, wighr tlamesake in English, as they appear
in the original playtext by Shakespeare, and thigiral names shall be used in the
descriptions and analysis of the photographs. Alse,names of the performers shall be

provided as the photographs are presented.

3.3.1. f'photograph. Act I, scene 1

Adilson Azevedo, as Duque Solinus (Duke Solinug) &ario César Camargo, as Egeu

4 Alarger version of the photographs is offerethie appendices section in order enable closer

observation of the details present in each image.
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(Egeon).

The first photograph selected for the analisis moment taken from Act I, scene 1, in
which the Ephesian Duque Solinus (Duke Solinugygd by Adilson Azevedo, and Egeu
(Egeon), a merchant of Syracuse, played by MarisaC€amargo, are depicted. In the
photograph the two main characters are standinthenmiddle of the stage, and the
silhouettes of two unknown actors bearing quiveehitd their backs appear in the
foreground. It is not possible to identify thermc they have their backs turned to both the
audience and the photographer. Behind the two mlaamacters a cage made of bamboo
with its door open can be seen; just a portiorhefdentral stage is framed within the the
photograph and, consequently, only part of the egephic house is visible in the
background. This house has a wooden structure lamdatade seems to be covered in
canvas in which a stylized wooden door, almostocer¢sque, is painted to represent the
entrance of a residence. Although the door is pdiand cannot be used as a passage by the
actors, the viewer can perceive the constructioa asuse, since right above the door a
sign indicating “Home Sweet Home” is partially \ik&.

The man that appears on the left of the phiafdghas the facial traits of a nobleman,
with longish straight hair, a beard and a moustatteeis dressed in a cloak and a robe,
which seem to be expensive due to the material. Udegl robe has a shiny border in the
front and rim, and the long cloak, probably velrethordered with regal fur. He also wears
jewellery around his neck, possibly a chain ofa#ffior livery collar, common ornaments
worn by medieval noblemen to denote status andiatlees. As a contrast, the character on

the right looks more rustic, since his worn outleés are possibly made of cotton. On the
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top of his billowy sleeved shirt he wears a a pietelothing that seems to be made of
fishing net, ornamented with sea shells. He alsarsva small hat that resembles a helmet
and he bears no other ornaments such as jeweHlevgapons.

According to the performance credits, the marhe left is the Ephesian Duke, Solinus.
In Ephesus he is a man of power, and by lookinghatphotograph, the viewer might
assume that the man plays a character of someooealethins power, due to his garment
and the sheathed dagger attached to his belt.ctn dacording to Shakespeare's playtext,
Solinus is a respected authority in Ephesus, whairke power and has the respect of his
people. Even if the viewer has no knowledge of pheytext, he or she would say, by
observing the photograph, that the character ofethés a man of power and authority just
because of his appearance. Most viewers might ifglentis outfit as being one of a
nobleman and they might also say, judging by theeapances, that the character on the
right is a humble man in contrast to the one bekide Accordingly, in this aspect the
viewer is guided by the appearances and by theaqueknowledge he or she might have
about fairy tales and the way Western monarchssdces the past, while the man on the
right, who plays Egeon, might be described as somedo has a connection with the sea
because of his net costume ornamented withssh@bncerning the original playtext,
Egeon is, in fact, a humble merchant who hasdé#ile world looking for his wife and son-
-the broken half of his family--separated for twefive years in a shipwreck.

Referring to the playtext in order to proviEntextualization, in this scene which opens
in the city of Ephesus, Solinus is leading a memth&geon, to be arrested, hence the

presence of the cage on stage. Egeon tells Sdlraase is a native of Syracuse, and we
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learn that the two cities, Ephesus and Syracuse,cammercial rivals and that any
Syracusean caught in Ephesus must pay indemnéytbbusand marks or face execution.
Based on this information from the playtext, thewer can understand the body language
of the main actors depicted in the photograph, el @& the justified presence of the cage
on stage. Solinus, by the blurred movement of lEsdhdepicted in the photograph is
probably giving orders to have Egeon arrested, whagplains Egeon's expression of
surprise and fear. Whether Solinus's hand movernnad blunt or slow during the
performance, it is not possible to say, but assogahe motion of his hand to Egeon's
expression we can suppose that he expressed thietoridave the merchant arrested.

What calls my attention to the depicted sgemetographed here, and what | would call
punctum is Egeon's expression when he hears his senitegoatrast with Solinus's. While
Egeon looks both surprised and terrified, Solinearb a vague expression and empty eyes,
as if he is showing no feelings. Egeon's hand rsolis own mouth as in attempt to avoid a
cry that would show his feelings, and his eyes @pen wide in terror while Solinus
announces the sentence. The literal meaning ofntlage would be the man on the left,
Solinus, giving an order just by moving his hand awpressing no feelings, while the man
on the right, Egeon, is terrified due to somettiegcan see, or foresee, which is the case.

