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FcGFiod;RApHY oF MADNESS

i 'elt irnllu' ice brings Opire l ia's madness to l ife. Painters and il lustrators
rc:iponrlerl as nrr.rclr to perfolnrance as to text u'hen replesenting Ophclia. This
.lsa.y' coucent:i thosc lepre sentations and the irnpact of thc peltbrmcr on a
:rcncl-i i t iou o1- Irrerrclr Rorrarrtic al lrsts. \\ l tL-rs, and thcir andienoes.

itrcritrgrupli i '  rnci iconology are relevant to analvzing rcplesentations
rr i ' i  ln l rc l ra.  : r t l t  h is tor ian I ; rwin Panofsk l ' lays out  the var ions ler .e ls  of
irr1.r:r ' irrctaiion. The plir.. ialy classification, he argues. is of factual n.reaning, the
i'.!rc,l lnlt ion o1'visible forlns. rvhich r,ve kuorv trom practical experience, "b)z
iclentiff i l lg thc change in theil relations r,vith certain actions or events." The
psvcltrrlo' 'c.l nuarnces u'c pelceive lead to vn,hat Panofsky calls "expressional"
i leaning.:rppL'ehcnded by r.neaus of em1rath1,'.1 Aclot's and visual alt ists drarv on
r-ccogitizirbie visiblc {bi 'nrs and on erpressions that evoke erlpathv. Secondary or
c()rr\ ienlioual sLrbiecl nratter', Panol'sl<v u,rites, is concemed u,ith the intell igible.
ns,Jistinct f lonr thc scrisiblc. and concerns the identil ication of irnages, stories,
anri allcsorii:s. in this essay, both Ophelia's attributes ar.rcl the cultnral contexts
of :tri ists fionr dif ' ferent disciplines rvho lespoudcd to the actress and the role are
;l i plq,. '-f l te 

thitd level colrccLus "intrinsic rneaning or content" ascertainecl
i itrt.ruslt "t lre Lrncl,:rlving principles rvhich ler,eal the attitudes of a nation. period.
,- 'Jass. rcligious or plri losophical persuasion_.-qualif ied by one persoualin' and
coirclensecl into cruc rvork." This corrstitutes the u,orld of "s-vmbolic'u'a1ues . . .
x'hcn rvc,,leai u'it l 'r the rvork of art as a symptom of somethitrg elsc u,hicli
c:i. irrcsse s itse lf i ;r a cor-rntless variety of other svnll ltorns." Panotskv calls t l i is
ler cl rrf interpretaiion "rconology," as opposed to "iconography." Iconoglaphy,
i l r--iescliption and classification of irnagcs. fr-unishes the b:rsis for further
intcrpr',:tltior.r, Panofsl<y notes, but it does not atternpt to u,ork out this
interpretation fol itself: "lconology is an iconographl' turned interpretive."2

ln thi.s iconographic and iconological strrdy of Ophelia, u,e cut across four
clisciplinr:s: tcxtual analysis, theatrical perfolmance, visual representatiou, ancl

lutlith ,l,echsler is Ncttional Entlov'rnent lbr the [fumcrnities Professor of
A,rt Hi.s'lor1, ut Tu/ls Liniversi1t. Her books include A Human Comedy:
Pliysiogrror.ny and Caricature in Nineteenth-Century Paris (l983) clnd Le
Cabinet  c les dessi r is :  Daumier  ( l999) .
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i ' ' - . 'c i1l31l ' ' , ' ;  
'  \4y 1, 'ro. iec1 col lcems reaci ing ophelia thr.ough thesc dif f 'ercnt

i i isci ir l rnes ancl the tratrsposit ion f i 'om one rnccl ium to al lother. Do these dn.erse
rloclal i 'Lies olTer dit tclent kincis of evidence and the possibi l i t l ,  of infererrce, cir
' - iocs t lrc i t i ierscctiott  of these discipl incs crcatc i ts orvn problernatic? I,"r, i l l  t ry to
rl i .rcci ' l t  to rvhat exient tcxt.  iheatre. and visual trrt  inform each othcr, sonretimes
tlr i-ectf1' .  Lr1 other-t inres Lry iooser associat ion. In essence, the rssue is perfornt ing
{}pire}ir .  for r 'o perfolr ir  t i re lole in a cer:tain way rs to constmct her.as an rcon.-: 

lLr: r l i f f tr-ent r.nleuces in t lrat constrr,rct ion depend upou the krncl of
ir*-t i , . i t i rance. i ts reception. ancl t l ie media of representation.

.r: i  f- i re l l r : ight o1- Romanticisnt i tr  Paris, a theatr ical event galvanized cri t ics.
:rr ' ' r ists, audierrr:c:; .  arrd. subseqr-Lently, rnecl ical practi t iorers. Thc h. ish acrress
i l i rr ici  Snrithson appealed as Ophelia ir i  Abbott 's Bri t ish procluct ion of Llarnlet
r; i  j l r ' . :  ()cleon t ireai i 'e i .  i )al is in i827. Srnit lrson, thc daughtcr of a thcatre
l ir i r i lag(1'.  r 'u ' :rs bo|ir  in 1800 and had arnodest career ir-r Loncl0n bclore joinurg a
l i ' i r i -rpe herar, l i :cl  by the noted actor Charles Kemble fof a toLlr in France. Kemble,s
I, :ading lady r.vas Lrnavai lable, and Srnithson vvas askecl pr.r short nol ice, to f i l l  the
r - c l , : o f c p h c l i a .  s h e h a r l n o t p l a y e c l t h e p a r t i n E n g i a n d r v h e r e h e r l r i s h a c c e n t
t l , i rs corrsirJcrccl unacccptatr le, but Kemblc must have assumed that Smithson.s
rici ir"cr '"  i , ' ,ould noi be objectionable to a paris audicuce. At the t irne, the part
, i i ' i )1, '1rr: i i : r  u'as corrsidr,-red ninor' .  As i t  turnccl out. Smithson.s astonishing
i;e i l 'orrrairce b|oLrglrt  signif icaut nc\v attcntion to thc r-ole. Thcrc \\ .ere sevcn
pet fc r r r iance- r  be  i 'o r -c  the  tour .e t rded in . lu lv  1828.

r ' iost o{ ' thc l}ar-rs aucl ie'ce did not under-sta'cl  English. They rnight have
be r:rr f  amil iar n' i th siral<espeare in Fre-nch translat ion-- incl the ,.", , ,a. i ' ,  tbt
i l rnrlai coir icl  be p'r 'chasecl at the theatre -but the aucl icnce carne less for thc
tcrt t i rarr i i -rr ' thc pcrfblma'ncc. I- lou thcn. ' ,vas the aucl ience moved by a pla1,
i^, lxr 'sc iangua,ue they cl icl  not understanci? ophelia's madness. in par.t icular.
i :  '  r r r r , ' s " r ' d  r r ' i r t r a ' i i r  i r r  l a r r g . r g e :  r r c ' r r o r r  . e q r r i t r r t s  a r c  s ' r , r p t o r r r e t r c  o f
, i !-rans+lrcr)t .  sorre iniJication of t i re u'ay in rvhich smithsorirvas able to
1l ' , l i lscc-i l ( l  t i l is bari ' ic l  ura,v be evidcnt in the obsclvation of Alexnndr-e Durnas.' \ \ i i )o. o|eruihclrnecl b.v Srr i thson's r.nad sccne. u,rote of the English productron o1-
!!r i lni i  t .  " [ t lalrs. i rs i i te (reri l tal ls say, a].e to be sccn, not read.,, i

{ , 'nrposer I lcctor Berl ioz, 'vho fei l  i ' lor. 'c q, i th Smithson after seeing
hcr r lc ' ' i111'11"1nce. noted that "the play of t l ie actors. ancl especial ly that of the
jrr.r I i 'L-ss . .  .  thc bc-rcl i ly.nloven,]cl . l t  anrl  the modulat ion oi-the voice, imbued rnc
r| i t i i  si iakerr l . le:rrean idcas and passions a thousand t imes nrore t lran t l ie u,ords of
r.r; ,  paic aucl inaccurate translat ion."s The effect of Smithson's perlbrmalcc op
r' .-rrrL:h rr i ' ' i i re Pal ' is ian audience carre not from shakespeare's teit ,  but from hcr
pr:; ' loruri lnce of r lei i i iun-r and despair thr-ough caclence, intonation. ani l ,  aboye al l ,
scst l*e and facial cxpression. The cri t ic of Le Globe ( l-5 Decerrber lg27)
obscr' ,cd: "NIiss Srnithson has a '"veaith of manncrisrns. a disjunction of
lr lol /e. i- ] lcl l t '  i ln ir t 'cgrt iar i ty. one might eveu say a discontrecteciness of gestLlre and
vir-- ' r 'c is. Onc bel ieves that she' l l  f inish r.r, i th convulsior.rs."6

Perforrning Ophelia: The Iconography of Madness

lvpically, Paris audiences responded to the stagings and dramatic

p.rforr.,run.", of oparu in the nineteenth century through rnusic, its tonalities and

.t',ytt]*r. rather than through the libretto. Since Ophelia is part of a tradition of

tl-rcatrical maclness, manifcst in the operas Luccia di Lamntertnoor, La

Sonnantbtila, and I Ptu-itani, audiences may have been moved by an art wl-rere

body aud voice tvere sufficicnt to collYcy the part. Indeed' Smithson impressed

the critics \r,ith "the truthful energy of her gestural acting lpantonti"nesl " E -J.

