72 Projecting the Past

persins in the fearful. final image of the dying gladiator, the revoln ATy R

the eros

Studio press releases, souvenir programs, study puides, and press inter-
views did not anempt to pinpoint a specific ideological message for the Hlm
but stated noncommittally that its hero's “passion for human nghts and dig-
niry 18 an inspiration to this very day,” and spoke of its plot line as a power-
ful demonstration of “man’s cterval desire for freedom.™ Bur the hght for
“Preedom against vranny™ was precisely the terminology President Truman
had wsed to launch the Cold War in 1947, and ot belonged 1o the rhetoric in
which the historical blockbusters of the 19505 had been steeped. Picking up.
therefore, on the Ailm's narrative image as depiction of the cternal fighe for
freedom, many writers in the popular press instated Spartacus as an histori-
cal film that did not Further the cause of the K remlin so much as hinder i

Although it deals with a revolt by slaves agamnst the pagan Roman Eampare,
the desire for frecdom from oppression that motvates Spartacus has irs mod-
erm counterpant today im arcas of the world that struggle under Communise
tyranny, and wostands as o sharp reminder tor all mankond thar there can be

no truly peacetul sleep whilst would-be conquering legions stand prasedd 1o
swipirress,

In the right-wing press, Spartacus became refigured as a Cold War warrior
fighting aganst the autocracy, athewm, and state control of the Sovier
Unmion, and his aspiranions were assimilated o the alternative, divinels
blessed values of democratic America,'™ .

4

Cleopatra:
Spectacles of Seduction
and Conquest

Cempeting Imoges

Under the headline “Cleopatra’ never had it so good,” a journalist from the
New York Times recounted a visit he had paid to the Cineaittd studios in
Rome in January 1962. He had been sent to investigate rumors that the
Twentieth-Century Fox smudio was continuing to encounter dithculties in
the production of us Alm Cleapurra. Instead, the writer claimed 10 have
found an aptimism which stemmed from “the feeling thar a Glm of inpore
is taking shape.” On ser, the director, Joseph L. Mankiewice, deseribed the
impaortance and focal poine of his new Alm as resding not so much i s
Impressive sets of In ity imposing cast list as an its characterization of
Cleopatra. She is o be depacted as "a vivid and many-sided personahity,
whom Mankiewicz calls “a ternibly excting woman who nearly made a™”
and her political chmbing and intrigue 1s 10 be brought out in the "meat”™ of
the film—the scenes af nimacy between Cleopatra, Julius Cacsar, and
Mark Antony, which Mankiewicz was then shootong !

Some hity vears earlier, however, in November 1913, the newspaper
Ciornale d'Tralia carvied o significantly different account of the production
of o silent film abowt Cleopatra, in which her “many-sided persomaling”
scarcely hgured. According 1o the lahan director Enro Guazeon, he
chose to make Marcantono ¢ Cleopatra because

o theme could berter atiract and move an artist than that which, through
the figures of Mark Antony aml Clanpatea, had so much woight over the des
nimies of the ancient warld. It provided above all the apportunity e parade
before the eyes of the spectator the ot distimcnve places of ancicnt Rome

and ancient Egypr. which evervone has imprinted in their mmads a0 their
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school desks, but has never seen, noe would have any way of really seemng,
mot even of they spent the treasures of Croesus. Mext st offered the pewsabnlivy
of revomstructing Lindings and hartles which have remaimed aman the meoat
memarable of those times, and which will be seen reproduced on the cnema
scieen ol without wrembling cmotion. And, finally, the haves of Mark
Antony anid Cleopotra, besides being of themselves ane of the most s -
ate subjects of hastory, loni themselves magnificently to the reconstruction of
the life led at the sumptuous coury of the Prolensies, with scenes uf intimacy
full sl lascination bor thewr magnhcence

For Guazzoni, what manered was not so much the seductions instigated by
a polivically motivared and passionate queen, but the spectacle of Egypt—irs
magnihicence and its conguest by Rome. In that respect, Guazzoni chose m
promote an image for his flm which showed a greater debt o the ancient,
Roman sources on Cleopatra than thar proposed by the later Hollywood
pubhery,

In different periods, culrures, and media, representations of the Prole-
maic quecn Cleopatra VIT and her relations w Rome have ceaschessly
shifted in structure and meaning. Depictions of Cleopatra’s encounters with
Julws Cacsar and Mark Antony, her departure from the banle of Actium,
her suicide and the subsequent triumph of Octavian, have taken on many,
diverse forma by virtue of, for example. specific technologies for the repre-
sentation of the gueen and distinet cultural condinons for viewing gender,
race, empire, and female power. At the time of the bartle of Actum itself, in
31 e, Cleopatra had already become two competing sets of images
designed 10 validate esther her rule or her overthrow. To hee Egyptian sub-
jects, i honorifie mles, s riptions., coins, temple reliets, rehgious ceremao-
mial, public spectacle, and oracular writings, Cleopatra VII was a loving
daughter of her country and its previous kings, a protective and ferrile
mother-hgure, a godidess, a hberator, and 2 messiah. The Prelemaic ueen
came to symbolize resistance to the aggression of the West. She emlbudied a
vengelul Aaas who would conquer Rome and, with that victory, unity East
and West, She was to establish a glonous world kingdom and iniate a
golden age of peace. To Cleopatra’s Roman cncmics, however, wn the propa-
ganda disseminated by Octavian before the battle of Actium, n the ritual of
the subnequent tumph, in contemporary Roman poetry, and in later hasto-
riography, the Egyptian queen was a barbarie debwuchee, n whore, and a
drunkard, the mistress of cunuchs. She was the castern enemy of Rome and
the embosdiment of an efleminate Asia. She was repre sented as having
seduced one Roman into her castern ways only to be deservedly overcome
by ancther. In Roman narratives, Octavian became the defender of Rome
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agunst the assaults of Egypr. He was the congueror of Asig, and the
founder of a new kingdom of peace amd of Roman impenal rule ’

In the vicious propaganda campaign waged by Octavian before the banile
of Actium, Cleopatra was comstructed as an entcing but monstrous charac-
ter who had lured Antony away from his proper Roman dunes and thus
endangered the wellare of the whole Roman state. That representation of
the Egyptian queen and her Roman lover was then sustained and claborated
in the later histonies of Plutarch and Casssos Do, Plutarch’s Life of Antemy s
a casc study in the moral disintegranon of ws hern, whose love for Cleopatra
i descnibed as his hife’s “final and crowning evil.™ The il war between
Octavian and Antony was restructured as a parriotic campaign o protect
ltaly from enguliment by an castern queen who had already seduced, onen-
talized, and unmanned Mark Antony. Cleopatra became the embodiment of
the quintessential adversary. In the twin discourses of uncient racism and
sexism, she was marked as doubly Other—both Egyptian and Woman—
and, therefore, doubly deserving of defeat by an Octavian who represented
the restoration of the autharity of Rome, the West, and the Male Principle.
The narrative of Octavian’s victory over the tyranny of Cleopatra, of Romes
triumph over Egypt, became a founding myth of western culture.” 1 is thar
myth of western victory over a ferminized Fast which lies at the eore of
Enrieon Guazzoni's silent Alm Marcuntonio ¢ Clenpaira (1913).

Shakespeare and Eerly Cinema

From antguity, manifold represeniatims of Cleopatra and her seductsons
have pervaded western culture in, for example, painungs, poetry, plays,
operas, mographics, and historical novels, from tapestries to sautl boxes,
from theatrical tragedies 1o music-hall sketches, from fancy-dress balls 1o
cabaret acts.” But the title of Enrico Guazzom's film, and 118 association with
the Roman production house Cines, suggests at first that the primary source
materal for Marcamtomo e Cleapatra was Shakespeare’s canonical Roman
play Ansony and Clespasra. In the carly years of the hlm industry preceding
the First World War, in the face of considerable hintility 1 the new
medium. both Furopean and American hlmmakers transformed Shake-
speare’s plays into muving pictures as a means of demonsirating the sigmh-
cant contribution film could make to cullure. The plays of Shakespeare
were percerved as free source material of wide cultural aircolation, familiar
from numerous ediions, school versions, theatrical producnons, and even
ephemera such as advertiung, Both tholling amd cwliurally respectable,
Shakespeare was powerfully sitractive as source marenal for hlm produc-
uon. Adaptations of his plays could be marketed not only as entertaiming.
but also as uplifting and educational, Such hlm adaptations sclected the
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most familiar phrases, scenes, and images from individual plavs, con-
structed thesr mise-en-scéne to accord with the Shakespearcan |cnna.;;gr;.phy
established by play productions, and trumpeted their capacity to substirure
lor Shakespearean dulogue the representanon on sereen of ofi-stage
action—the transformation of verse into spectacle.’ Creorge Mihés nealy
capped this defence of cinema in his last “Shakespeare” Alm of 1907, Le
Réve de Shakespeare or La Mort de Jules César {commanly entitled in English,
Shakespeare Writing Julins Caesar).* There Shakespearc s himsell the pro-
tagomst, unable 1o complete his seript for Julius Caesar’s murder until he is
mspired by a dreamlike appantion of the conspiracy and assassination.
Positioned like an ecarly cinema spectator who watches the visual recon-
struction of Roman history, the Shakespeare of Méhés 1s conveniently
inspired to the production of high culture by the magic of moving images.

In November 1908, a momh before the launch of its controversial fedius
Cacsar, the Amencan Viagraph Company relcased Antony and Cleopatra,
The film was structured, packaged, and consumed as an adaptanion of
Shakespeare’s play. The director, Charles Kent, had for some thirty years
previously played Shakespearcan roles on the American stage. The action,
according to the research of the Blm historian Robert Hamilton Ball, con-
sisted of about a quarter of the play condensed on screen into thirteen
scenes, A favorable review (which Ball quotes from Moion Picture World of
7 Nuvember 1908) reads the Vitagraph flm unequivocally as an attempt 1o
transiorm Shakespeare into moving images:

If Shakespeare could wnly realize the fare of the works he left behind, the
madern use of thewn would cause s prophetic soul w weep. Just think of n?
Antony and Cleopatra given in it entirety, with the vocal parts and other
derls of the regular production cut out, in less than twenty minotes! What a
vast difference berween the older presentation and that represented by the
moddernized form of amusement. But with all the condensation, the magnifi-
cence was retained, and 1 heard several in the audence say the Blm had cre-
atedd i them an appetite for more of the same kind. The Viegraph company
can ke pride i the production.”

Like the Viagraph Company, which continued its cycle of Shakespearean
one-reclers with, for cxample, King Lear (1909) and Teoelfch Noght (1910),
the Romun production house Cines had regularly released Shakespearean
adaptations before the liunch of the feature-length flm Murcantonio
Cleaparsa (1913} As the most prestigious film company of the time in Ttaly,
Cines nivaled Pathé and Gaumont tor distribution of its filins in the Eure-
pean fdm market and for their exportation to the United States, It exploited
the internanional cultural value, therefore, of a whele string of Shakespear-
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can productions such as Komes and fulier (1908), Hlamler (19083, Othelio
(1909), Macherh (1909, A Wineers Tale (1008, Alls Well Thar Ende Well
(1912}, and A Camedy of Errors (19120, Consequently, by 1913, Cines had
established a whole program of Shakespearcan films to which Marcantamo ¢
Cleapatra tmght have been a predicted addition.