To conclude this, | would like to stress anotpeint of relevance concerning Egeon's
outfit. As mentioned previously, every piece of bastume conveys the idea of a man who
spent his life on a boat, hence the presence ofh#¢hend the sea shells. Also, the rope
across his chest may connote of the use of ropbeats as well as to represent that he is,

in fact, tied to a burden and to his conditioragsrisoner in Ephesus. If two elements of
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punctumare possible in the same photograph, | would Isaty for me, the rope represents

another one.

3.3.2. 29 photograph - Act Il, scene 2

Luciano Chirolli, as Antifolo de Siracusa (Antiphelof Syracuse) and Augusto Pompeo as

Drémio de Efeso (Dromio of Ephesus)

The next photograph to be analysed is fromlAdcene 2 and it depicts two actors in
the centre of the stage. It is the same settighas/n in the previous photograph, but with
the absence of the bamboo cage and, for this re#iserstylized painted door is entirely

visible, and a wooden ladder can be seen on the oigthe stage. By observing the whole
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set of photographs, | could notice that the laddads to the top floor of the “house”,
serving as an access to the residence, since titms @annot go through the painted door on
the ground floor, which is merely a representatiban entrance.

The actor on the right of the photograph @nding and his body leans toward another
actor who is on the floor, sitting on his legs, witis head almost in contact with the floor.
On the denotative level, the viewer would assunae tthe one who is standing is accusing
the man who is on the floor, just by noticing thewament of his hand and his grave facial
expression. The movement of his hand and his egioresdenote accusation. The
expression on his face shows clearly that he isptedsed, for the other man must have
done or said something bad or wrong. The man offldbe assumes a passive position, as
in a manner to protect himself from the aggressoith verbal and physical.

Based on the playtext by Shakespeare and tHerpance credits, we learn that the
character who is standing is Antifolo de Siracu&atipholus of Syracuse), played by
Luciano Chirolli, and the actor on the floor is Aisio Pompeo, who plays Drémio de Efeso
(Dromio of Ephesus). The body language of the acterdue to the fact that both characters
were engaged in an argument, followed by physiggdression (on the part of the
Antipholus). According to Shakespeare's playtexgrio is sent by Adriana, Antipholus of
Ephesus's wife, to demand his master to come homdiiner. Antipholus of Syracuse,
confused by the situation, mistakes this Dromiohiy own servant and this leads to an
argument, followed by physical aggression.

The depicted scene connotes the idea of atytteord superiority of one character over

the other. The threatening hand of the actor whstdaading is very clear, contrasting with
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the passiveness of the actor who is at his feetostl grabbing his legs, as if asking for
mercy and forgiveness. In this context, | would #&t the movement of Antipholus's hand
constitutes thgunctumof this photograph. That is the hand that judgestd) and also
embraces the servant. Funnily as it seems, théiteisame hand that will cause physical
pain to the characters and render laughs fromubeace throughout the performance.

In addition, the characters' costumes alsov&prihe idea that one is superior to the
other. The actor who plays Antipholus is richly shed in a velvet blouse with lacy collar
underneath a beautifully embroidered long vest,r staped tights. He also bears two
leather belts, one to fasten his vest and anotber Wwhich hangs a small leather pouch. On
his head, a felt Elizabethan tall hat adorned witlhmes can be seen. Dromio, on the other
hand, wears a short striped waistcoat on top ohg-kleeved blouse, trousers, leg warmers,
and shoes. Nothing in his outfit seems to be lwusgior expensive and this may reinforce
the idea of Dromio being socially inferior to Antiplus.

In the absence of the playtext, this photplgraonnotes punishment and the power of
one character over another, by the physical planeraed movement executed by the
performers on stage. The reason why Dromio is b@umgished, though, might not be

understood; however, the viewer might guess he ihe ground, begging for forgiveness.
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3.3.3. & photograph —Act | scene 2

Eduardo Silva, as Dromio de Siracusa (Dromio ofaByse), Luciano Chirolli, as Antifolo

de Siracusa (Antipholus of Syracuse), and Christinrcerri, as Adriana

The photograph, from Act I, scene 2, depibteé¢ characters on stage. One Dromio on
the left, one Antipholus in the middle, and a womarthe right of the photograph. They are

standing in front of the scenographic house angtiwograph indicates a moment of great
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physical movement in the scene. Antipholus of Sysac in the middle, is holding hands
with the two other characters in the scene. DromhiSyracuse, played by Eduardo Silva, is
holding his right hand while the woman is holdinig feft. Adriana Tricerri, who plays
Adriana, is wearing a long dress, boots and actallc hat with a veil attached to it. Due to
the body movement, it is not possible to descrilsthér details of her costume. The motion
verified in the photograph implies that Adrianarigng to take Antipholus with her, while
Dromio is trying to hold Antipholus in place. Ankiplus is then divided into staying with
his Dromio and going away with the woman, who isé&ad to her side, walking away from
both characters, while holding Antipholus's hand.