Dciccluze . a contemporary critic ar.rd chronicler" concluded that since "the

firressc of dctail escapes one when the language in which rtlHamletl was written

is not verv familiar. the audience was only preoccupied by the mime of the

actors. That u,hich rnost stl ikes us in the playing of Mademoiselie Smithson is

her gestural acting and thc sound of her voice."7 A more crit icaj perspectlve on

Smilhson's perfo.na'cc was provicled by the English actress. Fann'y Kemble'

dar.rghtcr of Charles Kemble:

lvliss Srnithson, a young lacly with a f igure and face of Hibernian bt:auty,

*'hosc supetflttotts tlative accent was no drawback to hef lncrits in the

csteern ofher French audience, repi-esented to them the heroines ofthe En-

glish tragic dr.arna: the incidents of *,hich, infinrtely more startling than any

ih.y .u... usecl to, in'csted their f arr victirn rvith an arnazing power ove' the

foretgn cl i t ics" and she receivcd l i -on-r them, in consequence. a rather

drspropor tionate sharc of adrnit'ation--tltre, perhaps, more to the astonishlng

cir.cumstances rn which shc appcarcd before theu than to the excel lence of

hc t '  rc t tn r  undcr  thcn t . "

Smithsor-r's bcattv r.nay have n.rade her lnadness mole supportable, but

Fanny Kernble acknou'ledgecl her tather's iirgh regard for the critical capacity of

tlre Frer.rch arudiencc:

A fe$, rasl-r and super.ficial criticisms were hardly to be avoided; but iu

general, nry father.has ofteu saitl, rn spite ofthe difficulty ofthe fo|eign

langt lagc .ar r< l t l reSt ransencssof the fore ign for .n ro f thoug l r tandfee l ingand
combinarion of inciderrt,  his Parisian audience never appeared to hltn to

lniss fhe finer tor.tches or mole delicate and refined shades of his ar:ting, and

in this respect he thought them superior to his ou'n cottntr,vmen e

Smithson per'lbrmed in the rvhite dtess of innocence and the long black

veil of mourning: her long, loosened hair bore sprigs of straw. These traits had

been traditior.ral to the part since Elizabethan and Jacobean times--the stage

irrstructiorrs themsclves indicate that in act 4, scene 5, Ophelia entels with

<lisheveled hair.ro The same attributes had been used in a London production of

the same year. I I Srnithson's originaliry then, iay in her evocation nf madness,

rvhic)r bloke with conveution. Even in the Engiish theatre, which was regalded as

ntole naturalistic and expressive-David Garrick lvas noted for inlroducing more

natural gesture in the 1750s-smitl.rson's perfomrance uas exceptionally spirited.

Mot'eau's text accompanviug the i l lust lat ions of Achi l le Deveria, a weli-known

Vignett ist,  and Lolr is Boulangcr. a painter, in the years 1820- 1 840, r.roted:
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[ 'a '- .sirrs sutlclerr lv lr-oi.  t i re ] tost heartrending erief to a kind of convulsivc
y'r '  I i i<e t lre sarclor.r ic JaLrgh ola dying person. she offers the f lorvers to those
:rronnci her ancl u' lrorn she uo longer recognizes. and sings, rvi thout berng
a\\ 'rr fc 1l) i l t  sh. 'rs sineing u,O|ds whosc f i ivol i t l  lbrms the nrost t .nelanchol,
a.cl thci,r t l ical contr-ast q, i th her actual si tuation. ' fhen 

shc takes off her'e i l
arr<i : i l . rreacis ir  out on the stage in shapc of 'a coff in fol poloniLrs: her eyes
ir i lvc no ntorc tnars. anci her voice no lrore strcnqth.l2

i lrr :  rrroriuct ion \\ ' i ls a pr-ovocatiorr to grcatcr Frcncir exprcssivencss: a cri t ic
i : ' '1rr iq i l rnt lre r,visired to see Frencir actols "studv the expressive pantomime and
j r i r tL r ia l  t l cc la i r . ia t ion  o i thc  g rea t  Eng l ish  o . to r r . i ' t .  Another  c r i t i c  no ted  tha t  the
Frrgl i : ; i r  actors oJ'rhi: ;  t inre cnrphasizecl "suffcr ing. nadness and agonv -the lrue
r;r t-.cici s o f' iionianti c tictin g." I 4

' l ' l r t  (- l lassicists. ach/ocating converrt ic.n. arrcl t l ' re Rornantics. in sLtpport of
ir i r i i i i - i r l is lr l .  ci i i , ic ir :cl  or,,e i-  Shal<esireare genelal ly, ancl Hctnt let in part icular.
i ' r ' :gl l ivc r: i i t rcisrtr qives us anothel rnsight intrr Smit l ison's per' fonlance and i ts
lr i : i l r t iorr.  ,+ cri t ic ut . iournal t le,s deLtats obscrr,et l  that Shakespeare lacks
cu i i r i l c  a r lc l  un i t \ ; "  pa f t i cu la r ly  i r r  l r i s  concept ion  o f  ophc i ia . l -s  A  lack  o f  unr ty
ir1;11; 111', ' ; ;  brcn part icular- lv apl 'r i 'opr"atc to the perlbrnrance of Ophelia. however.
irccAri: ;c she is i inclci 'going f i 'a,gmentation. I f .  then. the actress needs to pla,v
ri i f l i rcnt asl lecis ol 'ophci ia's character ancl reactions to her circumstanccs.
c()r i ' . r i r- l- icl .r . ]s nra',  have becn the rn:rrk of an actlcss's talcnt. As coleric- lge
,.r l ' ;s;cn,erl .  ci trng cl iscor-dant qr-ral i t ies in a classic Rotrautic statcment:

I r r i .g ina t ion  icvea ls  r tse l f i .  the  ba lancc  or  reconc i l ia t ion  o foppos i te  o r
r i i :_rcor-ciant qrr:r l i i tes: of sarle ness u, i th di l feretrcc: of thc gener-al.  s. i th the
lroncr' . i . ;  l l r t  i r iea u i th the i trage . .  .  rr , t th enthusiasrr rncl f 'eel ing prolbund
of ' .rchs1'11s'r1. ani i  uhi le i t  blcrrds and harnouizes thc natural and thc
ar-i i i ' i i : ial .  st i l l  srbolcinates art to r. iatulei the rnauncr to the matter..  .  .  . !( .

'I'ir,: 
lacli o l' irr.iii1., i.hat nracie tlie role of Ophelia particr.r lar.ly hard to pla1...

!r ir i r  11's1^ i i i : lo l l tacle i t  I 'elv dif f icult  to capture Ophelia's r.naduess in i l lustrat ioits.
( )ire aslri:t:i o1-tjritt diFficr-rlt1, 1'yn. slrggestecl by a critic itt Le Cotu.ier Fi"ctttgui:.
{  l l  5t: i r tcnrtrc-L i827) rvho noted that French sensibi l i t ics f incl shakesr-reare
l ' .  i i r l i  o l ' . x t ra \ /agarces . r?  wh i le  Smi t l . rson 's  g .mrces  r .c re  par t  o f  i re r
irei i ' r tr i i r i rrrce of t ' raduess, a cri t ic in Le Corsaire (1 Decen-rber 1828) con-rplained.
"Y'c; neoplc of taste r-eer.et that this act less spoi ls her facial expression by
It ' ' - 'qLrcl ' l t  gnnraces. one rvould not tolelatc that in our French actresses.ls

lv;ost oi 'Llrc cr i t ics resar-clcci I larr iet Smithson as a great beauty. noting her
lrt t i ' r t ioi t l r ts artt- t- .  i t t tci  upturned eyes. They fonnd hcr rel igious and naive quali ty,
prrctrc aird swcet, al. id contended that Srnithson gzrve a perfect imitat ion of
l i rrrrre. t ' )  ! ,a cuzei le de France ( l  3 September 1827) praised Srl i thson's
iepr-escnt:iiioir o1'rnadness fol the gentlencss in hel r.r'orc1s ar]d the unccrtaln
irrodtr lat ions of hcr song. Ld Riunion noted. on the same day, that despite

Perfonning Ophelia: Tire Iconography of Madness

Sn.rithsori 's absence of nobil ity (and national pride apart), hers was the only iype
to consult irr acting madness.2o Many regarded her as a great tragedienne,and
she becarne an instant celebritv.