According to Ball, same of the publiciry for the American and the British
Llaunch of Marcantomo ¢ Cleopatra packaged the film as Shakespearcan,'' yet
when, for the Italian launch, Enrico Guazzom described the merits of hus
procucton i the Gaarnale d' Tl guoted aboved, the director demen-
strated a greater interest in battles than passion, and 1n ancient places rather
than tragic phot. According 1o Guazzont (in the Mtalan pross at any cated, the
fidelity that needed to be secured was to ancient architecture and an rather
than English literature:

Every pant of this reconstruction has been studied wiath the greatest seruple,
on sites, in museums, i libranies. This research completed, a legion of artss
and laborers from Cines patiently set 1o work reconstructing whole scetions
of cines, ILI.I“’I:‘S. maoninents, coain _’1“'1"‘-. I'I-III'\. I1."|.i‘l'||].|"'|.'l.I ;"'fl’d."-. Iul““u'fq
weapons and clothing, so that everythwg would be i kecpang with the most
absolure historical truth.'

Furthermone, the Alm texy itself proves to be less grounded in the Shake-
spearcan Cleopatea than in her reiguning within nincreenth-century, Ori-
entalist discourses of empare,

Published around the beginning of the seventeenth century, Shakespeare's
Antony and Cleopatra operates in a direct line of descent from Plutarch’s Life
of Antomy (via Sir Thomas North's English rendition of the earlier French
translation of Plutarch by Jacgues Amyot), The play opens wath a desceap-
von of Antony as “The mple pillar of the world transformed / lnto a strum-
pet’s fool.” Octavian’s Rome, which Antony deserts, is depicted as a soldicrly,
asexual, masculine world, Cleopatra’s Egypt, whose embrace Antony accepts,
15 depcred as a disorderly, passionate, and femimne world. Bue enitics have
vbserved how Shakespeare’s representanon of these contrasting domains s
less censonous than that of Plurirch. Although the overall drive of the play
may be towards a demonstration of the folly of jussion, nevertheless, o the
course of that demonstration, Octavia s colorless, Ocravian ruthless, Antony
great-hearted, and Cleoparra both capovanmg and magestie, Love s gibied
with moments of sublimary, as Cleopatra recalls:

Ftermity was an vur lips and eyes,
Bliss i onar broswes” baeribs mone o pafls s puat

B was o race of hieaven. |13
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Not omly does the nareative of the film Marcansonms ¢ Cleopatra bear lintle
correspondence 1o the tragie plot of Shakespeare’s play, but it also attempts
to chose down the kind of ambivalences that the deama manifests.
Guazzoni's Cleopaten is visualized ar the beginning of the film as 2 sinister
enchantress (lir from below by the flames of a cauldron, she secks out o love
peotion from an old witch arvund whom a snake slithers). At the close of the
hlm, like the nincteenth-century  killer-Cleopatras of Pietro  Cosa,
Victorien Sardou, or Rider Haggard, she has bevome a murderous sorceress
(returning to the witch 1o obtain poisons whach she proceeds 1o test out on
her slaves).™ The Roman Octavia, the touchstone of wifely virtue, s indig-
nantly rebutfed by the mistress Cleopatra n s direct confrontation on
Egyptian s0il."® The romantic plot is shifted away from the hgure of
Cleopatra onto onc of her innocent shave girls, who rescues Antony from a
consparacy of Egyptian courtiers only w be whipped and thrown o the
crocodidbes by a savagely jealous queen. Finally, the narrative closure of
Marcantonio ¢ Cleapatra exceeds the himis of Shakespeare’s play, While
Antony and Cleopatra concludes with Caesar (Octavian) pitying the dead
lovers and gwving orders for his army to artend their funeral in Alexandria,
the hlm conunues on 10 Rome where the Ttalian audiences of 1913 ¢ould
witness the Roman leader parading on horsebuck in teiumph, accompanied
by fasces and standard bearers, wophies of shickds and spears, and a proves-
sion ol the vanquished. The hinal shot is of Uetavian high up bencath a
statue of winged victory, standing and saluting the cheening crowds. On this

concluding smage is imposed the Latn words “AVE ROMA IMMOR-
TALIS™ (Hanl, Rome the Escrnal Ciry).®

The Italian Imperial Project

Guazzoni's Marcantonio ¢ Cleopatra evidently shifts away from the strategy
of Shakespearcan adaptation and attempts to contain Cleoparra within
narrative of Roman conguest. The film's historiographic mode 1s connected
t0 a wider set of discourses which had taken on a great inensity in Italy in
the penod leading up 10 the First Waorld War—namely discourses of
empire. From the time of unification, laly had been construeted as legin-
mate heir 1o ancient Rome. Romanitd was called upon both to supply the
new state with a nanonal identity and 1o athrm the importance of that state
in F.J.lru|:u:." In Scplrmlt*r 19, Dealy declared war on Turkey and wmvaded
the Ottoman provinees of Tripoliania and Cyrenaica (that is. modern
labya). A year Luer, when Turkey surrendered Libya, ltaly ar last could
boast punsession of a colony i mwth Afeca. Before, during. and after the
annexation of Libya, Rome and its ancient empire were appropriated by
Palian smpersalists as o validation of Traly’s territorial expansion inte Africa,
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Thus Giovanni Pascoli, when advancing toward Ain Zara in Libwva on 26
November 1911, was sail 10 have proclamed:

O Tripoh, () Beronike, O Leptis Magna . . . you see again. aftcr wo many cen
taries, Dotic eotumns and Roman legions! Look above you: even the eagles
arc therel™

The discourse of historical continuity between the Roman conquests in
Africa and the victory of the modern Talian state circulated widely, and the
Italian film mdustry, with its alrcady :ri;mg feconstructions = ol r:‘.mu;
histo ayed a significant role in further disserminating this conception o
a m::g:rﬁ I:,:iliian :lnp'i'l‘r arising out of the rediscovered traces of ancient
Rome,'” and the cinematic narration of Cleopatra’s defeat became a unique-
ly appropriate vehicle for both the leginmanon and the celebration of lualy
as once again mistress of the Mediterranean. -
Alrcady in antiquity, the narration of Antony’s supposed subjection to
Cleopatra had been telcologically structured 1o lead to the just trivmph of
Rome over Egypt. But the anematic representation of that tnumph nrﬂd
alser draw on the much more recent refiguring of Cleopatra and her king-
dom within a nineteenth-century “colonialist nmuginanr..""“ As the western
nations Jooked to occupy the fragmenting Ottoman empire, there was a sig-
nificant scries of adjustments 1 the Cleopatra narrative and an ulwnplnm1 0
it of fresh currency. In her survey of western traditions for representing lhc
Prolemaic queen, Lucy Hughes-Hallerr delineates the numCcrous Ways in
which Cleopatra was refigured in the nincteenth-century European imagi-
nation as an Orient invinng penetration’ A bronze medallion struck in
1826 to commemaorate the completed publication of Baron Ilcr!u_i'a nfluen.
tial Descrapeion de I'Egypte displays on the obverse the Napulmlulu: invasion of
Egypt which had taken place m 1789, The Napoleonic campaign nfm.tltult:d
a defining moment in the development of the discourse of € Jl_rmn:.tlxtwh‘-
western mechanism (as Edward Said charactenzes ) for dominating,
restructuring, and having authority over the Fast™ On the medallion,
France 1 seen to take possession of an Ouoman province in the guise ul' a
Roman general unveling a bare-breasted Egyprun queen. She bes reclimmg
passively on a erocodile, before a cluttered scene ol wm‘.l‘hfb. palm trecs, and
temple reliels, gazing up at the conquenng Roman—a u"“"l“l"'””l”“ :h.-npllnj'
before Talius Caesar, Mark Antony, or, miost suttably, i-}cr;ln.m.“Il!lm'l:ll'utuml
4.1] Appropriated for onentalisim, Cleopatra authorizes the arneulation ol
the Orient a3 Wesman, as separate from and subservient to the Oecndem,
Feminized., the Orient can take on, under a gendered western gaze, 4 feme-
nine allure and penetrabulity. The colonialis project 15 provided with an
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4.1 France unveils Egype, bronze medallion of 1826, [Courtesy of Peter A Clayeon |
[] . 1II

ancient and successful precedent, and geographical conquest of a land is nat-
uralized as sexual [reassession of & wonin’s body 5
Late ninereenth-century orientalism generated “a systematic accumula

rion of human beings and rerritories” pot just through their domination by
western armies and admimistranons, but also through their visual reprodue

tnon within western culture.” From paintings and drawings o magic-
lantern shows, dwramas, and panoramas, from p:‘l-.«lu‘;ra],-.ln on ity the
ncw medmm of cinema itself, there was an t:up]u'iiun of images ol the
Orient. The spectacle o Egvpr, particularly in France and Coreat Pritain,
lecame an extension of the colonialist project of mapping and photograph-
ing and classity g the counvey in order o claim ownership of it Thus, in
the 18405, Britan opencel up an overland trde route 1o Tndia which ¢rossed
Fevptian sol, Shontly atter. British audiences were treated to the spectacle
OF a panoramic tep up the nver Nil provided For them in the comlon of
the Egyptian Hall in London. Ale wandria, Cairo, and Sucz all ippearcd as
HEvINg wmages.- Thf I"‘:"&C{!’ ANIsIms o mncice -|"h—n :'|'[‘ur_\ Ulnvemtalism
wansformed Cleopatra inte a spectacle 1o be desired and possessed by
watching Europe. In Jean-Léon Gérdme's €l ofdrrg before Caesar [ 866), g
crouching attendant wnw raps a bare-breasted € feopatra from her cifpet tor
display before the discerning « yes ol both Cacsar and the painting’s viewer.
[illustration 4.2| In Lawrence Alma-Tadema's Antony and Cleoparra (1853),
it UeTn Appsars i the ?--|'-_';;r---.|:'|-_| !.Illj,_;i.l-l!'- Swining PrsSCaniie h} An
approaching Antony, In both patntigs, as on the carlier medallion, 1he

sisual accumulatmon of exarn clurter vrosuind ol bwsdy onf (e fii—the

rk-complexioned attendanrs, the | opard ks and alks, the ainimal-
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headed idols, the Pharsonic architecture and hicroglyphs—alo operates as
: n:t:::r: .:;hl';; ::::w nershap (through visual reproduction) of a mysterious
. Thr. new medium of filn emerged during the height of Europe's imper-
u:l project between the late ninetcenth-century and the beginning of the
I‘Ir-il Wmid War.™ The colonizing power of cinema, and the Cleopatra nar-
rative in particular, does not appear w have escaped the Cines production
hunc or the director Enrico Guazzoni. Cines was controlled by the Banco
dl. Roma, which held a number of investments in North Africa. During the
Libyan campaign of 1911-1912, the lalian production house released docu-
mentaries on Egypt along with footage of the Libyan war zone. The follow-
ing year, its historical film Marcuntonio ¢ Cleopatra opened with actual shots
of Pharaonic monuments borrowed from Cines documentaries such as
Pacsaggi egrziani and Regno der Faraoni. The camera pans around the
avenuc of ram-headed lions (or criosphinres) at Karnak, and roams over a
serics ul' temple ruins, statues, and a pyramid, before initiating the historical
narrative proper with the disembarkation of Antony’s Roman troops on
Egypuan shores.™ The film kiterally cannot escape a colonialist intertext,
The documentary footage helps to authenticate the ensuing historical
reconstruction but, positioned within a narrative of Roman conquest, the
lootage is itself authenticated as a display of Italian terrisorial pmm;jnn

The historical film, and the narrative image of it promulgated in the ltalian
press by Guazeoni, also discloses what has been called colonialist cinema’s
“visual infatuanon with Egypt’s matenial abundance™ The director
parades. and draws attention to the parade of, “the most distinctive places of
ancient Rome and ancient Egype.” The painstaking labor involved in recon-
structing “the sumptuous court of the Prolemies” is emphasized both in the
press and in the film's mise-en-scéne, which is cluttered with reproductions
of Egypuian architecture and artefacts. This reproduction of the Egvptian
past suppresses the colonial conditions of the Libyan present, and the narra-
non of Octavian’s victory in Egypt invites the Ttalian spectator of 1913 on a
visit to an Orient that has long since been won.