The photograph depicts the moment Adriana goehe street, looking for her husband,
Antipholus of Ephesus, in order to take him honmredioner. Due to the identical physical
appearance, she takes Antipholus of Syracuse fdrdsband and demands him to go home
with her. Antipholus of Syracuse feels confused h® does not know Adriana and does not
understand what is happening.

The mistaken identity depicted in this sceseai recurrent theme throughout the
performance and the confusion happens due to theh@a pairs of Antipholus and Dromios
are identical pairs of twins, dressed exactly thmes way. Rather than pretending to be
other than they are, the twins act as themselvbegiwmakes the mistaken identity the
comical feature of the performance, turning thefonianes and confusions into laughable
moments for the audience.

This is the first time Adriana meets the wréadipholus before learning the truth about

the twins at the end of the performance. The cdmegaesentation in this particular scene
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depicted in the photograph is perceived by Dronfaxsal expression contrasted with the
blurred movement of Antipholus's face and Adrisnassertive body language. Three
different feelings are clearly denoted in the plgoaph. Adriana's body language denotes
she is absolutely confident about the decisioraking her husband home, contrasting with
Antipholus' confusion about staying or going. As Dromio, he seems baffled by the
situation, which is denoted by his vague expresdiorsuppose he would assume a neutral
position in the scene because he does not seeetriieve his master back, and he would
certainly follow Antipholus if he decided to go awawith the unknown woman.
Furthermore, Dromio's expression constitutes, in apinion, the punctum in this
photograph. His expression is empty, in contragh We assertiveness imposed by Adriana,
and it has a comical€ ne sais qudithat grabs my attention as a viewer.

The choice of the photographer to registerpimgsical activity present in this scene is
significant, since the movement depicted in thetpip@ph is of great importance to
understand what is unraveling on stage. Within pleytext, the scene depicted in the
photograph revolves around the choices that theactex in the middle has to face. Rather
than being divided into the decisions of goingwo distinct places, the body language also
reflects the symbolical “division” of the SyracaseAnthipholus into two: himself and the
twin brother he is looking for. From my impressias a viewer, the pair of Antipholus is
physically split into two. By observing the photagh, the viewer can assume that Adriana
is holding the wrong Antipholus, for he offers stance and does not seem to agree going
home with her. Whereas, if he was the right Antlpephis body language would have been

different from what is depicted in the photograpid éhe would have not offered any
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physical resistance in following Adriana.

The viewer with no knowledge of the playtexould describe the photograph by
pointing out that one man is “divided” in a dispudetween two people who are trying to
lead him in opposite directions. In this contekthe photograph is observed as an isolated
moment in the performance, the viewer will not ddeato guess the contents of the
conversation and, for this reason, will not be @blafer meaning from the physical dispute

among the characters depicted in the photograph.

3.34.4 photograph — Act lll, scene 2

Ricardo Castro, as Angelo — o ourives, (Angelo e-dbldsmith) and Luciano Chirolli, as

Antifolo de Siracusa (Antipholus of Syracuse)
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The image, from Act lll, scene 2, depicts mvale characters standing on stage. The one
on the right of the photograph, Antipholus of Syse, who has been described previously,
is interacting with a man dressed in a knee-lengt which is ornamented by a buckled
belt around his waist where pieces of jewellery bttld bags for gold are attached to. Just
a portion of his hair can be seen underneath tlal sap and he wears a longish goatee and
an eye-patch on his right eye. In his hands a @ragn can be spotted. The man is Angelo,
the goldsmith, and he is giving Antipholus of Syree a golden chain that the Ephesian
Antipholus had ordered, hence the confused express the Antipholus he is talking fo.
Once again, as in the previous photograph, dueetgimilar appearance to his twin brother,
the mistaken identity theme happens once agaimeipérformance causing confusion to the
characters involved in the scene.