Smithson's seeming state of distraction u'as one of the rnost noticeable
traits olhcl performancc. "Distracted" and "mad" were used synonymously
Lry Elizabethan writers: Folio stage directions note that Ophelia "enters
distracted."2r Srnithson moved about as if in a trance. oblivious to l.rer
surroundings and uncertain in her l ines. She let her veil fall, burst into tears. and
rvalked off stage.22 According to her own accoul-lt in La Gazette musicale (7
I)ecember i 834), fearing disapproval by the director and other actots, Sr.nithson
had played the part according to tradition in the reheat'sais and only on opening
nrght, before an audience that was deiiriously enthusiastic, did sl-re dare play
Oplielia in her ou'n lrrallner. Llel trembling and uncer-tain voice rvere lrerceived
i i 5  s i gns  o f  t hc  pe l i cc t i on  o f  l r c ' r  a r t . r l

Writer and tireatre critic iules .lanin, as Peter Raby has noted, at'gued that
Sn-ritiison pleparcd the rvay for tlie gleat French actress Racbel by accustotning
tl ie French public to seeing tragedy as a wolnan's donain as much as a man's.2't

iRachei rvould subscquently be creclited with bnnging Shakespearean qualit ies
to the acti l ls of Racine..)25 Traditionally seen as a type of distraught rvortan
clcstrovecl by her orvn unlulf i i led passior.t, Ophelia was now fegarded as a
character u,ith rrore universal qualit ies, r.r, ith whom men, too, could empathize.
Wl.ri le u'ornen liad important tragic roles in Racine and Corneil le, Mademoiselle
N'Ials and other contcrnporarv leadin-e actresses were not regarded as
enbodirlents of the tragic. as the Napoleonic actor Talma had been. Indeed, the
acknorvlcdgment of a character wto is not at the center of the story a:i the
subject of tragedy is also a nerv development. Smithson's Ophelia, traditionally
a margirral figure. tooh center stage, both in her n.rad scene and iu the
i rnaginat ion of  hcr  adnr i rers.

Mr"rch had been u'rittcn about the Frer-rch reception of Shakespeare ancl,
particularly, Hanlet in the late-eighteenth and early-r.rineteenth century.
Voltaire's crit icism of the piay's emotional excesses and lack of coherent
structure u,as chailenged. Stendhal, in his 1822 bool< Racine et Shalcespeare,
set out the distinctions between English and Frencli theatre, and, crit ical of the
classical dogrna of irnitation, defended Shakespeare's virtues. The point,
Stendhal argued was not to imitate Shakespeare, but to find in his dlamas "the
manner to study the l l 'orld in the midst of which we live."26

French Romantic rvriters and artists responded particularly to the scenes rn
Hunt let  that  of fended the neoclassic ists and appealed to their  own appreciat ion

of emotional discord and extremes: Ophelias madness and death, the ghost
scenes, the play scene. and the gravediggers'scene.27 Interest in Opirelia's
madness u'as significantly enhanced b-v Smithson's performance, which brougirt
n.rore public attention to and understar.rding of the play than had contemporary
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rcr; ' r  translat ions and conrrnentarics. Alexandre Durlas said of ophelia singing
lrc| rr lztd sougs ancl other dramatic scenes in Hantlet,  " l t 'uvas the f irst t ime that I
: ' rru'  ur the theatr-c leai passions. anirnating men ancl \ \ 'olnen in f lesh and bone."28

!- lrstoi ians .1. Q. Borgerhoff,  I{eien Phelps Bailey. and James M. Vest have
:;r irulnarizcd Opheiia's l i teiary reception in ninetcenth-century Fr.ance. Thcy,
rrote thal HLtgo, Drnnas. Lautart ine. cle Vigny. Nerval. and Sainte-Beuve \vere
ir i l i r<:rrccd b1, Sr.r i i thson's pcrfomtance . Through hcr interlrretat ion, Ophelia
i, ' , - l i I rD io bc r"egat 'clecl as errblcuratic of the rornantic art ist.  t i te suffering
irr, i iv idu:r i  pi t te,- l  againsl the pol i t ics of rhe statc. the indiviclual undone by the
nti t ' . :hinai jors oiporver. \ 'cst indrcates that N4usset vierved Ophcl ia's madness
,lrci  ch'ov'rr ing as nrr-rsel i l<e. poetrcal,  and l iberating, and points out thatVictor '
i l i l 96  5 ;11r ,  O i rhe l ia  as  a1 t  e : - tens ion  o f  t l re  bas ic  ph i losoph ica l  nexus  o f  the  p lay :

l , ' r^ l  urole olganic vision oi grou'th and nrelancholy. of lor, 'e11,, dcr.angerncnt
l irci  l l r lczi l lneci i ; t i ' roccrrcc . .  .  Ophcl ia is a r ict iur of t leccptron. t .age. and
i, iolur.rcc. r 'at lrer t l . ian lore. .  .  .  Hers is the real ist ic ntardlcss of the asl, lum.
I i  iarnlct 'sl .  the univelsa]. r 'or.nantic r ladness crf the clreamer. 

' foqether 
their

r l iena t io r r  rs  e  r r r l . r lenra t ic  , t f  an  en t i re  agc . r ' l

, l r r ' -  r  r i i l t r :no . ;e t i  Ugr l rc i r i - r ' s  insnu i t l  us  r  t j i sc lse  u  l t l r  b roa t l  s . re  i l l  i rnp l i ca t ion : .
i  l f f i ' igc l jancl s:ru, ()phel ia as a vict inr of deccption ancl abLtse, as a paradium of
i i : i r i lniue \\ 'eal iness ancl clcpendency. ar.rd questioned uhether trodern rnadness
\ , \ ias l ro re  i i l<e  iha to fOphe l iaoro f l la r . r ' r le t .  AsVestobserves , "A f te l the
Iir . . , . ,olut ion iophcl ial ei,olved to represcl l t  al ienated hurnanity fcrr N,iadarne
Lit:  l i tael,  alt l rsecl u,ontanhood fur Georee S:rnt i ,  lost innoccnce and bcautv for
l  { irssr:t .  nr,_vstcr ') , '  ancl chal lenge ior Hugo."-ro lndecd, Ophelia\ madncss cante to
irt  l - ,ei 'cr. ' i i ,ecl l t i '  Fr.c-nch u,r i tc.rs as a function of a i ' , 'or lcl  and t intc out of ioint.  /e
; t i4 l  r l t ;  ,  i )1111.

Ir ir : iqcs i t1'r iradrress al lpear in such paint ings. t l rar,, ' ings. antl  prints in the
r: igirtccrr lh anLl t i i l teicelt t l r  ccnlnrics as Hogarth's Badluut lron The l lal tc 's
l ' i ogr r : .ss  (1715) ;  I r r rse l i ' s  h \ ig i t tn tu re  (17E2)  andCra :y  l k te  (1806) ;  Goya 's
l ' f t i , /ho t t ; , t :  u t  5 ' t t t ' ngoss t t  (1194) ,  Mad l touse (ca .  1810) ,  and l i i s  ser . ies  o f  c tch ings
i. t t , ,  L,t i . ,snr;tutcr ( l [ i  l4): atrcl  Gericault 's l .raint ings of thc insane f i 'orn 182i to
i : ' i 2 - 1 i . r r  l \ o n e  i s a s p e c i f i c p r e c e d c i r t f o r i l h - r s t r a t i o n s o f O p h e l i a , b u t t h e i n i c r e s t
i ; 1  , q 1 r l s 5 c 1 1 i i i r r  i r m d r r e s s  \ v A i  c r . l r r e n l  i n  n i n e t c c n l h - c c n t u r \  E u l  o p c .  l c f t i c u l a f l ]
l , r  E,uglarrt i  fol lor i , in-pl the nradness of l( ing Gcorge II I  and the lnovelnent to
r .  i o r r t t  r i t s i r r ' ) c  ; r s r  l u r t r s .

i i r  atr et i 'ect ive i l lustrat ion, the cluter countenancc is rcf lect ir , 'e of the inner'
:r iatL-. l  he visible traits of a nrentai distut 'bance that cxpresscs i tself  as rnadncss
are best seeit i tr  a continuunr. The chal lcnge ibr the art ist.  then. is to represent
Cph.el ia in a mourcnt at ld \vi th a single posture and plrysiognomy that entbody
r' t :rdtress. Thc inragle. as Lessing u,r:otc in his Loocoort,  has to exl l 'ess the rvhoic
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story in a single momellt, and that moment needs to convey what has come
before and rvhat rvill follow.

Literature, theatre, ancl visual representation each have tl.reir ,lwn form
of tcr.nporality. Thc transposition frorn one medium to anotirer affects the
iconographl, of Ophclia. and raises such questions as: How did visuai artists
conve),character and derangement'J What is the metonymy of madness? Did
the pleoccupation *' ith reading character l iom extcrnal traits, a nineteenth-
centurv fascination codified most corlrprehensively by the Swiss physiogr.rorner
Johann Caspar Lavater betrveen 1 775 and 1778, further an understanding of
Ophelia'? Hou' did thc particulalizing of Ophelia, through the associatiori of the
rolc uith the actrcss Han-iet Smitl.rson, affect i l lustrations of the mad scene?