In Marcantone ¢ Cleapatra, the narrative of Cleopatra’s seduction of
Antony 15 embedded within a spectacle of politically resonant landscapes,
monuments, and troop movements. Parades of Roman troops appear on
numerous occasions ind for long sequences of the film. The skill and care
mthlwhich Enrico Guazzoni attended 1w the scenography of warlare—the
location shooting, aruficial lighting, camera movement, and crowd con-
trol—were hughly praised in reviews of the flm, both in Taly and sbroad.
Llé:d:’:t::i Pitare World of 0 January 1914, for cxample, James
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SBuperh scenes are the fall of Alcxandiia before Cctavros, [ m'-ulnplu! CNITY

altcrwands at Rosme: the Landing of the Roman troops in Egvpt by memmlight;
the long and silem march w Alexandria. . . What ternific scenes are shown
on the lofty thght of steps lemding up 10 the royal palace entrance, and on the
Nibe within the city! The carnage has all the show of blood and death. The
Cines supernumeraries—and there are 3500 of them in the scene showing the
fall of Alexandria—are really 2 marvellous furce. Seldom, if ever, do they fail
1o dbos the right thang, in the night way, at the right nme: and this, n must be
remcmbered, is largely due 10 able direcnan. . Thuse beaunful moondight
effects, taken in the eye of the sun, in the aficrnoon of a cloudy day. with s
veiled lens, are so convincing and anistic that ane must ory “hrave!™, | rcfer
m the scenes showing the landing of the Roman troops in Fgypt and 1o the
showing of the beginning of their march m Alesandria. One of these scenes i
finely tinted, and gives the cifect of an exquisite and ggantic land and sea
view in water cobors. !

The central segments of Marcantomo ¢ Cleapatra, however, offer its audh-
cnces o lesson in how w read such beautifully crafted troop movements
morally,

The moral disintegration of Antony, and his oriental entrapment, i
marked externally by Amleto Novelli’s costume changes in the course of the
film, from commanding Roman soldier i military umiorm, to romantic
Roman civilian in a toga. to subscrvient “Egvptian” in Pharaonic headdress
and robe. Cross-cutting neatly justaposes Antony's lile of lasure and sub-
servience at the savage, feminine Prolemaic court with Octavian’s hife of
authority at the just, mascuhine Senate House a1 Rome and Oetavian’s hife of
actvity commanding the Roman troops on their way to war and victory.
The message that Roman civilizanion is about w rumph over Egyphian
harbarity is clearly signaled by the anachronune presence on screen of a
quotation from Virgil's Aeneid, secn engraved around the Senare wall high
above the heads of the scnators as they vote for war in Afnica. In Vurgal's
famous definivon of Rome’s imperial mission, Acneas is tulid

bt yours will be the rulership of nations,
remember, Roman, these wall be your ans

1o teach the ways of prace o those you conguer,
i spare defeated peoples, ame the proud
[Aemesd 68515 "

The Roman conception of s avalizimg mission was usedd as 4 constant cover
in all the history of Italian expansionism, cven at the ofhaal level of lraly's
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ulrinpmm ' Turkcy in Scptember 1911, when Jaly was presented as
providing Tripolitansa and Cyrenaica with the ciended which Turkey had
denied them. " Significantly, in the Senate House sequence of qu;.ln:m:::
E'ﬁ'ufwnr. only part of the last line of the Virgilian mission appears visible in
!I'u- flm frame (E SUBIECTIS ET DEBELLA). The injuaction "o "
B IS, =

Phe closure of Marcantonso ¢ Cleopatra. in order 10 keep the moral high
ground ﬁ_:f ancient Rome (and thus, by extenson, for modern Traly) uuris
o hminish any pathos or majesty which might accrue 10 the z..n:c:'-ulr of
Llf-rnpa:rra and the defeat of Egypt. In the final momenis of Shakespeare's
play. Charmian famously comments that her mistress” suicide was “Well
done, and hitting for a princess,” and Caesar, when he catches sight of her
beody, says of Cleopatra

Hravess at the Lia,

She bevelled at our purposes and, being roval,
Touk her own way. |V.2]

As ol . in defiance of the Shakespearcan tradition, the interntle in Muare-
antomo ¢ Cleopatra which tollows on Octavian’s discovery of Cleopatra’s
hn.!ly declares “rruly an inglonous ending for the last of the Prolemics, the
setting of Egypt's sear salutes the dawn of Roman rule,”™ The final shet of
Marcanzomo ¢ Cleoparra, i which Octavian’s triumphant parade through
Rowne dissolves into a salutation to the “immaortal” city, provides a Fur1!£r
key to the political resonance of this film for the Ttaly of the 1910s, It also
suggests why ltalian audsences in 1911 might have viewed the Ircm;; fwrve-
wwenits of the hlm with a “1rembling emotion™ that was not generated purely
by the aesthetic perfection of the military reconstructions. 1f Rome is cter-
null.l then (in the historical film's terms) whar endures for ever is a glonous
rmhml_'!_r l::-ﬂ'-:r'r over the Onent. “The cinematic language of justification for
Uctay lan’s concuest of Egypt. the necessity of saving Rome from oriental
emasculation and depravity, can easily translate into a justification for and
celebration of the mare recent conguest of Libya, lalv's current i perial
progect here, as elsewhere, 1s sustained by an :lplpu.-al 1 Roman ongins aml

hmnnful continuty: madern lualy is doing nothing Jess than CATTYINg O
Rome's covilizing mission, )

The Oriental Seductions of Cinemao

Marcantorn ¢ Cleoparma was a huge commercial success. both in Traly and
abroad. From the end of 1913 and during the course of 1914, it was distrils
uted shroughout Europe, the United States, Latin Amenica, Russia. Asia

Cloopaivo: Spactocles of Saduction ond Conquest =

Africa. and Australia, often accompanicd by grand premicres, buge quant:-
ties of publicity, and enthusiastic accolades.” While reviewers at the ime of
the film’s release dwele largely on the fine cinematography and careful hs-
rorical reconstructions of Marcantosso ¢ Cleoparra. a year or so later the film
critic Vachel Lindsay drew attention 1o the impersalist ambition that under-
hes Guazzoni's display of ancient sites, oriental magmficence, and hattles on

Alrscan sil, According to Lindsay, Guazzoni's historical film “is exqquivalent

v waving the Italian above the Egyprian flag, quitc slowly for two hours.”™

It would be o mistake, however, 10 read Marcanronio e Cleopatra as unequive
wcally and unifocally imperialist in design, Jalian reviewers and Enrico
Guazzoni himsell, when commenting on the Alm w the ltalian press,
focused explicitly on the film's artisic merits rather than its polincal ambi-

tions, The film was largely discussed as an artempt to improve upon the

cinematographic virtuosity of Guazzoni's carlicr success in historical recon-

strucnion, (ue Vadis? (1913),

Before the emergence of cinema, s ancestral forms (panoramas, diora-

mas, magic-lantern shows, and photography) were frequentdy utilized for
the visual reproduction of Egypt within western culture. The material
culture of Egype. meanwhile, guined the status of a silent and mysterious
spectacle as ancient tombs were excavated, mterpreted, and exhibited
throughout the mineteenth century and into the rwentieth. From the advem
of cinema. its form and content were linked with the discursive consructs of
Egypeology. The blackened enclosure of the slent cincma auditorium was
assimiluted 1o the dark depth of the Egyptian necropolis, and that assimila-
tion was reinforced through the use of a pseudo-Egyptian architectural style
in the construction of some of the new moving-picture palaces. Like 3 west

crn traveler to the monuments of ancient Egypt, the cinema spectator
entered a silent world which spoke through pictorial images akin w hiero-
glyphs, and saw a kind of immortality preserved on screen akin o the secrets
of mummification. The constructs of Egyprology explained, legitimated, and
concepualized the new medium, Jending cinema mystery, grandeur, history,
and an artistic aura.” Reconstructions of ancient Egypr on screen, therefore,
could acquire a self-reflexive status as celebranons of cinema'’s (uasi-archaen-
logical powers. With regard w Marcantomo ¢ Cleopatra, the <kilful recon-
structions of ancient Fgypt, and discussion of them i the press, rew
srtention 1o and celebrated the operanons of lalian cinema, and arguably
positioned the Rlm's specrators not just as conguering Romans bur alsos ss
Romans surrendering to the oriental splendors of filin spectacle nsell.

The film’s representation of Cleopatra, moreover, does not consistently

promote a narrative drive towards the just tnumph of Octavian. At one
point, for cxample, Cleopatra visualizes the coming Roman wictory and
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reels back in hoareor as she warches togacd erowids jeEring a processon
which includes hersell and her bouwnd | gyptian sulyects. 1 as this vision of
lhl-lll-l hIIFﬂlililllvll thuae Luln['—:'r'. ||(| Bon &AL 1.‘|- 1 hll‘-. .II-J-\!-'|"'"‘"-':| u.|||". I:'u_'
hnal scenc af Uctavian's victory parade at Rome, film spectators are oftered,
{or ar least a briel momenn, ( leopatra’s tragu poant of view. Bevond the film
te X, |t11-' ['--iil--ll Wiress whio 1'!] ived ll‘;{ J Lyplan quocn f..|:||'|; J,;rniuh
Crongales) sometimes rromot Jd Marcanrmone ¢ € frvpasra through ptr-....nn[
FTUE ArARCCS a4l sCrecnings o 1n magannt inlervicws, sinoe erollc Llllpi..]:. nf
the lemale body was not an insignificant attraction of the flm.™ [illustration
4.” Her use as . ] ph-lu--h*-rl.u] Wi |-|r|,'|1.r l‘.url}ltr sl Fuctukfe i l_h; cinemanc
{leopatra into 4 pleasurably seductive but sadly tragw hgure with whom
'.I'l( ACLrcas -.--uqu IF'II n .|,_||:1 :||:|.-..|‘| *.\'hlrr:uh'l. R- ith f]‘n ]-'ﬂlﬂ n:-.:.nﬂ_[‘u:TuJ
:"l‘.l. {II.I.I.I'.'I'II'II_ .|In',.| rl e .l -lp.'lrr.l = h 11|'.1'11 :ru.‘p ||:.-.u_'rr|;|ru.l=d En.' T"I'l"ll.ﬁllll
Gonzales, exceed the requirements of re presentanional coniguest