This particular moment depicted in the photobrag of great importance within the
performance because the addition of the chain psop in this scene would make the
Antipholus we can see slightly different from highesian brother. It means that, every time
Antipholus of Syracuse appears on stage he woulddaging the chain, and the spectator
and the viewer of the photograph would recognizéphiolus of Syracuse by the presence
of the piece of jewellery around his neck. Froms thoment, the gold chain becomes then
a sign to the viewer in a way that it makes theienme confident about the identity of the
character every time he appears on stage, whizh &lvantage over the other characters in

the show, who do not know the story about the twins

> As the Syracusean Antipholus is standing in thougngelo comes in and mistaking him for his twin

gives him the gold chain that had been orderedhéyEphesian Antipholus, saying that he would stop b
later to collect payment. The Syracusean Antiphkhevys nothing about the chain, hence his confused
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Detached from any reference from the playtéxg photograph can render several
different readings. The viewer might assume thdtpholus is receiving a gift from another
man; however, due to his quizzical expression, besdnot seem to comprehend the
situation. Another reading that can be inferreth& the man is trying to sell the chain he is
holding to Antipholus or even showing his treasoffeln any case, Antipholus's face bears
a mixture of expectation and suspicion that wilt aoswer the viewer's question if the

chain was well received or even accepted.

3.3.5 %' photograph — Act V , scene 1

expression.
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Luciano Chirolli, as Antifolo de Siracusa (Antipbslof Syracuse), José Rubens Chach4, as
Antifolo de Efeso (Antipholus of Ephesus), and Maklice Vergueiro, as Abadessa/ Emilia
(Abbess/ Aemilia)

The photograph to be analysed is from Actcéng 1, and it depicts the two Antipholus
on stage with a woman dressed in a religious casttimt comprises a dark habit and a
white floppy hat. Based on the description of tflephotograph analysed as a reference, the
viewer might recognize the man on the right of gi®tograph as being Antipholus of
Syracuse because of the gold chain he is weariogndr his neck; consequently,
Antipholus of Ephesus must be the one on the left.

The scene depicted in the photograph, headitige end of the performance, shows the
intervention of the Abbess, Emilia, and that is thement when she explains what
happened in the past and reveals who she is tothes characters in the story, as well to
the audience. The expression in the face of theAmigoholus is of surprise and happiness,
since the abbess's explanation clears out the goland solves all the mystery and
confusion which has involved all the characterseithe beginning of the performance.
Although the audience is familiar with the storytleé separation through Egeon's words in
the beginning of the performance, Aemilia's versmmot known until Act V. That is the
occasion when she finally answers the audiencé&stmun why she spent more than twenty
years in Ephesus without revealing herself evatheéoson who was living in the same city.
It is important to emphasize that Aemilia actstes Deus Ex Machind&”in this final Act,

for her intervention solves all the intractablelgems the characters have been involved in
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throughout the performance. It is Aemilia who sttips execution of Egeon, promotes the
meeting and recognition among the pairs of Dronand Antipholus, giving back their
own identities before the other characters who @esent on stage and, consequently,
leading the story to a happy ending.

In the moment registered in the photographphimius of Ephesus makes a gesture that
seems to be of someone in slight pain, which maypeghysical, but emotional. His face
is contorted in a grave manner and the positioni®hands, with the palms turned up and
stretched out fingers, suggests the idea of somaskiag a question. This is tpanctumin
the photograph, in my opinion as a viewer. Antipisobf Ephesus looks as if he is asking
why his mother had hidden everything from him, elréing in the same vicinity for years.
Antipholus of Syracuse, on the other hand, hasbbdy and arms slightly turned to the
opposite side as if he is trying to repel Aemiligsch. His right arm works as a shield,
protecting him from the revelations of Aemilia, whad been a stranger to him until that
moment in the performance. The hands of the chenaat this scene seem to be of great
importance, since Aemilia's hands are behind tleeAntipholus bringing them together in
a family embrace. The gesture actually brings mbt the characters but also the two halves
of the family together after the long separatiofthdugh both Antipholus seem to show
physical resistance, their facial expressions daleoote repulse or anger.

According to Shakespeare's playtext, thememd depicted in the photograph is
crucial, since all the main characters meet onestag the final revelation, and this very

specific moment which portrays the presence of Abbess and pair of Antipholus is

® Latin, literally “god from the machine”. A ploegtice where a problem is solved, usually by another
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essential, since it is when the family is reunited! the performance heads to a happy
ending. Accounting for the viewer with no knowledgethe playtext, the scene might
convey the idea of a woman giving a speech thaprabably causing surprise and
amusement for the pairs of twins; however, what l&iag said is impossible to guess just
by looking at the characters' expressions.

