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INTRODUCTION

| Shakespeare's artistio stature, measured by the immen-
8ity of his achievement both as poet and playwright, has re-
mained undiminished after four hundred years of oritical
appraisal, More has been wiitten about him and his work than
it would be possible for one man to read in a lifetime of ‘study,
and as timev goes 'm an ever inoreasing number of men will add
theﬁ contribution to this vast volume of material, His
ability to capture the imaginations of éo many men ovexr 8o
vaét a period of time is in itself a testimow to his genius,

. In the time elapsed since Shakespeare's death the human _
condition has ocutwardly changed enormously. The size of the
]gxotm earth itself has expanded with the operﬁngv up of thé
New World and Australia, while the population of the earth .
- bas increased proportionately. Man's scientifio knowledge,
80 limited when Shakespeare died, has changed the shape and
scope of human life, reaching its climax in 1945 with the
diopping of the first atomic bomd on‘Hiroshi"ma am:l,~ nore Oone
structively, in 1969 with man's first hesitant steps onto a
" planet beyond his owne

Yet though the physical appearance of the earth would

have oha.pgedvbeyond reoog\nilt:lon to the Elizabethan man, he
would recognise, Walking among the maze of mechanical marvels,
the same sort of oreatures as in 1588 were‘ killing each other -
with oa.nnoixba.lls rather: than nuclear weapons or in 192 were '
setting off to place their feet": upon the rich soil of the Now
World rather ~than on the grey g{ust of the Moon., For the human
gppee.r#noe may change, wither /and age with time, lbut the |
inner man remains basically the seme and it 1is with this,
therefore, that Shakespeare concerned himself, He writes of
the essential truths of the human condition; man's hopes, . -
f‘eara, dreams, desires and passions whioh go to shaping the..
patterns of human life. and which provide the raw materials

with which the artist must work,




That art is intrinsically bound up with life is un-
questioned, although the exact nature of the relationship
has yet to be completely and acourately defined., Hamlet's
suggestion that the "purpose of playing" (}ﬁzefart form that
Shakespeare chose) "was and is to hold, as 'twere, the mirror
_vup to nature; to show viri:ue her own feature, scorm her own
1ma?e and the very age end body of the time his form a.nd
pressure” is as good as any, What has become generally
aecepteé is the dedication of the artist to his work, The
artist is as much bound up in his work as art is bound wp =~
‘with life, Mozart was composing at the age of two, while
Titian, ninety-eight years old and too feeble to maintain a
firm grip on the brush, growled "tie it to my hand" and
carried on, Only death itself can come bétween the artist
and his work; so many die with work half finished., As long
as the artist lives, he must orea.te", for the act of oreation

is life to him, v

N Yot Shakespeare, possibly the greatest of ‘them all, laid.
- aside his pen and retired to Stratford four years before his

death, Hig last compleeze‘ work, The Tempest, contains a very
: : v

obvious a.cknowle:igement of the pérting of the artist from his
art, The oconcept presented here, of a great artist who had
consciously ceased to create, fired my. imag:i.nation. What

sort of conclusmns about life could Shakespeare have reached
“if he-could lay aside his art‘with such confidence? What

had he achieved over that per/~iod of a.ppro:dmately twventy years
in the writing of nearly forty plays that he could act so
“differently? The answer must be in the plays themselves, If |
the artist casts aside his art, then he must no longer need

it, The reflection of nature in the mirror of his plays

must be complete, Only if the artist has fitted together |

(I) HemletIII, ii, 24.
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composition that is of prime importance, but rather the
order in which Shakespeare's vision of life changed. The
early period is characoterised by the harmony and optimism
of the comedies, & feeling parallelled in the histary plays
by Shakespeare's affirmation of the Elizabethan belief that
& divinely enforoed law of order controlled history. This
pex:iod gives way to a time of uncertainty reflected in the
‘plays mentioned above, followed by the vision of the great
tragedies characterised by possiiism, violence and destruction.
- Beyond this Shakespeare mingles both comedy and tragedy, but
returns in the romances to an ultimately optimistic point of
view, This suggestion should become clearei as the thesis
progresses and will be elaborated on where negcessary, |
I have discussed the plays in the order in which
Chambers believes them to have been writfen. This 18 a purely
practioal measure and should not be seon a8 an acceptance of
his theories, I would further like to point out that within
“the 1imits of the groups in which I have placed the plays for
- 8tudy there is general‘ag‘reement about the relative order of
writing, for example Rio?aa';'df III is an early history play while
Henry V was writt;en mch later, Similarly Two Gentlemen of |

Verona i8 one of the earliest of the comedies while Twelfth
Night was among the last comedies written. We cannot be

more certain of the ordsr than this but I believe it is

sufficient for my purpose, 4’ |

/

/

/
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THE HISTORY PLAYS

It is in the history plays that the.pattern of develqp-
ment which was to goverm all of ShakesPeare'a eariy work and
would point ahead to the movement of the later plays, is most
clearly to be seen, The reason for this may be found in the
formal theory of history, resulting from an equally.formal
world view, upon which an Elizabethan historian or historical
dramafist would havelbased his work, At this stage it can be

said that Shakespeare complied with the trend of the time
in his general aocepténce of the TudoréElizaBetﬁan concept
of the function of historical writing,

Both the ‘theatre and the history of their country were
sources of great interest and enthusiasm to the people of
the time, hence the popularity of the history play which com-
bined both these interests, In writing his history plays,
Shakespeare was reflecting both popular and intellectual
taste, the former demanding the dramatic ﬁresgntation of the’
history of England, while the latter expeotiné such plays to

r;ihforce_the current belief oohceining the laws which were
thoughf to g§vern thé progress of men's lives, A quotation

- from Tillyard's book entltled Shakespeare's History Plays

explains this furthero ", esWhen Shakespeare began his
Histories there was a strong popular desire to be instructed.
in the facts of history ...”thisidesire was due in part to
thf rise in the patriotic fempérgture of England after the
'defeat of the Spanish Armada. ,";.the taste of & mixed
audience would not be fhe only/éhing that swayed him; he |
would also have an eye to the status of history among the‘
better sort of the ordlnary educateéIgan.

Tillyard then expresses amazement at the degreé of

wanimity on the subjeoct of the "status of history" to be

(I) Shekespeare's History Plays by E.M,W, Tillyard = pge S5k



found in Elizabethan thought, This unanimity, it is olear, |
stems from the universal demand for, and beliafli-n, the oon-
cept of order as a ruling force in the 1ives of men and in the
functions of the universe in which man lived, This order was
imposed on man by God himself as a law designed to reguiato
and control the actions of men during his life on earth,and
to define his relationship with the heavens above him, with
his fellow men around him, the universe in which he lived and
the plants and animels with which he shared the earth, .
Elizabethan man believed that there existe‘d a great chain of
being stretohing from God, who was the highest in the ohain
and the source from which it origionated, through the angeln,
man and the lower forms of 1life to the lowest living thing,
the oyster, "the top of an inferior class (touohing) the
bottom of a gupeiior“. Within each olass this great hisrarchy
manifested itself in microccosmic form. The feudal system
which controlled Europe during the Middle Ages was a
‘practical manifestation of the belief, The king, ruler by
divine right and therefore appointed by and owing allegiance
to God, delegated his powers to the great landowners , Who
:awore allegianoe 1;0 him.\ &.‘héy in turn delegated power to’the
lesser barons who also swore an oath piedging allegiance

to their direct superiors, and then through them to the king

- and ultimately to God, Theso barons had control of the
lesaer landowners and the pea.sg.nts. anh wman's position

in the hierarchy was oarefull;; caloulated'aocording to the
rule of order and degree, ;‘/

'  Belief in such a system must have given a feeling of
absolute security to the men of the time, Each man knew

his exact position in the great order of things, His o=
 lationship with his God, his fellow men and the things of

(1) Ibid Pgs 12,



of the earth on which he stood were precisely defined,
leaving him ixeither room nor reason for doubt., The
church, arbiter of God's word on earth, ‘provided him
with a carefully worked outv‘ code by which ha might judge
his own actions and the aotions of his fellow men as
being right or wrong, His life was given purpose and
meaning when everything was seen to be "God'g will",
and at the end of it all he had the promise of sal-
vation and eternal life d’te: death, Without the secur~ -
ity and faith which this system supplied, man would |
have found himself faced wi.th a world shorn of all mean=-
ing; a world in which truly "chaos ':I.‘s ocoms again”,
History was seen as the process whereby this law
of order and degree manifested itself in the aotivities
of men living together as a nation under God ruled by
his chosen representative on earth, the king.. Despite
man's inherent faults and wealmesses which t;nded to
disrupt order, itwas believed that this law would meintain
control of men% lives, ultimately vanquishing all who sought
| to deny it. o |
In spite of this belief, the period of history which
Shakespeare dramatises in his plays is far from being the
most ordered and law-abiding that England has known, The
~ exact opposite would be far truer. Rarely before had the
" hierarchy been so completely disfrupt.ed as from the time
when Henry Bolingbroke deposed _ﬁichard II and claimed the
orown of England as his own, kmg not by Divine Right but
by the strength of his own arm. This period of disorder
was to last until another Henry, Henry Tudor, Duke of
Richmond, would wrest the orown from Richard III on Bosworth
field and restore once more the rule of God's law to war-
ravagsd England., For the movement of Shakespeare's .history
| plays is always towards an affirmation of a form of this



state of order; towards the orowning of Richmond or towards
the portrayal of Henry V as .the most perfeoct .warrior king
that England has had govern her; so this is why it can be
said that Shakespeare generally effirms, in this early stage
Qf. his career,.-the whole system by which the Elizabethan |
viewed his world, | '

But, as so frequently happens, it is not the main stream |
of deas that are the most interesting, but rather. the often
oontradictory undercurrents of thought that make themselves
folt despite the power and direction of the main, This main
| stream is the essentially optimistic interpretation which
the BRlizabethen world-view imposed on the facts of history
as tasken from such a source as Holinshed, The under- ' i
currents arise from the actions of men who disrupt the | '
harmony history is supposed to have imposed on national _ |
life and so bring into doubt the belief that th:i.t:~ view of
 history, and the vision of life from which this view stems,
t:an adequately explain the nature and meaning of human
existence,

For the problem that, began inoreasingly to trouble
Shakespeare was th'ia: with his ever developing kﬁowledge
of basic human nature could he fit the man he had come to
know into the rigid pattern imposed upon his nature by the
demands of order and degree? In other words could man live
' aéwrding to his true nature ax):d 8till obey the law of
order? Could he be truly himgélf and 8till be a secure link
in the great chain of being? More speoifically, the question
has to be asked whether a man like Palstaff can be fitted
into the Elizabethan ooncept of Bistory. If he does not.
f£it in (as I believe he does not) then it must be asked in
what sort of world will he be able to £ind 1t possible to
live? Taking fully into account the essential truth and
humanity of Shakespeare's portrayal of Falstaff, particuia.rly



in relation ‘to the artificial and unreal man that I feel
he makes of King Henry ¥, the following question must be
gsked: if this strongly held view of the meaning and nature

of human existence must deny a true and very real part of

human nature (as embodied in Palstaff), and create artificial

men in order to impose its particular pattern of meaning on
 events, then surely it is an essentially untrue, unreal and
inadequate interpretation of the true nature of man and his
universe? '

I shall attempt to trace the simultaneous development .
of these comt:radiotory; currents of thought in the history
plays, explaining what I consider to be the significance of

such a contradiction in the broad development of my thesis,

The early history plays cover the period commencing
with the death of Henry ¥, progressing through the Wars of
the Roses to end with the Battle of Bosworth and the ascension
'»\o.f‘Henrj VII, the first Tudor monmarch, and ancestor of
Eiizabeth I, to the throne, They are generally grouped
together as the first tetralogy, comprising the three parts

of Henry VI and The Tragedy of King Richard III. Although

each play is oomﬁleta in itself, the tetralogy can also be
read as a cintinuous whole, tho ending of the onme play
leading directly on to the beginning of the next in

| chronological sequence, | The | tetralogy was probably written
in the sems order, and although 8cholars see signs of |
collaboration in He Vi ‘z/'t I, the other three play,sv'
are generally accepted as being entirely Shakespeare's,

It is 15 these plays that the strictest adherence to

the accepted Elizabsthan view of history can be seen, A
desire for order, a feeling of horror and revulsion at dis-

order, admiration for heroic and knightly deeds and an attempt
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to justity_the claim of the house of Tudor to the throme of
England, all figure in this early group of plays, The hero,
if there is to be one, is the power of history itself, bending
- men to its inexorable will despite all that the strongest

men can do to stay its inevitabie, God~decreed progress,

King and commoner, Lancastrian and Yorkist, the greatest

in fhe land and the humblest all vanish into the maelstrom

of events that go to make up history. But the end justifies
tpe means, all things are made equal, evil is deétroyed and
England is set once more clearly on the way of goodness,
Justice and mercy, a way whioch had been made painful and
unolear by the desires and actions of wicked men. Yet despite
.the olear intention there appears in these plays, partiocularly
in Richard III, an anti-hero who threatens, by the vitality
and realism of his wickedness, the majestic but highly
idealised march of the historical pageant towards its intended
goal, | \

\ .

The impression received from the three parts of Henry VI
s twofold; first, an overwhelming sense of chaos and seoondly,
in the ocentre of i; all, a weak king whose ineffectiveness .
ailows the state of lawlessness and causes the loss of half
the English possessions in France.
A oivil war is horrible in itself as brother turns om

-‘brbther, father turns on son, aéd the blood of 80 many men

is shed by those who have everylcause to preserve their
fellow countrymen from slaughter. Shakespeare heightens
the‘ﬁorro;/of such & siéuation by telescoping time and
picking only the most violent incidents in a long period

of history in order to maintain a sustained 1ppression of
lies, deceit and treachery, of bloody murder and treacherous
betrayal, of arbitrary slaughter and equally arbitrary
'ohange of allegiance; of chaos in the life of the country



the equal of which England h.as‘ seldom known, and which, at
all cost, must be avoided in the future, |

The cause of this state of affaira is to be 'found, as I
have suggested, in the nature of the king on the throne at

the time, Henry VI, Henry the man is good and well-intentioned,

but the basic fault lies not 80 much in his personal qualities
a8 in the invalidity of his clain to the throne, stemming
from the means by which his ancestors obtained that throne,
For his grandfather, Henry Bolingbroke, had deposed and |
virtually murdered Richard II who had had every right to
call himself God's annointed, chosen by Him to rule over
the realm of England. A king who obtained his orown by
deposing God's annointed no longer ruled by the grace of
God, but by the strength of his own arm, The moment that
arm lost its power this king could expect violence and
lawlessness to overrun the land upon which he could no
longer impose his will, For to the Elizabetﬁan the nature -
of the king reflected the state of the country as a whole,

A king who ruled by God's grace, administering God's laws
would be as a\ f'ountain-hea\fi |of purity whose presence ‘would
bless the realm he Truled. A king who held offioe by his

own power rather than by the power of God could expeot his
pecple to aoct and think in the same way, for he was the
standard by which they would judge. If might dictated the
~definition of right then any ma.ﬂ with a strong army and

a nerve to match oould with lit‘é:le trouble proclaim himself .
king. Bolingbroks and his son had ruled the land because
they were strong men. Henry VI was weak, the nobles seized
their opportunity, and the long series of oivil wars began,
The weak Henry VI had to pay a huge price for a orims

committed many years before, He was trapped in the toils

of a dual movement that had started long before his birth;
~ one of violence and orime that would place him on the throne,

and another of order and progress which, paradoxically
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working through the same means but in a postically just
way, would drag him down from his high office, For the
.orime of Bolingbroke had introduced a cancer which had
affected the very heart of England., Only when all traces
of the disease had been cut avay would the country know
rest from her torment., The king, who s8tood for England,
ha.d become a symbol of disorder and injustioce rather than
one of goodness and stability,

Despite the quarrelling, pOwer-hungry nobles, the riot
of disorder starts relatively slowly owing to the stabilising
influenoe of Talbot, who is the epitome of knightly per-
foction. The passage below may be guoted to show how per-
feotly Té,lbot aoted out all the roles of the "verray parfit
knyght", an ideal dear to both Elizabethan and Medieval
hearts, He comes beforé his king to do his duty, delivaring’
a speech which by its control, its measured_rhythms and its

~careful positioning of words and phrases refiects the wvery

\
esdence of courtly chivalry:

"My gracious Prince, and honourabls peers,
Hearing of your arrival in this realm,
I have awhile given truce unto my wars
To do my duty to my sovereign;
‘In sign whereof, this arm that hath reola.im'd
To your obedience fifty fortresses,
 Twelve cities, and seven walled towns of strength,
Beaide five hundred prisoners of esteem,
Lets fall his sword before your Highness' feet,
And with submissive loyalty of heart
Asoribes the glory of his oonquest got :
Pirst to my God and next unto your Graos," (III, iv, ¥y

The valiant warrior, fierce in battle, gallant to
defeated foe, courteous to women, with a pride in his rank
and nobility which will turn naturally to humility before
his God and his liege lord is a type that will vanish from
these plays after Talbot's degth, In his place wi].l comd
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men without honour, serving only their own interests,
acknowledging no God except for expedient purpéses ,

using the orown and not serving it and seeing it for what
it is » & symbol of treachery and betrayal, The epitome

of this type will be Richard of Gloucester, whose ascension
to the throne will mark the high point of this sort of
behaviour,

Talbot's f:hivalrio attitude is backward rather than
forward looking, for he is all that remains of an old order
which Will die out with him, an order which can only be
reinstated when the man to whom men like him swear allegiance ‘
both inspires that allegiance and rightfully commands it.
With his death there is nothing to ward off the flood of
evil and all hope of peace and order mst be lost until
this flood has exhausted itself. Even the common peopls,
uSuaily lef't outside the world of politios , are affected
as Cade and his half-cragzed gang rampage aoross the stage,
Any sort of movement towards order is immsdiately checked
by the aspirations of one more ambitious noble or yet
another ;Lgnon_\inious betra,;\val. Even at the ond of Henny VI ‘

art III, a.ftér the death of Henry, the complete overthrow
of Lancastrian hopes, and the establishment of Edward on the
throne, there is little reason for hope in the immediate
future, The house of York is as guilty as the house of
_ Lancaster of the crimes that have left England bloody and
breathless, The treachery of Rl:l.ohe.rd of York, the presence
of the turncoat Clarence, the-’lbetrayal of Warwick by Edward
and, above a.li, the emergence of the misshapen Glou;;ster_
as a.» very real power for evil suggests that the words
“our sickness to grow better must grow worse" are more
expressive of the situation than any hope of peace.