In the parucular case of Cleopaira. Roman hisiory provided the hlm
ndustry with 2 narrative of great culural prestige, with a seemingly
momentous justificanon for anemate eroncism and the '-}‘EELIL'F-- of the
female hasdy, and with a "'-i-.ur..l'-h-. that could e appraoprate i to x?;\tr\r and
enhance the p'l|‘r|u: personae of some of cinema’s carlicst female stars. In
I'”"i. n the same YVCar TI'II' {nanna !t e 1'-|I !li'n(.llf\ i ~.|:l-rr~n.r -J a2 pEEsng
sV {"Ilhj with Ihf higure of ¢ |.1-|||.a'r.|. the Fox ﬁhn '.".l.di“ |n.|1r_1u-d a lar
more claborate and sustained association wath the jueen anid her L11|.-,:1||_||-|"|

FII-.' Fhi_ AL

imirduce Amenican audwenees to o cinemanc character which hiad been suc-

Theodosia Gowslman, Her public image was designed o

‘.'I.‘v'~|'-l-|]} Liunched a few vears earlier by the Dansh Gl industry, ||..r||cl1_.'
the dangerous yet .I”lllj:lr: "..llh}" the muondern woman of the 1910k whio
ruthlessly seduces men, draning them, i the prisess, of their wall and their
bload.”™ The AR persond crecated for the actress (now renamed Theda
Bara) was heavily invested i orientalist structures of me ining

Mincteenth cenitury Orientalism was a discourse of desire as well as
empire. It wroped the relanonship between West and East as one of sexual
I.'Irlll1:ll:i.l-mlit.. aml reprosente il the western saliier, r'\.i'—lhrl'.', L |||;|§.;_:|' as pein-
t."ll.lt:l.'lg | l1'[.-‘l s |lu|.'r" ' ||}:i|l.a|. |.4I|-.|-| JLS i e '.|1I|||#. r|.|,‘r|.-{:|||.;| '\.'_|I!|_||':__ [ lu;
Oricnt. thercfore, SLg e i sexual [rrommnise or threar ® o Plh'nng @ rr'.|_u,]:|,r-
made genderod narrative ol onental tempration, seduction, and eonqgucs,
the Cleopatras of the mincteenth-century were oficn Rgured as capable of
alfording transcendent, terridying sexual pleasures to ther lovers. In an ace
ol dentificaton rI’.IH!' I:||||| !'-l\'u'i'l-l-ﬂﬂ-_ muany -.'l.-|||!.| e feimmacs :'_|'L.i.-1

chise 1o enhance thewr own astractions by adupring scane of thise which had

crucd ro Cleopatra, [his Sarah Berndurdn, who performed the role of

Clevasitia 10 procluctons of Viconen Sardou’s play, clasmed that the snak

shie usedd on stage in the desth wene were live and kept in her hous
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Cleopatra: Speciacles of Seduction ond Conques (1]

From 1914, Theda Bara began to i‘].l‘_-' film roles as a woman who wses a
man sexually and then abandons him for her next vienm. At the same time,
the Fox studio wrapped Bara up in Orientalist publicity. Her name was
hailed as an anagram of Arab death. Although the actress was the daughier
of a Jewish tatlor from Cincinnat, publicicy releases from Fox claimed that
she was born in Egype and, as an infant, sucked the venom of serpents.
“I]ﬁllt lhr actress ||.'-E'I:i \f‘l]l]'l i'“'r i):lrt‘nrh. l]'lt' Fi'lﬁ |1||]J|'i|. .lh1'1 g%'rlt'r.]!t':‘l H S
wage for Bara as a heantbreaker, a “tworpedo of domesneny,” whose dark
and voluptuous beauy would bning “suffering and rwon o thousands of
sturdy laborers and their families.” She was photographed surrounded by
skulls and snakes to advertise the film A Fool There Was (1414), and 10 a
Phataplay arncle of September 1915 she was described as a “daughrer of the
sphinx.” The culmination and apparent legitimation of this procedure,
whercby a Hollywood studio articulated the vamp's aggressive eroticism in
Orientalist terms, came with the release of Cleaparra in 1917, Dhirected by ]
CGordon Edwards, the historical film was a vehicle for the display of Theda
Bara’s sensual exoncisme [illustranon 4.4] The Fox publicity bureaw (ostens)-
bly reproducing the words of a fand now dennfied Cleopatra as “the muost
Famous vamp in history”™ and Theda Bara as her “reincarnation.” On adver-
tising posters, Hara's face was superimposed over that of a sphinx.

Cirientalism gave the “l-ﬂ}'u.'um] film industry an array of defensive
rl'lll:h;l,l'll‘i_'.",'_'l 'n":.l‘]"l W]'Ili_l'l i d'iﬁu..l.g{' COIMCE TS ;Il“}ul |h( ||:I"HII: rm Wiaomain rl'r
the 1410s: she 15 an age-old riddle, the “cternal feminine,” as indecipherable
as the sphine® The Cleopatra narravve, i particular, provided both an
exonic serting within which 1o locate a tanmalizing specracle of transpressive
Fernale l;:'xu.'li:ilh_.. angd an 'il!i.“-{.ll:l:l]]]l:' closure whach :IJ1I:"'L':II‘I.'1|. h;li:.'ljf [y Cowiy-
|I|'in r]'li” ‘r{'tll.lli‘_\' "-FH]I 1]]]'1- \.]H.H ilf‘{'”llfh.i‘-iﬁ rrl||1| il'l'l]'lf"F!.iIi.‘ul'l'l ||H|\'..I[I]‘|
pender and sexuality, the Hollywood representacion of Cleopatra became an
account of a woman as much as a war, and s visual pleasures became the
spectacle of vrotie seductions as much as military maneuvers. Centering its
narratve around the Egyptian queen, the Fox studw irebled the number of
her seductions. Audiences of Cleaparra (19170 could warness not only the
queen’s sumptuous strafegies for enticing Antony on board her barge al
Cvdnus, but also the unveiling of her physical charms betore Julius Caesar
in the palace av Alexandna, as well as her captivation of the Egypoan
Fharon {a character inherited trom an carher Cleopatra released i 1913 by
the Helen Gardner Ficrure Playersh A review i Mowon Prrere News at 3
November 1917 imagines the thought-processes of o man on leaving the
cinena where he has élnt seen Theda Bara’s ( 'Jrnp.ur.t In acken:

Has mundd will drife back o the fiest halt of the mcture when Miss Bara wore

H | l-!l:ll rent cosiugme i“ EVETY I'I':""'\-illlr. I.’ilfl'l" il I'\'H.'I'.‘- ol Cosiume r.I'.'le.'r: ol
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better snll different varierties of beads. His temperature will uscend with a
jump when he recalls the casy way i which the siren captivated Caesar sl
Pharon and Antony. Il he knows the prcture business he may winder abow
Pennsylvania and Chicage and other places with censor baards that have o
apprecianion for the female form in a state that w aearly approaches nude

ness that only a few strings of beads stand in the way. He might suddenly
realize that his maother back in Hobokus would shue her TYCS ONCE o IWIE

for fear the heads might break or ship, but then— mother never dad under-
stand Egyprian history after all,

The Hollywood Cleopatras of subsequent eras did not continse to be
shaped along the comours of an exotic and destructive vamp. With, for
example, the further development of the Hollywood sar system and the
classical Hollywood style of film production, with the advent of the new
wechnology of sound, with the rise of consumerism, and the inereasad entry
of women into the public domain, the Hollywood Cleopatra came 1o be
structured along the lines of a figure whe lived inside rather than ourside
the borders of the United States. She was now glamorous rather than out-
landish, to be watched, desired, consumed, and even idemtified with, rather
than overwhelmingly defeated. And the excess and seductiveness of her
spectacle-making now operated more readily as a self-reflexive mieraphor
for the excess and seductiveness of Amenica’s Orient within, that s, Holly-
wonnd itself,

The Mystaries of the New Womaen

From the late 19105 and throughout the 19205, Orientalism suffused the
contemporary sexual comedics dirccted by Cecil B. DeMille. Don's Change
Your Husband (1917 dealt with a bored wile who tempaorarily abandons the
dissatisfactions of her marriage for the lusurious world of o gigola. The art-
work employed to promote the film included the image of 4 sphinx and a
pyramid, and the title “The Eternal Feminine,” in order to advertise 3 con.
cern with the question of what the *New Woman™ wanted, The perceived
problem of female self-graufication was associated with the mystery and the
antiguiry of Egypr.®

“New Woman™ was a term that circulated in America from the 159%0s. [ts
coinage signaled o recognition of and debate about an evident shift Away
from the Victoran conception of 3 woman's sphere of operation as wed to
the home and the family. From the 1890s on into the 19380, there occurred 2
growth of labor mebility in the United States, a significamt incecase in the
propormon of womnen in paid labor, and a dramatse rise in wealth and in the
purchase of consumer guads such as cars, leisure activines, cosnetics, and

Claspatre: Spectacles of Seduction and Conquedt wa

me ted on
b furmishangs. DeMulle’s sexual comedies of the silent era projec *"h
n family and sexual Tife that accompanied these

:L"::":;::ﬂ::'i':i‘ ;h;:I:HI::I:L rease in pre- and extra-marital sex, and ml-r.mr
of divorce. By the 19205, when American waomen had achieved general su ;
frage and were campaigning for Irgniiu-lrhinh nnlfnml a_n-ﬂl 1--I¢ n: rmq::
rights amendiment to the constitution, DeMille was proneenng a fres ~
tal cthics for Hollywood cinema. DeMille’s New Woman. on galmngl::lﬂ
w the new middie-class life style of conspicuous consumption and Fu;r
hedonism, is, by the close of cach film, safely restored 1o marrige a3 1:- -
jon plate and passionate sexual playmate.* hrlu several of l'h:ﬂ: films, 1';mnn-
cal Mashhacks, such as a Babylonian fanuasy in Male iﬁd:.f'mlt {9 !nl'w:
Roman orgy in Mansdeugheer (1922), prm-de both wuh-fuﬂilln‘-:m“:ﬂr
warning. Scenes set in the ancient world give an l_lillmﬂl.ll'l.“; |.:, a
ostentatious display than the contemporary ones into which t f;; :m
inscrted. Historical Alashbacks abso provide a suitably salutary lesson e
present, since the films imply that it is the sexual and mnrn:rul cxcess "
ited in these sequences which once led 1o the dnwnf:]l‘uf cml:lutn?rm l
When DeMille's Cleopatra was released in 1934, mrnnl::m ugumt}-
commented on the modernity and humor of its dialogue, as if the mt:,u:
had pﬂulu:cdydlmd\:ru:mlmwml:mh:n w“n;‘;:":n :t
rime set entirely in antiquiry. A review in the New York Times of 17 Augu
1934 olwerved that

When a gathering of Roman women are talking sbout Cacsar, it » qlnn:lin
the modern fashwon, with one of the fair ones remarking that "the wille
alwaws is the last 10 hear™ of her hushand's love affars.