-Ihe 
tradition of painting leading actors in their famous roles was a cross

betr,veen portraittrrc and the commenloration of a performance. One eally irnage
of Ophelia as pla)ed bv a particular actless is that of Mrs. Sar-ah Siddons,
puinted in 1175. rvhich shorvs her as a monuruental serpentine f igure, hand to
lrer brou,. She bcars neithe r f lowers nor black vei1. In the background ale the
(l..reerr. Polonius. anrl other figrues lrorn the court. The popr.rlarity of sr"rclr
portraits suggcstcd the public was interested in seeing paintings of scenes frorn
Shakespeare's plays.32 In that spirit. t l-re Boydell Picture Gallery, established ir.r
the i780s, commissioned paintings fi 'or.n artists l iving in Englar.rd, most notably
.Ioshua Rcynolds, Benjarrin West. and Her-rr,v Fuseli. Scholars have noted,
hor,r,'cver. that the paintings for the Boydell Gallery were not based on actual
perfolnranccs.3 l

Of the 273 tso;rciell Gallcry paintings cataloged only fbur are
rcprescntation s of I Ian't let. j l  Rrchard Westall depicts Ophelia just before sl 're
cirou ns. Benjamin W'est's englar, ' ing (Fig. 1) after a painting, now lost, i lh-rstlates
act 4, scene 5. in Elsinorc, where the stage directions indicate "Re-enter Opirelia,
iantastically dressed with stra\\ 's and flowers." She appears before the Queen
and King. Lacrtes, enraged by the death of Polonius, here first obselves
Ophelia s rnadness. hr the engr-ar''ing, he supports his deranged sister with one
arm, ancl u'ith the other, gestures seemingly. to a liigher power. Ttre illustration
is constructed as ifon a stage. secn from the pcrspective ofthe autl ience.
Frontal and fran'rcd, the background, like a set, is parallel to the pir:ture plane.
There ale spaces for charactcrs to enter and exit. The figures in the
backglround--thc s'omen behind the Qucen, the Gentler-nan at center, and the
soldiels behind Laertes-suggest the eflect of Ophelia's madness beyond the
immediate lamily and friends. In the engraving, Ophelia wears the traditional
rvhite robe ir.rdicative of lier innocence, and she is streu,ing flowers. Her
loosened hair, r"ith its strands ofstraw, falls across her right chcek and fans out
on the left, suggesting the vehemence of her motion, her strenuous conftapposto.
Ophelia's eyes are rvide open, frightened and frightening, as if she were seeing a
vision. Thev contrast i.vith the focused looks of all the other figures: Laertes's
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lieavenlyt supplication, the Queen's averted face, the ICng's recoil ing;
discornfiture, the Gentlenirn's collcented gaze, and the cltriosity of the other
bvstanCers.

T. S. R. IJoase has observcd that "t l.re frankly lunatic expression of Opirelia

liu West's engraving] suggests a srudy of tl-re wor'l<s of Fuseii's frienrl Lavater."35
in fact, Lavater does not show any comparable illustratrons of femaie madness:
his deranged women are classified as imbeciles. West himself u,as disappointed
n'rth the poor quality of thc print rnade from his painting. Brit ish diplomat Sir'
Augustus Fostcr describecl the picture in his mernoirs: "[T]he subject . . . taken
from I[antlet was extravagant and disgusting. The King and Queen appear as if
the1,' each had a crick in tht' neck. They told me it rvas . . . by \&'est but I could

'  - .  : , .
n ( ] t  D L ' l l e \ . e  l t .  ' "

.\:loeh.vvn Merchzrnt uentions two drawings of Hamlet Lry Fuseli, but
neitlrer appears or is noted in Schiff's catalogue raisonnb. An image refen'ed to
as ' 'Oplielia ciistributing flou'els" is dcscribed bv N{erchant as ' 'a l ight lhvthrnic
dlarving in outl ine u'ash. rvith a vividl.v suggested frenzy in OpheliaL's face."37
A photograph of a dran'ir.rg by Romney of Ophelia as a statuesque female figure,
u,it l 'rout attl ibute or articulated facial cxpression, in ti-re Cabinet des Estarrpes,
Bibliotheque nationale. has a note on its back that it is one of sixteen drawings
pfeparator)' fol a Boydell composition.38 George Cr:uikshank represented Mlss
[tclh, as Ophelta. in 1 8 I 5, r.r'itir u'cecis in her hair and wearing a long wreath of
floners and leaves. One hand is outstretched, with an index finger raised; she
hoids a basket of herbs in hcr other hand.3e Jarnes Nixon's engraving of 1833 is
a carreo imagu'of a ftrrlrxn Ophella uith strar'r ' in her hair and leaves and flowers
in her basl<et.

I l lustrations appearecl in various editions of Hamlet and as sepalate prints
or selies of prints. One of Nloritz Retzsch's thin l ine i l lustrations for Harnlet,
publislred in London inthe Gallerl, of Shalcespeare jn 7828, also shows a
dovu'ncast Ophelia, strarv in her loosened hair, distributing herbs and flowers.
She does not sllggest madness explicitty. The ll lustrations to Shalrc-speareby
Robert Sn.rirl ie , published in London in 1829, includes the closet scene in which
Ophelia is seen u'ringing her hands. A similar scene appears in Sr-rrirke's
drauings fot Tlte Picturesque Becnties of Shakespeare,andinthe rialleries des

.fetntnes de Shttkespearz (Paris, n.d.), illustrated by the "first artists of London,"
there is an i l lr.rstration oiOphelia holding florvers.

Snrithson's pcrformance seerned to spark greater interest in represerrtirrg
Ophelia's madness. bascd on her actual appearance. In A. de Vaimont's ,4,1//e.
Sntithson, Role d'OJ/il ia dans Hantlet (1827), she is shor.vn in a rvhite dress.
u'ith a black veil draped frorn head to toe, and sprigs ofstraw in her loose dark
hair (Fig. 2). She holds a carnation to her breast and looks aghast, but not
dcranged. The caption reads, "l cannot chuse but weep to think, / they chould lay
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Figure 2.
de Vainront, Allle. Smithsott, Role rI'Ofetia clans Hamlet ( 1827).

The Harvard Theatre Collection. the Hor-rghton Library.
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him in the cold ground." \ 'almont does not suggest a particular moment in the
scene, but, rather'. a portrait of Smithson in the role of Ophelia.

An alburn of tcn colored lithographs, Souvenirs du theate Anglais a Paris,
i.vas produced rn 1821 by Achille Deveria and Louis Boulanger. The illustratrons
arc said to have a close connection to performances. These lithographs and
those of de Valmont were seeu in many Parisian book and print shop windows.ao
Ophelia is f irst represented in the second scene from act 3, in her white dress,
ivith rosy cheeks and lrer hair in a bun. ln Folie d'Ophdlia (Ophelia'.s ilIadness),
she wears a long ,,vhite dress rvith straw and flowers in her loosened hair, the veil
tloubling as a slrroud (Fig. 3). There is a graceful swoop to her body. One amr is
bent and raised overhead; with the otlier outstretched hand, she drops flou'ers
onto the black veil laid upon the ground. Her eyes are opened very r.vide, her
rnouth is closed. She appears self-absorbed seerningly oblivious to her audience.
The il lustratiorl cannot possibly indicate the specific symbolism of her song:

There's rosemalv, that's for rcmcrnbrance; pray yor,r, love, remember: And
tlrere is pansies, that's for thoughts. . . .

There's fenr-rel for you, and colr,rmbines: There's rue for you: And
hL're's sorre for rne. \\re may call it herb of grace o' Sundays: Oh, you must
wear ),our rue witl-r a drfference. There 's a daisy. i r.vould give you some
vi,-rlets, but thcy r.r'ithered all rvhen rny father died. They say he made a good
e n c l . . . .  ( 4 . 5 . 1 7 5 - 7 7 ,  1 8 0  8 6 )

Just as Smithson's movements and gestures deepiy afl-ected the audience,
so, too. the artists u'ould need to address their viewers through body language
and its attributes. Ophelia's loosened hair becon'res a primary signifier in the
il lustrations, associated both rvith sensuality and with mourning, ancl is regarded
as cmblematic of female madness, both on the Elizabethan stage ancl on stages
since then. Maurice and Hanna Cliarney note: "Loose hair is an offense against
decorurn and therefore against the *'hole hierarcliy of correspondences. It is so
impropcr and so overtly sensual that it may conventionally be underr;tood to
ir.rdicate a loss of reason, either temporary or permanent."4r

The flowers and herbs in thc prints illustrate the text of the play, though the
images do not always distinguish among the various kinds of f lowers. (John
Everett N{il lais's painting Opltelia Drow'ning Ii85]-1852] is exceptional in its
detailccl rendering of each flower mentioned in the text.) Opheiia is traditionally
shorvn decked with "tantastical garlands" while she strervs her flowcrs and
herbs. Elaine Shou,alter notes: "Ifer flowers suggest the discordant double
images of female sexuality as both innocent blossoming and u'horish
contarrination; she is the'green girl 'of pastoral, the virginal 'Rose of May'and
the sexually explicit madrvornan u'ho, in giving away her wild flowers and herbs,

is  symbtr l ica l l l '  dcf louer inB hersc l  f  "az

'fhe 
line betrvcen nonsense and madness in Ophelia's words, their strange

inconsequence, cannot be captur:ed in images. What does or does nrtt follow her

A .
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. ' r .r- : i r i l l i - ' ,  De', 'er ia an(1 I-oLris Floulanger. Fol ie d'oprteria; Sotrt,enir.s chLTheatr.a

. . r i . ! i t r i . s  t . t  i ' t i i  i t  (11321) .  C l i che  B ib l io t Iequc  i ta t iona le  < ]e  Fra 'ce .  par is .