Pew of the charaoters, except the noble Talbot, are
worthy of our sympathy. The king is ineffectual, while |



the nobles cancel out any good they may do almost immediately

by some fresh act of violenage or betrayal. Although there
are occasional S8cenes of a more personal nature to be found
such as when a 8on finds he has robbed and killed his own
father, and a father his son, these scenes are intended to
evoke the tragedy of the whole of England rather than that
of a: ‘partioular man, |
I believe the young, inexperienced : plgy-wright would

have avoided intimate, personal studies which would have
required the delicate touch that a master might have
aéquired after years of practice, I also believe that a
rigid adherence to the demands of the Elizabethan dootrine
of history precluded the possibility of profound or psycho-
logically true human studies., Men ocaught up in the toils of

an impersonal process cannot be allowed wills of their own,

At the same time, the striotly formal demands of such a
process would have assisted the immature arti;st to write
hia-p}ay by providing him with a set of clear-cut formlas

around which a play might be shaped with some success,

The evil that is portrayed in the three parts of Henry VI
will be gathered up in the person of Richard, Duke of Gloucester,

who will take all the sins of England upon his shoulders and
die like a Scapegoat sacrificed to the demands of history,
a.nd 80 finally rid England of th(e curse of Bolingbroke's
-orime, Shakespeare will have tq; oreate a warthj saorifice,
a man who will almost be able 150 stand up to the benign
progress of history and bend it to his horrible ends, The
fast maturing artist will be capable of creating such a
man, but I believe he will find that at the same time he

has creatsd a form of monster which will threaten to destroy -

the very view of history that it is paradoxiocally suppbsed

to affirm,
In The Tragedy of King Richard ITI Shakespeare allows,
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for the first time in the history Plays, one man, Richard

of Gloucester, to take command of the stage, propelled not
by the forces of histox‘y; but by some innate energy-source
of his owm, The fact that this play is both a history play

and a tragedy suggests this is one of the earliest explorations

that Shakespeare makes 'of the tremendous potential which is
prosent in human nature for destruotion - a potential that
tends to ride rough-shod over any of the rules and aystemi
of morality men create in order to keep its threat of chaos
at bay, The oonventional view of history is atill the hereo
of the play, but the villain makes such a brave showiné that

this hero loses a good deal of dignitye.
It 1 significant that the reason for the oreation of

such a character as Richard lies in the very belief which

his presence tends to deny, that is belief in the benign pro-

gress of history as it manifests :ltéelf in the ovérthrow of‘

A

Richard and the orowning of Henry VII, If the play had been

wr\itten in the way of the first three plays of the tetralogy,
it would not have achieved its aim, Richmond's rebellion'a.-
gainst ﬁicharq would have pegn Just another in a long

sefies of rebellion;s, the one sbarcely differing from the
other, Richmond's actions had to be the final rounding-off
process, with justice firmly on their side, Richard had to
_be very olearly oreated as a man who threatened to completely
ovérthfow ell the values that ths Elizabethans believed the

progress of history would affi;‘ﬁ. Only then could Richmond's -

rebellion be justified, When oreating Richard, however,
Shakespeare ran up against the same problem Milton faced
when writing Paradise Lost., The Devil, in order that he

might seem capable of leading a revolt against God.,‘had to
be given 80 many human attributes that he became infinitely
more crédible, and, strangely enough, more_aympa.thetic,‘ than
the idealistioc forces of good qppdsing him, Adnittedly,

e amr———— e L,
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battles are won by armies rather than individuals) but the
pley has been so dominated by Richard that the final handing
over to Richmond who is an instrument in the‘handa of an
impersonal force rather than a personality strong enough to
supplant Richard, is stretching oredibility a great deal,
To the Elizabethan, ({hrough whose eyes one shﬁuld a_t;;empt
to 11)01:) believing, a8 he would, this manifestation of the
powers of order through divine power to be the only bulwark
against the chaos that threatened to engulf him, it might
have been a good deal more satisfying, but it would have
papdered to his hopes and illuéions rather than to his’ |
honesty. | | |
Realising possibly that the character of Riohard, while
fully justifying Richmond'a revolt, at the same time denied
1t oredibility, Shakespeare made attempts throughout the
play to control Richard's personal strength by making him
out to be & "scourge of God" whose job it was to destroy
what remained of the evil left over from the civil vars and
by doing 8o to take upon his shoulders the burden of guilt,
that 15 ho 1s given & funotion which can be contained within
the Elizabethan wo;'ld view, As I have suggested, I bellevo
" he tends to destroy this system whioch attempts to oontain

him, ; 7
As victims of the "scourge of God", every oha;faéterhthat
- Richard puts to death, except for the little princes riohly
deserves his fate. We should ,ha.ve little sympathy for the
Clarences and Buckinghams » bué neither should we have sym-
pathy for their nmrderer.v _ | o
_ As a f‘urther attempt to contain Riochard's persona.lity,
Shakespeare constructs many scenes in a ritualistic pattern
thus fading Richard's personality into the baokground of the
impersonal forces of history which this ritual invokes. Even

the mrder of Clarence is a formal exeroise, the mrderers
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catechising their victin; a8 to the reason for his death,
while the second murderer, in the style of Pontius Pilate,
.ritualistically washes his hands of the deed. The wooing
of Anne is also formally constructed, but Richard's ebvious
enjoyment of it all, and his gleeful

T

"Was ever woman in this humour woo'd?
V_Ias ever woman in this humour won?" .
’ (1, 44, 227)

does much to dispel the formal atmosphere by the sheer ex-
uberance which bursts through the confines of the parallel
fattern of oonstruction, This kind of effect is seen through=
ocut the play, as Richard's vitality constantly threatens to
destroy the balance which the workings of history are
dttempting to impose.

" When Richard is dragged into the great ritualistic
chants (Iv, iv) it is at the expense of leaving his real
natdre}behind. He becomes as faceless as the three mourning
queens, and we remain conscious of a different and very real
Richard who exists outside\‘ the 8tifling realm of historiocal
ne:cetus.’l.ty.'~ The Richard we know and often like is the man we
meet in the first épeech of the play whén he points to the
nany roles he willl pPlay during-the action of the play., The.
fact that Richmond is almost exactly the opposite of Richard,
\"instrument rather than aot(o:")',/,“ﬁhose persanality is purposely
played down to stress his role I;";a,a God's agent, points to the
problem that Shakespeare oonsciously or unoonsciously un-
covered in this play. There seem to be two worlds and two
visions of life in’ Richard ITI. The one world is governed

by the rule of order, and uses men as instruments rather

(1) The English History Play in the age of Shakespeare

by I. Ribner pg. 118,
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than as individuals = creatures whose roles are planned for
them by the great direotor, history., The fact that Richard
loses his identitj and becomes unreal when merged into the
ritual which expresses this world has been noted. In the
otheé world there are no rules but thoée imposed by the will -
of‘ the astrongest men, be they moral or imnioral. Yot it is

a wofld populated by real people, bj men who are masters of
their fate, recognisable as individuals who can invcke a
human response of love or hatred. It 18 an intensely real
world, and when it is compared with the other world, governed
by preconceived and highly idealised values, it is seen to

be infinitely more true and strangely, considering the aotiona
of the men who embody it, much more desirable,

| The vitality of the deformed king, the dri\fe behind his
ambitions, the skill with which he attains his ends, together
with his honesty and the obvious pleasure he gets from his
escapades form a bond between Richard and u;. There is
's\omething magnifiocent about him, while the three lamenting
queens are Simply irritating., He refuses to become simply

a mout.h-pieoe“ for qndleaa\opants but decides to take his

fate into his own hands, whatever the cost. To our way of

~ thinking he is justified in doing so, He is deformed and

hes no other way to succeed in a oruel, calious and lawless
world, He is scarcely made fit for survival and so must :

- fight all the harder just to stéy alive. With our modern,
overdeveloped sensitivity to vl:l.lct;‘.misation, and with our

natural sympathy for the underdog, we see much of Richard

- in ourselves, A young revolutionary, who feels that violence '

is the only pure action left open to mankind, would find

mich in common with Richard, The fact that he is a viotim
of a nameless systom that generally turns men into dummies
makes him infinitely human in our eyes, His last ory for
a horse would go right to the heart of the young protester
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who would see in the sanotimonious Richmond an image of all
that he hates in his own society., Furthermore, a villain
with a sense of humour, who is openly honest about his
intentions, and who preys upon peopie a8 evil as himself
but not so pleasant has always been somsthing of a hero.
Bven at the end, when Richard becomes little better than a
demented beast, we still have admiration for a brave but
wicked man who can make a good end fighting against odds
which are so obviously #gainst him, Although intellectually
we should know that his death is for the better, we cannot
help feeling regret at the passing of something 8o magnificent,
This i8 how a modern audience might feel; like the man who,
twenty-five years after the end of the Second World War, can
look back and see Hitler's good points, The Elizabethan,
basking in the power and glory of Tudor Elizabeth I, with a
fear of national disorder almost instinctive within him, and
seeing the bend of Richard as embodying all h\is hopes for the
ordered progress of his soociety, must have heaved a sigh of
relief as the orown was brought to Richmond on Bosworth field,
Yet, to\an honest, ‘ttxo!ughtful man, even the most intense
fear of disoz;der, lnxaoupled with an equally strong desire to
share in the security which belief in a benevolent force of
history gave to the Elizabethan, oculd not have prevented him
from seeing the basic dichotomy which had sprung up in the -
. course of the play. Two wor]ﬂsghad evolved in a play whioh
had a8 its aim the complete a,ffiirmation of a belief which
was supposed to unify men's aétiona into one great synthesis, -
, Perhaps it is too early to say that the Elizabethan
concept of history had no place for real human beings, But
it can be seen that the forces that tended to disrupt the |
order supposedly imposed by this view have their roots firmly
founded in a very real part of human nature, and unless these
opposing tendencies ocould be reconciled, the very basis upon



which the standard Elizabethan vision of life, a vision of
life which Shakespeare also heldAat the time this play was

written, would be in danger of oollapse, It could be said

- that Shakespeare learnt a lesson from his work on Richard III,

for the rest of the history plays are far more concerned with .

the nature of the people whose actions go towards shaping
history, oulminating in Henry V which is an attempt %o
blénd the ideal and the real and so justify fully the faith
of the ordinary Elizabethan in his world view,

The Life and Death of King John is a muoh neglected
play, seldom performed and often cast aside hy the oritics
in a few pages, Dating is a problem; Chambers claims that-
it was written after Richard II while Gareth Evans, in his
collection of twelve books cn Shakespeare for the "Writers
and Critiocs" serieé olaims that a "consensus" of opinion
dates is as written prior to Richard II. Ié\is usually
" attached to the first tetralogy in a rather haphazar@lway
for much the same reason as the later Henry VIII is tacked
on to the seQFnd t?tralogx;!its inolusion makes a nicely
symmetrical patterﬁ. Yot it does not seom to it in at all,
vhile from its plot there is left out a scene wWhich the -
title of the play demands to be included, that is the |
signing in 1215 of Magna Carta which, together with the

 inoident in the Wash, is the highlight of Jchn's otherwise
j E

/

miserable reign, o
" A combination of the opinions of two oritics may help

\ .to shed light on the ilmportant place which this pla& holds
in the development of the history plays. Evans says that
"the play has many excellent theatrical moments ... but it

- has an uncharacteristic untidiness and fragmsntation of

dramatio motivation and theme, This suggests not only
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haste but a precocupation with other matters. We may guess
that Shakespeare was tending the growing seeds of Hal and
Palstaff and impatiently dealt with this weedy plof'of
ground in the acres of English hibtgég." Tillyard is
somewhat more complimenta:yi "In sum, though the play is

a wonderful affair, full of promise and of new life, as

a whole it is uncertain of itself, In his next efforts
Shakespeare was both to fulfil the promise and achieve a
new certaigiz.”

Both feel that while there is much to be praised in
the play, it lgqcks the unity and sense of purpose which
will characterise the later work, More important, both
see in the play the promise of greater things. Shakespearse
in time of transition is always uncertain - later plays like

All's Well That Ends Well and Periocles w;ll beaxr the same

marks as King John, and, in the same way, they will bear
the seeds of future greatness, This play sh;uld therefore
;e’seen as the awakening to consciousness in the mind of
the artist of the problems which had presented themselves
in Richard ITI, and the beginnings of his attempt to solve
them, Although his belief in the correctness of the
Elizabethan view of history remains largely the same, he

~ begins to concentrate less on history visualised as an
impersonal force before which the individual is helpless
and more on it as a proocess shaped by the strivings of
individuals, He will become Pore interested in the
personalities of the ﬁeople involved. These people will

" start to become unique human beings with minds and
characteristics of fheir own, These human traits will be
developed in plays that will attempt to deny noither

historical nor p5y6hologioa1 veracitys

(1) Ibid pg. 39. ,
'(2) Shakespeare's History Plays by E,M.W. Tillyard pg; 233,
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In King John the first steps along this path are taken .
when Shakespeare begins. to express a deep awareness of |
the dual nature of people involved in the actions that make
up history. There is an attempt to bridge the gap between
the private and public man by developing the thome of
na.t:.onal unity whioh can stem only from the subordination
of the im_iividual's personal desires to the good of tho
xiation as a whole, | Potential for a national tragedy is
present in the persom of & weak and sinful king (John)
a.nd a man who has all the ability, but none of the right
‘to replaoo John on the throne (the Bastard).

. The dual role of each man is clearly demonatra.ted. ' -
Which John 18 the real one; the noble king who hurls - |

@efis,noo at the ambassador of Eranoe:

' "Be thou as lightning in the eyes of France;

" For ere thou canst report I will be thoro,
_ . The thunder of my cannon shall be heard. ‘ o
' So hence! Be thou the trumpet of our wrath . . |
And sullen presage of your own decay." (I, i, 24) *

\ | Vo ' ‘ .
or the sly, scheming man who orders Arthur's murder and '

provokes the barons to side with Prance against him?
Which is the real Bastard? Is it the man who proclaims

" . "Since kings break faith ubon commodity, - 7
‘Gain, be my lord, for I /will worship thee," (II, 1, 597)
/ | - ‘, :

who oon_demns John and all'icinga with the words . : _' |

"Mad world! mad kings! mad composition}
- John, to stop Arthur's title in the whole -
Hath willingly departed with a part;
And France, whose armour conscience buckled on, :
Whom zeal and charity brought to the field I
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As God's own soldier, rounded in the ear

With that same purpose-changer, that sly devil,

That broker that still breaks the pate of faith,

That daily break-vow, he that wins of all," (II, i, 561) -

or is 1t the man who, over the body of the dead John, speaks
thp__;f‘ollowing very moving words: o

"Art thou gone 80?7 I do but stay behind
To do the office for thee of revengs,
And then my soul shall walt on thee to heaven,

As it on earth hath been thy servant still," (V, vii, 70) ?

They play different roles oﬁ different stages, AS |
individuals they can be és_ selfish and expedient as they
wish, A8 actors in the vast national pageant they must
subordinate their base appetites to the good of the nation
as a whole, : . \ -

N Each of the three men who,havo‘ their eyes on the:thane
has a different olaim, John has the claim of possession,

bu't. no kingly quaiities. | Arthur, with the legal righf;s ‘on_
his side, is obvicusly unsuited to rule, The Bastard,

though he has all 'I;he qualities of kingship, has not the
birthright to £i11 this high office, The consequences of

a weak king will be realised fully in The Tragedy of King
Richard II, while the selfish desires of the worst side

" of the Bastard combined With h:;é powerful personality will
reach fruition in the person in Henry Bolingbroke., The
suffering of the individual caught up in the plots and
oconspiracies of history is evaked in the exchanges 'batween. |
Arthur and Hubert when Hubert comes to put out Arfhuf's "
eyes, There is even a suggestion, though faint, that the o
common people will have a role to play in history whex_i o

Bubert describes, in moving terms, the reactions in the



-2 -

- crowded streets to Arthur's desth,

The attitudes of the individuel are everywhere
important. Although the Bastard correctly decides to
obey'_ the requirements of history in the national interest,
it is shown as a personal deciéion that could just aes
‘eaaily have-gone the other way.

. The theme of rebellion too is treated on e peraoﬁal-

level, Tillyard sees it as "occurring rather as a personal

- problem than as the mester motive eff'ecting the pasaions

(1)
and fates of thousands of men", Similarly, it is a sense

of perscnel patriotism that brings the erring barons back
to their duty, |
The consequences of & week king on the throne, the

power which "commodity” has to move men; these will both

' be explored in later plays, The dual nature of man's

- personality resulting from the roles he has to play on two

different stages will also be explor@d; as well as the possgi-

| bility of combining the roles into one great synthesis, So

it cen be sesn that King John marks en importent stage in
Shekespears'®s deﬁelopment,
To the Elizebethen audience the theme of The Tregedy:

of Xing Richard II would be the most vital with which any

history play could déai: ths successful rebelliom of & -
subjeet ageinst hiS’lawful king, the dethronement of that
king, and his replacement.as rulei by the rebellioﬁs vaséal.
The often repeated s%ony;of how the Eerl of Essex asked the‘
"King's Men® %o ﬁerform'this play on the eve of his‘rebsllicn
against Elizaboth I attests not only the importance of such
a theme, but a2lsoc the vital nature of the link between the
theatrs and the daily lives of the auvdiences of the time,

In Richsrd II Shakespeare treats in depth an event which

(1) Ibid pg. 232,
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had previously only been mentioned in the first tetralogy
as’the aotion which had caused the chaos and bloodshed of
the reigns of Henry VI, Edward IV and #ichard III. The
treatment is very different from that of the earlier plays, .
In his later works he is far more deeply concerned with thé
inner workings of the‘minds that guide history on its
oéufse. He provides motivation in human terms for the
aotions, or lack of action as the case may be, of the

~ characters and therefor§ makes them far more real than the
rather artificial men who so implicitly obeyed history's
commands in the first tetralogy.

In Richard I1I, and in all the later history plays,
Shakespeare is oonoorﬁed with the character of the king as
well as the character of the land the king mmst ruie.
 Sti1l with an orthodox view of history in mind, he takes a
serious look at the poséibilities of applying sucﬁ a fiew io
' pational life; of combining the ideal of & bemign and
"érdered movement of human destiny with fhe reality of
selfish, power-hungry men who will bread down every law man
has ever oreeted for the @ineral good in order to further
their personal_aiAB and ambitions, The possibility of
combining in the office of king a& good man with one ¥ho
has a Juét claim to the throne becgmes of supreme importanoe.
_ Richard Plantagenet, when we first glimpse him, seéms_to |
be evéry inch a king. He handies with steady control a -

l/
‘ potentially explosive situation as two of his proudest and

{
/

noblest vassals fight it out ‘on & matter that touches the
most pfized possession of each, his knightly hoﬁour.
Richard's presence is magnificent, as the wordS of un-
questionéd authority and true regality flow from his sacred

mouth:
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 "Then call them to our. presence: face to face
And frowning brow to brow, ourselves will hear
The aoccuser and the accused freely speak, -
High stomach'd are they both and full of ire,
In rage, deaf as the sea, hasty as fire,"
(1, 41,15)

" Yot this magnificent-sounding oreature is the sams king
vwho will yield up the office he prizes 80 highly without 8o
mch a8 & Skirmish. Why, if he sounds and seems 80 powerful,
.4oes he not act with equal strength and purpose?

As the play progresses we come to realise that.Riohard is
# man excelling in speech but quite unable t§ act; that his
magnificent presence is not a reflection of his true character,
but depends for its substance on the suppor£ of a éomplete and
carefully ordered system, Riohardlcan handle the scenes of
ceremonial, the scenes where each man involved knows his
rightful place in the medieval hierachy and\ﬁhere his own
bart could be played according to the book, in the full con=
fidence that all those around him will also play their own .
rales in the‘same.way. %Pﬁ when he ;s faced with a real
situation that do;s not proceed according to:the rules of
& medieval tournament, he is totally at loss for an |
adequate response, so that his lack of ability begins to
show behind the scenes of ritual,

For Richard is out of touc:‘h with life, trying to play
| an essentially modern game by rules that are long outdated,
Because he does not think aocording to the needs of the time
he cannot act according to their needs either, Richard's
tragedy is that of a man who is unable to adapt and so
bridge the gap between ideal and reality, between what should
be and what actually is, He is the living embodiment of an
. ordered, hierarchical view of history; of a way of looking
~at things which is out §f date, impracticgl and ultimﬁtely
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- dangerocus to a man who allows himself to be lulled into
a false sense of security by the promise it makes of a
controlled, ordered and safe progression of events, This
is not to say that Shakespeafe has abandoned the ideal of
order as the governing factor in human life, He has rather
ackpowlédgedvthat a state of ordér oan no 10ngér be expected
s8imply to ocour, but ﬁuat be achieved by men through their
om efforts. The divine law must be administered by men
before sﬁch a happy state of affairs is likely to come abouts
Hence the concern with the nature of man in these plays,
Richard II opens with & sef scene of medieval cere~
monial, The monarch takes his rightful place in command
of the action and receives the respect and obedience of
all, We can see a continusl affirmation of the fixed and
proper order of things which the presence of the kiﬁg |
symbolises, Examine this speech of Bolingbﬁoko's:_,‘

"Pirst - heaven be the record to my speech!