In the censorious judgment of Variery for 1! August 1934, the umhit::n::
social gathering was played, ill-advisedly, “like a modern bridge nig ht." 8
Claudette Colbert, in the role of Cleopatra, conducred I'Iu:n-rlf ke “a m::
between a lady of the evening and a rough u'Jl.Ihr:ﬂI: in a country mr."d
drama.” It was not only the colloguial dalogue ﬂl" t‘.kn;nfnu ':_IIT: :pp-::: "
to elide any significant distinction between the social hahﬂ: of the pas : ‘
thase of the Amercan proseat. The film was a product ol I:nnul-umi::l. i
dio whose house style derived from its success in produang and I:I“r;;}u“'nl
DieMille's contemporary romantic coméxlies thrfmg'lmut th_c 1920 rlrnt
ithe 193k, Paramount became celebrated for its production ui‘l an ::’ .l-‘.
of clegant comedics, charactenzed by winy scripts and an opulent mise
oo
oy _

- l?;u::-lnr and dialogue, studio and castng all helped mark t.knp.:n-:
(1934) as a comedy of modern manners in fancy dress, The casting policy
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for the film, espeerally regarding the opening hall where Warren William is
seen playing Julius Caesar, connects the scenes in ancient Rome with con-

temporary life in New York, For the star images of both William and Col-

bert, by which audiences would have been attracted into the cinema to sce

Cleopatra, included their previous appearances on screen as members of
urban America’s smart set. William was already tamous for raking on roles
as a refincd New Yorker, and Clavdette Colbert had just played a sophis-
ticated modern wife in the Academy Award-wioning fr Happened (ine
Nighe (1934)%

Some of the promotional material which followed the release of Clen-
patra even drew explicit aenton o DeMille’s cinematic modernization of
the ancient Romans and Egyprians, and arternpted to solicit feom its young
addressces a sunably prestigious justification for that process, Paramount set
up a contest for college students and high-school seniors offering prizes, or
“Cleopatra scholarships,” of five hundred dollars cach for the three Cssays
which best responded 1o 4 range of questions the studio posed concerning
the film director’s treatment of history. Question 44 of the Mudy Guide and
Munual (which Paramount published to launch the conrest) asked:

K. H. Case calls Shakespeare’s “Antony and Cleopatra™ “an exvraotdimunly
vivid presentment in Elizabethan terms of cvents and charscters of the
ancient world.” Would ic be faie 1o describe DeMille’s "Cleopatra® s =an

extrantdinarily vivid presentment in American terms of events and characters
of the ancent world?™ Justify your answer *

Although DeMille’s Cleoparma was closcly bound, both in its production
and packaging, to the representation of contemporary Amencan social
mores, the Egyptian seting and the Cleopatra narrative were not arbatrary
points of historical reference. Reviewers placed rhe film's visual style—its
exhibition of spectacular historical reconstructions and opulent production
values—in the tradition of DeMille's biblical epics The Ten Commandments
(1923), Kimg of Kings (1927), and Sign of the Cross (1932). Those biblical cpics
had been made in a climate of ever-increasing concern about the moral con-
tent and eftects of Hollywood films, According 1o the Republican reformer
Will Hays, at the time of his appointment by the majors in 1922 as an inter-
nal regularor of the Alm industry, films had 10 be made “giving the public
all the sex u wants with compensating values for all those church and
women groups.” DeMille is regarded as having found a shrewd film for-
mula o meet Hays™ requirements during the 19205, namely romantic tnan-
gles, spiced with hiberal displays of sex and consumption, and diluted b the
tnumph of marriage at the filin's close.™ The carly vears of the Depression,

Cleopatra: Spachucles of Seduction and Conguest -

however, witnessed a proliferanon of films visuahzing (and ralkrng .-:h:ptl
divorce, aduliery, prostitution, crnime, and violence, despie the installanion
in 1930 of a formal Production Code which stipulated that the Hn‘"}‘*mnﬂ
audios should promate the institutions of marriage and the home™ When
DeMille released Sigm of the Cross in 1932, he might have anucipated that he
coubd display sex, nudity, arson, homosexuality. lobuansm, mass m?rdrr,
anel orgies relatively uncontentiously, for they were all clathed in religaous
history and all marked as pagan depravines, nobly scorned or endure] by
the heroine and (ultimaiclyl the hero, who arc scen in the chosing moments
of the flm virtuously conjoined as they ascend wmro the blazing light of
Chnstian salvation. Hut, however pious the Alm’s conclusion, and despite us
enormous box-othce success, the spectacular sex and sadism of Sign uf the
Cross exacerbated the already ntensifying debate over the morality of
maotion pactares.” Cleopatrs was released in July 1934, just three mnrmhs-.
after the Catholic Church had launched its pressure group the Legion of
Decency, which pledged millions of Cathelics 10 boyeon ﬁlm: yudged
immoral. In the sume month as the release of Cleopatra, the film 1FHJI.E'-‘I“'
felt compelled to appoint a lay Catholic as head of a new Producnion Code
Administration, with considerably greater powens 1o police the content .nl'
Hullywood films and 10 enforce adherence to the Code™ In the face of a
more restrictive Production Code, the histonary of Cleoparre provided
DieMille with a less objectionable Formula than that of Sgn of the Cross with
which o artracy spectators,

In Sign of the Croes, Claudette Colbert had played Poppaca, the sultry and
sadistic wifc of the emperor Nero, who attempts 10 seduce the Prefec of
Rome and kill off the Christian girl for whom the Prefect rejpects her. By the
following year, the persona of another Paramount star might h.urc:;;'rpc;:rrd
better 10 embody the sexual revolution of the last decade. In her film roles,
Mar Wes p];.y._-;l a rancously independent woman, who imtiated mdutl:mni
and outsmarted men. But by 1934 West's carlier films were taken out of crr-
culation, and her new ones, such as fr Am’t No Sin, were nigorously vetted,
turming her character into a moderately bad girl on her way to redemp-
tion.™ In such a charged climate, the Cleopatra narranive offered DeMille
and the Paramount studio an sppartanity 1o display yet IIHHII'I'I Ih%‘ ﬁl:?{l.l'ﬂl!!f
transgressive behavior of a woman now dressed in the dagnity of rlugm‘h-
cemt historical necessity and allusirous hterary precedent. and safely dis
tanced m the past and the orental elsewhere™ The mll.fctnm.t ol
Colbert/Cleoputra were now displayed in a milder and more indirect form
than those of Colbert/Poppaca, and they recewved thewr proper punishment
at the Alm's close. Encasedd in g secular narrative. they were also less hkely 1o
.,|gﬂr.'u:||:r Ihr l-m.rrlul 'Iul-lwm;:, lorces ﬂ' Dl‘j‘.‘,:ln.‘llﬂl .f"ul'il'lll.-ll‘l rrllgnm
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Cleopatea was thus o highly appropriate vehicle for the exploranon, withou
considerable censure, of contemporary concerns about gender,

sexunliny,
and ethnicity in 19308 America,

The constituents of the Cleopatra narrative were also haghly resonan
and expressive poants of historical reference for the 1930, Berween the two
World Wars, with the increasing entry of women into the public demam
and an associated intensification of debates abour woimen's roles, there was a
signihicant ancrease in the number of western reassessments of the queen's
reign. For, in Cleopatra’s representations, an active female sexuality and
political power were problemanically combined ™ An academic redefinition
of Cleopatra had already begun in 1864, with the publication of 4 ography
defending the queen by the German hastorian Adolf Stahe. His work was
followel by a scries of historics and novels which ridiculed the Roman st -
trat of a wicked seductress, such as Arthur Weigall's The Life and Temes of
Cleopatra (1114). Following Stahs, The Life and Times drew atention to
Cleopatra’s political vision of & pan-Hellenic empire subsuming East amnd
West.™ During the course of the 19305, amaong an array of plays, novels, and
biographics about the queen,™ a corresponding reaction 1o these revisions
wurfaced with, for example, Oscar von Wertheimer's Cleoparma—A Royal
Voluptwary (published in an Eoglish translation three years before the re-
lease of DeMille’s film). Included in the preface 1o Wertheimer's ingraphy
was the remark that “we judge men by their achicvements and women by
the love they have inspared.™

Paramount’s Sewdy Grade for the college age audiences of DeMille's
Clevpatra clearly engages with this histerical debate and comes down ex-
pressly i favor of Wertheimer's eruel voluptuary. In the studio’s promo-
tonal liteeature, despite references o Shakespeare, Dryden, and Shaw as
source marerial, Wertheimer's becomes the master text against which to test
the veracity of DeMille’s film adaptation. Contestants for the “Cleopatra
scholarship”™ are enconraged to read Wertheimer before responding 1o the
%t questions, passages from The Royal Voluptuary are quoted tincluding

criticism of Weigall), and several seenes or characterizanons in the film are
justified as carrying our Wertheimer's conception of events. Following the
historical model offered by Wertheimer enables Paramount's Study Guide 1o
descnibe Cleopatra's political policies as an example of the “unbridled ambi-
ton ol women 1o attan power,” and thus to articulate contemporary anxi-
cties about publie roles for women,”

The onentalist structures of meaning which refigured the representation
of Cleapatra from the tme of the Napolennic campaigns in Egypr, and per-
sisteel inte her cinemanic depictions in the silent era of the carly twentieth-
century, also balver the expression of contemporary social concerns in
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DeMille’s Cleaparna, The film’s hrst image is of twa stoncs drawn :"ud:.h::
curtns to reveal the acton behind them, ars last 1|rlm|.tr ”h.“- of t nl;- : 'T““
drawn together to conceal the preceding spectacle, l-lrui.ulr.l . ”“”.1 ’
framed both a spectacle and as penctration ol the oriental |113-mn|n -iI
Woman, for the stones first open 1o reveal Cleopatra n a dru-lr'l .J,rui
wape ved to a monument covered in 114'.::fug'lypl1- and close on an I:m;:r "|
the queen silent, remote and majesue 0 death, enthroned o the roye

ce at Alexandria® o

Inbl;‘;'::f ‘(I;“"'.'“"" however, orientalism had nl.lr;u.lj‘ suffused Dt“]::‘h‘
cinematic practice, as a means to mack QUL NOE jUsSt 2 NeW and wrou tngr
femimine wenuty, hut also a new and trouhling ethaie .II‘I{'I‘IHI',', In sectors o
the American urban communitics ol the carly tw:rlmrth{mtun. concern
about the arnival of new immigrants from outside Europe was assimalated
1o concern about the increased public authorty of women, since I:mh were
construed equally as threats 16 the existing social formation. Both mmlfrn
women and ncw immigrants were often figured nncqun-ca]l; in orientalist
verms. As the collective urban Other, they were st in an exotic mise-cn-
wine and characterized as having a taste for sybaritic luxury or depraved
sex.” In the first part of DeMille's Cleopatra, the Egyptian quecn -s.-:ducﬂ
Julius Caesar in Alexandnia and then comes 10 Rome, where Cacsar is ia:c
ming o divorce bis wife Calpurma, st himsclt wp as king, .md"d .
Cleopatra his queen. Interlinked with wider lenmrj.n of gender and et |
nicity, DeMilles representation of the onental gueen's arrlma! i ih:dm an
her impact on the Romans had a special hold on urban American a wn::;
of the 1930s, for the United States 1s a suciety where ethme q:ump-n.lt:m i
immigration cxst at the core of ws historical and cultural formanon,

In the Roman sequences of DeMille’s Cleoparra, at the ljll‘l-n'l.'l party
(which Viriety scathingly compares to "a modern bridge night™), the gosup
concerns Julius Caesar's rumored divorce and his designs o convert the
republic into a monarchy, Dunng Cleopatra’s ensuing tesuwmphal pnx:ulmn
through the streets of Rome, when the more familar images of Julus
Caesar's Roman soldiers and chariots, trumpets and magistenial fasces are
swiftly supplanted by the bizarre music, black attendants, .tmmn:.ucom-gm-
phy, and canopied sedan of the enthroned queen, anema awdences 4;
offeresd the opportunity 1o wennfy with the Rurman crowds on screen W
have cheered their Roman leader but observe the arnval of his I*.gypfm:
mustress in bemused silence. In subsequent scenes, at the Romun baths am
in the house of Julius Caesar, first the conspirators and then Mark Antony
express volubly their anxictiies about the malign influences now exerting
themselves on Caesar and the oy at large, Rome, lrhrg-‘ profest, canmot
become an oriental city ruled by a frivolous queen, Julin Caesar, they com-
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plain, has been domesticated and made ridiculous by 1 woman. In these film
sequences, Rome iy characterized as a republican, masculine world, where
women are domesticated wives and only men have poliscal authority. That
waorld is perceived 1o be under threat from the yrannical, feminine world of
Egypr, where women are rulers of both the state and their menfolk.™ The
first hall of DeMille’s Cleoparra thus acts out an extreme version of a curremt
lear that the social fabric of modern America is endangered.