\ ' \ i r , i1ls irr  l i ic le:; t  sr- iggcsts her uraciness. but i t  is har.cl to see a non sequitur in a
nir:r i iuni i i r ' ,vir jcir  t inie is i l 'ozcn. L'crtaiul l ' ,  son,.e t , f  ophelia's r.r .oi.ds defy
i l l i - i : ,r i lat ior i :  "rhet 'say t lrc o.uvl l ,as a hakci 's daughtcr. Lor-t l .  u,c know what u,e
l r i c . i r u i i < r i o u ' u o t ' , r ' l ' i a t - u v e m a y b e .  G o d b c a t v o r i r t a l r l c l ' ' ( 4 . 5 . 4 1 - 4 ) .  T h o u g h
1.l ici 'di t i  not urrdci 'sta. l tcl  the w'olds. 

- i ' rcnch 
audienccs couir l  i rear that Ophelia's

0ai"I  is izcr ' , i ,  
" 'e].L.al.  

Ber:elt  of r.r ,or.ds, thc art istr, i l lust iaror u'ouicl havc to use
t, 'h'v 'r icr. . ' rorr-r, .  bearing, antl  gestule rn the image to cor' l \rey ophcl ia,s en.rot ional
: i t i . l ic.

Fiench i l l t rst lat ions irr thc 1820s ancl l8. l0s fol lor,r 'Bri t ish precedents in
ierlr€sentr lrq olrhel ia' .s nraciness, btLt thev ale lcss generic and more specif ic tO
Snr r t l rson ; l l r c r '3 i1 " t . l - r t . r , toevo l i .e thepathosof f te r .per lbnna lcc .  Thc ie isascnse
o{'stasts in tl.re illust;zrtions by Valntont apcl l)ev6ria apcl Boulanger, horveyer, ald
ei ircf ioir is l i l r l<ed to motiol l .  The f ixi ty of the image of Ophelia in the i l lush.at iols
is o1i1r,.r :recl tcr t l re f ' luiditv of the uradncss conleyed in irer punning and song.

Perforrning Ophelia: The Iconography of Madness

N'ladness is expressed in the inabiliry to contain, and Ophelia is contained by the
picture. Consequentll,. the pictorial paralysis of these images pinionrs her.

The nrost successful i l lustrations ofthe period lvere done by Eugbne
Delacroix, who produccd a series of thirteen lithographs ol Hantlei, drawn
betrveen 1834 and 1843. Three additional prints made outside the series,
inclirdirrg Reproches d'Hamlet d Ophelie ar.rd le Chctnt cl 'Ophdlie (1834), were
included in a nerv edition (Fig. a). Hctntlet was a major theme to w'hich
Delacloix retumed over the course of thirty years, in paintings and in
lithographs. JLrles ,ianin noted that Srnithson "u'as the inspiration 1br Delacroix
hin.rself u,hen he dreu' his touching image of Ophelia."as His paiutings of
l ' lamlet. and of Ophelia drowning, rvere shorvn at t l-re Salon of 1846.

De'lacroix's ir.nages con\ey emotionally intense and charged scenes ntore
insightfull l ,-and et-lectively than previous i l lustlators do.aa Opheli i l 's song serves
as caption: "White iris shroud as the mountain snow . . . / Larded vvith sweet
llos'ers" ISon linccul. blanc comme neige,6tait parsem6 des fler.rrs]. Delacroix's
Ophclia is morc dlamatic and less prctty than the Ophelia of Valmont or Develia
and Boulanger. Shc leans forrvard; her breasts spill out of her bodice as she
spleads her black r.eil before her l ike a shroud. She looks as if she were in a
trance or having an epileirt ic f it: her eyes roll up and her mouth drops open.
(Epilepsy and hvsteria rvere associated syn'rptomatically in the psychology of
the tirne.) Tire bod""" of Delacroix's Optrelia is a body in torment. l 'he traditional
herbs and flonels are oruitted: emphasis is placed on her swooning figure. Her
flailing oritstretcrhed anrrs crcate a horizontal thrust that stretches her body to
thc l imit and contrasts it w'ith the f igurcs of Laertes and the Queen in the
background erect and contarned, looking aghast as thev watch Ophelia's pathetic
pcr fonnance.  SIre is  more scxual  t l rarr  in  the other  French i l lust rat ions.  and her
anguish is uncontainable.

The powel and eff-cctiveness of Delacloix's image of Ophelia's madness l ies
in thc dislunction of her body, which parallels the non sequiturs of her speech. By
contrast rvith Delacroixs illustrations of Ophelia in the "rnousetrap" and "get thee
to a nunnerv" scenes, in u,hich she appears sad and perfurbed but still very lovely,
in the mad scene she is nearly grotesque. and the lack of coordination of l-rer body
suggests the extent ofher derangement. Her pose and expression breach decorurn
and evoke her inner state. \\ie have here a much more convincing display of the
extrene emotion and suffeling that rvere the particuiar appeal of Hamlet and
Ophelia to Delacroix. Deveria and Boulanger provide an illustration, Delacroix a
cor.npell ing image. disturbing in its excesses. I 'he graceful swoon rrf Dev6ria and
Boulanger is moderate compared to Deiacroix's wrached figure.

Baudelaire rvas much taken with Delacroix's portrayal of Ophelia and
lrrrng Delacrotx's Hctntlet l i thographs in his rooms. In his "Salon of 1846,"
Baudelairc writes of Delacroix's women:
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E,ugcne Delacro ix ,  Le Cl tat t t  d 'Ophel i t :  (1834) '

Clich6 Bibliotheque nationale cle France, Parls'
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In gencral, he did not paint prctty \\,orneu, frorn a worldly gentleman's point
of vierv. Ahnost all are sick, resplendent with a certain interior beauty. He
does not express their pou'er by the size of their muscles but by the terLsion
of their nerves. It is not just angr"rish which he best knows how to express,
but above all thcir moral anguish.as

Others rlele crit ical of Delacroix's Hamlet series and found it less effective than
his fha.rr. The negative reception may have been, in part, a reaction to the poor
qualitv of the first edition of the prints.

Periphelally, but of the saure morrent, are t$,o other works concerning
Snrithsorr. Vernet's image la Folle potu'I 'antotu' (1827) has the features of
Srnithson's Ophelia, and his poern by the same tit le may be an evocation of
Ophelia as rvell.o6 In 1843, the sculptorAuguste Preault (who attended the
prert'r idre of Hantlet on 1 1 September 1827, * ith Hugo, Delacloix, Gautier,
Sair.rte-Bcuvc, ancl clc Vigny) made al plaster relief of Ophelia drowning, which
u,as shorvn at the Salon of 1849, and fashioned a plaster medall ion of Smithson
in 1856, tl ie year of her death. Preault remar-ked that Srnithson's per{bnnance
left a dazzling rnernorv.al

Romantic altists rver-e taken with the theme of rnadness: they illustrate
()pheiia's patl ios and indicate l.rel disturbance througli strained postures,
gestures" and exprcssions. Photography and psychiatry will attempt lo document
ruradness rrrore objectil'ely. though, as rve shall see, not without their ,c',vn
problcn.ratic.

There is a link betrveen visual and performative represe ntations of
Ophelia's rnadness and the clinical interest in female hysteria documented in
nineteenth-centuly illustrations ar.rd photographs. According to Sancler Gilman,
the changing representations of Ophelia indicate the shift ing definit ions of
female insar.rity, frorn the erotomania of the Elizabethans and the hysteria of the
ninetcenth century to the unconscious incestuous conflicts ofthe Freudians
and the schizophrenic double bind of the Laingians.a8 In "Desire and the
Intelpretation of Desire rn LIanilet," Jacques Lacan sees Ophelia merely as the
object of l{amlet's desire, and asserts that the source of hername is "O-phallus."
in Lacan's system, the phallus is the most important signifier.ae

The Elizabethans regardcd Oplielia as suifering from erotic melancholy
(erotomania) and thought "the passive condition of womankind is subject unto
more diseases and of other sorts and natures than men are." They recognized
that "the divcrse and violcnt perturbations whicir affl ict the mind of t lre
Passionatc Lovcr, are the causes ofgrcater mischiefs. than any other passion of
the n.rind u4ratsoever."5o As Carroll Camden observes, Ophelia shows many of
thc classic symptoms of Pa.sszo hysterica brought on by erotomania: "She is
mad, cr;es 'hem' to clear her throat because of feeling of choking or suffocation,
beats her heart to i-elievc the sensation of oppression around it, weeps. prattles
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coirslairt l l ' .  sings snatches of old songs, is distracted and has a depraved
irrraginatiorr ancl encls hcr l i fe by drowning."5l ln y'  Stud1, of Hanrlel (1863). Dr.
. iol in Conollv. a fel iow.of thc Royal College of Physicians, discusses v" 'hat onc
rnight cal l  the "Ophelia svndrorne, ' '  or hyster- ia. After describing Ophelia's mad
:;r]cte" he i tr)tes:

I 'hysicians. hou,evcr, st i l l  fecognlzc thesc caLrsalrt ies. and in cvcry ran)<,
sornclrnres in rvords. but more f i 'equently in their cffects. .  .  .  Our asylums
li i r  ruinccl r.nruds nou,and then prcsent remarl iable i l lustrat ions of this fatal
r irLl ia( iy. so thxt even caslurl  visi tors i 'ccosnizc in the *arc1s an Oirhcl ia: the
saire v()rrnq ycars, ihc sanrc f 'ar ied beaLrty, the sarnc fantastic dress and
intcl luir icd song. r\n actress. arnbit ior-rs of sonrcthiug be.vond cold iuri tat ion.
r. :r ight f ind the contcrrrplalron of such cases a nol Lrnprofi table study.sr

Clr to l l ' /  not  or) ly  tccourntencled,  b i r t  t r rgcd actre sscs playing Ophel ia to col .ne to

t'ne as'vlr-u:r to study "real" tladrvornen:

j ' i  seenrs 1o bc supi-rosed that  i t  rs  an elsv t r \k  t ( i  p lay the part  of  a crazl .  g i r l .