"~ In the devotion of a subject's love,
Tend'ring the precious safety of my prince,
And free from other misbegotten hate,

Come I appellant to this princely presence."” (I i, 50).

Pirst there is the appeal to heaven, from which all justice
must ultimately stem; then there is affirmation of loyalty
t; the frince and an expressioﬁ'of the desire to serve
hin with no other motive than 'that of service itself, a
.servicevfree from allApersonél ambition or hatred, All
these noble words‘will be turned into a fine moockery by
Bolingbroke's later actions as his personal desires bring -
- prinoe énd_all tumbling down to their destruotion; For |
the moment Bolingbroke steps outside the world of court

eremonial he becomes a completely different man,.



Acousation and ocounter-accusation follow in striot order,

Then comes the finsl gesture; the throwing down of the gage

and the challenge to trial by combat:

"I'11 answer thee in any fair degree,
Or chivalrous design of knightly trial." (I, 4, 80)

Richard knows his part and plqya it well; the fountainhead
of Justioce to whom all can appeal with confidence for a

fair and just trial:

"Were he my brother, nay, my kingdom's heir,
As he 1s but my father's brother's son,
Now by my sceptie's awe I make_§ vow,

Such neighbour nearness to our sacred blood
Should nothing privilege him nor partialize

The unstooping firmness of my upright soul." (I, i, 116)

The style is one of high rhetoric ~ note the careful
balancing of the first 1ine and the sublime confidence
of the 1gst. The appeal is to the unqpestioned authority
of his sacred 'office and tb the symbols that affirm its
powers, Yet this whole speech is superbly ironical, for
Richard will rob Bolingbroke of his property with equal
impartiality, even though he were his "father's brother!s
. Boqﬁ. : . !

In this scene the tone is Qf a man confident of his
position, He stands with all th; power of heaven at his
 back, and with his bowing noblés before him, confirming

the strength of his power., He has about him all the

symbols of his office and is both a part and the controller

of the ceremonial whioch bolsters up and makes real to him
the system whioh he embodies, Aot I, i shows a system

funotioning perfectly with all of its parts behaving
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vormally. The world we see is one of order, chivalry and
 justice, yet it contains two men who, by their later actions,
* will show that they no longer judge their actions by the
standards which this scene so obviously affirms, |
"Aot I, ii contains another affirmation of thesq
stande.rds but from a different point of view, Gaunt and
the Duchess of Gloucester are discussing the rights and
wrongs of avenging Woodstock's death, It is clear in both
of their minds that the king is implicated but the a.ttitugie
of Gaunt, whose decision prevails, is clear, Richard is
God's annointed, in whose person the health and security
of the whole country rests, and there is thersfore no
Justifibation whatever for taking action against him to |
satisfy a personal desire for revenge. But John of Gaunt
is o0ld, and will soon die, Exocept for his brother, York,
he is the oniy man in the play who attempts \to live
according to the mles of conduct which he af‘fim. For
'}'the ‘0ld order changeth, yielding place to new", and the
~transfer of power had already begun., It is Gaunt's own
son, Bolingbroke, ywho will éull the king from his throne
| for just such a pe;rsonal reason of revenge,~while it is
Richard's illegal action ,which will motivate this revenge,
Bsth these young men pay lip-service to the code of ethics,
but none obeys it unless it su:!.j:s him, |
0ld Gaunt is aware of the /i;hangod state of affairs,

{
7

His speech beginnings =/

"This royal throne of kings, this scept'red isle,
This earth of majesty, this seat of Mars," (II, i, 40)

expresses the feelings of a man who knows ths.t with him,
a whole way of life is passmg, and that something infinite]y
worse has come to take its place. England "is now le_ased



-30 =

out - I die proncuncing it - like a temement or pelting
farm"._ She is no longer true fo herself nor to the beliefs
that maintained her pre-eminent in Eurépe. Only when she
returns to these standards which she has so sadly abandoned
.(when there is a good king on the throne in the person of
Henry V) will she regain her former glory and greatness of
spirit (a8 exemplified in the battle of Agincocurt).

Richard himself is a glorious anéchronism, a puffed bag
of words, full of the sounds and gestures of a king, but |
Judging his actions by an outmoded set of standards and

‘therefore unable to grasp the consequences of either his

own injudicious actions or those of the angry Boliﬂéﬁroke. o

He sees his realm a8 a farm (Gaunt's words mentioned above
should not be forgotten here) which can be worked at will
‘without taking into account the human need§ of the people

* Who inhabit it. He handles the first scene well because

1t comes within the limited scope of his abilities, Word,
%hought and action are at one; a state of affairs whioch will
not be seen again in this play. The situation in this |
scene is essentially Art;f;cial. The characters involved
are playing at a éame knowing full well its dfeam-like
quality. Tillyard says that "we are...in a world where
means matter more than ends, where it is more important

_ to keep strictly to the rules qf'an elaborate game than
either to win or 1os§13t". Thé Elizabethans, with their
love of and admiration for kniéhtly deeds would have

. enjoyed it, but they would hd;e also appreciated the
unreality of the situation, for their heroes were men

of deeds as well as words, Men like Sir Philip Sydney
could write the most beautiful poetry and at the same

time lead forays into the Low Countries where he would

(1) Ibid pe.252.

——m——
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meet his death in truly heroic fashion, The problems that‘
Elizebeth faced when she tried to squeeze money for the war
ageinst Spain from her 'loyai' House of Commons would also
be intenaely relevant to the play. Richard does not under-
s8tand this sort of thing for he is ﬁing by Divine Right and
thergfore believes he has no need to stoop to practicalities
like the oorrectifihancing of his wars in Ireland, When he
' provokes an equaliy illegal reaction by his mistakes his

. oontrol breaks down and he becomes ineffectual. He has no

formlae to apply to the situation that has arisen because

. Bolingbroke's action lies outside the scope which the rules

embrace, According to these rules, no 8uch~thing as the
dethronement of a king would ever occur, 8o Richard has
nothing to lean upon when Bolingbroke's rebellion brings
about just such an unﬁeard of situation,

. He is at loss for deeds, But not for onds. His love
of fofmality and ritual bear him up until hié very life is
5; danger, and only then is he compelled to act, attaocking
the murderers with unaccustomed ferooity.

He has turned;the surrender of his throne into an

exercise in rhetoric:

"With miné own tears I wash away my balm,
With mine own hands I givé away my crown,
. With mine own tongue deny my sacred.gtate,7
 With mine own breath release all duteous oaths;"

/ | (v, i, 207 )

His farewell to his queen is equally formal, and seems to

lack all human feelings:

- Richard : . "Go, count thy ways with sighs; I mine
with groans. '
Queen - ¢ So longest way shall have the longest

moans,

—
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Richard : Twice for ome step I'll groan, the
way being short
And piece the way out with a heavy
heart." :
(v, 1,89)

The ritual which was once his strength, becoﬁes here his
refege. He is attempting to find escape from the horror of
all that surrounds him by means of the distancing and im-

* perscnalising patterns and words of formal speech,

The mirror he holds up to his face shows him the thing
iteelf; e man without the support of an ordered world view
to give substance to the reflection. The kiﬁg'no longer
shows "the age and body of the time its form'end pressure”,
He is simply the reminder of an age that has passed awaf.’ .
The bime, for him, 18 "out of joint", and a1l England has
become a "prison" which will kill him as surely as he o
shatfers the mirror, Fer England has no need of a king iike
him. The groom may love him a3 a man, but it is the great

roan, Barbary that symbolises the country at large, needing

_ not some personal quality but rather the weight of authority

and a firm grip on the reins to guide her to greater glory.
" Bolingbroke is quite prepared to obey Riohard as long

gs his commands are legally valid, It is within Rlohard's

rights to banish him, but it is not within his rights to take

away what is rightfully his. Those to whom evil is done do
evil in return. Richard goes Outside the law and |

/
Bolingbroke, in order to protect his own interests, followsl

-

him, Richard has vzolated a basioc rule of oonduct whioh
every king must obey, and the people feel themselves

threatened:

_ "The commons hath he pill'd with grievous taxes;



~ 33 -

And quite lost their hearts; the noblea hath he fin'd
For ancient quarrels and quite losat their hearts,"
(11, 1, 246 )

The only recourse is to go beyond the pale of law and meet
the king on equal ground, be he God'vs deputy or ﬁot. For
a king may be appointed by Divine Right, but he must aot in
accordance with God's law. If he denies this law by
breaking it himself, he is denying the very source from
which his power springs. He lays himself open to -all the
lawlessness of which men are capable,

Although his dethronement is wrong to the legal mind,
in the context in which it takes place it is not only
necessary, but to a great degree corrsot, Bolingbroke's
‘role as usurper is in no Way stressed by Shakespeare, and
emphasis'is 1aid on his ability to rule well and to provide
a sound s.;ystem of justice tempered by mercy., Bushy, Green
Qnd the rest meet their just deserts, and England is a good
deéi better off for their passing, Only Richard remains, a

figure of pathos, a perplexed and ineffectual man completely

at & 1oss to explain the reason behind his abrupt change of

fortunes, Boling‘ﬂroke's claim to the throne may be unsound

to the purist, but to all other men he is the better king,
| Two of the pa.rallels first suggested in King John have
"now been developed. Richard, like the young Prince Arthur,

has all the right to rule but possesses no practical ability.

Bolingbroke, cast in the same‘'mould as the Bastard, is.:very

capable of ruling but has no iegal olaim to the throne, The

later plays in this tetralogy will concern themselves with
combining all that is good in each of these. men into the
perfect prince, Henry V. The nature of the country that

the king ha.s to rule is:also examined and must be ta.ken into

account if the king is to mla well



New foroes have arisen while older ideas have become
obsolete, The two parts of Henry IV.will rarely show us any
of the pageantry of a medieval court, but will rather take
us into the back streets and taverns of London to watch Sir
John Falstaff, Knight and Gentleman, and the'rrinoe of Wales
mocking in play the tired and guilt-ridden king, We shall
watoh a future king as he gets to know what is bad as well as
what is good in his pgople in order that he may be able to rule
for the good of all, Reaching through and beyond the rigid,
calcifying world of what has becoms empty ceremonial, the
\_two parts of Henry IV break iﬁto a different world in order
to examine the state of affairs as it truly exists, and not
as it ide#lly should exist, |

The tone and quality of the opening speeches of
Richard JI and Henry IV suggest by their difference the
distance that separates the two plays. Both start with a
king's speech, Richard speaks as follows: \ |

'\_

"0ld John of Gaunt, time-honoured Lancaster,
Hast thou, according to thy oath and band,
Brought hither Henr& Hereford, thy bold son,
Here to make good the boist'rous late appeal,
Which then our leisure would not let us hear,
" Against the Duke of Nonfolk Thomas Mowbray?"

| (1, 4, 1)

i
I

All the easy confidence 80 typical of the early Richard
flows throughhthese lines, Gompare the tone of Henny'a

—

opening spéeoh:_

- So shaken as we are, so wan with ocare,
Find we a time for frighted peace to pant,
And breathe short-winded accents of new broils
To be commenc'd in strands afar remote.
No more the thirsty entrance of this ‘so0il
Shall daub her lips with her own ohildren's blood,
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No more shall trenching war channel her fields,
Nor bruise her flow'rets with the armed hoofs
Of hostile paces ,..
Therefore, friends,
As far as the sepulchre of Christ
Forthwith a power of England shall we levy,"
(1, 4, 1)

No longer do the controlled, confident tones of Richard ringv
a0ross the Qourt,'remindiﬁg all of the peace, stability and
security of England., The country, like the king that rules
. her, is exhausted by unceftainty and strain, There is to be
found only thé weariness and the wishlto 6scape into fhose
happy times that ﬁere, as Henry dreams of the old ideal of a
crusade to fight for God in the Holy Land, It is the sort
of thingithat Riohard or Richard's father might have done, but
Henrj is several reigns too late. For the élorious age of
chivalry is past, and with it the holy way of 1ife one assoo=-
iates with the image of the knight in shining armour, All
the good causes are dead and gone, The times are changing,
and the aﬁffering of Henry symbolises the suffering of the
whole country as it 11vea through the uncertain time between
the breakdown of one set of values and the eatabliahment of
a new set in the minds and hearts of the people,

The dream of a oruSgdé to the Holy Land is rudely
- shattered when Westmoreland enters with the news that the
north is in open revolt, It iéEngland that needs rescuing,
and so the dream of a death in Jerusalem fades for Henry
into an inferior replacement as he finds himself dying in
Jerusalem room of his own castle. -

Sad though it may be for Henry, it is a symbol of
hope for England._ The words of Blake's p&em "Jerusalen"

express.:: admzrably the message of this action 3

[
.
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"I shall not cease from mental fight,
Nor shall my sword sleep in my hand,
Till we have builg Jerusalem

In England's green and pleasant land".

Gaunt's England, the almost holy "other Eden,vdemi-pargdise",
had become a "tenemenp farm", her greathesa undermined, But
& new reign had begun, the reign of a king who by his.
‘perpeveranoe and integrity would build a new Jerusalem in
England‘by returning her once more to God's lawé_and God'd

_ ways. For it is in the Jerusalem roomthat the old king
dies and his son, Henry V, succeeds to the throne and it is
‘here, therefore, that the'foundatiéns of .a new age of faith,
hope and justice are laid, England will become once more
worthy of her sacred name through the worth of the man who
holds the highest office in the land,

’Enough has been said, I think, on the theme of the
"Sducation of the pérfect prince" which is déveloped in
the two parts of Héngz IV. Hal is influenced by the
attitudes to life and kingship expressed by his father, by
Hotspur and by falstaff. ‘Paking the best from each, he
becomes the perfec% prince; A sense of duty he gets from
his fdther, an:enthusiasm for virtue from:Hotspur; he
tempers these with sympathy for the common man from
Falstaff and so holds the'prqmi§e, at the end of Henry IV part
" II, of fulfilling all the requirements of a true king that
Shakespeare has worked out inlﬁis'history plays..

In the course of ﬁal's e&ucafion we are shown a side of
life which never before appeared in the history plays. For
the first time a nobly born man gets insight into the way in
which the vast majority of his peopiellives; and, although
rejecting a good deal of what he sees, by way of comparison

he comes to see many of the faults inherent in the way of life
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to which the ruling classes had been accustomed, In the
process he begins to act and think like a recognisably
real_human'being.

Men like Hotspur are criticised throughout, both by the
words of H#l and Falstaff, and by théir own actions when

campared with their words. Hotspur's

——

" «s. methinks it were an easy leap
To pluck bright honour from the pale-fac'd moon;"
| ( 1, 331, 201 )

beconmes exceptionally foolish next to Hal's

N

"I am not yet of Percy's mind, the Hotspur of the
north; he that kills me some six or seven dozen of
Scots at a breakfast, washes his hands, and says to his
~ wife 'Fie upon this quiet life! I want to workl”
(11, iv, 99 )

(N |
" Set in the sort of context that we saﬁ developed in the
opening scene of Rigchard II, Hotspur would have appearéd a
brave and mﬁgnanimous.youth; a "theme of honour and renown",
but in the 8ame.p1#y a8 Sir John and his companions he is
made to seem a blustering fool wﬁp will'gladly saorifice his
ovn life, and the lives of all his men, for.some foolish
cause 1like a technical point of "Honour". He is a precursor

- of the brutal Fortinbras who i&jreédy to risk the lives of

: /
20,000 men for a’little plot of land not big enough to bury -

the dead of the battle. He is as outmoded as Richard II, and
the only_thing that recommends him is‘his vitality., The

way in which he finds outletsfor this vitality is oriticized
at every turn. Honour may be a word tlealstaff, but when
it is made real by Hotspur,it manifests itself in the tragic

picture of & country torn apart by yet another series of
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civil wars, It is the kind of honour that England could well
do ﬁithout.

This is not to suggest that all that Falstaff does is
correct, In fact, very little that he does can be seen as
admirable, If one should not enjoy wading to the knees in
“the_blood of one's fellow country-men, neither should one, as
Falstaff does, fail to fespond to the call of one's duty
when king and country are threatened. A compromise is struck
in thé portrayal of Feeble, the failor, who avédds conflict
of any sort where possible, but bears himself as nobly as the
‘rest when he sees that conflict is a part of,hi; duty.,
Feeble's following speech epitomises this attitude, and it
is noteworthy that the words are put into the mouth of one
of the poorest and weakest of ihe king's subjects, yet it
sums up the attitude of Henry V himself:

"By my troth, I care not; & man can die but once;

S we owe God a death, I'll ne'er bear a base mind,
An't be my destiny, so; an't be not, so, No man's
too good to serve's Prince; and, let it go which
way it Will, he that'dies this year is quit for the

o :
next," {

The probieh,when assessing these plays is the same one
that faced the modern reader of Richard ITI. The values that
.are so sound in these plays haée undergone a shift of emphasis,

: particularly for the younger éodern reader, Whereggﬁa few
years af'ter the defeat of the Armarda English audiences might
‘have swelled with pride to watch the slaughter at Agincourt,

the England of today would have paid more attention to the

words of Falstaff, who with the glorious gift of laughter runs

down evenything_that is vaguely connected with the establish-

( part IT-ITI, ii, 228) .15
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ment or its way of conduct, We have no time for the
heroics of war - all that died out with the dead of the
Somme or in Hiroshima, Now people are askihg the very
Falstaffian question "what would happen if they gave a war
and nobody?"\ The American whé escapes the draft by
fleeing to Sweden has much' the same attitude as Falstaff
wheﬁ he pretends to be dead in order to save his life
'in the middle of a crucial battle, Falstaff is far too
modermn and far too sympathetic for the modern audience to

condone King Henry's stern banishment of the friend of his R

youth at the end of Henry IV part II, He is an anti~hero
of the type thaf 80 ofteﬁ gains all the'sympathy.in modern
1itefature; and is furthermore quite delightful in almost
every way. |

-~ In a similar W#y, Hal's choice is no longer split
among three ways of life each §f which has a valid but
partial claim on his loyalties, Hotspur's fanatioism sends
;old shivers down our spines, while the harshness of the
 guilt-ridden Henry IV in his attempts at discipline go
altogether againSF the modern belief that each individual
should be free"toxchoose his own way of iife and his own.
future, Above all, we h#ve no instinctive need for the
positive aspects to be found in Henry's character, that is
his ability to maintain peace and stability.in an extreme-
'i& restive period of English hﬁstoxy. :

~ We shall face the same problem when assessing the new

king, Henry V, The prince who so admirably defies his father's .

lack of huménity will lose all sympathy when he becomes the
man who urges his men once more into the breach at Hanfleur;
or uses his bishops to justify another bloody fdrgy intoi
France, We think of Falstaff and Poins ' and cannot help but

- remember the lesson that the youthful experience of Hal



taught us and should have taught him; that real, live
men are being mangled beyond recognition in that breach,
end not simply some sért of chess~men in a game to further
the glory of England and her king, |
Henry V's charactef can only be appreciated from the
Elizabethan poinf of view and julged accordingly,

More than anything else, Henry could not allow Falstaff'é
ideas to gain control of his way of judgement.- Falstaff,
for all his humanity end realism, is a symbol of dis-
order in a sphere of action in which no such disorder
could possibly be allowed, Tillyard says thg.t there is "no
need to be ashamed of having an affection for Falsfaff, ag
long as we also acknowledge that we must cast him(oz‘f".