The long-standing and widely disseminated practice of utilizing the vir-
tues of the Roman republic to underscore the herosm of Amenica’s Found-
ing Fathers™ enhances the spectator’s competence to read the Rlm's appalled
Remans as historical analogies for the old Anglo-aristocracy of America’s
citics nuw threatened by the armival of an urhan Other™ Set in antiquity, the
urban (ther is refigured as foreign, decadent, and dangerous, and any at
tempt o master the city as doomed w falure, since spectators already know
that Cleopatea’s stratagems will not succeed—Jubius Caesar will be assassi-
nated and the queen will be forced ignominously to leave the city, Historical
analogy thus fosters an hyperbolic articulanon of gender and ethnic confhets
in terms of the rescue of 2 <oty and a civilization from cor rupton.

The sccond half of DeMilles Cleaparns increases and then appears to
remove the lcars articulated 10 the first half concerning the challenge puosed
w tradinonal gender roles by the advent of the New Woman. The Mare
Antony who, i the carlier Roman sequences, had bitterly protested that
both Caesar and the Roman eagle had been tamed by a woman, and whe
had concluded the first half of the film with a declaranon that he would
take vengeance for Rome on the Egvptian, is himsell vanquished by her.
Through the use of DeMille’s visual system of objective correlanves.”
Antony s represented as engulfed and unmanned by a woman's body in the
wquence where the Roman visius Cleoparra’s barge at Tarsus. When An-
tony enters the feminine ship, he passes between a double line of women
waving sofi fans to reach within a Cleopatra who reclines before a vulvaic
mass of plumes. On the way 1 being sexually possessed by the queen—a
“gorgeous prece of cinemane euphemism” involving the thythmic thrusting
and retracting of her ship’s banks of car™—Antony loses all the emblems
of his Roman virilliey, namely his soldier’s helimer, his huge wollhounds, and
his upright stance,

The conservative narrative drive of DeMille’s Cleoparra later restores
Antony reassuningly to full manhood and Cleopatra to a very trachtuonally
conceives leminmity,. When news reuches Antony in Alexandria that the
Romans have declared war, he springs 1o attention again as an aggressive
Roman gencral, At that precise moment, Cleopatra tills w her knees and,
with the camera looking down on her, declares “U've seen o god come 1o life.

Cleopaire: Spectocies of Seduction and Conguest Ly

I'm no longer a queen, I'm a woman.™ Through dialogue, camera .lngII:i
and gesture, cinema spectators Witness the empowerment of ."Lnu:: ﬁ.;m
Cleopatra’s submission w fove. In the concluding sequences « ; o
Cleopatra now works not in the interests ol h.ﬂ country Pul ol -{r_m.u:f.
The second half of DeMille’s Cleupatra thus displays & minatory viseon ¢

ihe New Woman only 1o contain her eventually within t!‘u: sate bounds of
conventional romance.” Once again the message that social urdr.r could hr.
disrupted by modern women’s clabms (© polincal _imd sexual freedom is
made more rhetorically pointed by the use of huul:mcll u.naloﬂ The lesson
that New Women are dangerous but defeatable is lent an air of authority

and venerability by its apparent antigquity.”

Off-sereen Cleopatras

Filmic representations of Cleopatra cannot, nor WLHIl.ll they want to, I'nmf
her sigmbcance to the espousal of imperialism or patriarchy. The cinemanc
iradinon for depicting Cleopatra has often closed with the defear of the ori-
ental queen, but, at the same time, it has lingered lovingly over hli!‘ attrac-
pons. Thus DeMille’s Cleoparns (unlike Guazzoni's Marcantomo ¢ Cleopatra)
s framed as the story of the queen, not her Roman apponents. The charac-
terization of Cleopatra through casting, dialogue and gesture, camera :‘uk
and hightng. often wnvites audience wlentiication 1:-|1h her.” In thf: rge
sequence, for example, DeMille’s "er'hran:cll style™ of film acsthetics pro-
vides highlighted close-ups of Cleopatra’s face as we are made privy 1w a
dever double bluff by which she entertamingly seduces a gruff and nave
Antony.™ At the end of the film, moreover, is diegetic world s left i sus-
pended animation as DeMille’s camera slowly recedies fmm the wvisually
opulent image of a motionless Egyptian queen clothed n Iu!l Pharaomc
costume, enthroned on high in the royal palace bhencath a giane winged
warab. The closure of Cleopatra (1934) reveals an ﬂ!dﬂ“ conflict hl:nh:l:n
the film's narrative and stylistic codes. DeMille’s distinctive visual stﬁr mr
this film., as in many of his earlier films, consises of [ufm-.lur:g rich derails uf
glamorous costumes and decor, and in figuring the New Woman as hersel
a seductive spectacle, often through ritualistic moments nf parralive sEasis
that peroit voyeuristic access to her dressing o reclining in luxurous sur-
roundings.”® The historical filin nvites a pendered consumer gazc‘ .th.at uiltll--
ally appropriates the commodities showcased m the ﬁ?m and nare m::uca y
u;:imrrhrm’i\ the image of the woman on screen as an ideal of female beauty
and ol a consumer hife style.™
Studies of Amencan consumer culture have 1lrl.1vrn attenition 1o a progres-
sive tightening ol the bond between the institutions ol Hollyweonod ::mr:nm
and the department store through the secondd anl third decades of the twen
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ticth century. The Glm

1e came 10 function (in the famous phraseology of
Charles Eckert) as a Living display window accupicd by marvelous man

noguuins. Hollywood films showeased Fashions and fun-.uh:r:;.;n Tos 31 COMSLIN

ing subject largely envisaged as female, since the film and retail industrics
were aware, i the 1920s and 19305, that women were the prumary mwstiva

tors of cinema attendance and that they made between cighty and minery
percent of all purchases for family use.”™ The DeMille visual style, in both his
comedies and his historical epics, 1s regarded as an excmplary model of the
commaodification of cinema and the soliciation of 4 consumer gaze.”

The Cleoparra narrative could very easily submit 1o such DeMille treat
ment. In her tradinon, Cleopatra was already 2 supreme embodiment of
Woman engineered as seductive spectacle. Essental topoi inhented from
Roman-oriented sources include her exposure to Julius Caesar from inside
a carpet and her self-presentation as Aphrodite/lsis 1o attrace Antony's
DioaysusOsins.™ Such accounts of the queen provide histoncal justifica-
ton for Alm scquences where 3 woman poses self-consciously for the ad-
miration of a male, on-sereen audience. [illustranon 4.5] Furthermore, the
onental mise-en-scéne required for the cinematic representation of Cleo
patra had already been unlized as a retail strategy in deparument stores ear-
licr in the century, and had gained a renewed modishness ever since the
discovery of Tutankhaman's tomb in 1922, after which American and Euro-
pean markets were flooded for some years with a van array of Egyptian-
ng designs.™ Framed within a consumer gaze, Cles spatra and the Oricm
undergo a shppage in significarion. By a mectonymic process, they supply
showeased products and those tied in offscreen with the sheen of a mysteri-
ous and vencrable eroticism and luxury.® For the consuming spectator,
mastcry of the Orient involves not occupation but « GOSUmpLion

In the 1930s, beyond the cinema screen, lay a massive apparatus to ue up
commaodines with particular Alms.™ In cincma shops and other retail oui-
lets, Colberi/Cleopatra was deployed to sell 2 range ol products such as has,
cigarettes, shoes, and soap. Press books supphicd by Paramount to theater
managers suggested ways of exploiting tie-ins with department stored, Cine
such srudio press release, supplied 1o accompany the Hransh exhibivon of
Cilropatra, noted

The opening of the autumn ayle season brings into prominence the sew stvl
accessories which definitely reflecr the ™t bevpatra”™ matal that is so prommnent
throughow all the season’s fashions, AN over England, leading steores are
primed 1o explont the new coaffeur jewellry, and othes “Uleoparra™ dtems,
such as ladies’ helis, compacts and eigarerte cases, and comtume jewellry

which are being made by 3 coupe rating muanufsciurer *

. ; it erapd W v aRe
45 Poser advertiming Claudetie Calbert in Cleoparra (1934). |Photograph from pr

ollbectaon of Mana Wyke |

Waomen in the audicnces of DeMille’s historical film were thus encouraged
o wdentify with the Cleopatra on screen and to carry over thfl idenuhcanion
inta their lives outside the cinema through the purchase of Cleopatra gowns
and other “style accessories." Such identihcations ¢ onstituted a wseful vehi
cle for socializing ethnically diverse spectators inte i: Mmore hhnujgrm-mu
naton of consumers.™ To that end, the features of the acires n-!l”:rn 1
play Cleopatra, Clauderte Colbert, adhere more closcly to Llll'r'l'lll'l-ﬂﬂ.[ J :n- -r1
ican conventons for female beauty than to thase rtquu:'n.i of an arentaliees
urban Other. Both the film's diegesis and consumer retailing, bowever, mar-
keted a tradinonally concerved femininity for the queen and her spectators
The narranve resoloson of DeMille's i'.f@lmru and the cxtra a.nmn,un1
consumer discourses that surrounded the film deny the queen any p--llllu-.;l
authority. Any socK tal concerns the temale spoctator may have are deflect: ll
QRO an .|1|tr|n|1'|r-|.l concern with her ow nlhu-d} and the need o l.llfrl-lv.- i ;ll:l1r
shape it in line with the demanding requirements of the orenta J.,Il.un-L:r ;
Hollvwiood.™ The Roman cunguests that consumers maght make, thanks to

I* 1 0 = 1 i l'ill.
the Cleupatra-stvle accessones they can buy, belong purely 10 the
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romance.™ If cinema is 2 “rechne of il
exhibition are not without their P:‘:::-uh :;d“drm:nrkhtll:“mpﬂlﬁnn‘:: =
code, v_nun.l style, promotional literature, and marketing qlmr;m z:::LT
ated wath l.)f!sﬁllc's Cleopatra do not necessarily offer a consistent lesson in
gender politics for 1930s America. And, invited to read ferininity as a
made of sell-theatricalization, it was always open to viewers of the film wo
acknowledge thereby femininity's constructedness.™