3.3.6 6" photograph —Act V, scene 1

Eduardo Silva, as Dromio of Siracusa (Dromio ofa@wuse), Luciano Chirolli, as Antifolo
de Siracusa (Antipholus of Syracuse), José Rubehachlad, as Antifolo de ?feso

(Antipholus of Ephesus), and Augusto Pompeo ,rasnid of Eféso (Dromio of Ephesus)

The last photograph was chosen because itsigthesis of the end of ActV, for it

character, promoting conciliation at the end pfay or story.
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shows the happiness and the union among the manaatlrs after the mystery of the pair
of twins is solved. It depicts the reconciliatic®n the left, Dromio and Antipholus of
Ephesus and on the right Antipholus and Dromio yk&use. They are connected to one
another by the arms, in a friendly hug that medra¢ they are reunited once again after
twenty-five years of separation. The hand movenwnntipholus of Ephesus, tapping
Dromio of Ephesus's back, seems to convey the afiéaendship between comrades. No
signs of apprehension or discomfort can be detemteoing the characters portrayed at the
final moments of the performance. It can be shat @all movements of repulse and
violence depicted in the previous photographs atevisible anymore and the comfort and
happiness among the characters can be verifietidoypady contact and smiles that bring
the characters together as a family.

Detached from any textual reference, the viemght guess this photograph portrays
the meeting of the pair of twins, who seem to lestad and happy in the end, hence their
facial expression. The contents of the speechadten stage cannot be guessed since no
contextualization and extra interaction is offerether than the embrace among the
characters. The photograph denotes a happy enalinibe two pairs of twins, and | believe
this can be guessed both by the viewer who hadsadcethe playtext and by the viewer
who just observes the photograph detached fronmtexttyal reference. In the final Chapter,

I round up my thoughts about the six photographs.
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Final Remarks

This dissertation set out to analyse six b# white photographs frofk Comédia dos
Erros, performed by Teatro do Ornitorrinco, in 1994.eThesearch started with the
assumption that all photographs have a meaningctiratbe read and interpreted by the
viewer according to his or her cultural backgrouadd that photographs can serve as
priceless material for analysing fragments of sseokea performance that is no longer
staged.

In fact, considering that a performance isespéral and sometimes cannot be analysed
in depth due to its intense stage dynamics, phaptgr constitute important documents,
since they freeze moments of the spectacle. Byroingethe image of a scene, the viewer
can perceive details concerning staging, settimgscastumes, for instance, that could not
be observed during the performance, for much mteston is often paid to the playtext
and the acting. | agree with Boris Kossoy whendyes shat the photographic image can and
may be used as a historical source; however, #eerimust remember that the registered
subject is only a fragment of the past reality ahdws only one aspect of Edtografia -

45). The photograph captures a moment from thest“fieality” (ephemeral, volatile,
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temporary), and as soon the moment is registett@ecibmes a document, a “second reality”
(permanent, eternal), which preserves the image was real in a fraction of second
captured in the past. Based on Kossoy's idea it “dnd second reality” | would say that
the performance itself constitutes the “first rgdJiwhich is the moment in the past when
the action unraveled on stage in front of an aushesind is no longer available, and the
photograph of a scene is the “second reality” oadn fragment from the live performance
that will last forever. This notion reinforces $&my's opinion that the process of
interpreting a photographic image depends on @seaf references and knowledge the
viewer gathers along his or her life and, for tteason, it is impossible to have standard
interpretations of what can be seen in an im&paljdadest6). In other words, the “second
reality” is subjected to different readings andnsequently, different interpretations may
arise, since meaning is intimately attached tovieaver's knowledge of the world, his or
her cultural background, emotions, thoughts, andgination.

Moreover, | could observe that the photograph s€ene can render a more precise
reading of the enacted playtext if the viewer ha&vipus knowledge of the staging, whereas
other readings can be possible when the viewenbasnowledge of it. This hypothesis was
confirmed when | started analysing the selectedqgraphs of scenes froAComédia dos
Erros. The choice of the photographs was a consciousepsoin which | selected images of
important moments of the performance, based on meyiqus knowledge of Shakespeare's
playtext. | did not want to base my choices on CRoéset's playtext translation and
adaptation, since | did not have access to sucleriats, and also because | assumed the

translated text would not interfere in my imagediag of a Brazilian montage. In fact, |
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believe | was able to make a successful readinigeo$cenes based on my assumptions.

The first stage of the analysis had to ddwatentifying the given scene within the
performance, indicating the characters, the Actl stene the image comes from. In this
case, since only a fraction of second is depiatettheé photograph, there is no rendering of
the whole scene, let alone the whole act. For i@son, the analyst has to make use of
other tools, such as the playtext in order to legatecisely where the moment depicted in
the image belongs to within the performance. Samegiit is not possible to locate the
particular line in the original playtext, but thetian is there, imprinted in the photographic
image.