It is what he calls owr "official selves” that must do the
‘caé'ting off while our "unofficial selves" will Astrive to
keep him, For we may not wish to live : according to ths ways
of Hotspur, but we would not want to see a men like Falstaff
in control of the country, . v

Ra.rely- are these officiai and wnofficial selves not at
loggerheads, yet in Hehgz V Shakespsare attempts to re-
 concile thesé constantly warring opposites., From the
modern point of view he fails by a long Way, As with
Richa.rd III, I believe even an Elizabethan would Ahave had
strong reservations; The wa.iking epitome of virtue that
we are shown in Henry V bears little or no resemblance to the v
vital young man we saw develdping in the course of the two
parts of Heary IV, Fron‘1 a i'eal human being Henry becomes
a stuffed dummy whose actions are largely wnrsal, The
attempt to bridge the gap between the ideal and the rt_aa.l

(1) . Ibid pg, 291,
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has féiled, for while Falstaff's desperate "banish plump
Jack and ybu banish all the wérld” is not entirely true,
~ one does fesl that, with Falstaff, the possibility of Henry
remaining & real, credible character has also venished, In
Henry V I see another Richmond,. another Hotspur and another
image of the earlier Richard II, These men could only be
Judged as probable creations so long as there were no real
men like Richard III, Hemry Bolingbroke or Sir Join Falstaff
nearby to give the 1lie to their credibility,
So Falstaff has to be hastily removed from Henry V

for just this reason, We could not believe in Henry and his
'bloodthirst'y aotions.if there is a Falataff at his elbow
reminding hié men that honour is simply a "word", and that
it WOﬁld be foolish and dangemus to obey the orders of a
man who expects them to build a wall with their bodies.

So Henry V beoémes a regressive step that solves no problems,
A play that has to banish an essential and very real part of
humanity in order to justify the actlons of its main
| character must be pased on a false ér only partially viable
vision of life, o

In this play Shekespsare a;clmowledges » Whether con-

soiously of unconsciously, the fallure of his attempt to
prove that the Elizabethan view of life, from which the
view of history came; coum adequately explain either
men's nature, his position;:in the universe or his relation-
ships with his _feilow mcn.’ The artificiality of so many of
Henry's actions, together with the measures that are necessary
in order to bolster up our sympathy and credulity, attest,
therefore, .the essential artificiality of the Elizabethen
world view, The elemsnt in man's nature which tends

toward violence, destruction and disorder, toward what we



now éall anti-gsocial behaviour, is far stronger than any
moral system which attempts to control it, and so any
affirmétion of some optimistic view of life within the -
framework of this moral system can only succeed at the
expense of this basic; trueland'undeniable part of life
itself, People Who epitomise this anti-social part of
human nature.must be left outside an optimistic play like
Henry V, therefore, if this piay is to run its desired
course, | |

| This was the last complete play that Shakespeare wrote
purely as a history play. Later, élthough he used
historical actions as bases for his plots, the plays'were
seen as tragedies and not as histories, In them we shall
see that if any positive value is to emerge, it must be
crea%ed not by rejecting the worsf part of man's nature, but
_by working through it, and affirming some.hgpe for manking -
ngespite g1l that the worst in human nature can do to tempt
nan té despair, The infinite beauty of Cordelié's love for
Lear;'for examplé; is far more real than any action of
" Henry V,.fof it has the Whole tragedy of Lear's blindness
and arrogance ;s gts background.

The concept of order will not be abandoned, In the
later plays there is a constant need for order, but
sﬁakespeare:will réfuse fo SacFifice the demands of truth

| in order to bfing about that #nder. His purpose will be
to find a higher order in huﬁ;n life which'will encompass
and transcend the worst that disorder can ao, This is
what he failsvto do in the history plays. The characters
who‘embody chaos, evil and destruction are at all times |

more real than these who stand for the benign forces of

history as the Elizabethan saw it,
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- The_periéd of the great tfagedies, when these
déstmc.tive-fcrces_ will rua riot, killing all in their

path, is at hand,
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THE _COMEDIXS

During the period in his life in which he was writing the
history plays, Shakespeare was also at work on a series of
ocomedies,

I believe that this is not merely a coinoidence, but results
from the faot that Shalcéspeare'a comioc vision and the Elizabethan
view of history, upon which the hisfory plays were based, both
stem fr;'om the same belief: that there was a powerful, Gode
decreed factor in human life that guided society towards a
state of perfeot order, and that when this state was reached,
human belngs would be as near perfect as possible, Geoffrey
Bush, in his book on the subject of Shakespeare and the Natural
Condition, defines the aims of the dootrine of order and points.
out the slimilarities, in this respect, between the comedies and
the histories, supporting the suggestion made above;

".eothe end of comedy is the triumph of the idea of order.
If: 18 in the histories.avnd the oomedieé that Sl%akespeare's vision
_moves towards absolutemonclubions: the histories and the comedies
are\indeed arguments of hope, looking toward a promised end,
Their motto is *respice finem"; in the Broadest sense their

endeavour belongs to Bacon's and Spenser's effort to reach certain-
1

ty. o
"The immediate concern of the comedies is with persons and
oevents; but above things in themselves, and governing what happens,
is the idea of an ordered society, The idea shapes the plays,
dire;zting events toward a happy anding, and no natural fact can
prevent it, The end of each oomédy is the moment when society
reaches a perfect idea of' itself, and the progress of the indi-
vidual characters is toward this perfeot idea: wlien they ocone

front nature, their encounter is with a continuance that is
‘guiding them toward the realization of themselves, Only the |
fools,..8tand aloof from the natural continuance; lovers join
themselves to a persausion that is leading society toward a

dream of perfection. The oomedies share the desire for come
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plete statement; their visioh is of charaoter and event stri-
ving toward meaning; and to make possible the realization of
meaning and order the art of comedy imposes meaning and direots
what takes place, It is Shakespeare's art that,..arranges the
happy ending:Z"

I have quoted at some length for I believe that Busht's
ooﬁmeﬁfﬁ express exaotly the conclusions I reached in ny own
reading of the plays, The histo:ieé and the comedies are both
based on the same belief, and will both, by absolute standards,

~ fail for the same reasons, In themselves they may be brilliant
works of art, but as far as the "effort for eertainty" of which

- Bush apeaks:ia oonoerned they oannot supply any adequate ans=-
wers to the questions about the nature of human existence that
faced Shakespeare and the men of his time, If Shakespeare was
to find an order and a pattern of meaning rumning through hu-
man life, he oould not find it by means of theJFystem upon
which the Elizabethans based their world view; belief in a
sysgém of order leading toward perfection through whioh the
hﬁppy endings of the oomedies and the triumphant c¢limaxes of
fhe history plays werp,attained. ”

Again Bush has some cogent oomments to make: "There is
a tendency of the mind to seek éut meaning; the Elizabethan

| doctrine of order belongs to this effortAtdwana conolusive
statement, 4The dootrine of brdér has not survived:,...The
history of the great chain of beiq‘g...ia the history of a
failure; more precisely and more justly, it is the record
of an experiment in thought oarried on for mny centuries by
meny great and lesser minds, which can now be seen to have

(2)

had an instructive negative outcomd,"

(T)Shakespeare and the Natural Condition by G. Bush - pg.23,

o s ma o meem e = e n



Bush goes further, adding this significant comment: "And

while the idea of order has not survived, Hemlet and King Lear
have survived: they belong to a different enterprise of the
mind, concerned with matters more‘personal., more obscure, and
more exacting of our fears and affections, They are an experie
ment in thought that did not end in failure; and what is stri-
king aﬁout them is that their outcome is 80 incomplete and
inconclusiw(r:e[ 2 "

It is directly after Shakespeare has finishéd work in the
ocomic a.nd historiq genres that the first of the above-menfionod |
plays was- wriften. I have attempted to trace how Shakespeare
tried to £t human nature, as he came to know it, into the
frame-work of history, as he knew it, and how he was unable to
do this without turning his hercves into artifioiel men speaking
platitudes, or without banishing from the plays men represen-‘
ting an essential pai-t, however reprehensible it mey be, of
human nature, Richard III had to be overcoms nét by a man but
by a.\ representative of God himself, while Falstaff had to be
banished from Henry V in order that Shakespeare might portray
~his version of the perfect prince, Yot despite his cruel rejec-
" tion of the friend of his youth, Henry still tums into an arti-
ficial character, whose most ocredible action is the ordering
§f the slaughter of the prisohers at Agincourt, Another quo-
tation from Bush will help to throw light on thesort of problem
that men 1ike Richard or Falstaff }present, and also suggest a
further link with the comedies: /,';The fool is not a progress

toward himself, the fool is alwa&s himself, and he preservés
what he 1s by ignoring a2 world rushing headlong toward weddi,ngs.
The fool is a fect, and he is the only fact that cannot be
governed by the comic dreamsesshe is a reminder that the moment

(2)
of perfection realised by the comic dream is only pretending,."

(I) Ibid - pg,6.
(2) 1vid - pe.3I,
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He then specifically mentions the role of Falstaff anmd the
problem this sort of man presents to the wkiter of history
plays: "So Falstaff is the fool of the history plays, He
steps out of the way of English history, an intruder who
announces hin;self in the face of the commonwealth; and in
Falstaff the idea of order meets its most dangercus fafaiZ'Y

We »a,re reminded that facts cannot be avoided, Falstaff
refuses to be traepped or bullied into laying down his life
for an empty word like vhonour and sc lies down playing dead |
in the middle of an important battle, On the more positive
side he is the sort of man who would have reminded King Henry
- that it is real flesh and blood with which he is planning to
£411 up the breach at Herfleur; men who would rather walk and
live upon the earth then lie rotting heneath it. The deformed
Richard of Gloucester, reJe-cted by the world "rushing headlong
toward weddings" ("For I, that am not made for sportive tricks"),
used as the scape-goat of history, has other ele‘ments of the
fool\about him; the fool as viotim, used by those more fortunate
thah him for their om ends and then cast aside, Riohard plays
them at their own game, makes "fools" of them, and, for a time,
takes all, B |

In the lé.ter ocomedies in parfioular the fool as a charac=
ter comes into his own, culminating in the picture of the
melancholy Feste left alone on the stage at the end of Twelfth
Mi‘while‘ th.e lovers go happily fo bed, It is the fool who |
~is given the last word, and, e\.ren’,"’if his message is rather
vague, his presence alone is suffioient to remind us that, as
Bush says, it is all pretending and that people do not resally
live happily ever after, It is a delightful dream, but it

remains for the present only a dream, to be remenbered as some-

thing pleasant but_ very unreal when' we eventually awake,

(I) Ibid - pg.3I.



(n a broader scale, Richard III and Falstaff remind the
playwright _that there are men who believe in a different sort
of nature, the sort that delights in cheos, disorder and des-
truction, When menifested in human nature, this aspect of
nature mekes the men i't controls stand outside the ordered
progress of society toward a perfect realisation of itself,

It makes them prefer to take their fates into their om hands
and to decide for themselves in which direction their lives
: ﬁill flow, The near triumph of Richard III, and the deaths of
Hamlet, Lear, Othello and the rest will attest the power these
men possess to influence not only their own lives but also the
lives of those around them, The comedies and histories ignore
this sért of man or deny him his full potential for evil, Thet
is why these plays are able to come to such certain conclusions
and yet why they have about them an air of artificiality or of_
dreamlike unreality, This is also why thé later tragedies have
in \their outcome the feeling of incompleteness and inconclusive-
ness of which Bush speaks, but yet why they are at the same time
so great,
| The movement toward uncertainty, toward collapse of belief
in the power of the concep"t of ozdezj to provide a full and ade=-
quate pioture of human nature is as visible in the comedies as
it is in the history plays, Despite the fact that the comic
rdramatist can choose his own material for plot and character
and thus steer clear of a situation that might upset the balance
of the whole play, unsettling elements constantly crop up,
‘ particularly in the later comedies, Any tragic or potentially
tragic elements that appear will be there because the artist
wishes thexﬁ to be there, and I believe that they will be a surer
sign to the reader of doubts in the dramatist's mind,
To all intents and purposes the comedies will rema.in sune

ny, golden and happy throughout, even the later ones still leav-
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ing the audience with a feeling of affirmation of an optimistie
view of‘vlife. My oconcermn will be with the undercurrenta-of
pessimism which will be found in the plays like shadows around
even ths brightest of objects, By ooncentrating on these under-
ourrents I may give the impression that I vi_ew all the comedies
as dark, gloomy plays wnsuited to be called comedies, This is,
of coll;'se, not 80, for they are among the best that English

>~ literature possesses,

This is why these plays are still worthy of being produced
even though the system of belief that inaﬁined_. them has long’
since been abandoned, Within the limits set by this system of
belief they give brilliant insgight into 1life and human nature,
It is simply that this system limited the scope of the plays,
The sort of aémh for certainty of whioh Buah' speaks will never
be. oompletéd wntil the seza;rcher has explored all he can find,
Eventually Shakespe;re had to leave the warm, geci:re but limited
world of harmony and order and wander into a new and terrify-
ing\ realm of experience where there is nothing to be sure of
but basic human passioné with théir enormous and almost inocon=-
ceivable ability to both affirm and deny, to destroy and oreate,
- Such ur;bridled. destruction will sometimes be more terrible than
the human min(_i can bear, while any sort of positive values will
be given added meaning by comparison against the worst that

man's “worser genius" can do. .
- : I

/
Often ackmowledged to be the earliest of the comedies

(although some critics would like to date it after Love's o [

Labour' s lost), Two Gentlemen of Verona is possibly also the

leasf popular, Evans seea the cause of this wnpopularity as
being "the combination of a complicated plot, a remote world,
insufficiently realised characterisation and a good deal of f
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(I)
highly wrought dramatically awkward verse," Shakespeare had

difficulty in edequately reconciling theme, plot, verse and

~ intention in order to achieve a satisfactory conclusion to his
| play, There are too many disparities, too many incongruities
and too many loose ends hastily gathered together in the last
scene to leave the audience ﬂth a feeling of satisfaction.
when the play is .over.

The characterisation of Proteus, one of the main characters,
is mainly at fault here, At the beginning of the play, in his
first speech after being left alone by his friend Valentine,
Proteus deseribes himseif as being the ideal hero for a roman-

tic comedy:

- "He after honour hunts, I after love;
He leaves his friends to dignify them more:
I leave myself, my friends, and all for love,
Thou, Julia, thou hast metamorphis'd me ’
Made me neglect my studies, lose my time,
\ War with good counsel, set the world at nought;
© Made wit with musing weak, heart sick with thought,®
(1, i, 63)

_ _ N ; v
- Self-pitying, ohanged into an unknown creature, useless to
himself and his society‘under the power of a feeling that can
" never be called love, he is an ideal person for the healing
power of the conmio vision to help by returning him to a true
knmvledge of himself, by allowing him to understand the nature
of true love and by making him aeek out the oompany of men
rather than avoid it. '

Furthermore, when we meet Julia we see firstly how ime-
possible it is for a sound relationship with such a girl to
have thé effect on a man Proteus claims and secondly that

Proteus has to make an immense change in himself before he.

can become truly worthy of her, Yet the play, instead of

(IyShakespearel by G.L.;Ev‘ans - p&:82,
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working to improve Proteus's position, proceeds to make him
appear far worse than he ordigionally was, turming him from

a foolish, deluded young man into a faithless, malicious
oreature who repels rather than attraots sympathy, His
attempts to win the love of Silvia show a facet of his charac-
ter which is the cause of the failure of the play as a convine
cing- oomedy., Proteus is no longer a deluded yowung man who

cen be peturned to a true way of thinking within the frame-
work of the comic vision of life, He sinks below the level
from which comedy is able to save him into a world more
suitably handled by the tragioomic or tragi§ type of play -
into a world of evil rather than simple delusion, Delusions
of the sort so typical in a romantic comedy result from a

basically good person's (like Orlando in As You Like It)

suffering frgm some sort of misoonception of himself and of
- the world around vhim. The sort of action of ‘which Proteus
is guilty results from the workings of a bas‘ically evil
oharacter whioh oan only be changed by the full power of the
tragioc vision of life, Proteus is no longer deluded but
likable, He beoomqa morally reprehensible and his change
of heart at the end:. is neither convincing nor pleasant,
for we all know that Julia deserves a far, far better man
for her husband, The disparity of the natures of the two
people involved in this match rerains too big; it spoils
“the ending and leaves us with a/feeling of dissatisfaction,
I do not think that at this stage the failure of Two

Gentlemen of Verona shoﬁld be Eeen- as resulting from the

failure of belief in the comic vision of life, but rather
" a8 the result of the immature artist's knowing too little
about how to control his material and to pick obaracter and
plot satigfactorily in order to explain his meaning, The
subtle boundary between oomedy and tragedy has yet to be

explored, and the fault here is of too little technical
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skill rather than too much understanding of human nature and
the human condition, In the later comedies the tragic ele-~
ment made itself felt because it could not be denisd, In
this play it slipped in unawéres because the technical

immaturity_of the artist could not prevent it, So Two

Gentlemen of Verona should be seen as an example of the ear-
1y émpmgs of the artist, for there is much to 6ommend it.
The treatment of Lauce, and to a lesser extent Speed, is
partioulaz-iy delightful and holds the promise of great
things, It is an experimeﬁt in mode, form and content; a
stepping stone to greatness. Shak espeare must have been
aware of the faults and have learmt from them a.s. his work

progressed,

In the next play I shall discuss, The Comedy of Errors,

" Shakespeare avoids making anything 1ike the same mistake.

- He confines the action to an exploration of the full, far-
N

clcal possibilities of the coming together in the same town

of a family consisting of a father, mother and two identical

twin sons having identical brothers as man-servants, Each
member of this faniily has not seen the others for many years
and believes them to be dead, The only tragic element in
the play is the initial pioture of old Aegon condemned to
death for his illegal entry into Epheseus:

- j

, | /

"Proceed, Solinus, to procure my fall,’

And by the doom of death end woes and all." .

(1, 1, I)

This is, however, the starting-point of a play that follows
a steady though intrioa.fe path away from the dark realms of
tragedy, through the bﬁght though chaotic world of faroe‘,

- ————— o —— -
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to end in happiness for all, Aegon finds a family, wife |
finds husband, brother finds brother and man finds wife,
There is no chance of the sombre tone of the opening scene's
casting the slightest shadow over the rest of the play, for
'immeciiately after sentence is passed on Aegon the first sere
vgxit ia‘beaten in place of his twin and the fun begins,

Even the unfeithfulness of Antipholus of Epheseus is
not seen a3 wrong, but merely the result of a temporary es-
trangement from his trus natufe which is easily rectified .
within the comic vision of life, - The words of his wife,

Adriana, suggest this:

"0, how comes it,

That thou art then estranged from thyself?
-‘Thyself I ocall it, being strange to me,
* That s individable, incorporate, _

An better than thy dear self's better part." ' !

' (11, ii, 1I8) | |

N

If his own wife can see it as being no more than an es-
trangement that can soon'\bel rectified, then there is little
reason why we should think otherwise, Indeed, the whole of 4
Antipholus's relationship with the courtesan is so lightly |
treated that it has none of the normal feelings about it

we associate with adultery,

The theme is simple, The ‘chaos that occurs in most of
the play results from the iﬁability of people to distinguish
the true nature of things, This theme is an important one, |
but the fact that it is presented in terms of such inore- S
dible situations assures the lightness of its treatmemt, It
would appear far more enjoyable on the stage than read, for
without the farcical quality of the actions themselves it
becomes & little trying as misteke follows mistake with lit-

—_—
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tle perceptible variation. Well handled and played at a

brisk pace it ‘should be very funny on the stage.