Similarly, the infamous Cleoparra released in 1963 by 20th Century-Fox
offers a heterogenenus set of appropriations of Roman history, a confhcring
array of 'Irw.-m i gender polines, and a range of different identifications as
nlrraulr of the competing discourses of, for example, the film's diegesis .-.md
visual :_:}?lt. associated newspaper publicity, and studio press-releases and
promotions. In the case of Fox's Clenpatra, even the diegesis itself is not a
very stable entity. The film finally distributed by the studio in 1963 was a
mbu:pm_lly cut version of that oniginally made by the director Joseph |
Mankicwicz. Mankicwicz's Clesparna appears 1o have been conceived as :
response to DeMille's, one more suited to the social and political chmate of
the carly 19%60s. A souvemir program from the film’s charity premicre in Los
Angeles nl,h:‘ld on 20 june 1963) opens with a quotation from the historian
Arthur Weigall thar haghlights the difference between ancient and modern

codes of behavior. In a later section on the h ol | of
t .
the program declares: wtory and legend of Cleopatra,

Muodern scholarship has preced together 3 reasonable interpretation of evens
that for 2000 years had captured the imaginanons of playwrights, biogra-
phers, novelsis. Considerably altered mow is the popular cxagperston of her
as “the temptress of the Nile,” Beaunful and seductive, Cleopatra was, b
she w also 3 hereditary ruler, 3 woimnan of rare spirn and courage, Cus-
mopolitan and yet superstitious. ™ ‘

As the hl’lm'i historscal master-text, Wertheimer's depiction of a royal velup-
tuary is jettsoned in favor of a return 1o Weigall's political visionary. In ttlu.-
clhimate of lbr carly 1960, Cleopatra conld be depicred more ﬂ)ﬂ'l'n;;ahh' as
4 woman of considerable polineal autharity, and her vision of world m..h
Irll[:rl:d apportunely in the thetonic of the United Nations. "
Fears lor the effectiveness of the UN were constantly aired during the
I*ﬁﬂs.nm! carly 190, as 1w fnled to resolve the pruhlﬂ.ns of an tnd:rm
colonialism and & continung antagomism between NATO amd the wmuj
Pact. The election of President Kennedy in 1960 scemed, 10 some Ameri-
cans, 1o hold out the hape of an end 1o the Cald War, but confrontations
between the United States and the Soviet Union continued Iln.llute;t."' A
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wreenplay outline for Mankiewicz’s Cleapatn {dated 1961) arnibutes 1o the
director a description of the gueen as “an catly-dav Kennedy.™ In surviv-
ing footage of 4 sene at Alexander’s wmb, Clenpatra attempts to persuade
Julis Caesar of the merits of Alexander’s grand design—that there should
aree “wut of the patchwork of conguests, one world, and out of one world,
ne natwen, one people on carth living in peace.” The characterization of
Cleopoatea as “a kind of Eleanor Roosevelt captivated by the ideal of one-
world onity™ was apparemtly woven nighdy through the original film shot
by Mankicwicz. Although this vissonary Cleopuatea reappears bricfly an
some of the studio’s press releases and in premiere programs, lierle survives
of a coherent political dicgess in the hilm which was hinally exhubated n
1963.% Moreover, what little did survive was swamped by the film’s block -
buster production values and by extra-cinematic publicity concerning the
quality of the ilm’s spectacle and the life style of us female star.

A mass of extra-cinematic discourses began 1o accumulate around Man
kicwicz's Cleapatra lang before its release, as the film was in production on
and off for almost two years. Shooting began in England in October 191,
and culminared in the loss of some five million dollars, a change of direcior,
aned @ serious illness for its bigename star, Elizabeth Taylor. ln September
161, with a new director and a new one milhon—dollar contract negonated
for Tavlor, shooting eestarted in Taly, Having failed 1o meet a pressing stu
dior deadline of June 1962 for completion, the hlm’s producer was fhred and
the head of Fox resigned. Finally, under the authosiry of 2 new studio head,
a considerably edited version of Mankiewice's Cleopatra was premicred in
fune 1963 Throughout this period, 2ith Century-Fox fed huge amounts
ol detail about the production process into magazines and nowspapers
wlich, from early 1962, also began 10 fill with rumars abour an adulerous
affair between two of the film’s principals, Elizaberh Taylor and Richard
Burton. The Motion Prcture Herald for 26 June 1964 thus clamed “never
before in motion picture history. perhaps, has 2 hlm come to the public with
a greater degree of expectancy than ‘Cleopatra.'™

In the long and costly absence of a hlm on which to peg an advernsing
campangn, 20th Century-Fox solicited consumer interest during producton
through the star image of Taylor. Star images, such as Taylor’s, had an
important funcion in the economy of Hollywood in the 1950s and 196k
The flm star’s persona enered into extracinematic circulation, in studw
publicity and promotion, newspapers and magazines. wn advertisements, on
eacdio and television talk shows, then continued into the hlms themaelves
aned subsequent commentary on them. Images of female stars, especually,
were exploited by the studias and the aswciated retahing industoes as a
means of selling fashion and beaury products. Representations ol the star'’s
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supposed perwsnality and life style were organized around themes of con-
sumpiion, success, and sex. The spar was also defined, paradoxically, as
being both an extraordinary and an ordinary individual, so that she might
become a model of beauty and consumption 10 be imitated, on a humbler
scale, by readers of her image. Simultaneously, Hollywood studios strue-
tured the images of their stars in extra<cinematic texts as a vehicle for de-
scribing forthcoming films—as an invitiation 1o readers to enter the cinemna
where they might expect to see those images vividly enacted

An aricle in an edition of Vogue from 1962, accompanied by photo-
graphs of Elizaberh Taylor both dressed in historieal eharacter and in some
“non-cinema coils,” defined the star's image in terms of a “new Cleopatea

complex™

Cleopatra, st the height of her fascmation and power, sailed with Cacsar
Rome where, the record shows, her patent, volatile charms mmed the sor
pop decidedly pewish, Her experience, in fact, was quite the reverse of
Cleopatra Taylor's. . . To this Cleopatea the Romuns seem anything but hos-
tile: their designers are plotting some noc-too-broody Cleu clothes; the papers
are full of Liz; and the Queen of the Nile conffure can be felt ot least as far
north as Pars ... To all challenges, Miss Taylor presents an on-location
manner that's disciplined and direer. (Off-set she's as languid as 4 cheetah,
relaxing, cut-Tike, at her Vie Appin villa with her husband, dwee children,
four dogs, twao Siamese cats, sipping champagne by the pool, letting the
world come tw her—and it does ™

By means of an elision between the Egyptian queen and the Hollywiod
Alm star, Taylor inherits Cleopatra’s commanding power, her immense
celebrity, and her legendary life style, The champagne and the pool ke on
the fabulous quality of Cleopatra's banquets by virtue of being sited ar 4
Roman villa. The langor of a cheetah and the pose of a cat recall the animal
iconography of Pharaome Egypt and hint ae a feral sexuality 1o march thar
annibuted 1o the oriental queen. Dissolving the boundaries between histori-
cal character and film star considerably enriches Taylor's star image and, by
extension, the fashions she promotes, as well ae saliciung interest in the elu-
sive ilm where the “new Cleoparra,” it may be assumesl, wall acr out all the
extravagance and excess of the old.

As rumars broke about Taylor's affair wiuh Burton, however, the rhetoric
of an wdentity between star and Egyptian queen was explored in other extra
cinemanic fexis without any attempt to promaote Mankiewice's Cleoparna or
s associated merchandising. On these occasions, a correspondence was
ohserved not just between the liscination of the queen and the film star
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who was now ph]ring her part, har also between thewr respective scxual n-F:;
vinnships with their lovers. An article in Show Busmess Whatrated of 1

January 1962 noted parallels at length.

MOVIE OF “CLEOPATRA™ curious case of desuny at work. Film now
anderway again after series of appalling mishaps—e.g.. near-death aof
]".I.nrnl'l'll; Taylor, loss of $5000,000, Why was unlucky projpect mot abandoncd
alogether? Reason: Elisbeth Taylor faved o play Cleopatra. Parallels m hie
of two gicls spooky .. LIZ ALSO FOUND NEW REGENT, Al :I.'I'!.II.I'I
whose wife was paragon of sunny domesticity. Eddie Fisher. Party boy like
Antony. Left wife, married Liz . . . Both queens accused of stealing husband
from mice wifie. Liz replied: “Whar am | supposcd to do, ask lum 10 go back
10 her*” Cleopatra would have said the same. She and Liz are classic Other

Woman. Can't help it. Metabolism.

Taylor, at the time when she was making Cleoparra, was already nﬂtﬂlimf.t
for being seen 1o break up the marriage between Eddic Fisher and Debbie

Reynolds, whose star image was that of Amenca’s perfect young wife. The
assimilation of the film star 1o her film character now provides an opportu
nity to equate Cleopatra’s enticement of Antony from Octavia batheuically
with Taylor's past affair.” But it also permits a hint at a fresh sexual scandal,
for the articke concludes by insinuating tantalizingly that there are yet more
parallels to come:

But docs small voice of Cleopatra whisper 10 Lz ar naght across the conturies:
“You really can rule the world, Get a barge! Roll yoursclf in an Onental rug
anel have |£ sent to ...~ But who? MANY FASCINATING possbnlimes. But
o concern of scholarly work. Stick 1o facts. Furure will reveal them in own

tune. Motes put asude until then.