: r i tc l  t l ra i  i t  is  chief l1 'cotnposcd ol  s inging ant l  prct t iness.  
' fhe 

habi tual

colr r tesv,  t i re part ia l  i ' i rdcness of  mcntal  d isotdcr- ,  thc d iminished

.o l r sc i ousness  o { ' \ ' h l r r  i .  p l c sen t  r nd  r ca l .  en , l  t hc  e l i n r l t ses  o facu te

obse; ' iat ic in,  the sudden t ransi t ions.  thc blo l icn recol lect ions rr inglcd rvr th

painl 'u1 and rv i th l ighter  lancics.  the vaguc purposc .  .  .  are th jngs to be
i , '  i  inesser l .  i l

l r  t i rc I  87t)s, the note(l  Euglish i lciress El lcn Terrv visi tecl a Londou
:1,:1' lur-rr i r- i  pleparation for playing Ophcl ia. but found thc madu'onicn "too

i l icai l icai ' '  io teach her anr'1ir ino.5a Indecd 1hc thcatr ical performance of
nrl( inesrs is nr-rt  t i rc salne as be ing urlr l  thor,rgh thev mav infrtrn-r one another.
i , ' ict ,rr i i rn 

i tsvcl i iatr ists aud superiutendents of insane asvlulns were r)f ten
cnihusiastic readers of Shakespeare. They tnmed to his plays for models of
i lcntal abcrrat ion that could be appiied to thei l  cl inical pfactice. As Maurice
air<i l iai l ia Clralnev observc. "Ophelia is the protot l ,pe of a great nlanv
rrrad', , \ 'olnc1r tc fol iou'.  rvho sclupulously inr i tate hcr stvle."55 She set the
i.-r'ictor-ian st.r'le for- fcmale insanilr,. N4cdical textbooks sometir-nes illustlatcd
i l rc i r  d isc i rss ions  o f  f 'en ia lc  pa t ien(s  u ' i th  ske tchcs  o lOphc l ia - l i ke  young womcn.
:, ' . ' ' ,  -Siroruai lci 'observcs. "When vol lug wonten in lunart ic r isyiurns did not
r i  r l l ingly t lr lor 'v thernselr,es into Oplrel ia- l ike poses. asvlum superintendents
io, ' i1lr czrnre r ' :rs imposeci thc conventional Opliel ia costulre. gesturc. props. and
i . . \ l ) i  e : S i O i i  r r P o r t  t h e t t t . " ' "

Thc 6lhotoglaphic documentation of rnadness in Brit ish :rsylurns u'as f i lst
Lirrcle i taken by t lugh I) iamond: "[Tlhe Photographer secures rvith uncrr ing
rce Lirau)/ lhc crternal pLrcnomena <lf  cach passion. as the rcal ly certain indication
(,1'  jnt. :rnai( iL'r i .rgerreDi, and exlr ibrts to thc eye the well  knou'n syrnpathy
between the cl ise: ised brain and the ofsans ancl features of t i re bodv."- '7 Diamond
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photographed a )roung wolrlan with Ophelia's attributes: a garland of wildflowers
in hcr hair and a black shar.l'l around her shoulders.

Changes in ps.vchiatric diagnoses and ;lractices occurred ir-r the coulse of
the ninetcer.rth century. particularly in France under Dr. Jean-Martin Charcot,
s'ho. in I 872. rvas nanred professor of pathological anatomv and, in 1881, chair
of ncnous i l lnesses at the SalpOtlidre hospital. Charcot rediscoveled hystelia,
distingr-rishing it f l 'orn other mental i l lnesses. His image of hysteria may have
been rnodeled on theatrical representations, encouraging patients to perform
accr)rdilrg to nerv artistic convcntior.rs. Indecd, Clharcot u'as a Shakespeare
cnthusi  ast .

Ir lnt,entioit de I'lwsttric. an examination of photographic practices at the
Salpttricre clurirrg Charcot's directorship, Georges Didi-Huberrnan c:onsidels the
siteciacle o1'hvsicria anci the postures of dclir iLun, and concludes that doctors
hacl an insatiable appetite lor images of irysteria in the presentation of t ire
"theat-r' icality of the body."s8 Charcot nrade use of photography to document
the seizules of u'omcn h-vsterics. From l8T(r to 1880. Paul Rdgnard, orle of
Charcot's assistants, documented felnalc patients suffeling from hysteria ir.r the
tlrree-r'olume Iconogruphie photographiqLLe de la Salp€n'iire, written with D-M
Bournevil lc. Thc exaggerated gestures in its photographs suggest French
classical actrng si1'le and poses from nineteenth-centur'-v academic art. A few of
the patier.rts. l ike i\ugustine. becaure stars, enacti ltg hysteria in Char,:ot's weekly
lecture-demonstrations ihat were atter.rded not only by <ioctors thronghout
Europc, includirig Freud but also by ruriters, journalists, actors, and the
dernirnonde. It is repolted thai Cliarct'rt 's assistants coached patienti i on the
pcrfonnance of their hy,sterical acts and sllrrounded thern with imag,es of female
h1'steria. lnde ed. as Gil les de la Tourette noted, h,vsteria could be considered "'a
cornplete art. '  an art anci manner of theatricali4,'."se

The Rornani ic  in lercst  in  mrr . . l r iess leads ro a ncw appreciat ion o1
Shal<espcare in France and particularly of the chai'acter of Ophelia. Harriet
Snrithson's pcrfbmrance sirnulatecl h1'steria by appearing both engaged and
distlacted, and cvoked a renrarkably sympathetic and ernotionai lesponse, upon
uirich her success hinged. Theatrical perfomrance triggered a cultural response,
e\cn tL) the point of simulating madness in others. Frencir u,omen's fashions in
the late 1820s. for example. exhibited a passion for the English thezLtre by
adopting Surithson's messed hair strewn with straw and her long black veii:
"One sees alreadv a hairstyle in the mannel of Miss Smithson, called the
nladwornan's stylc. It consists of a black veil, with straw artisticallv woven in
he r liair."6o

\\'e cannot know either Smithson's intentions and the details of her
perfor..tnance or the full range of audience responses. Many questions relnain,
among thern whether \\:omen indeed identified with Ophelia's nadness when
the-v circssed t) Ia folLe, and rvhether theatre pron-rpted a cultr.rral response that
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rr , 'antecl to irrctuce a ps)/chological rnalady. I l id male u,r i ters and visual alt ists
r-csporrcl to Opliel ia as a hurnan condil ion or as a specif ical ly fernale one? If
ht,ster- ia 

" ' ,as 
read as a symlltom of general al ienation in a t ime of fundamental

ch:rrrge. rvhv.uvere lrost of the patients categorized as hystcrical dur- ing the
n r i- ietcenth cel l tury fernale' l

i l -  Ophelia becanre a 51'6bol of t i re age, I  larr iet Srnithson's performancc
rirobi l ized the attentior.r of l ,vr i ters, art ists. and composers of the Romar.rt ic

_serrettrt ion i i r  Ft 'ance both to t l ie role and to herself .  Givcn tha'L proccss,

lreifolrrance . i i lustrat ion, and i l l rress intersected; 1if-e inf luenccd art,  and
r' t" l i fe. in a cul ious dance of cause and cff 'ect.  the dia-qnosis of l .rystel ia looked
bii( jk to a perfonnance that e i tcode d i t  at,anl I t t  lcftre .  In t ire process, thcle is a
r-, : ier-sibi l i t . /  in rvhicir r l  both causcs and is the eff-ect cl f  b. The forms dif fer.ent
r j iscipi ines ial<e in their cxpressior.rs of intercst in Opliel ia and the translat ions
L)' . t i . .veeir t i rcm rndicate holv intertrvincd thcv ale. What l inl<s thcrn al l  is the idea
l l lat th' :  olrtcr calr be expressive of the inner' :  indecd. that is the grand idea that
i ' , r , i s  l l r e  1 l ; . : ( . p 1 1 f s q s  o l  i h c  r t i i r e t c c n t l t  c c n t u l v .