The Taming of the Shrew is, in my opinion, one of the

nost .delightful of the comedies, It is the handling of the
main plot that makes it the success it is, Both the SW'
and her Tamer, Kate and Petruohio‘,' are warm, sympathetic
people who play & part alien to their trus natures in or-
der to forstall and outwit the other in the role he or

she has assumed, The change that takes place in the ocourse
of the play is for the better for the true nature of each
is revealed, Kate ohanges from a hard-bitten man hater (a
role she has assumed in order to proteot herself from the
dowry=-seeking males that pursue her) into a submissive and

tender wife while Petruchio, boisterous and belligerent in

response to Kate's hardness, beoomes as gentle and oconside~

f\rate as any woman could wish, The stages in their change

of charaoter are skilfully handled as they come closer and

eloser to a tme realisation of themselves and so to a state |

of being truly suited to each other,

Petruohio promsses from the callous beast who plays
on a woman's weakest point = her desire not to have her “
wedding~day spoilt in any way - to the gentle teaser of the
meeting an the road with. Vioentio. The wager at the end
| ~rounds off the action with Ka.te'a speech on the nature of
' ~ the ideal marriage. Only Kate could have made that speech, :
for the sentiments she expresses are the natural result of

the whole development of the play,

It is here that the reason for the success of the play

is to be found, The ending is in no way ocntrived, but is

the logical and naturel conclusion to all that has gone be-

fore, Petruchio and Kate have reached en understanding that
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will enable them to stay together through many marital bate
tles yet to come (the independent spirit of each holds pro=

mise of these), It is not the simple fact that they are

married that is important, but rather the state of their

minds, which holds promise of a golden future, It is in
their understanding of each other that the hope that springs
from comedies (of whioch Bush spoke :ln the passage quoted
earlier) is to be found, It binds them together spiritual=~
ly and physically, and it is from thelr wmion that a ohild,
symbol of life to come, of the continuance of the human ra.o'e,

will be born,

Love's Labour's Lost,

Evans states that, in writing this pley, Shakespeare
was "deploying satire and he used contemporary events as hib
mategt)xl”. I find it diffiocult to define the limits of |
either comedy or satire, whioh seem to overlap., The obvious . '.
oritique of a particular, artificial way of life, and the
faot that the end of the action does not result in the us-
val comio oon\dzlusién of a \sﬁate of marriagas seem to justi-
fy the olassiﬁoation of this play as a satire, The illusicns
under which the four men labour are so preposterous, how=

ever, that any possibility of the bitterness that cften:

accompénies satire's oreeping in is easily avoided, and

‘fhe general impression is one of geniality and good humour, -

The men are deluded rather than malioious; the only people

they hurt are themselves, and the result is ail very satis-

factory., The "enginers" are Jjustly "hoist with their own
peta.ri'\' and suffer the due consequences of their earlier
foolishness, the ending being an admirable example of poetic

Justioe.‘ Costard's "orime" of talking to a woman, for which

(I) Shakespeare I by G.L. Evans - pg. 96.
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he received a year's imprisonmant, is imposed upon those
who sentenced him, é.nd for the same "ecrime", They are ban-
ished from thé presence of woman for & whole year to do
hard penance, in order that they might learn the real value
of love and of learning, as well as of that "special grace"
of which Berowne speaks in the first act when, even before

the oath is taken, he fortells how all will be forsworn:

"Necessity will meke us all forsworn

Three thousand times within this three year's space;
For every man with his affeocts is bom,

Not by might mastréd, but by special grace,

If I breek faith, this word will speek for me: v ‘
I am forsworn on mere necessity." (I, i, I47)

Berowne's warning is borne out in Costard's subsequent
actions, Costard justifies his "orime" in a\ more earthy way
then Berowne would have done, but he says essentially the -

. _
same thing when he pleads that "it is in the manner of a

pan to speak to a woman," (I, i, I09)

The conclusion to which the action leads is inevitable:
|
:1

"Let us once lose our oaths to find ourselves,
Or else we lose ourselves to keep our oaths,"
(v, iii, 357)

But even then it is not so simp.le. They have played ét be_- f
ing scholars with 1little success , now they will play at be- 3
ing lovers just as fruitlessly. The art of love, like the .
wisdom of true knowledge, cannot be studied in books alone.
The four men have erred on the side of the ridiculous and
must be punished in g wéy that will make them the wisexr for
it. They must leam in the hand school of experience the erv

ror of their ways, S ' | -
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The early comedies reach their culminating point in

what is clearly the happiest of the cdmedies s A Midsummer=-

night's Dream, This happiness is the result of the com= v
plete integration of the comic vision of life into all
aspects of the play, Harmony in the human world and in
the world of the supernatural is the keystone of the play,
The chaotic, discordant scenes in the forest outside Athens
are investéd with an air of complete unreality; the un-
reality of a dream or of the child's world of fairies,
elves and magic potions that can do strange things to men
who come into contact with them, The three plots_ are
beautifully interwoven, the world of love and of the court
mixing quite naturally with the fairy-land of the enchanted
wood end the boisterous yet good-humoured roughness of the
mechanicals from the stalls of Athens market place.

The whole play moves steadily toward the absolute
ge.rmbny'of the last act, This act is concerned in its en=
tirety with the expression of the "happy ending" that tra=
ditionally concludes comedy, an action usually confined vto

- the last scene of the last ‘act, Lovers and in-laws, chil-

"dren and parents, isubject and ruler, nobility and simple
folk, mortals and fairies all combine in a joyous celebra=
tion of the pites of marriage, a celebration that was im-
'plied from the beginning and never lost sight of even in
the wildest moments in the wood,.

Yet, within the span of a/ few short years, happiness

of the dream captured in this play will turn into the hor-

rible nightmares of Lady Macbeth and her husband, while the

light and airy Oberon and Titania will become the three
bearded hags who stir Macbeth to such bloody and unnatural

actions, The perfect harmony of life so well expressed in

A Midsummernight's Dream will turn into a "tale told by an
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idiot, full of sound and fury, signifying nothing."
Yot through and beyond this expression of disillu-

sioument and disenchantment will coms Prospero's

® "We ara such.sgtuff
As dreams are made on; and our little 1life
"™~ Is rounded with a sleep."

in The '.TemRest.
' The progress and nature of so violent a change is |

suraiy worthy of study,

The comedies generally ascribed to the period imme-

4 diately following A Midsummernight's Dreaem are The Merchant

of Venice, Much Ado About Nothing, As You Like It and

Iwelfth Night; or, What You Will, All of them are bril-

liantly written and oonceived, but eaoh of them differs
\oonsiderably from the dreamlike happiness of its immediate
predecessor as far as tone and quality are concerned, for
it is in these plays tha.t the mderourrents of disillusion=-
ment more powerful than that with which the comio vision

can contend beocome visible,

8o strong are these disturbing elements in The Merchant

- of Venice that G.L. Evans, wiriting in 1969, goes so far as

to olassify this play as a tragicomedy, (Shekespeare IT =
 pg. I05.) -/ |

7 Although the play ends with the traditional ocoming to-
gether of happy couples in a celebration of love and ma.rriagé ’
* there 1s too much bickering and fighting, tco mich hypo-
orisy and double-dealing along the way for this conclusion

. to give any satisfaotion, For the play turns on a olash in=

side the personalities of the éharaoters coﬁoeméd between
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& superficial adherence to a Christien way of life and
the actual application of & harsher, more selfish and
distinctly money-orientated set of values, The Bassanio-
Portia love plot is directly linked to the Shylock-
Antonio loan plot by the fact that the money was origion=-
a;l& borrowed in order that the impecunious Bassanio might
WOo.the wealthy Portia with a facade of wealth to bear him .
up, This sort of confusion of love with wealth and natu=
ral values with mercenary values is prevelant throughout
the play. Bassanioclvearly muddles the two values, Sale=
rio, a friend to Antonib, speaks the following speech,

* imagining how he would react if he were in Antonio's

position:

"Should I go to church

And see the holy edifice of stone, _

And not bethink me straight of dangerous rocks,
Which, touching but my gentle vessel's side,
Would scatter all her spices on the stream,

Enrobe the roaring waters with my silks,
And, in a word, but even now worth this,

And now worth nothing?" (1, i, 29)

. i ’

 He confuses his religioh and his employment, because his
money means more to him than his faith, while he talks

of the imaginary ships as if they were women, It is also
worth noting that in the first/scene Salanio, on seeing
, ‘ ' i _
Antonio's downcast eyes,; first suggests that his enterpri-
ses might have been disastrous in order to cause such grief,
and only léter asks the very obvious question (remembering
that this is supposed to be a romentic comedy) "Are you

in, love?",

Lorenzo, .even though he romantically rescues the fair’

Jessica from the clutches of her cruel father; is deeply'
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cmqeme& with the financial possibilities of his match, and
it is rarely that we hear the eloping lcouple discussed with=-
out the word "ducats" appearing somewhere in the conversa=
ticn,

The extreme example of this sort of confusion of vale
ues comes, as We would expect, from a Jew, Shylock's
lament for the loss of his daughter is comical and yetl
pathetic in the way he mixes up ducats, daughteré and

Christians:

"My daughter} O my ducats} O my daughter}

Fled with e Christian! O my Christian ducats!

Justice! the law! My ducats and my daughter,®
(11, viii, I5)

Yet there is ﬁo difference in his confusion of values and
that of the Christians in the play, If there is a:difference
to be found it is one of degree rather than of kind,

It is here that the tragicomic element of the play is
to be found: in the- similarity between the basic attitudes
of the opposi:hg paﬁies ir; ‘,the rlay, The gntire action
of the play stems from a basically false set of values so
that it becomes impossible to judge who is truly "guilty"
end who is "innocent®, It is a little like the situstion

_in Troilus end Cressida where Greek and Trojan both talk
of honour yet fight a war over/'a dishonéura.ble cause, the
beautiful whore, Helen, In boi:h plays there are no abso=-
lute standards by which to judge, Perhaps Portia tries
to infuse some sense of decency into the proceedings but
her conscious and 6arefu31y planned entrapment of Shylock
af'ter shé has spcken so hobly of "the quality of mercy"
somewhat tarnishes this attempt. No person embodies a

traditionally "good" set of values, for each is as morally
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- oconfused as the next, The charaoters can therefore be
judged only in relation to one another, and it is by so
judging that another disturbing element in the play appears.

Shylock, a.ltpough he loves money more than life itself,
and hates all Christians, is open and honest about his
love end his hatred and, furthermore, holds true to his
religion, He is a Jew and exacts justice with the pmqi-;'
sion of .the 01d Testament text that demands an "eye for
an eye, a tooth for a tooth", He is hanest about the ir-

rational but very real nature of his hatred:

"Now, for your answer:
"As there is no firm reason to be rend'réd
- Why he cannot abide a gaping pig;
So can I give no reason, nor will I not,
© More than a lodg'd hate and certain loathing
I bear Antonio, that I follow thus
A losing suit against him," (IV, 1,'52)

The Chi'istians, however, also love money as much as
~they love life, Yet they profess to follow the 'teachin.gs
of a man whc: said that,tl\e 1merc':i.ful are blessed, that a
rioi: man cannot hope to enter the kingdom ofrheaven, and
thet man must turn the other cheek if he be wronged. So
Portia can spesk very weli on the "quality of meroy", yet
‘she will exact the penalty from tie Jew with all the relish
one could expect from the ageg.{t of a j\;st but unforgiving

/ .
Gods : / '

. "Sof't!
The Jew shall have all justice, Saft! No haste,
He shall nothing but.the penalty." (IV, i, 3I5),

while it is Gratiano who echoes so triumphantly the previous

erowings of Shylock,

- e — e e A —— oo
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"0 upright Judgéz Mark, Jew, O learned judgel"
(1v, 1, 307)

with an attitude that is so typical of the Christians in
this play and s0 foreign to the teachings of the faith they
profess to follow, (noce the law is swung to their advan~ -
' taéé, the men who pleaded so eloquently for mercy are now
only interested in paying the Jeiv out in his own coin, But
they are hypboritea as well as mercenary men while Shylock
is honest about his hatred, Furthermore Shylock makes a
moving éé.se for the undérdog, while the Christians reject
him with the sort of "holier-than~thou® attitude which all
men Pind distasteful, This is a part of Shylock's memorable

- speech: .

‘"I am a Jew, Hath not a &%w eyes? Hath not a

~ Jew hands, organs, dimensions, senses, affec~

 tions, passions, fed with the same food, hurt
with the same weapons, subject to the same dis~
eases, healed by the same means, warmed and cooled
by the same winter and summer, as a Christian
187 o400 If a Jew wrong a Christian, what is his
humility? Revenge. If a Christian wrong a
Jew, what should his suffrance be by a Christ-
ien example? Why, revenge, The villainy you |
teach me, I will exercute' and it shall go hard
but I will ‘better the instruction.

/f. (111, i, 5I)

i
4
‘

i
/
/

This speech captures the theme of the whole rlay. _Shylook -
~is a viotim who is given the opportunity to pay his op-
pressors out in their own coin, When the trial tumrms
lagainst him he returns to his role as victim, while his
oppressors become about as pleasant as bztxllies. ever oan

becomne,
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With hero and villain both guilty of the same false
values, and with the villain a good deal more attractive
because of his hoﬁesty than the supposed herces, the play |
takes on a quality that is very close to that of tragi-
comedy, I em aware tlat this interpret#tion is not ';f%he
conventional one, but from my reading of the play I feel
I cannot see it any other wagy, |

For Bassanio, Portia and Antonio may live happily
ever after, but they are no closer to an awareness of
either their faults or the true nature of their religion
than they were at tl® beginning, This sort of growing to
awareness seems to me 'to be an essential part of both
comedy and tragedy. Without it tragicomedy appears,

| Nothing has really been solved in The Merchant of Venice

and a good deal of bitterness has been infused into life,
.To me, this play is a bitter foretaste of Shakespeare's
. later work, |
N .

A conversation between Hero and her maidservant
Margaret will help to bring out the k‘ey' theme of Much

Ado About Nothing. They are discussing the style of Hero's

nightgom, and while Margeret is enthusiastio about. it,

Hero is oiearly worried: -

) | N

Hero: "God give me joy to wear it, for my heart
is exceeding heavy, ' |

Mergeret: *Twill be heavier soon, by the Weight of
a man,

Hero: Fie upen theel art not ashamed?

Margaret: Of what, lady, of speaking honourably?
Is not marriage honourable in a beggar?
Is not your lord honourable without
marriage? I think you would have me say
'saving your reverence, a husband'; an
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bad thinking do not wrest true speaking

I'll offend nobody, Is there any harm in

'the heavier for a husband’® " o
(111, iv, 22)

Hero is lost in a romantic dream of marriage and has no

concept of the real nature of a marriage relationship,

Her attitude finds its counterpart in that of her husbande

to~-be, Claudio, who is jwst as much out of touch with the
realities of the situation, He loves her for her super-
fioial beauty and her wealth, having no knowledge of her
human qualities, for he woos her through an intermediary
and deserts her aslso on the word of another man, The
true nature of love, the trus nature of a marriage rela-
tionship and their own true natures are quite beyond the
realm of their understanding. The feeling they have for
each gther can in no way truly bind them together in a
\rea.l and lasting relationship, Their way of thinking does
not involve them more deeply with life, but removes them
from it into a world of romantic ideals which have no
connection with reality.' So Hero ories "shame" to the
practical Marga.re'l:; while Claudio will gladly desert his
bride on his wedding night, He has to be ordered to stay
| and oconsummate his marriage by the understanding Don
Pedro, They are ideal héro and heroine for yet another
romantic comedy. '/; |
A new vitality is inject’efd into this age-old theme
by the presence in the play of two of the wittiest scep~
tics Shakespeare ever oreated, the eternally quarrelling
Beatrice and Benedick who are the chief soui:-ce of delight
in Much Ado, embodying exactly the opposite attitude to
1ife to that of Herd and Claulio, |
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At first their attitude  seems to be so extreme that
they become self-defeating like Claudio and Hero, They
are wable to even have a conversation with each other,
let alone contemplate marriage, Compare Beatrice!s
attitude to marriage with that of Hero's: -

' Leonato: "Well, niece, I hope to see you one day
' fitted with a husband, -
Beatrice: Not till God meke men of some other metal
' than earth, Would it not grieve a woman
to be over-master'd with a piece of valiant

dust, to make an account of her 1ife to &
clod of wayward merl?"  (II, i, 48)

Whereas Hero lives_in the world of dreams, denying to
herself the physical side of her make-up, Beatriée éoes»
"to the other extreme,‘unable to conceive of man as be=- |
ing anything else than a base, physical cre;ture. -She
 sees no higher qualities in man whatsoever,
Benedick is little better, Of the power embodied
in music to move men he says:

1

"Is it not straﬁge that sheep's guts should
~ hale souls out of men's bodies?" (II, iii, 55)

While he acknowledges the power;of music he reduces it, as
Beatrice reduces marriage, to its components, taking all
the magic out of it. / |

Hero and Claudio stand at one extremity of man's
vision of himself, while Beatrice and Benedick stand at
the other; the wholly romantic dreamers.opposed to the
wholly realistic scepfics. ‘Both visions of man are in-
adequate, leaving out an essential part of human nature,

Tt i3 in the reconciliation of these opposites to the

—_—
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detriment of neither that salvation and true knowledge
lie, Hamiet sums up ﬂ;e problem in a central speech of |
his play., He too is split ‘between these two visions of
human nature, but the c¢lash is tpo blg to be bounded by
one mind, and tragedy results, To one side of his thought
man is "the beauty of the world, the paragon of animals”,
whi;ie to the other man is no more than a "quintessence of
dust", (Hemlet II, ii, 306) The doubts of Beatrice end
Be'nedick, protected from despair by the security of the
comic vision, can be ‘used as a basis upon whiph a true
understanding of life can be built. Pbptx" Hamlet, holding
. both éxtzvemities within tﬁe limits' of hiva mind, cannot
‘make the reconoiliation in time, falls into inertia and
is killed by the plotting of the key figure in the play

. who hasvdeoided to give in coﬁxpletely to his base nature,
the king, Claudio and Hero have the same pfoteétion as
‘Beatrice and Benedick, with the result that kthey are able‘
%o come to terms with reality for their distllusion is
oreative rather than destructive,

It is thmugih their conatant doubting and question-
ing that Bea.tr:lcei and Benedick are able to experience the
true mystery of things, Listen fo the hesitancy yet simul-
taneous feeling of wonder in the following.li.nes:

Benedick: "I do love nothing in the world so well
as you, is it not strange?

Beatrice: As strange as thi:ngs I know not, It were
as possible for me to say I lov'd nothing
as well as you; but believe me not, and
yet I lie not; I confess nothing, nor
I deny nothing,..I love you with so much
-of my heart that none is left to protest,"

' i (v, i, 267)
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They struggle to wnderstand and define the paradox of

- love and fail, yet, paradoxically, they simultaneously
succeed, They go further when Benedick trieﬁ to make his
love more oonorete by performing some aotich to prove his
sincerity, Beatrice takes him literally:

r——

 "Ki1l Claudio." (I, iv, 287)

The only way to judge such a love, as she comes to believe

it, is by steking it against life itself,

Benedick: "Ha! not for the wide world,
Beatrice: You kill me to deny it, Farewell,"
(v, i, 289)

The whols world, 1ife itself: these are the things used
to define such a love, for it is to these tﬁings that
Qove gives mesning, This discussion has about it the ring
of the later traggdies, of Othello's |

\ . \ .
"My 1life upon her faith," (Othello I, iii, 29L4)

of Desdemona's

- "Wouldst thou do such a deed for all the world?"
' -~/ (Othello IV, iii, 66)

/
/

/
i

or Antony's

"Let Rome in Tiber melt, and the wide arch
Of the rang'd empire fall! here is my space,"

(Antony and Cleopatra I, i, 33)

et ————— s o o St e,
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The comic vision deals with the same maftera as tragedy
but believes that man need not actually stake his life in
order to affirm the values in which he believes, and that,
if a mistaken value has been épplied, it need not cost
him his life, Tragedy demands that the supreme test be

- made, Othello must lose his life in order to rediscover
his faith in‘ Desdemcaa while Antony must lose his world
in order to show up Cleopatra's love at its ’best and pur-
est, And it is when Shekespeere's faith in the ability
of people to come to terms with life breaks down that the
words of comedy twrn into the deeds of tragedy.