Maore expheit and detailed reporis of the affair between Taylor and
Rurton then poured forth in the Furopean and Amencan press from early
1962, By the spring, 20th Century-Fox had become concerned wl!cthcr such
massive amd persistent press interest would provide good Innnnﬁilcc returng
or encourage the American public instead 10 boycor the flm on ats r\rntw:l
relcase.™ Both the couple and the film ser were besicged by the world's
press. In a lener dated 7 June 1962 (which was published n Ij'-lt-! in a '[I:‘t
lected edition entitled The Cleoparra Paperi), vhe Fox publicist _'."'«-;.Irhan “ i
wrote to his colleague Jack Brodsky on just such a press visit to the hlm’s

Alexandna sct outside Rome:
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Afier lunch there was a short bur clixguent scene in which Antony divorces
his wite after the fashwon of the nme—by proclaiming it three times 1 the
multituddes. Partly because the writing s s overmght-contompurany, o con
4 new perid, there were regrettable conmotatmns fromm the pount of view of
strrung up the press—regret that s from the puritan Fox rew pint, bar not

damaging 1 suspect 10 the box office. 1t i, in just about ey EFY SEIRG, @ ATHON
peculiarly ambavalent producnion,”™

Provided on set with such gloriously near connections between Roman hise
tory and a modern sex scandal, the press continued 1o figure their accounts
of the Tayloe/Burton affair in the extravagant werms of 4 Cleopatran
romance, '™

Accounts of the production of Mankiewicz's Cleoparra published by
insiclers afier the film’s release suggest thar the exvra-cinematic discourses of
Bl star adultery mfected dhe fAllm-making process iself, both the « wernight
revisions of the script and, i particular, the performance of the female star.
On 12 April 1962, the Vatican weekly Cuservutare della domenica printed an
open letter i which Elizabeth Taylor was anacked for making & mockery
of the sanctity of marsiage and threatened with a future of “crotc
vagrancy."" In My Life with Cleapatra (19%3), the producer Walies Wanger
duplicated his notes on the subsequent day's she matEig:

Filmed one of the most dramatic scenes in the movie and one of the most
dramatic real Wi scenes | have ever witnessed. Again the parallel between
the life of Cleoparea and the bie of Elizabeth Taylor is incredible, The scene
filmed 1n the Forum calls far Clevpaten to make ber entrance o Rome
sinng with Cacsaron on top of 3 huge (more than thirty feet bagh) black
Sphinx drawn by 300 gold.covered slaves. The entrance into Kome was
Cleaparra’s big gamble. If the Romans accepted her with an ovation, she
had won Caesar. If they refused 1w accepe her, she had lost him, and very pon
sibly her hife. There were almost 7000 Roman cxiras milling about in frome
of the Forum. All of them presumably had read the Vancan criesan of
Lix. Mot only would these Romam exiras be accephing Cleopatra, but they
waithl alss be expressng theie personal acceptance of the woman who plavs
Cleapatra. . .. 1 saw the sense of rebiet thood through §iz’s bady as the dave

gorls, handmadens, senators, guards, amnd thousands of chers applauided
her—peovmally

Wanger's description of flming (a3 well a5 Weiss's published letrer) may
have been a damage-limitation exercise, an attempt, after the evenis of 1962,
i Fecoup tor the beneht of the ens irmenisly costly iilm some of the world-
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wide notoriety that had accrued o in. But the publication of the Pﬂ'qu“‘f"
diary, along with the letters of the Fox pubhcsis, would have further
encouraged contemporary spectators of Cleopatrs to read iy representation
of ancient hisiory and s characicrizaton of the Egypuan queen as an
extension of the extra-cinemanc discourses on Tavhr's marnages and
adultery. Crincism of Taylor's performance in rnwwnlnf’ the hlm—her
perceived “commaonness” and inability 0 know “the ti1ﬂr:e!1rr 'I:-:T;rn
plaving onesell in an Egyptian costume and playing Uu::ln of Egypt™!™—
cxposes the contradietion between the role of Cleopatra as it may ha\*lt been
originally conceived (polical vissonary) and the star performance of it (cru-
elly hounded Onher Waoman). Thos, the extra-cinematic development of
'I';.rlui'i star image from legendary bon viveur to legendary aduberess and
her performance of that image in Mankicwicz's Clenpatra overwhelmed any
atvempt by the Alm's diegess to characienize the queen as a state leader
dreaming of world enpire.

Star images often “embody social values that are in some sense ar other
in erigis.” 1™ Discourses of stardom are littered with the exploration, in par-
ticular, of sexual behaviors, Elizabeth Taylor's star image as 4 modern-day
Cleopatra and her performance of it in Mankiewicz’s film became a usclul
reference point in the early 19605 for discussion of problems artached to the
institutions of heterosexual monogamy. The Kinsey repons of 1948 and
1953 on the sexual behavior of males and females respectively had aroused
enormous interest and debate in an era that idealized the tamuly a5 2 n_-fug:
against social change. The president of the Umion Thm&:v_gnl Scminary
bwerved that current interest sin Kinsey's work (including his revelanions of
persistent adultery among middle-class American women) was sympto:
matic of “a prevailing degradation in American morality approximaring Iht:.
worst decadence of the Roman era.”"™ Moral panies about the tragiliny |'|l.
conventional sexualiny, about the success of Playboy and the intreduction ol
the oral contraceptive, about increases in adultery and divorce, thus came 1o
be troped in the language of Roman history.

Roman Spectators

Hollywood rarely acknowledges the discursive operaiions of the star sys-
tem, that the star personality is a construcy built up and expressed only
through flms and associated extra-cinemanc fexls, |.|mr Il’rw person and the
image are two separable ennities™ Mankicwices Clevparra, h_twrl: ver,
appears to offer a glimpee of that duality, and in doing so sees apoan idennh

cation between the Romans within the Alm who looks at Cleopatra and the
spectators in the anema whe look at the screen, Near the h:glnrmz:g of the
Cleopatra’Antony hall of the hlm, during the sequence where Cleopatra
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sumptuously entertaine Antony on hoard her barge ar Tarsin, she ntalizes
the drunk Roman with a mock Cleopatra, a scantily dressad and lasavious
unitation, whom Antony grabs and passionately kisses only to uen and find
that the real Cleopatra has left the shipboard banquet hall. Angnly, he
abandons the fake queen and tracks down the real ooe 10 her howdoir.
There he confronts Cleopatra directly, after having first slashed the diaph-
anous hangings thar screen her from him. Cleopara here hints self-con-
sciously at the strategies of the Fox publicists and the press who, for many
manths before the release of the film, had been constructing the star image
of “Clenpatra Taylor™ for an avid readership. The dynamic beaween the
characters on screen reproduces that berween the film and its spectators.,
The play-acting on the barge suggests that there are two Taylors just as
there are two Cleopatras, and that Anteny's search for the real quecn
behind the gauzy curtain mirrors the spectator’s search for the real Taylor
behind the star image. Cleoparra shows us what Antony sees, first his
blurred visson of the Cleoparra double, then, after the veil which fills the
whole filn frame s cut away, his direct unclutered gaze on the sleeping
queen. Thus Mankicwicz’s Cleoputra encourages its spectators 1o believe
that their desirous looks, like that of Antony/Burton, will cut through to
and finally vake possession of the elusive star.

A similar scene also occurs in the Cleopatra/Julius Caesar hall of vhe
hlm. During an carly sequence set in Alexandria, Cleopatra is shown fully
clothed. seated on a plain beach, drinking from an unassuming cup, as she
listens to a recitation of Carullan poetry. Realizing that Juling Caesar is on
his way to her palace-chamber, she declares:

We must not deappoine the mighty Cacsar, The Romans sell fabulous tales of
my bath, and my hamdmaidens, and my morals,

The queen then stages a ttillaung spectacle of herself for the benefit of
Cacsar’s gaze, posing supine and sensuous on a couch, now naked but for a
sparscly decorated, transparent covenng, surrounded by handmaidens who
dance, or lan ther seductive misteess, or paint her hnger- and toenails. The
scene not only hints self-consaously at the discourses of stardom that have
shaped the Taylor image, but also foregrounds the way lemale stars have
been made to funcion in Hollywood cinema, meluding past cinematc
Cleopatras. The “labulous tales” the Romans rell signify the sensational
accounts of Taylor's star life style off set (her poolside champagne, her
cight-hundred-dollar-a-week hairdresser, ber perpetual debauch with Bur-
ton)"" as well as the Roman histories of an oriental whore, Attention is also
drawn to Hollywood cinema’s mechanisms for fetishizing and objectilying
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s female stars for the desirous spectator. ™ We are offered the d-.ﬂ:hir_plr.:
sure of a sophisticated laugh with Cleopatra ai the |'I..I1..k‘l'lt'fﬂ|. DeMillean
actic of “the bedroom sene,” as well as the scopophilic act self, u-l"ln-rn
the body of Cleopatra/Taylos is viewed adminingly by the approaching
ewman/camera.””
& ';:Jthc 19605, ar a time when a visit to the cinema had become only one of
a number of possible leisure activities, a large number of Hollywood I'Iln:m
exhibited such narrative self-consciousness about the artifices m\ru.hcd‘m
film-making.'" The historical cpic had always been a genre in which cin-
ema could display wsell and its powers through tlmul.r]uccrl moments .“f
spectacle, such as (in the case of films reconstructing ancient history) charnot
races, gladiatorial combat, triumphal processions, land and sea I_mtlrs. the
persecutions of Nero, or the seductions of Cleopatra.'! The ancient waorld
of such Hollywood films was, as Michael Wood has argued, “a huge, many-
faceted metaphor for Hollywood iuannd.thmthoutLhc 1950s, the
spectacularly reconstructed ancient world (with its lavish pmdul:lnﬂ values,
ﬂdtiltvimﬂymﬁ:ingmhmkwﬂTuhnimlﬂturdm:hu
spnkdduhnp:duluﬁmhaﬁlmindmmﬂ'mn;fmrhtfk!n-
dations caused by the large-scale retirement of the American pul:‘lu into
do-it-yoursell pursuits and domestic t:kvi.linn.mwmg.“‘ Mmh:m:
ﬂmpun.h:p-nimlu.wwiddydhnmndmmhugpu-rdnutpﬂu?l
as a last dich (and wltimarely umtmfuﬂal_lmplhytwm
1o bring back audiences to the :inumfuﬂwmgththyn?wwﬂlmdpm-
duction techniques of the old studio system, and the gm:nc_cmlﬂ of hu;-.-hr
expensive historical construction which had last won the mdu.h:r]r signifi-
cant commercial success in 1959 when MGM relcased Brn-Hnr."l .
Aided by the intense expectation generated by pre-release discussion lnl'
the film, Mankiewicz's Cleopatra positioned its spectators as llnm:_ma. wait-
ing to sce the oriental splendor that is Hollywood einema itsell. Details of
the magnificence of the Forum scene were fed to the press long before spec
tators had an opportunity to judge its visual pleasures for 'lhcnlnch'n. At the
moment when Cleopatra s finally seen arriving through a triumphal arch,
the crowd on screen express their amazement at the oriental spectacle of the
black, half-naked dancing girls, the emissions of brightly colored smoke.,
the scattered rose petals, the birds released from lalse |v|rnrn|ds,.tiu MassIve
sphinx floar, and, finally, the queen and her son enthroncd on hng!'u. tlr:w::l
in cloth of geld. The reaction of the Roman crowd on screen to Cleopatra's
spectacle attempts o solicit 3 simular reacnion in contemporary spectators o
Fox's longeawanted historical epec. .
Two alluring features of Cleopatra for Hollywososd ¢inema were her leg:
endary reputation as a creator of fabulous and seductive spe tacle and the
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The biggest thing that has happened in the realm of movies in many & year'"
—Pralay ©oirahgr, -N.'l" ¥ iman
L
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Cleopatra: Spechacles of Seduction and Conguasi oy
tong-standing association of het kingdom with the mysteries of moving
image projection. Through the representation of Cleopatra and the Onent
bath on screen and off (in Alm promotion, and in cinema architecrure and
foyer ||nr--|g1'-l. thl:_‘ |'i-.‘-1',\ sl srulins ull]ld JRLEL |.|||'|1 CINCIa & 0WN '\I\l'l.ni
eductiveness to its awed “Roman” spectators. [ilustration i.6] Bur, given
thar the p|.ul-.u'_;'--|1. ol Mankicwicz's Clenpatra led 1o the financial ruin ol
the 2nh Century-Fox studio and was ever atter marked as having ushered
in the end of the historical epic genre, it 18 perhaps unsurprising that one
scene cdited out of the cxhibited version of the film shows the queen sevhue
i Julius Cacsar wath a display of Egypt s extraordinary inventions. wnclud-

ing the miaryvelous, moving unages of a zu-:tru.-iu',”"
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