Lr.r p, 'rct l t ,  s

I  Er r ' in  pano i .sk r . .  l conc ,gra .p l r r  aud Icono lour , :  Ar r  Iu t roduc t ion  to  Lhc  St [ i i r . i r fRena issance
, i r l . ' '  i n  ; i l c r r l rn ,g  in  ihe  l t - i . t t ru l  , ,1 r ts  (Ne l ,Yorh :  Dor - rb le r iav  Anchor  IJooks .  1955) ,  29 .

l .  l t ) i d . 1 2 .

3 .  I 'hc  su{ r j cc t  o i 'Snr i thson 's  Ophe l i : r  uas  suggcs tcd  10  rnc  b} ,Rachc l  B lo rvns te in .  uho l l so

o l  i | r c l l  va lua l ' r l c  c r i t i c i snr ,  as  r l id  C l r r rs tophcr  i { i cks .  ln  p r  cper ins  th is  essav ,  I  have consu l ted  the
, , , l l cc t j t tns  o f thc  R ib l io thcr lL rc  na l iona lc  de  Francc .  Ceb inc t  dcs  Es tan . tpcs .  the  B ib i io theque e t
i r ' i r t scc  r l c  Ia  (  o t t red ie -Franga ise .  

- f l te  
Fr - ,1ger  Shekespc i r re  l . ib ra rv .  the  l la r ra rd  L ln ivers i t t " Ihca t re

l  o l le f l i ( r l .  thc  \eu  \b r l<  Pnb l ic  L ib rar l  a t  l - inco in  L len tc r ,  the  Thcat re  \Juscunt  ( l -ondon) .  the
l ' , ' l i r sc . :  (  a rnara lc t .  z rnd  the  arc i t i vc .s  o l t tLe  I iop i ta l  Sa in tc -Anne (Par is ) .

4 .  "L t -s  p i i ccs  c lu  the i t rc .  comnre  i l i scn t  les  A l l cnrands ,  son l  fa r tes  pour  i t rc  vues  eL  non pour

i t rc  lues . ' ^  / r l cxandrc  Dunras .  ,1 ,1e- i  l . l l n to i rc .s ,4 th  ed .  (Par is :  \4 .  Lcv ,v -  Fr .e res .  1868 l  SS3) ,  2 ;9 -  80 .
5 .  " \ ' l : t i s  l c  i cu  des  ac tcurs ,  ce lL r i  L je  i ' ac t r i ce  sur tou l  .  .  .  l l  pan tonr r : le  e t  l ' acccn l  dcs  ro ix .

s ign i l - ia icnL  pour  t lo i  davantagc  e t  r r ' impr6gna ien t  dcs  id6cs  c t  des  pass ions  shakespear ienncs  nr i l le
{ i r i ' ;  ' r1 , ' .  que  lcs  l lo ts  de  nra  p i le  e t  tn f rde ic  t raduc t i tn . "  l lec to r  I l c r l ioz ,  Memoi re .s ,2  ro is .  (Par is :
( i a r n i c r - l " l a r l r l a r i o r i ,  1 9 ( r 9 ) ,  v o j .  l ,  1 2 8 .

( . .  "1 r ' l i ss  S t r t i r l t son  a  uu  a t ranc lon . lc  r ran id res .  un  c l i sordre  de  r louve l ren t .  une i r rcgu la r i te
i :1  |o r r r  a ins i  t l i r c  un  d6cousu dc  ges te  e l  c le  paro les .  .  .  .  on  a  c ra in t  qu 'e l le  ne  f in isse  pas  des
cottvtrlsiotrs." QLrotcti in Jatues i\4. Vest. I/re l '-re'nch l itt:e ol Oohs1ia.fir,r, BelLe.forest b BouLielaire
(L : rn l rz in r "  i \4D:  Un i re rs r ty  I ' r css  o fA lncr ica .  i9E9) .  I2 -5-26 .

7 .  "Cotn i le  cn  ne  repr6scr t te  que des  comedics  dout  les  f inesscs  dc  d6 ta iL  fchappent  quand la
la t rg t te  c ia t ts  Iaquc l l c  c l ies  sont  6cr i tes  ne  nous  cs t  pas  t r i s  la r r i l i d re .  le  p r rb l i c  t rc  fu t  p rcoecr rpd  que

i t i t i  Ia  p l t l ' t tonr i l re  c les  ac teu ts .  .  .  .  Ce q t r i  a  le  i rLus  f rappe dans  lc  1cu  de  N ladcrno ise l l c  Smi thson esr
s r  i ra i r to r l l l t t rc  c t  le  so l t  de  sa  vo i r . ' '  E . i  J . ]  Dc- )ec luze .  Soavcn i :  t le  so i ton te  a r inees  (Par is :  \ { .  Levv ,
l i l r r2 ) .  l -19  u t t l  242 .

i i .  Fa ln1 ,  Kenrb lc .  Racords  o /  a  G i r ihood (London:  Hcnr ' .u -  l k r l t  &  Contpany ,  1879) ,  I  15 .
q .  l b i ( I . ,  l l 5 - 1 ( r .

l(). SecAllan Desscn, rlr;nbctlnn Siuge Cotncntirnt.t cutd ,\f ctdarn Itrtrpreter.t (Cambridge :
L u r n r b r r d g c  U r r i v c r s i t y  P r c s s ,  1 9 3 4 ) ,  3 6  3 8 .
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I l. Arthnr Colb,v Sprague, Sllal{espeore trntl tlte Atlors: The Stage Bu.rlness in His Plavs.
1660  1905  (Ne*  Yo rk :  Russe l l  &  Russe l l ,  1963 ) ,  171 .

i2.  "Passant tout-d-coup de la p lus d6chirante douieur i  une espdce de jo ie stupide et
convulsile quc ressernble au rire sardonique d'un nrourant, elle offre des fleurs aux pcrsonltes qur
I 'entourcnt  et  qu'e l le ne reconnai t  pas.  chante,  sans se douter  qu'e l le chante,  des pa|oles dont  la
l r i ro l i tc  f ' : rme ar ec sa s i tuat ior . r  le contrasle le p lus melanchol ique et  Ie p lus th6Atral ,  F,u is e l le
detache sou voile. I'ctend sul la scdne et iui donne Ia fonne du cercueil de Polonius: ses yer-lx n'ont
plus de larmcs, sa voix n'a plus iie force." N,I. \loreau, Souvenit.s du thddtre Anglals r) Poris (Pans:

Henn Gar igain,  Lambert  et  Cie,  1827).
13.  F.  Dcschamps.Ett rc les Franqaists et  etungires (Pans:  U.  Canel ,  1828),  x lv i i i .
14. "Etaient dans I'expression dc la souffi'ance, de la fblie et de I'agonie de v6ritables modeles

dc jerr  ronrant ic luc."  P \1( l reau.  lc  Cla.ssic i -srrrc des rontant iques (Pal is :  L ib lar ie Plon,  932),  339.
l--<. Scc J. Q. Ilolgeriroff. Le Thidrre.4ngluis d Pari-s sctns la Restcttrration (Pari:;: Flachette,

1  9 2 3 ) .  l 6  - 1 r .

16. Sanruel Tai lor Coleridge . Bto.qruphio Literaria ctr Biographicol Sketches q1'' Mt; Literan:
L i f cundO l i t t i on :  [ 181 f ] , 2 ro l s . , i n vo l .  1o f  Cc t l l e c i ed l t r b t * s , eds .  JamesEnge l l  andWJackso r t
ISatc (Pr inceton:  Pr inceton Univers i t .v  Press,  1983),  r ,o l .  7.  l6-17.

I  i .  See Borgerhof f .  78.
I  i i .  ' 'Toutefois les gens de gout  resret tcnt  que cct te act l ice gate ) 'explessioD de son v isage par '

de i requentes gr i rnaccs.  On ne les to l6reraient  point  : \  nos actr ices f ranqaises."  Quoted in
Borgcrhofl. 1 5.1.

19.  See 1-c Corsaire,  l2 Septernber 1827. Ci ted in Helen Phelps Bai ley,  Hant le, t  i t t  France:

Front  lb l r t i re to Lufaryg (Geneva: Droz,  1964).  90.
20.  Sce Rorgerhof f ,  92.
I L \{ar.:r'rce Charncv and Hanna Cbalney,. "Thc I.anguage of lladtomen in Shakespear.e and

His Fel lor t  DramaLists,"  Signs 3 (1977):  .152.

22.  Scc Jacqucs Ba,;zun,  -Bt ' i - l lo :  ntd r l rc  Romani ic  Centut ' t ;  (NewYork:  Colurrb ia Univcls i ty
Pre:s. 19(r9), 85 -86. Barzun attributes the e-ve\\'rtness accounts to Sainte-Br:uve, Deltlcluze. and
ChrLr lcs . larr in (85.  n.  3 ) .

23.  See Borger i rof i ,  9:  9 i .
2J. See Peter Raby, l-Zrlr Oplwlta. .1 Lifc ol Harriel SnirJson l'|erlioz(Canttsrkige: Cambridge

Ln i re r s i t v  P rcss .  1982 ) ,  178 .
2i .  Rachcl  Brourrs le in pointed thrs out  to nre.