The achievement of Beatrice and Benedick lies in
theirvability to take the best qualities from each of
these opposing views of mankind ghown in the play and to
combine them in a state bordering on éerfection, yet
knowing all the time that it is in the tension between

these opposites that the spark of life is generated:
\ - : '

"Thou and I are too wise to woo peacably,"
(v, ii, 63)

\ . Vo
1

1
It is only by a comstant questioning and constant re-
affirmation of the value of their relationship that cer- -
tainty is to be found., Benediok (benedictus) and Beatrice

- -
(beatus) have found themselves and each other and

i/
/ .
1

truly bless'ed. /;
It is worth noting that the sceptiocism of Beatrice
and Benedick is couched in prose similar to that of Fal-
staff, It provides in quality es well as in content a
oompariéon egainst which one can judge the romantic poe-~

try of Hero and Claudio or the rhetoric of Henry V, This
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sort of contrast will reach its olimex in the inter-

| change# betweén Lear, his Fool and Mad Tom on the heath as
the old man struggles to understand, in prose, the basic

‘ fa&ts of human existence shorn of any grandeur, the grand-
| 'eur. that cen make of life so Spléndid but also s§ unreal

and ofte:i dangerous a thing,

As You Like It is just another romantic comedy when

e;_camined superficially ending, in true style, with four
marriages and a happy dance of celebration after many
twists and turns on the way, It also oontains the in-
gredients of an excellent pastorel oomed&, yef the manner
of treatment turms the play into a satire on the ideals
of a pastoral existence rather than a ceiebra.ticn of them,
Generally the satirist presents life as it is and
ridioules or attacks it because it does not meet man's
ideals of what life should be like, Shakespeare goes a-
b\but things the opposite way} he presents or evokes an
ideel way of life and then makes fun of it because it is
out of touch with life as it reslly is, It is this ap-
proach thé.t gifres the ;blay its sometimes harsh and def=
initely critiocal tone so different from the early oomedies,
In the love plot it is Rosalind who is the chief agent
of this critical process, She refuses at all times to mys-
' t;ify love, never letting Orland_c": got away with any of the
clichéd views of love With which he is so free, as for ex-
ample when in response’to Orlgndo's claim that he will die

if his suit is not successful, she replies:

"Men have died from time to time, and worms have
eaten them, but not for love,” (IV, i, 93)



-70 -

Love is seen as a bond betWween human beings with the same

potential weaknesses as the humans who fall in love:

Rosalind: "Now tell me how long you would have her,
' after you have possess'd her?

‘Orlendo: For ever and a dgy,.

Rosalind: Say 'a day' without the -'ev\er'. No, no,
Orlendo; men are April when they woo,
December when they wed: maids are May
when they are maids, but the sky changes
when they are wives," (v, i, 127)

Yet this is the same Rosalind who confides to her cousin:

*0, coz, coz, 0oz, my pretty little coz, that
thou didst know how many fathom deep I am in
. love! But it cannot be sownded; my affection
hath an unknown bottom, like the Bay of Por-
tugal,"” (v, 1, 184) : A
N
" She is able to keep the experience she is undergoing in
perspective and, viewing it from outside and inside, is
N ‘ Vo
able to come to understend its true nature, She kmows
of both the folly and glory of love, There is & similar
tension within her to that which Benedick and Beatrice
experienced, a tension that keeps love alive and makes

it very real and very wonderful's
;
"Love is merely a madnesé;; and, I tell you,
deserves as well a dark house and a whip as mad-
men do; and the reason why they are not so pun-
ish'd and cured is that the lunacy is so ordin-
ary that the whippers are in love too," |

(1II, ii, 368)

The presence of Touchstone in the play gives rea.ll

et e e e 2 . —— =~
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meaning to Rosalind's statement that the "lunacy" of love
is "ordinary". We leave the world of courtiy love and
enter the same sort of world as we did with Falstaff -
‘and we come to understand the basic similarity of all men,
The Touchstones of the world also fall in love, and
though they have different natures and different baock=-
grounds they are still able to feel the same sort of feel-
ing binding them in loyalty and faith to snother human
being as-fhe noblest af the noblé. It is in the recog-
nition of the common nature of all men and the simul- |
taneous recognition of his humble position ;hat Touche

stone's virtue lies:

") poor virgin, sir, an ill-favour'd thing,

- 8ir, but mine own; a poor humour of mine, sir,

to take that that no man else will,"

(v, iv, 55) "

N
This is what he says of his bride, Audrey, and it is be-
cause of his humility and his humanity that he eamms a
: \ : v
.Place in the final{marriage soene, a reminder to all of
- & part of life that is so often forgotten,

It is in his down-to-earth comments, his refusal to
pander to any sort of illusion and his general honesty

~ that Feste of Twelfth Night, thg grave-digger in Hamlet

; .
~and Lear's Fool can be foreseen, The fool's right to
criticise with impunity, to gét right to the heart of a

matter and to seek, in his nonsensical patter, beyond the

limits of rational diction and thought is all claimed for

“himself by Jaques in his discourse on the role of the fool

‘whioch appears in Act II scene vii: -

"I must have liberty
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Withal, as large a charter as the wind,
To blow on whom I please, for so fools have,"

(II, vii, 47)

_These lines contain the essential purpose behind the
scene on the heath in King Lear, for the three mad fools
hurl abuse at the world with the same freedom and energy

a8 the storm that rages all around them,

With Touchstone, adding‘his discordant note to the play,

is the melancholy Jaques who, in the true spirit of the
melancholiac, criticises everything in sight: both the
society‘that springs up in the forest and the court from
which the forest-dwellers have fled, Yet his oriticism
has none of the poéitive value of Touchstone's, He seems

to reject anything, good or bad, and rarely seems to see

the brighter side of things, He too holds the foretaste

,\of things to comsﬁ for example his speech proclaiming
that "A1ll the world's a stage" (II, vii, I40) has about
it, althoﬁgh to a lesser degree, much the same ring as
Macbeth's ;ﬁ b | |

"life's but a walking shadow, a poor player,
That struts .and frets his hour upon the stagé,
And then is heard no more; it is a tale
- - Told by an idiot, full of sound and fury,
Signifying nothing," (Y, v, 24)
/
/
Jaques's rejedtion of the good things in life, of faith
in man's ability to come together in harmony and aid the
progress of their society toward perfection is symbolised

- by his rejection of the dance at thecend:
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"So to your pleasures;
I am for other than for dancing measures,™
(v, iv, I86)

vHis concern with the "foul things of life" reminds us of
"~ Macbeth who paid the full, tragic price for his éttention
to ‘the three witches (foul things if ever there were) and
his rejection of all the human bonds that give joy and
meaning to life, Jagues is‘fhe dissenter, A little like
Falstaff, he is the reminder thgt»there are men whose na=-
tures reject the idesals §f marriage and all that it symon
lises, With the power and ambition of Macbeth directing
such & rejection the consequences for mankind are terrible,
There are other presentiments of things to oome, germs
of idees that will be developed to the full in the later

tragedies, The Duke's self-conscious

M"This is no flattery; these are counsellors
That feelingly persaude me what I am,"
- (11, 1, 10)
\ - -
. |
when talking of the cold winter winds finds tragioc ex=-

pression in Gloucester's

"I see it feelingly." (King lear IV, vi, I49)

! .
/

!

f

/ .
whioch expresses Lear's‘experighce af'ter his agonised

question

- "Who is it that can tell me who I am?"
: | (King Year I, iv, 229),

| Similarly Jaques's
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"Blow, blow, thou winter wind,
Thou art not so unkind .
As man's ingratitude," (II, vii, I74)

. !
- expresses Lear's entire experience on the heathand is

horribly echoed in Lear's

c——

"Spit, fire; spout, rain,
I tax not you, you elements, with unkindness;
I never gave you kingdom, ¢all'd you ohildren,"
| (King Lear IITI, ii, Ii)

and

"Crack nature's moulds, all germens spill at once,
That makes ingrateful man," (III, ii, 8) —

More examples could be found, but these few give one
Some idea of how Shakespeare's mind was turning, The whole

play is more realistic and harsher in tone than the earlier

comedies, pa{'ticularly th\at‘ happy play also set in the for=

est away from the ’city - A Midsummernight's Dream,

For the happy cave in which Duke and followers lived:
is s.oon to be abandoned by __thevhappy believers in the comic
vision of life to the melancholy Jaques and his concern with
- the "foul things" of this worldL It will turn into a cell

!

of the "prison" which Hamlet says the world has become, into

“_ (l

the hovel in King Lear from which Tom emerges to strip from

lear the last vestiges of his sanity, into the cave in which
Timon incarcerates himself and then, mi.raoulously, it will
become Prospero's cell on the enchanted island wheie Miran- |
da and Ferdinand will be discovered playiﬁg chess for "all
the world",
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Twelfth Night: or, What You Will retwms from the

woods to the town, but in an altogether darker mood, This
mood has been noted by several crities, John Middleton
'Murrey says 1t contains a "silvery undertone of sadness,
which makes it pefhaps the loveliest of &ll Shakespeare's
higb come§§ls".. | »
W.,H, -Auden adde: "T get the impression that Shake-
‘speare wrote the play at a time ﬁhen he was in no mood for

comedy, but in a mood of puritanical aversion to all those

pleasing illusions which men cherish and by which men lead

their lives, The cemic convention,..prevents him from giv-

ing dlreet expression to this mood, but keeps the mood dis=
turbing, even spoiling the comic egfeot"
Philip Edwards goes even further: "For all its vi=

tality and humour, Twelfth Night is not o?ly darker than

As You Like It; it is in many respects an unoomfortable
(3)

Q}qy .
A point to the same quality, As a.oomedy it is
quite adequate, but there are also to be seen undercur-
rents of something other than comedy which disturb: the
even tenor of the eomio progression toward certainty and

point away from the great comic synthesis of the sort seen:

in A Midsummernight's Dream,

The ending of the pley is true to the comic way of

' things, for the lovers are happily.united in matrimony,
yet this state of harmony is :éstrieted to the lovers and
does not extend through all levels of the play. The other

characters have given up their obligation to combine with '

(I) Shakespeare by J.M. Murray - pge 225.
(2) "The Atmosphere of Twelfth Night" by W.H. Auden con-

tained in Shakespeare's Comedies edited by L., Lemer,

(3) Shakespeare and the Confines of Art by P, Edwards = pg. 63
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the rest of the‘human Y800, They.have split §ff int§ lit-
' tle groups each with its own idea of how to live, each ideé
olashing violently with the other or others, Malvolio re=-
jeots the drunkenness of Sir Toby and the coneiliatory at=-
tempts of Olivia and storms forth, vowing revenge, There .
is no place in the ordered world of love for the chaotio,
Falstaffian figures of Sir Toby, Sir Andrew and Maria, and
S0 the men are sent to the surgeon to be cured, railing at
the world in gemeral and drunken fools in particular, al-'
though Sir Toby does marry Maria "in recompense" for her
efforts to triock Malvolio., Neither has the world of love
a‘plaoe for the fool, Feate,.who is left alone on the stage
at the end of the play, a melancholy reminder of the im=-
possible nature of the lover's dreams, The comic vision
has only partially imposed its will, for 11;' is unable to
~ find a space in the world it oreates for a ;arge part of
menkind, |
| Even the joy of the lovers is overshadoﬁed by_ghe nature
of their love and the way in which they oame together. Right
ﬁntil the last scene their'way of looking at love has been
a rejection of 11%3 rather than a commitment to it, Both
Orsino and Olivié are afraid of the possible consequences of
truly falling in love and so take refuge in a world of suf=
fering of their own oreafion, which involves no Kind of
relationship with other men apd which can be controlled with.
ease, Olivia cuts herself of% from society in order to
"mourn" her dead brother, while Orsino similafly isolates
himself because of his "love" for Olivia, & love which has
no chance of ever being fulfilled.

Shakespeare has to rely on chance and confusion in
order.to bring them out of their isolation, Olivia mar—

ries someone she has never met before because of a super-
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ficial likeness to & "man" she thinks she loves while
Orsino proposes marriéga to a woman whom he had thought
to be a man for most of the play,

| As far as the love plot is concerned this play ends
* where most other comedies begin, The eye has made its
ohoice and many complications will ensue before the heart
confirms the arbitrary decision of the senses, Twelfth
Night is an effort tolbring the lovers to the stage wherev
they cen meet each other prbperly for the first time; Par-
tioularly in Orsino end Olivia there is a fear of life
which mekes them withdraw from society, rather than a faith
in life so necessary to the comic vision, which makes for
a.bs_olufe commitmwent to society in particular and to life
in general, The tendency to spiit into little'groups at
the end denies that there is any common grouﬁd.between men.
Feste's song of love, which in most comedies could be‘expec—
" yfd to be a song of celebration of joyous accord between the
séxes, full of hope for a bright future, tums into a sad
little ditty full of weariness‘and uncertainty about tomor-

row: \ | Vo

- "What is love? 'Tis not hereafter;
Present mirth hath present laughter;
What's to come is still unsure,

In delay there lies no plenty,
Then come kiss me, swéet and twenty;
Youth's a stuff will not endure,”

/ (11, iii, 46)

The accent is on physical beauty that will fade, There is

no hint of any sort of higher meaning in life, only a sug-

gestion of future grief, ‘ ' |
Most oritics point to Eeste's‘songs in particulér, and

his presence in the play in general, as being the chief

e rrer——r—— 4 o T ———r—r—rar 2 -




source of the underlying sasdness, He makes fools of all

the others with their silly behaviour, and sings for the
- joy of it, yet he openly pockets the money his master .
fhrows him, The world has become hard and ocruel, and
the poor fool must fend for himself,

 So he is left alone at the end of the play, and the
last word, in the form of a song, is given .to him, This
song comes close to refledting the nature and mood of the
play as a whole, Like the play it seems to be trying to
say something sad, but, aiso like the play, it is preven-
ted from doing so by i@s form, which insists on the repe-
'tifidn of the same 0ld refrain each time, it implies the
| passing of time and with it a growing to maturity and an
acoompanying disillusionment end despair, It speaks of
loﬁa and marriage, yet at the same time of fools and
drunkards. It makes.an attempt éo begin at\thé beginning

and then work it all out ("A great while ago the world

began"), but it gives up the attempt ("But that's all one")
and seems to accept the impossibility of saying what it
.wants to séf within the 1imits of the form chosen for it,
And anyway, péoplé do not really wish to hear such things
even if they were expressible, preferriné pleasure to |
truth; But, like the song;'they cannot avoid the "wind
-and the rain" that fails‘everyéay, darkening the clear
éky and dampening their Spirigé, to bring the etemal

note of sadness into humen affairs, I quote it in full:

When that I was and a little tiny boy,
With hey, ho, the wind and the rain,

A foolish thing was but a toy,

~For the rain it raineth every day.
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fools"), to stand outside’ the happy world domedy seeks to
create,‘to disobey the supposedly God=-given law of order,
and to follow their own selfish instinots, usually to the
detriment of the human race as a whole, The comic vision |
- prevented them from manifesting their full potential for
destruction and disorder, but it.did so by avoiding or ig-
nopiﬁg them and not by controlling them, By doing so, it
showed its inability to help in the quest for certainty |
| which Bush suggests wa$ at the heart of the Elizabethan
belief in the concept of order, and simultaneously its

own essential faults, If if ocould not work, if it could

solve no really important problems, then it must be based

on a false premise and must therefore be rejeoted, even though

the state of harmeny it promised was so desirable to the
Elizabethaﬁs. Shakespeare still believed in a need for
| order and adﬁired all the qualities he saw in men who lived
according to its rules, but he ocould no longe; believe that
ié"was inevitable that order would manifest itself in men's
lives and in society, that is he no longer bélieved it was
a pfinciple in a divine plan, .
Sti11 with a éesire for order in mind, he turmed away

from the comic vision of life to a new attempt to find

some basis upon which order could be truly established on
- earth, and so once more achieve some sort of certainty as
‘o the nature and meaning of 1135. He does this in the
.lafer plays by meking this nee@ffor order and certainty
simply a human need rather thaﬁ a God-given certainty,
which is as strong, but no stronger; than the humen po-
tential for disorder, disruption and evil, He will then
write plays in which both human types struggle to assert |
what they think to be the best way of life, | |

This struggle will be oarried on with no certainty
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of the good's ultimately and surely triumphing as always
occurred in the comedies and historiss, If man wishes for
a law of order to manifest itself then he himself will
have to make himself livé according to the diotates of such
& law, and if he fails, it will be due to his own weakness
or,deficiency; The stakes for which the men of the futuré
plays will be prlaying will be life itself, Any victory
will attest the meaning and value of life, while defeat
will lead to inevitable death, Yet even if the.champione
of "the good" are destroyed, as they so of'ten are in the
trégedies, their struggle will attest a value of\life
far greater than we have ever seen before in Shakespeare's
work because, even though they die, their struggle will
be measured agaist the strength of their opponents and
valued by the stakes for which they are playing,
The ability to conceive of such a strgggle will have

. been made possible in the playwright's mind only by his
giving away completely to the doubts about the security
~of the human condition, as assured by the Elizabethan
world view, which had been building up in his mind as
he had been wfit;ng the histories and the comedies, He
would now refuse to approach any re-evaluation of life
with any pre-conceived notions, preferring to believe
_only in the enormous pofential present in every man for
both effirmation and negation; hope and dgspair, for

" everything that is good and';";evezything that is bad, For
this is the "different enterprise of the mind" of which
Bush speaks in the passage quoted earlier, the outcome of
which 15 80 "incomplete and inconolusive" because it is

~ ooncerned with "matters more personal, more obscure, and

" more exacting of our fears and affections", Its achieve-

ment, and the truth of the feelings it arouses, are
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attested by the greatness of the works produced by such
an enterprise and by the stature of the man who produced

them in the eyes of the world,
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THE EARLY TRAGEDIES

During the early period of his oareer Shakespeare wrote
five plays which can be called tragedies, Three of them,

Richard III, Richard II and Julius Caesar are more often called

history or political plays because of the nature of their plots

and themes, Only Titus Andronicus and Romeo and Juliet are seen

as tragedies without further qualification, and it is re=-
markable that Titus is probably the least popular of all the

tragedies, while Romeo and Jullet is possibly the most popular,

It is easy to find reasons for the unpopularity of Titus,
This early, immature study of the wérser side of man's nature
turns into a bloody Senecan revenge tragedy in which we loose
all sympathy for the hero, coming to view him with the sort of
loathing usually reserved for & man like Yago, Titus falls far
short of achieving the stature of a true tragic hero whose
struggle:redeems human nature, but sinks rather to the level of
a beast bent only on personal revenge on men and women as depraved
a5 he is, The clash is cme of evil with evil, and so whils there
is B steady movement in the play towards a complete breakdown of
order and the rule of law, thers is no simulteneous development
of an affirmstive, redemptivke velue which gives meaning to the
tragic hero's déath and to human life .in general which we have
ocome to associate with tragedy. Any positive value is imposed
outside of the tragic experience of the hero, as the "good"
Romans under Lucius and the "good" Goths join forces to free
Rome from the control of such deprﬁved snd unnatural crestures,
Before they arrive, however, thes; oreatures have destroyed each
other, literelly and figurativel& preying on each other, and so
all that is left to do ié to instate Luciug king and so assure |
. the return of_ order and good governmeht in the.state,

A compariSoh of the sort of action that takes place shows
little difference between Titus and the later tragedies, Hamlet
contains as many corpses, the deatﬁs in the final scene follow o

 Just as quickly upon each other, and an army, under Fortinbreas,
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takes over to restore fhe land to a relative state of equilibrium,
Similarly in Macbeth the hero turms into a sort of beast and an
army of exilés in the service of "the good" returns to restore
order and good government, while no action in Titus is more
horrible than the blinding of Gloucester in King Lear, But the
objection is not to be found in the nature of the a:ction itself, |
It lies rather in the lack of motivation for such em action,
Titus plunges a sword into the chest of one of his sons
énd the action is horrible, Macbeth kills a king who the pre-
vious day had heaped him with honours, but the horror we feel
is nof a simple horror of violence as such but rather a deep |
.1nner motion of the mind as it follows the twistings and
turnings aof Maobeth's soul on the torturous roed towards murder,
- Titus's é.ction remains a simple deed without any meaning,
Macbeth's action opens up to us a deeper insight into a whole
attitude to life, and‘its consequences expand in their signif-
icance into a profound exploratibn of humen natuz\'e itself, The
confliot is not a simple one of good against bad such as we
find in the early trageaiea but involves problems which question
the very nature of man and the values by which he lives his life,
I refer once again to Bush's comment whiﬁh I quoted in
connection with the comedies, but is eminently applicable here:
"eees Hamlet and Lear have survived: they belong to a different .
entemﬁse of the mind, concerned with matters more personal,
more obscure , and mére exacting of our fears and affecticns,
They are an experiment in the thoqght that did not end in
failure: and what is striking about them is that their outcome

. (1)
is 80 incomplete and inconclusive"”, Perhaps this points to the

reason why we find Titus so uninspiring, Our'response is

simple because the play is so clear-cut that everything ',can be

(1) Shakespeare and the Natural Order - G; Bush pg. 6.
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taken at face value, We know exactly where our sympathy lies,

There is no human conflict to be found thet ocould exact the sort

of response that one would expect to Hamlet or Othello; there is

nothing to get us involved in the action. It may have been easy

for the groundling who had to choose between bear~baiting or
- this play for his afternoon's entertainment, but it did not
aatisfy the young playwright who in the future would steer well
clear of this sort of thing until, working through the cocmedies
and histories, he gathered knowledée of and insight into human
nature and the motives behind human actions to write plays that
| would grip’ the minds of his audiences completely rather than
rely on the appeal of cheap violence to £ill his theatre, It is
mode of treatment rather than themes that will change, for the
| revenge theﬁe will ‘occur again in Hamlet, while in the process
of a man's alienation from nature and from life itself which is
”é part of Iitus will become the theme of a_who}e play in
Macbeth, |

J.C. Maxwell, in his introduction to the Arden edition of
giﬁgg, also finds many similarities between this play and both

Othello and King lLear, particularly in Titus's simplicity and

his willingness to déstrqy somecne dear to him for the sake of

his honour. ' "He is, like Othello, essentially an isolated figure,

Athough Shakespeare has not yet devised an adequate presentation
~ of this: the feigned madness is the best he can do at the cul=-
minafing po§;l". His anger and iﬁflexibility are similar to
Lear's and like Lear's this angqf will be directed abt a well-
 loved ochild, Maxwell aléo points out that Titus never arriﬁes
at the éort'of healing self-knowledge which Lear achieves,

Both of Maxwell's points further define the suggestion

made earlier, that the immature playwright can see the outward

(1) Titus Andronicus by J.C, Maxwell pg. xliv.of the

introduction,



[

-86 -

actions that go toward the making of a tragedy but is unable

to express the inner workings of'the tragic hero's mind, This

sort of understanding is neéessany both for the great tragedies

of the sort that Shakespéare wrote laber and for the redemptive
power of the fragic experience to manifest itself, Titus cannot
be made to arrive at self~knowledge 51mp1y because the playwright
himself does not have sufficient insight into human nature to write

of such things. It is only after the practice of the comedies

and the hlStOPleS had borne fruit in an understandlng of the

'traglo potentialities of life that comes from such writing that |

a great tragedy could be wrltten, for it is only then that the
causes of conflict within the human heart are fully understood.