The second stage deals with the descriptivel lef elements visible in the image. This
can be done by almost every single viewer, ferdlements correspond to concrete objects
that the viewers may have seen sometime in tiveis.| Even if an object cannot be named,
it can be explained by informing its dimensions ahdracteristics, for example. To put it in
another way, the denotative aspects, the literad, \asible features in the image can be
easily described by the viewer. Some smaller el¢ésn@resent on stage, like the pile of hay
in front of the scenographic houSdor instance, may convey the idea that the resideh
Ephesus would move around on horseback, even ithorses are depicted in any
photographs and, possibly were not used in theopaence and are not even cited on the
original playtext. In this case, the viewer mighter meaning from the piles of hay based

on his or her cultural background. Similarly, iinspossible to infer meaning from the doll

" See appendices 2 and 3.
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hanging from the scenographic house structure ctiEpin two photograpts Considering
no children take part in the performance, | asstimedoll is just part of the stage settings
and its meaning, if it has one, was constructedhan stage setting conception process.
Unfortunately | had no access to any documentsearontg the stage props conception, and
| am unable to construct any meaning to such @bjec

This leads to the next stage of the analybe, is to identify possible readings, with or
without the aid of the playtext. To do so, the gsiahas to put himself or herself in the
position of both the viewer who has a previous kieolge of the playtext as well as the one
who has never had access to it. Still, reading ftleenpoint of view of someone who has no
knowledge of the performance can be quite limitetaonse several readings may be
possible and the analyst can offer his or her own.

The most important conclusion | can draw fnoiy analysis is that it is possible to read
the photograph of a scene from a show without e bf the playtext; however, | consider
such readings superficial, relying on the denotatigspects of the image only. It is in this
sense that a great variety of readings can be gteddy different viewers from different
cultural backgrounds, thus, rendering a great nundfeinterpretations for the same
photograph. On the other hand, | consider that aenotomplete achievement towards
meaning can be reached by the use of the plays# @eference. The playtext helps to
contextualize certain expressions and movemengepten the photograph, even if not all
aspects of the image can be understood compl&etyexample, some gestures present in

the photographs can be read, although | cannatraffiwhat | can see is what it actually

8 See appendices 1 and 3.
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means, since a photograph cannot describe a prbaoessly show a small fragment of a
scene. As an analyst, | can offer my personak\aed my own reading of the images
based on my limited cultural background.

By way of conclusion, | can vouchsafe RolandtiBss's idea that it is in its constitutive
principle that the photograph is a “message withmdes”, pure denotation, intimately
attached to its referent (analogon). Yet, whenghetograph is submitted to a process of
reception, the codes of connotation appear, and wdtural] codes influence the reading
of the photograph. In addition, tipgnctumof the image can be perceived differently by the
viewers, since what “pricks” me may not cause #@mae impact in another person, which
reinforces the idea that reading and interpretamgimage is personal. As regards Barthes's
idea, | agree that a photograph is like an empssele and the meaning of its content is
inferred by the viewer, as has been argued, basedi® or her cultural and social
upbringing.

And as regards to the six photographs of Gausset's AComédia dos Erroanalysed
in this dissertation, all in all, | can say thdtaflthem can be read differently, either with or
without the support of textual reference. Philifagbois points out that when a photograph
depicts the image of certain character, the viegar be sure about what is seen in the
photograph, and what is seen was real sometimeeiflaw of time and space. However,
Dubois adds that the photograph itself does notsae than what is visible and that we do
not know anything else about its meaning. In thénsg, Dubois believes that the
photograph does not explain, nor does it inter@ned, for this reason, remains enigmatic in

its essence (84). Hence, given the openness efaaeadings for the same photograph, it
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is futile to predict if the viewer will grasp thegal” meaning of a frozen image within the
performance. Moreover, gestures and facial exmassallow several different readings
which, consequently, render a myriad of diffenat¢rpretations. When associated with the
playtext, it is possible to contextualize the image, this way, proceed the analysis. This is
one of the reasons why | decided to limit the asialyo six photographs from the same
performance. Even working with a limited numberimiages and with the help of the
playtext, it is a hard task to construct meaningedaon the depicted scene, specially when
the live performance is no longer available. WHa tanalyst can grasp based on the
observation of a photograph from a known playtexa ismall portion from a much bigger
scenario. Finally, | would say that it is the resbar's and viewer's role to use the playtext
as a reference in order to infer deep and moreifgpateaning from the contents of the
image. What is described in the absence of th@tgdfiis an exercise of creativity and

imagination that everyone who observes the imagetsntially able to do.