26.  "La nranidre d 'etudier  le monde ar-r  mi l ieu duquel  nous v ivons."  Stendhal ,  Raci t te e l
J/ ra( 'cs7'carr .  prehce ct  notes de \4art ino (Par is:  A.  Delpeuch,  1927),  5 l .

2.7.  See Bar le1, ,6 i  and 6E.
28.  "C'est  la premidre fb is queje vovais au theAtre des passions r6eles,  anirnarr t  des homrnes

et e ies ferrr les cn chair  et  en os."  Drtrnas,  2S0.
29.  Ouoted in \ :est .  130-33.
10 .  l b i d . .  r 39 -46 .
3LSecSande rL .G i l nan ,Se .e i ng rhe lnsane (NewYo l k : JohnWi l ey&Sons ,  1982 ) ,  I 20  3L

Gilnran reproduces a fes'dlarvings ofthe insane. rncluding John Brorvn's sketch ofan insaue rvonan
iionr the 1710s. 71'pes of lnsani4' frorn the Blake-Varey notebook of 1 8 I 9; Rorvlandsont l/le
Mrtttiuc and Doctor ond Lunut it-. and drarv ings ll om Charles Aubrv's I 82 3 ,4lbunr Contique de
pa r h o logte pittores q ue.

32.  T.  S.  R.  Boase, " I l lustrat ions ofShakespearc s Plavs in the Sever l teenth and Eighteenth
Centur ies,"Journal  o- [ theI l /arbLtrgundCourtauld l t$t i lu tes10(1947):  102.  AccordingtoBoase,the
first Shakespearc illustration appearcd in 1633. Harvey gives the date 1709. Apart from IIogarth,
painted Shakespearean scenes appear oniy after the I 740s. Foudnnrel illustrated Pope's edition of
Slrakespearc in 1736. Gravelot (Hubert-Franqois Bourguignon, 1699-1773), a student ofBoucirer
uho moved to London in 1732 and founded a school ofdrarving, illristlated the second edition of
Theobald 'sShirkespeare(1740).  Cravelotwasthcf i ls tandonl l ,Frenchmantoi i lustrateacomplete
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c i l i t io t l  o l  S l l rLcs l l care  l r r  I741.  lherc  r ras  s t i l l  no  conrp ic lc  t rans la t ion  o fs l rakespeare  in to  French.
I - r i i t l c i s  l - l i r i  n la t t .  an  Eng l ish  pa in le r  $ho dea l t  ex lens ivc iv  rv i th  Sha l<espearcan sub jec ts .  p rodr rcec . l
i l l L rs t ra t ion : ;  a t  t l l c  sa l l l c  1 in rc .  p r in rar  r l r '  1 r 'on t rsp icccs  fb r  S i r  l  hon tas  i lan l re r ' s  I  744 s ix - ro lu r re
l r l i i i on  o l ' iha l<cs |carc 's  P Ia) ' s .  pub l rshec l  in  fo l io .  . \ s  John I la rvcv  po in ts  ou t  in  , , shakespeare  

a ' t l  the
f  n ( ls  o f  T i l ) rc :  l  he  l l l us t la t io l l s . "  Cun i l t t  i t l r : t :  Rcr  re r r ,  ]  l7  (Mav 1996) :  19 .  Hayr ran ,s  pa in r ing  o t  t l r c
i r i l i  s ( le Ic  rv i l s  the t ra t i ca ] l v  new-  as  i ros t  car l i c r  i i i L rs t ra to |s  chosc  to  t lep ic t  t i re  g i tos i  sccne.  1  cuu ld
i ' | r ' l  f  o  r i r l : rg l rs  r r l  L )p i rc l ia  by  Haynran.  Sce Br ian . \ i len .  F-cnc i . r  I /u t t r run  (nvcu Haven: \ l r re
i  r r ; \ c rs l r \  i ' r css .  l ! t , r7 r .  Ih l  P i ( : ru t ' . . \L l rc  l le t j t r i . . \  o f  , shu l ; t , . s1 tc t r t . r ,  (London:  lg73 ls7g l .  i l l us t ra t rd
l l r  I io i rc r l  S l r l i r ke  anc l  T l tonas  Sto lharc l ,  inc l r - rc lcd  ib r ty  p la tes ,  lbur .cach f i -om ten  p lays .  inc lud ing
i., i l /r i i l{ ' /. .^'e cor(i ing kr Estirel Gcxdon Dotson's "Fnglish Shakespeale Il lustrarioll unj iru-n*n"
De l rc ro t r .  t t r1 : l ' r r r r t , r  in  ] {onr t t  r tL 'Lu l ra t  F r iec l l t renr le r ,  l ( c t r .s . t ,os  i2 .supp l .2 (Ncrvyork :  pUb l isbedbv
: i iL l r l cn fs  o i  t i l .  lns l i tu te  o l ' [ : i r rc  n  f t i .  lq6-5 i .  -10  ( r i .  r r rn_r  r l lL rs t ra t rons  u ,e re  pub l i shed be twcen l77 t )
I t l t t l  I  l l l { )  i i  i th  s t r " l i s t i c  a i t t rs  s t t .u i la r  k r  t l tose  o f  Snr i r l<e .  NurneLous i l l l us t ra l ions  \ \ ,e re  con lmiss ioued
c iu i ing  l  , i l 0  !  S  l  0  fo r  ncr l  cc l i t io t rs  c r f  thc  p la l ,s  anc i  fo r .p ic tu res  fo r . ,s i rakespearc  Ga l le r ics . . ,  Dorson
i r : l s  r rc , - ' r r  a l I ros t  ( .50  separ l l c  r l ra r r  rnvs .  a r r t i  r io te  s  th i ] t  he- f  accour l t  i s  no t  complc te .

l - l  T \ r r  se ts  o fe t l s taY i l t ss .  Ia tg r ' i l uc i  s rna l l .  bascc i  c ' r r  t l re  pa in t ings  u ,e rc  subsequent lv
t^ to t lL i i  r ' , - l  ; rn t1  p r l t l r shcc i .  l1  rvas  l tonc . i l  tha i  sLr [ rsc r rp i ions  1o  i l te  p ro ] tc t  u .o r r ) r l  l re lp  o f t i c t  thc  e \ l l cnsc .
hr r i .  i t l i i l r r i r  lY  lhc  C ia l l c rv  la i le t l .  thc  pa in t ings  r ie rc  c l i s l rc rscd-  an t l  n ra l r '  r re re  los t .  \ \ i c  knor r  thc

.  1 . .  ; , , r ' . " r ' l r ) , l i l  ; l 1 r n l a i 1 n 1 1 , 1 1  1 1 1 1 1 1 . .

l ' i  \ec  \ \ ' i n i i l cd  I i .  F r icdnran.  r l r t . : ,dc i l  - t  Shr i , ; t s l t t , c r re  Ga l1r r . r '  (NovYor . r i :  Gar rand,  197( r )and
7 ' . t i t  i . l r t r , l , ' i l ! ' i t ; r l i t . : l ; tn ra  Gt t i le t  r .  cc l -s .  \ \ ,a l1er  I )apc  ar r r l  F rcdcr . rc l t  i Ju r . [ , i c ] r  (Bot t rop .  Esscn:  \ 'e r . lag
Pc ic r  I ' r inn .  l9 ! )6 )

l - :  l : l c 'ase  .  I02 .

l6  i i c ln tL r t  von  Er ' I ' fa  and { l ien  Sta le_r . .  I / rc  p t r in t i r t ,g ,  o l  [ ] t t t jumtn  i4Z , r r  (Nerv  I la rcn :  \h ie
i  r n i . . r : r . i t , , '  I ' r c s s .  I  9 l t ( r ) .  2 l  l .

l -  ' . ' l oc lv . ' r . i ,  
l l c r :ch . ln t -  5 l i r , / rcv rc r r r r :  onJ  t !1c .4 r r i . \ l  {L l t jb rL l :  Ox forc l  t_ l i yers i l r  p r .ess .  i r )591.

I 'S i crtl lci n(l i f ind rcfereltcc-s ttt, r1 ir.t calalogs ofthc arttsl 's rrorh. thorLgh thc figLrre,.iocs
r r rsc l r i r l r -  Rr r ' rnc r ' \  d ra r i  ings  o i ' rnc lanc l roh , in  a  s i re tchbor : i k  s tud l  c : r .  17g0.

39  Fo lgcr  Sha i<espeare  i - ib ra r r ' .  L '29 .6  no .  L  l  cou lc l  f in t l  no  rc l 'e rencc  to  th is  inase rn
. t , : , , , . . , , 1 ,  r r r i l , . l 1 q 1 1 p  -  r r . ^ , ; .

.t i) Stee Rab),. 72.

4 l  ( - l ra rncv  and C l tamc l ' .4 -s2 :  sec  a lso  F .  I i .  Leach.  " \ iac i r : r l  lLa i r . "  Jour .n r t l  o i  t l t c  i? , t t t l
..1 t t i  I t i  i  ! p I t ! | r,: | ( u | / t 1.\/ i  I u I e 88 ( 1 953 t: I z]l - tr-i.
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