That is why in Romeo and Juliet Shakespeare steers care=

fully clear of such inner conflicts, preferring to write a play
about. a clash of two families embroiled in phusical conf'lioct
and about the clash of allegiance that will destroy the two

. \\
"star-crossed" lovers, By so acknowledging his limitations he
\

~ writes one of his most popular plays,

But it was more than just the nature of the tragic con-

flict in Romeo snd Juliet, that mede him feel more at home

‘when writing it, "A young man's fancy lightly turns to

thoughts of love", and §hakespeare was no exception, He was

already busy, in keeping with the fashion of the day, Writihg

a series of sonnets to his love, while at the same time working

on a number of romantic comedigs. To write a tragedy of love

would hﬁve been the obvious tping to ao in the circumstances,
‘The influence of the comedies is very apparent, firstly

in the introduction into tragedy of essentially comic figures

and situations, and secondly in the treatment of the love theme

in the initial stages of the play when Romeo thinks he is in

love with Rosaline,

"But for the background of the‘brutal and senseless street
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brawl, the lines Romeo speaks, and the attitudes he strikes as

" well as the way in which Shakespeare treats the situation could

" have come straight out of any comedy. A simple example shows how
superficial the feeling is that Romeo c¢lains to be experiencing,
He is bewailing the lot of a man in love to his oousin Beavolio

" when Capulet's servant comes up with a list of invitations to

the party where the tregédy will really begin:

"Not mad, but bound more than madman is;

Shut up in prison, kept without my food,

Whipt and tormented, and --Ade-den, good fellow,"
- (1,i1,54)

The ease with which his trein of thought is distracted from his
fearful "torment™ attests the superfioiality of his feeling and
fully justifies Merocutio's mockery of his state of.mind. The
situation is oomic, and the last line of Romeo's speech is
woq?hy of any romentic comedy,

Yet the style of the play is formal end often ritualistic;

‘as if Shakespeare was writing @& great love epic in traditional

form, The influence of ocomedy becomes apparent here for although

|

_the play moves 1n~ondered patterns to its formal conclusion
there is throughout constant eriticism of any formal, "bookish"
attitude towards‘experience;'of the tendency (of which Romeo's |
words are a fine example) t§ romanticise and'mvétify experience
out'bf all proporfion to its rea;Jnature. This erificism pre=
vents the play from becoming toquitualistio and so emphasises
the uniquely human nature of the tragedy. 4

As T have suggested, the influence of the comedies is felt
in the introduction into the ection of characters like Meroutio
and the Nurse; characters who are the chief agents of the sort

of oriticism mentioned in the prévious paragraph, Yet it shoﬁld‘

be noticed that the influence of such characters wanes as the '
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play approaches its tragic climax, The éomic earthiness of the
Nurse and the cﬁicﬂ wit of Mercutio have no place in high
fragedy. Shakespeare cleverlj kills two birds with one stone,
'b.ot_h initiating the tragic actidn and clearing the ground of
characters likely to hinder the action with the death of Mercutio.
Mercutio is excellent so long as he is criticising a human
folly lg.ke Romeo'é unrealv love for Rosaline which is causing only
imaginarﬁr suffering, but when he has to criticise a folly like
fhe quarrel betweeh the two houses, a folly that is causing reai .
'suffering a.nd which can only be stopped at thevcos{: of even
more suffering, then he must be banished from the play. His wit
“is too cynical, too beliftling of everything to allow the real
value tha;t stems from such suffering to accrue, He cannot con-
ceive of -any higher and greater human aspirations, for it is his
nature to belittle everything, in a wholly negative way. He can
no more make Romeo see reason over his love for Rosaline than
he can prevent the quarrel between the two houses from running.
its \cOurse; Bothv stem from the irrational part of mén's na- |
ture that can be the cause ot‘ great foily but also the source 6f
evezythirig that‘glves;me,aning to human existgnce , courage,
‘nobility of cha.ractei'l dignity, maghanimity and so forth, In

the sort of world that we see in this play, where irrational

human folly can only be prevented by an equaliy irrational process=

human love - Mercutio is out of place, For from Nercutio's
deathr will vcomelno:thing but "worm!s meat", while from the deaths
" of the two lovers will come golde_r; statues and the ending' of a
centuries-old quarrél. Mercutio ’dies in a way that suits his
style of living "accidentally, irrelevantly, ridiculously; in

a word, pmsaicgay". as the result of an accidental thrust in

an unnecessary sword-fight. He has given & much needed per-.

Spective but has solved nothing. This is in itself a telling

(I) Shakespeare's Rarly Tragedies by N.S. Brooke - pg. 83. |
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comment on the sort of world he inhabits, - l%
Yet the fact that Shakespearé's as yet immature .tragio ;
vision could still £ind space for a man like Mercutio or a
character 1like the Nurse shows a significent development,
Similarly his use of scenes invblving minor charaoters marks
the beginning of what would later become & much used and
extfeinely effective technique, He opeﬁa the play with a
scene involving the servants of the two houses in order to
bring out the absurd, irrational but horfif‘io nature of the
quarrel between the fwo houses, thus laying the groundwork
| for the whole play, So many of the later tragedies will
'oéen with ..just such a sﬁene in which Shakespeare will set the
tone of the whole play, Even the great tregedies will contain
comic figures like the greve-~digger in Hamlet or Rederigo in
Othello as Shakespeare fits all types and all classes into the
pattern of his plays ,v attempting to ocome to terms with the
whole of human experience, \ “

For all this, however, Romeo and Juliet remains what Brooke

calls "a formal exercise in rbmantio tragedy, given the kind

of overt formality if ,Qtrt(Jf,:;:ure and verse which rather suggests
the order of a staitel& dance". The young playwright was

still testing his capabilities in a relatively unexplored field,
always having the rules of formal tragedy to fall back upon'
should he £ind himself in difficulties. -

" More important still, as i’n Titus, the moral response of
the audience is never in doubj:;. We are able to pass judgement
on the two houses with the sa;ne confidence as the Prince of
_Verqna, for the play was wriften with faith in the ultimate
manifestation of a rule of order and harmony in life, despite
. all that fhe worser side of human nature can do to brevent it.
| This belief is essentially the same as inspired.‘the histories

and comedies and made them such optimistio statements about

(1) Ibid - pg. 81.
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the nature of human existence; ‘a belief that was breaking
down as Shakespeare Journeyed further into his exploration of
human nature,

Romeo and Juliet is concerned with & conflict which
niay need the power of tragedy to resolve, but which still
ends, despite the death of the young hero and heroine, in
a promise of hope for the future so reminiscent of the come=
'dies. The contrast betwsen this play andv Shakespeare's

much later attempt at writing a tragedy, Julius Caesar, is

striking,:
In Julius Caesar, unlike any of the earlier plays,

there is no certainty as regards our moral response for

tﬂere are no morally oclear~cut characters or situations,

For Shakespeare, without the certainty and seourity that | ;
belief in a concept like order gives, life becomes a much
more diffioult matter with which to contend, Instead of
'-f’ simple affair iﬁvolvins a oqnflict of good and evil in
ﬁhich the good eventually triumphs, it be.oomes a problemafio
affair with the only really certain fact to oling to being
that life is uncertain, It becomes & jumbled mixture of -
good and bad with vno clearly discernible dividing line in | ‘
between or, as Shakespearé himself has e:?pressed it so much

better; "the web of life is a mingled yarn, good and evil

together®, (All's Well That Pnds Well IV, iii, 64) The
dangerous nature of such an existence is well brought out
in this 1line, Life becomes va.,"/trap; the sorf of trap into
whioh Hamlet, lear, Othello and Maobeth will fall before its

secrets are unravelled,

Th_e ambiguous nature of the man who provides the play
with its title, Julius Caesar, gives us insight into the

equally ambiguous nature of the play as a whole, It is

£
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from this ambiguity that the unocertainty as to the oorreof
moral response to the play, mentioned above, stems,

Is Caesar "the noblest man that ever lived in the tide
of time" that Mark Antony makes him out to be, or is he ihs
‘megalomaniao epileptic -oﬁt to enslave Rome that Cassius says
he_.j.s? Not only do we have two conflicting opipions of
Caesar's true nature, but we have no way of judging h&
sincere each opinion is, for Cassius is so envious of Cae-l‘
sar's power that his judgement is completely warped,Awhile
Ahtony uses the qualities he suppqsedly sees in Caesar to
stif up the mob to violence and to feather his own nest,
Even when viewed strictly from the point of view of fhe
audieﬁoe without the bias of one of the oharacter's opi-
nions, Caesar seems to be a strange combination of arro-
gance, pride, egotism, superstition and physical weakness,
indeoiéion and foolhardiness, He seems to be an easy tar;
~goet fLor the manipulations of Antony, Calpuz'x;zia, Decius
'\Brutus and the conspirators and rarely seems worthy of the
intrigue and violence that takes place because of him,

We come to see that his own character is of liftle
iniportanoe, for hle is only valued by men insofar as they.
are able to use him for their personal ends, VWhen he is

~an agent of their ambition they bow and scrape:

"Peace, ho! Caesar speaks," (I, ii, 2)
"When Caesar says 'Do tbis', it is perform'd,"
(1, i1, 10)

‘but when he threatens to prevent their own rise to power they
cut him down without a thought, For in this play a man is
obeyed only for as long as he has the brute strength to en=-

~ force obedience, and not because he has the backing of the -

—_—
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law, His ?ower is a law wnto itself before which all men
yield, unless they are powerful enough to overcome him and
‘malce their own word law by the strength of their own amm,
Antony's humility before the triumphant conspirators is so
typical of this sort of attitude. He is fearful for his

1life and too weak at the time to enforce his own authority,

and so must make peace with the conspirators until he can
- use the violenée of thé mob to gain control of the city,
The violence of the mob, epitomiséd by the way in which it
kills the poet because of a coincidence of names and the
cynical ﬁay in which Antony disinherits the very people who
brought him to power, is confirmation of the fact that the
fall of the conspirators has ﬁot brought a return of the
rule of law to Rome but simply the transfer of power from |
~ one ambitious and unsorupulous group to another, This power
will be used with eéual selfishness and as fgw soruples by
“Antony énd Octavius as it was by Cassius or ﬁy Caesar, So
if it is the spirit of Caesar that Brutus cannot avoid and
that will destroy him, then it is the spirit of megalomania,
deceit, lies.and tfeache:y., This spiritvseems to inspire
every action that %akes place,

The tregedy, if ény, is to be found in Brutus's attempt

to assert some sort of moral standards in a world that has no

concept of such things, Brutus becomes the victim of his ovmn

!
!
i

* integrity. He tries to be trua/f to himself and to his values
in & world where men are neveg/true to themselves but rather
to  the needs of any particula; situation with which they
happen to bevfaced. Hence Antony is humble to the con-~
spirators and conciliatofy to the mob at first, until he has

subtley swung them over to his way of thinking, when he be-

oomes ppenly inflammatory, Becaﬁse Brutus cannot concéive of

e et e e o e e e s
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such hypoorisy and judges men by his own, oonstant standards,
his actions so of'ten become ironic rather than tragic, The
supreme irony comes when the moB calls for him to "be Caesar"
and 8o become the very.thing he was trying to prevent. He
does not understand that.justioe and freedom are obsolete
words, or expressions to be used for personal ends, He
canﬁot see that the mob need to be ruled, and that a power-
ful Caeser could only be replaced by another powerful man, be
he Cassius, Antoﬁy or Octavius, His complete lack of insight
into the realities of his ocondition turns him from a potential
tragioc hero into something closer to a fool, who cammot even
oommit suioide propefly. | |

The divided and ambiguous responses elicited by most
of the characters ih this play reflect the ambiguous moral
nature of the play as a whole, For the first time in one of
Shekespeare's plays we are ﬁncertain as to.yhere our sympathies
should lie. For it is in this play that the breakdown of
;wral certainty finally ocomes to the surface and becomes the

most important impression that we get of the play., This

~uncertainty is no longer, as in Twelfth Night, a mere under-

P

current threatening to but néver succeeding in dieturbing the

moral balance and ultimate order of the play. Julius Caesar
45 the break-through into a different world-view; a vision
of’life that can only be seen in perspgotiva after a comélgte.
éﬁd profound reassessment of yuman nature.

% For with the writing of Julius Csesar Shakespeare

expresses the final breakdown in his belief in the old order -
of things. To him there was no longer a factor in humen o
destiny that made for an ordergd progress towardsAperfeotion,
or in society that gave a valid code of behaviour, true to

all, upon which bonds of faith and trust could be built up

between men. Such a code of behaviour, held by all, based
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on a system in which all men believed, made life a simﬁle
affair, One could easily and correctly judge one's own
actions and the gctions §f one's fellow man, More important
one could interact with other men knowing that‘ggj;;lieved
in and desired the same sort oflthings as the rest of man-
| kingjand.wpuld actlacconiingly to these commonly held be-
liefs and desires. tne could trust other men with the | ' .
certainty thet the trust was reciproﬁated, end one could = = )
obey the law because the law stemhed from a system that |
had the ultimate perfection of mankind as its aim, and
‘wes-therefore the obvious thing to obay.

Shakespeare, while writing the histories, comedies and

early tragedies, came to realise that there was a large part

of humanity that did not fit in with this system of belief,
preferring to disobey its laws and stand outside its care-

fully ordered scheme of things., He saw the system had no

place within its framework for this large part of humanity,

\ _

and that it had no power to protect itself from the destruct-
ive tendencies of these people, With this realisation came

a collapse of his belief ‘in the system and all it meant to
! :

1

him,
Man was no longef a link in & great chain of being, be=
. cause the unifying factor which was supposed to have joined
up the chain was found to have no power to bind men in
relationship to his fellows, t; the world around him, or to
his God, Each man became an isolated unit with no common
grouhd between him and any ofher man (which belief in an
objective moral system should have supplied), with no

common code of beliefs to ensure his physical or spiritual

T security end with no law to control his interaction with

his fellow man but the law of brute force, This is fhe

sort of situation that faces the men of Julius Caesar,
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History, inétea& of being‘a divinely guided progress to-
wards the establishment of order in the state, becomes a
Machisvellisn power struggle with cne tyrant brutally

E preying.on another, the only order stemming from the tyrant's

realisation that his power is seocure only when he can ocon=

| trol his souroces of power - his friends, the army and the mob,

So the rule of faith gives way to the rule of vioience.
History remains an impersonal force, but in a totally |
different way from the generally held Elizabethan view, It
became similar to Engej;s view, which held that each man
gpplied his personal energy in an attempt to guide the pro-
gress of.histony. Six or seven strong men, all pushing
history in opposite directions will cancel each other out, 80
that history, although it moves, will go in a direction which
none of them desire, Only when all opposition has been
neutralised oan one strong man gﬁide history on the path he
glans. He then sts up his own perscnal standard of "the |
good™ whioh is in no way subject to divine aecree. In
an insecure world,'even-this arbitrary imposition of a
moral code ocan give security to the friéhtened and helpleés
~ among men, When éhe mob tell Brutus to "be Caesar” they
. are demanding this sort of temporary security rather than

no security at all,

Julius Caesar is the exploration of & pilitical situation

from which all objective standards of "the good" have been
 benished and in which 4arbitra'z"/y, selfish standards are
applied by Brute force, In Hambt Shakespeare will explore
the tragic'donsequenoes of such a situétion when an iﬁdivid- '
ual with a strong sense of and desire for an ordered and
morally sound society is faced with, and is expected to aot

in, a world that denies all he seeks,
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HAMLET

Alfhough Julius Caesar is Shakespeare's first con-
seious stgtement that life as he had come to k:now it was
not the harnionious and ordered affair that it was suppos.ed..
to be, this play has less impact than a play written on &

‘similar theme but probably a little later, Hamlet, Prince

of Denmark, Brutus's lack of insight into his positionm,
his ignéminious death, and the triumph of men who are
obviously lacking in any sort of moral integrity, alien- -

ates the audience from Julius Caesar, while the intense

consciousness and eternal questioning, the yoﬁthfulness -
and impulsiveness of Hamlet and, above all, the ability of
the audience to identify so strongly with him, make him

the ideal tragie hero; and his play a favourite among play-
goers throughout the world., We tend to remember Julius
Caesar because of Antony's speech over the body of the
murdered Caesar, The very nature of the struggle waged by
' {{amlet grips us because it refleots a ‘struggle that most -

' ﬁeople, have undertaken at some stage in their lives, |

Julius Caesar, for 4ll it says about an eassential and very

real part of human experience, remains relatively distant
from us and becomes en action of a number of actorb, a=
wakening ohords of meaning in us, rather than an intimate

experience brought directly home to us, The main reason

. for this is, I think, the limitations of Brutus as a traegioc

" hero, Because of his stoioism;his vision of life is limi-
ted and the scope of the playfibuilt around him becomes

limited, There are no such limitations to Hamlet's vision,
It ranges between heaven and earth, reaching into the very

core of human expexrience,

The mention of the word "Hamlet" is usually sufficient

to provoke intense discussion from almost any person who

has read or seen the play, for no work has so captured the
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imégihation of the world as this has, The number  oritical
‘works written about it and the diversity of the opinions

expressed attest its provocative nature, It seems to lay

L
itself open to any number of interpretations, each of which

seems in some way valid or helpful to one's own interpretation

of the play, This openness to a variety of interpretations,
and the way in ﬁhich this play has fascinated so many people
v for so many years suggests to me that ShakeSpeAre is dealing
with a theme that has more than just the usual meanings to
most people, Its theme seems to reflect an intimatevgnd
personal part of most men's lives,
As T have suggested earlier, it seems fo be concerned
with the response of a sensitive individual to & morelly |
- ambiguous world, How does this relate so olearly'to the
experience of every man?
| Each man as he attains a state of moral conéciousnesa,
leaves the world of childish innocence and comes to realise
‘that he has to live and act in a world that has become
strange and mystifying. He has to come to terms with this

world, He has to come to know his owm nature and the nature

\ | Vo

of human existence., He has to develop moral standards by
which he must judge the nature of existence, his own
actions and the actions ofﬁthe men all around him, He
has to find a guiding principle by which he must live his
life, For all the experience and teachings of his elders
and of the thinkers and philoggphers throughout the ages,
~ he has ultimateiy to work out these thingé for himself, .
and through this to realise a sense of his own identity
and of his position in the world, Until he works out a
prineiple upon which to base his judgeménts, a principle
that will give & pattern of meaning to all aspects of his

life, existence will seem to be & meaningless flow from birth

U,
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~ to death, devoid of any purpose, This principle will
integraté his own experience with that of his fellow men
'and will give meaning to his own life and to “th'events
that ocour'all arcund him, -

In times when an objective moral system was firmly
embedded in man's moral consciousness, this sort of problem
scarocely arose, All that the doveloping young man had to
do was to study the moral code that had already been worked
out for him, I have already attempted to show how
- Shekespeare could no lbngor bolieve in the system of
belief held in his times, In the context of this thesis,
gam__j_.gf would therefore express the coming of age of
Shakeséem's vision of life as he leaves the secure,
oomfortaﬁle world of the comedies and histories (secure
and comfortable because oeven at their worst, most violent
momonts, there is always the knowledge in the. nind's of

the avdience that all will turn out for the best) and moves
N .

into a completely different world where there aro no standards

by which to juige, arnd only the desire to affirm some sort of
standard to gﬁiae the individwal on his first, wncertain
steps into this world. | .