69

REFERENCE LIST

Aumont, JacquesA Imagem Trans. Estela dos Santos Abreu and Claudio Cto&an
Campinas, SP: Papirus, 1993.

Barthes, RolandA Aventura Semioldgica. Trans.Mario Laranjeir8do Paulo: Martins
Fontes, 2001.

---. A Camara ClaraNota sobre a fotografialrans. Julio Castafion Guimardes. Rio de
Janeiro: Nova Fronteira, 1984.

---. Elementos de Semiologigrad. Izidoro Blinkstein.18ed. Sao Paulo: Editora
Cultrix, 2006.

---.Inéditos, vol. 1: TeoriaTrad. Ilvone Castilho Benedetti. Sdo Paulo: Martind=ontes,
2004.

Bortz, Heloisa. A Comédia dos ErrosPhotographs housed by Arquivo Multimeios,
CCSP. Séo Paulo, 1994.

Brown, John Russel and Bernard Harrigarly Shakespeare Stratford-Upon-Avon
Studies 3. London: Edward Arnold (publishers), L1867.



70

Chandler, Daniel. Semiotics For Beginners. DammiaConnotation and Myth?8
March 2002  07:21:20 UTC. Chap.7. 21  October 8200
<http://www.aber.ac.uk/media/ Documents/S4B/sem06.html>.

Clarke, Graham. How Do We Read a Photograpth?March 2008, 12:47 UTC. 20
October 2008The PhotographOxford:Oxford University Press. 27-33. <http://
www.aber.ac.uk/media/Modules/MC10220/reading_phbtod>.

“The Comedy of Errors”’Wikipedia, The Free Encyclopedia4 May 2008, 00:04 UTC.
Wikimedia  Foundation INC. 20 May 2008._ <http:/ieikipedia.org/
wiki/The_Comedy_of Errors>

Crawford, William. “The Keepers of Light - A Higtp & Working Guide to Early
Photographic ProcessesPhotographic SyntaxNY, USA: Morgan &Morgan,
Inc, 1979.1-16.

De Marinis, Marco. “Dramatic Text and Mise-en-Seg&n The Semiotics of
Performance Trans. Aine O'Healey. Indianapolis, USA: bt University
Press, 1993. 15-46.

Dubois, Philippe.O Ato Fotografico e Outros Ensaiodrans. Marina Appenzeller.
Campinas, SP: Papirus, 1993.

Elam, Keir. “Foundations: Signs in the Theatréhe Semiotics of Theatre and Drama
New York: Routedge, 1980. 5-31.

Flusser, Vilém.Filosofia da Caixa Preta: Ensaios Para Uma FuturdloBofia da
Fotografia Rio de Janeiro: Relume Dumard, 2002.

Gervereau, Laurenter, Compreender, Analisar as Imagefisans. Pedro EIG6i Duarte.
Lisboa, Portugal: Edicbes 70, 2007.



71

Halkes, Petra. “Gottfried Helnwein's Americamayer: A Fable in Pixels and Paint”.
Image & ImaginationEd. Martha Langford. Canada: McGill Queen's  Ursitg
Press, 2005. 227-238.

Hamlet The Royal Shakespeare Company. 1995. Selectenurcalides from Royal
Shakespeare Company productions. The Shakespeahraryl Stratford-Upon-
Avon. Commentaries by Rebecca Flynn.

Joly, MartineIntroducéo a Andlise da Imageffrans. Marina Appenzeller. Campinas, SP:
Papirus, 1996.

Kennedy, Dennis. “Shakespeare and the Visual’ooking at Shakespeare: A Visual
History of Twentieth-Century Performanc€ambridge: Cambridge University
Press, 1996. 1-24.

Kossoy, Boris Fotografia e HistériaSao Paulo: Atelié Editorial, 2001.

---. Realidades e Fic¢Bes na Trama Fotogréafigaed., Sdo Paulo: Atelié Editorial,
2002.

---. Os Tempos da Fotografia. O Efémero e o Perpé&latia, Sdo Paulo: Atelié Editorial,
2007.

Langford, Martha. Introduction. “Movements Tand Image”lmage & Imagination. Ed.
Martha Langford. Canada: McGill Queen's Univer§itgss, 2005. 3-14.

Larsen, S. E. “Semiotics"Concise Encyclopedia of PragmaticEd. Jacob L. Mey.
Oxford: Elsevier Science Ltd, 1998. 833-846.

Mammi, Lorenzo and Schwarcz, Lilia Morit8X Fotografia: Ensaios Sdo Paulo:
Companhia das Letras, 2008.



72

Martins, José de Sou£ociologia da Fotografia e da ImagerBao Paulo: Contexto,
2009.

Measure for MeausureThe Royal shakespeare Company. 1994. Selectemlircslides
from Royal Shakespeare Company productions. Thekedpeare Library.
Stratford-Upon-Avon. Commentaries by Rebecca Flynn

Murray, Timothy. "Photo-Medusa - Roland Barthescomporated”. Like a Film -
Ideological Fantasy on Screen, Camera and Canwdsw York: Routledge,
1993. 65-97.

O'Shea, J. R. B. “Brazilian Shakespeare: Eraticsnd Carnival in Caca Rosset's A
Midsummer Night's DreamEstudos Anglo-AmericanpBelo Horizonte, v.  27-
28 (2004):117-128.

Pavis, PatriceA Andlise dos Espetaculos: teatro, mimica, dangacd-teatro, cinema.
Trans. Sérgio Salvia Coelho. 2 ed. Sdo PaulopBetiva, 2008.

Prosser, Jay.Light in The Dark Room: Photography and LoB&inessota: University of
Minessota Press, 2005.

Reinke, Steve. “Adad Hannah: Cuba Still (Remaki@age & ImaginationEd. Martha
Langford. Canada: McGill Queen's University Presg)5. 224-226.

Sa, Nelson de. “Cacéa Rosset Wolta Com Shakespsarachadb. Folha de S.Paulo 03
Aug 1994. llustrada: 5.

Santaella, Lucia e No6th, Winfredmagem: Cognigdo, Semidtica, Midi&&do Paulo:
lluminuras, 1997.

Schaeffer, Jean-MarieA Imagem Precéaria: Sobre o dispositivo fotogréfickrans.
Eleonora Bottman. Campinas, SP: Papirus, 1996.



73

Shakespeare, WilliamA Comédia dos ErrosTrans. Beatriz Viégas-Faria. Porto Alegre:
L&PM, 2006.

---. The Comedy of ErrorsThe Riverside Shakespear@extual Ed. G. Blakemore
Evans. Boston: Houghton Mifflin Company, 1974.14%.

Sontag, SusarOn Photography New York: Farrar, Strauss and Giroux, 1978.

Walker, lan. “Through the Picture Plane: On Laogk Into Photographs”image &
Imagination Ed. Martha Langford. Canada: McGill Queen's Ursitg Press,
2005. 17-25.

APPENDICES



74



75
Appendix 1

1% photograph. Act I, scene 1

Adilson Azevedo, as Duque Solinus (Duke Solinug) dario César Camargo, as Egeu
(Egeon).

Source: Heloisa Bortz (photographer), CCSP Arqikdtimeios.
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Appendix 2

2" photograph - Act I, scene 2

Luciano Chirolli, as Antifolo de Siracusa (Antipbslof Syracuse) and Augusto Pompeo, as

Dromio de Efeso (Dromio of Ephesus)

Source: Heloisa Bortz (photographer), CCSP Arqikgtimeios.
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Appendix 3

3 photograph —Act | scene 2

Eduardo Silva, as Dromio de Siracusa (Dromio ofaByse), Luciano Chirolli, as Antifolo
de Siracusa (Antipholus of Syracuse), and Christibncerri, as Adriana

Source: Heloisa Bortz (photographer), CCSP Arglikdtimeios.
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Appendix 4

4™ photograph — Act IlI, scene 2

Ricardo Castro, as Angelo — o ourives, (Angelo e-dbldsmith) and Luciano Chirolli, as
Antifolo de Siracusa (Antipholus of Syracuse)

Source: Heloisa Bortz (photographer), CCSP Arqikdtimeios.
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Appendix 5

5™ photograph — Act V , scene 1

Luciano Chirolli, as Antifolo de Siracusa (Antiphelof Syracuse), José Rubens Chacha, as
Antifolo de Efeso (Antipholus of Ephesus), and Maklice Vergueiro, as Abadessa/ Emilia
(Abbess/ Aemilia)

Source: Heloisa Bortz (photographer), CCSP Arqikdtimeios.
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Appendix 6

6™ photograph — Act V, scene 1

Eduardo Silva, as Dromio of Siracusa (Dromio ofé8wse), Luciano Chirolli, as Antifolo
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de Siracusa (Antipholus of Syracuse), José Rubehacl@, as Antifolo de Efeso
(Antipholus of Ephesus), and Augusto Pompeo, asnir@f Eféso (Dromio of Ephesus)

Source: Heloisa Bortz (photographer), CCSP Arqikgtimeios.
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