In a larger‘ sense, the attempts of the young prince
to come to torms with life anl with thd actions .of the
men and women &1l around him, reflect the task which all of
us face at some time in our liveﬁ to come to terms with our
own lives ard to ascertain our,’c;m identity and our role
in life, Whether this étmggl; is oonscious or unconscious
is of no consequence, for the poetry of the play end its
 powerful symbbl:lam will evoke a res'ponseldeep in our sube
conscious.”

Hemlet is the story of three kings; a king thet was, a
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king that is, and a king that is to be. The symbolic
importance of the king o the Elizabethan audience should
not be forgotten here, The king was not merély a man in
high office, but a symbol for the nation as a whole, Upon
him depended the health, security and vigour4ofvthe stété.
A‘good king meant an ordered, happy people while a bad
king corrupted the entire state, leading to insecurity and
unéertainty's-spreading through the land, The king had to
be intensely conscious of right'and wrong for he was God's
representative on earth and had-thefefore to give the justice
of God to all who sought it, A king's soh had to be moré
conscious than most of the importance of the role hebhad to
: play in life, and of the standardé by which he was to judge
and evaluete life, for it will be by these standards that &
whole nation will also live and judge.

The three kings in the story reprexent\phe past, the
Present and future in the moral affairs of the nation, and,
in‘the oonfext of this thesis, symbolise fhe paSi;present and
© future of Shakespeare'sbvision of life,
| The Ghost speaks from the certainty of the past to a
~ young man whose céncern iswith the present and the future,.
‘It therefore spesks with the confidence of & man who is assured
of his condition and of his ability to differentiate clearly
between right and wrong.A It hgs judged Claudius according to
its set of standards, found hiﬁ guilty end informs Hamlet of -
the actions that it reg-mres :.v'of‘ him, ’

The crime Claudius committed is barbarous in itself,
bﬁt on a symbolic level has far greater significance than
~ merely a simple case of murder, The moral integrity of én '
entire nation has been overthrown by hié deed,.and he is
- left on the throne, the living symbol of this tregic state

of affairs. The speech the ghost of old Hamlet speaks in
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which he describes the manner of his death describes not
only the poisoning of a body, but also the way in whioh,
'symbolically, the poison corrupted the security and health of -

the body=-politic':s

_ "Upon my secure hour thy uncle stole,

\‘Eﬁth Jjuice of cursed herbona in a vial,
And in the porches of my ears did pour
The leperous distilment; whose effect
Holds such an enmity with blood of man
That swift as quicksilver it courses through
The natural gates and alleys of the body;
And with a sudden vigour it doth posset
'And‘curd, like eager droppings into milk
The thin and wholesome blood. So did it mine;
And a most instant tetter bark'd about,
Most lazar-like, with vile and loathsome orust,

All my smooth body,"
(1,v,61)

\
‘The security not only of the king,‘but of the people of
Denmerk has been cast down by a sudden and scarcely understood.
influx of evil, The king who rules, who syRbolises the new
state of Denﬁark'simo;al ﬁeglth, has killed in order to obtain
the throne, His presence on the throne makes a mockery of
the concepts that were takgn for granted in old Hamlet's day;
Justice, integrity, honour, A whole moral system, that bound
- men together, allowihg them to iive in harmony with one anothef,
" is crumbling, Young Fortinbra;, whose father gave up life
and land on & point of hqnour:-is secretly preparing to have
his revenge., The King of Denmark lives a lie, actiﬁg out .
his sacred officé (and none will deny that superficially
Claudius hés aboﬁt him 811 therattributes of a good king)
but in reality being a men more worthy of inhabiting a gibbet

than a throne, The old order has passed away, and the new
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order is a very different thing, The moung Hamlet is left-
with a vague memory of things as théy used to be, and a
étax*uingly vivid impreasion of things as they are, All
too conscious of the importance of his task, he has to
coms to terms with, and attempt to impose some order on
a nio_ral situation that seems to be guided by no abiding
~principle, but ché.nges with the whims and lusts of week
or evil mén.- |

The Polonius-Laertes-Ophelia sub-plot is used by ‘ ;
Shakespears to show how this rotten state of affairs is | | |
not only confined to the actions of the king, but pervades
the whole land, I have already suggested above that the
Fortinbras incident shows how the moral laxity has spread
seemingly throughout the earth, It is significant that the
scene in which the Ghost tells Hamlet of the nature of tha |
king on the throne is sandwiched in ﬁetween two scenes con=-
oe\ming Polonius's family, The contrast between the moral
tone of the tvo scenes shows iimediately the conocrete effect
of the bymbolio transfér of bower from one king to another
of which the Ghost speeks,' ' | |

Act I, iii ahc;rs a pleasanf domestio scené. Laertes is
gently warning his sister of .the dangers involved in fale
ling in love with a prince, ~Hamlet will one day be king,
ahd_ cannot theréfore allow.peraona.l feelings to effect in
any way his eotions, for upon him depends the"health and
security’ of the whole state, (;’; iii, 21) Similarly, as
a loyal subject, who should have thé good of the country -
at heart, Ophelia must subdue hervperaonal feelings bef‘bfe
her patriotic duty. Laertes'-s advice is excellent in its ..
way and expresses all the wisdom of a morall men with a aov;md
 sense of duty and an #lert awareness of‘his position and rolg
in the society in which he 1lives, ’ -
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In the same way the advice Polonius gives to his son
is classio in its way and. provides Laertes with an eminently
%ra.lid code of behaviour oapable of giving him a sure guide
through any situation that may oonfront him in his life
to come, It provides prinoipies for the interaction of all

“men on a sane and rational basis leading to the goéd of all,
The vyonds befit the dignity of an o0ld man who has leafnt from
his experience and has lived his life with integrity to re- |
ceive the rewards he so justly deserves, an honourable posi-
vtion as advisor to the highest in the land,

There then follows the shock of the Ghost-Hamlet scene
in whigh we discover that the man whom Polonius serves, who
should be the living epitome of all that Polonius has men=-

. tioned, is little better than a common nurderer, The sym-
bolic meaning of this revelation is driven home in ;ery
concrete terms when the benign and dignified old man of
,\Act I, iii, who preached the golden mean and gave a fa-
ther's blessing to his departing son, turms into a repul=
sive creature quite preparéd to besmirch his son's reputa-
tion in order to save himself a little money, The wise old |
.man becomesn a z;aml‘aling fool who cannot remember from one
moment to the next the way in which his devious train of
thought is tuming. The speech he reeled off _to his son
was, and still is, a set speech to be learnt by rote and
repited at appropriate times, but with the fu.u'knOWIedge
that it means nothing.to eith;r listener or speaker, It _
remaipa a gesture and J__ittle moré. :

Similarly we find the noble Laertes, who spoke so

| well of the waiving of personal grievances or afféotions
for the good of the state, and of respeét for the person
of the king, is the same man who Will burst in at the head

of a mob shouting "to hell alleglance" in order to take his
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revenge on just such a person for just such a personal
motive, It is all a game they .plavy, talking of words
like "honour" and "justice", but, when it comes to the test,
‘aoting in an wjust and dishonourable menner, So it is the
sams noble Laertea‘who can sink to using an unblunted, |
poisoned weapon in what is supposed to be a friendly duel,
As the poison rotted the body of King Hamlet so it has
poisoned the soul of the whole nation,

Hamlet, after hearing the Ghost's words, is also put
to the test, He is expected to take decisive actiom, of
the sort that demands moral certainty before it can eﬁren
be contemplated, anl yet he has io moral lstandards by which
to J\ﬂge his actions, It is here that the reason_‘for his
supposed inability to act is to be found,

‘His poxsition~ is an impossible one, Claudius has killed
a king and taken his throns, Heulet is told by the Ghost
to do exactly the same thing and yet view his own actions.

\.
as being wholly laudable, It is clear, therefore, that it

is essential that Hamlet knows that what he is doing is
-right, good and just, He must undergo the experience I
"discussed brieﬂy‘ at the beginning of the chapter, He must
come to terms with himself, his fellow men and his God,

There is absolutely no room for error, for a man's life,
another man's soul, and the future of a nation are at stake.
it is little wonder that Hamlef thinks of himself as being
suspended between heaven and V,l’vxell, and even less wonder that
he cannot take a de_oivsiveI st;p, for he has no moral basis
upon which to act, Ths self-assured member of the audience, )

confident in his ability to judge life, sees Hamlet as & pro-

crastinator evading his responsibilities with his endless spe~

culation, Hamlet, in the centre of a whirl of frightening

experience, unsupported by any clear-cut moral vision, is
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taking upon himself the most burdensoms task it is possi-
ble to undertake, He isbeing over-responsible rather
. then irresponsible, for he is tragically aware of the nature
of the situation and of the consequences of any error of |
Judgement on his part, Before he can act he must be cer- v
tain, | | |

N Why is he not certain of his mora.l standpoint? The
Ghost's position is clear, There is no doubt in its mind
as to the nature of and punishment for c1audiua's ;;iiixé;
But Hemlet 1is not his father, He is a yowg man faced far
the first time with '-the prob_lem of taking a deci;ive
, .ste‘p upon the outcoms of whish the security .of his om
soul and of the Danish state rests, The task is burden
some, and it is 1ittls wonder that Hamlet oringes from

the onerous wndertaking before him:

"The time is out of joint, O cursed spite,
N That ever I was bom to set it righti"
(1, v, 189)

We must remgmber tl;af he is not his father and, more
important, his father's world, his father's "time", is not
his om, He is faced with a completely different situation
from eny his father might have feced; and this is symbolised
by the nature of the man on the throne. He is therefore
doing the natural thing; firstly seeking proof, and
secondly looking around him,'i:o find out how others reasct to
thé situation and also to discover the nature of the world in
which he lives, The things he sess horrify him, and dsrange
his moral bearings completely, |

. His mother, the person whom he loved most after his
father, has openly abdicated her connection with and faith

in all that his father symbolised and gone over to Claudius,



- 105 -

Her marriage to him suggests both the sioknqss of the
wprid and her'aoknowiedgement, whether consoeiously or sube
consciously, of her adherence t§ and approval of the lack
of principles for which he stands, |
With the shock of the Ghosf's»words comes the ad-
- ded shock to the world-weary Hamlet of Ophelia's unwar-
rented rejection of his love for her, He then takes a
perculiar, seemingly irrational step yet one which, I
feel, captures perfectly the spirit in which Hamlet would
like to face up to life, and the difference between his
attitude and that of those all arownd him, Ophelia comes
running to her father to tell him the following‘stony

about Hamlet:

".eed3 I was sewing in my closet,
Lord Hamlet, with his doublet all unbraoc'd,
No hat upon his head, his stockings fouled
N Ungart!red and down-gyved to the ankle;
 Pale as his shirt, his kmees knocking each other,
And with a'look so piteous in purport
As if he hed been lqosed out of hell

To speak of horrora -~ he comes bhefore me.

(11, 1, 77)

Compare this deseription to the one Rosalind gives to
the love-sick Orlando of the typical lover in As You Like

It III, ii, 346; /
_ _ /
"A lean cheek,...8 blue eye and sunken,..a
| board neglected,..Then your hose should be
mgarter'd, your bonnet unbanded, your
sleeve unbutton'd, your shoe wuntied end
everything about you demonstrating a care-

less desolation,"

xe. ;nds that the desoription fits exactly, ‘Hamlet is
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playing the role of the traditional lover in order to de~

v'monstraté by external show how much and how truly he loves
her, To Hamlet the outward appearance of the man reflects
truly his mind, Remember his bitter words to his mother

" that his black clothes were not merely the "sgits and
trappings of woe" but the reflection of & profound feeling of
- grief in his heart, Ophelia, brought up in the world of
Poloniys and Leertes, Claudius and Gertrude, a world of
hyfocrisy and deceit where the noblest of exteriors can

hide the blackest of hearté, has no concept of such integrity
and is unknowingly made to act'in a wﬁy as deceitful as those

© around her; Her corruption is & concrete example of the way
in which evil men, worldng in the guise of goodness and duty,
can turn the purest and noblest of minds into en instrument

'of equal aeceit. Hamlet asks Ophelie of the whereabouts

_of her father, knowing full well that Polonius is.hiding.
\Pehiﬁd the pillar, iistening in, She answérs "at home,

ﬁy lond"; ;nd the disaster is complete.'-To Hamlet no-cne is ..

pure, no-one is honest, no-one is trustworthy and there is

nothing left for Which it is worth living, while the things

{

for which men die are not worth anything either,

Rosencrantz and Guildenstern, men with whom Hamlét
speaks of "the rights of our fellowship, ... the éonsonancy
,'of our youth, ... the obiigatiqn of our ever-preserved love",’

in other words, men who are supposed to be his friends, are

/
/

. betraying him to the king. 7 . ‘
A playef'king acting out his mourning for the death of

e fictional éharﬂcter, is as sincere in his emotion as the

people living all around Hamlet, If the actor can play out

his suffering so convincingly, might not any man do the same?

His tortured face does not reflect a tortured mind, but rather

a serene one, happy in the success with which he plays his part,
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Hamlet watches an army of twenty-thousand men marching
“to attack a patch of land not big enough to provide burial
: piéce for the dead of the battle, It seems utterly worthless,
yet the Poles are garrisoning it with equal enthusiasnm,
'.‘The young prince finds himself living in, and trying
to reconcile, two worlds, One is en ideal world ance real,
‘buﬁnhow no more than a dream; a world in which the king-was
just, his mother was pure, the Ghost was a true spirit, Ophelia was
' innoceht, Laertes was a noble youth, Polonius a wise old man,
Rosencrantz and Guildenstern his true friends, and men fought
for something worth fighting over. But for thqrn&nes_of the
- people concerned (and this, if enything, increases the horror
of it all) this world in no way relates to the real world he
sées before him, a world in which the king is a murderer, the
Ghost is an illusion (Gertrude cannot see the Ghost), Ophelia
is a liar, Laertes a bloodthirsty barbarian, Polonius is evil,
friends are eﬁemies aﬁd men die for no purpSSG. The whole world
\is transformed, Denmark becomes a "prison", This "goodly frame
the earth” becomes a "stefile promontory"; ®his most excellent
cenopy the air" becomes no more than a "most foul and pestilent
congregation of ;apours“. Man, without any abiding and just
standard by which to judge himself, changes from "the beauty
of the world, the paregon of animals" into a I-'quintessence of
dust®, ( II, ii, 298-307 ) |
i The awful dichotomy in h%s mind between what he knows man
should be and what he sees m%ﬁ reaily is,paralyses him, The
- act of killing the king, or any actibn for that matter, must,
to a moral man like Hemlet, be performed with the assurance
‘that it is good, corrécf and meaningful within the context in
which it is performed, Ham;ef could have acted in the ideal
world, the world that exists in his mind, but cannot bake any

planned. action in a world that mekes & mockery of any attempt
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at melaningful action, The moral confusion, and the feeling
that he must act, to which he is prompted by the demands of
the ideal world in his mind, lead to strange consequences,
Acting on the spur of the moment, and believing that he has
caught Clavdius in the middle of yet another underhand action,

he plt_mges his sword into the arras, only to find he has killed

-Polonius, Yet a few minutes earlier he has found the king
 praying in the audience chamber, only to argue himself out

of taking revenge then, because the king's soul would go to

heaven instead of hell, These struggling attempts to impose
some sort of 'value-judgementl on his experience lead him into
contradiction, unnecessary violence and a temporary loss of
sympathy on the part of the audiancé. The tired, repentant

king on his knees is far more sympathetic than the arrogant:

- young man rationalising his actions in a mamner more remi-

‘niscent of Laertes,

Further irreticnality is to follow, He watches the
funeral procession in the greveyard and then jumps into the
grave to grapple with Laertes who has been loudly proclaiming
the strength of his ;l.ove for Ophslia, This sort of positive
statement, in a world where everything seems to be void of
meaning, is éxéctly the thing for which Hamlet has been
searching, He springs into the grave not because -he hates
Leertes (a few lines earlier he had referred to Laertes as a

"noble youth") but because he envies Laertes's ability to find

- something of value in e.v,'steirile world and to teke decisive

action in a situa‘t_:ion that so closely mirrors Hamlet's own,

The words Hamlet uses are decisive and significant:

"This is T,
Hamlet the Dane,"” (V, i, 25%)
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Failure to find meaning in life means a failure to find
any meaning or substance in himself', while a chance to
affirm meaning is a chance to affirm his own identity,
The iientity orisis so often appearing in modern literature
stems from exactly the same problem.
The irony of the 31tuation is so typical of the whole play,
fo; the man whonliemlet envies is the same who is in the act
. of plotting to kill him with a sharpened and poisoned sword
in a friendly duel, Similarly, Hamlet is so desperate for
any sort of action, even though'this action is dangerous and
futile, . . B _;

This play does, however,'manage to reach a state of re-

solution and does not, like Julius Caesar, leave one with the
feeling that nothing has been resolved, |
-Hamlet bridges the gap:between the real and the ideal worlds

in that important scene in the grave-yard,  He comes to realise
that, in the grave, the vision of man aé "the beauty of the

;6rld, the paragon of animals" becomes at one with the concept
of man as being merely a "quinfessence of dust", Thefe is no

lomgér a diohotomy; Alexander and Caesar become oﬂe with fhe‘

lawyer and the clom. Similarly old Hamlet and Claudius,
"Hyperion to a satyr", would be levelled as equals in the .
ll-hmnbl:mg dust, Thus the absolute sta.ndazds to judge

men's faults are presented notlln terms of human greatness

but rather of human insignificgnce. Good and bad, right

.and wrong, moral and immoral fall away before the simpli-

city of the grave, Tﬁe'gravé«iigger is the fool of this

play, saving Hamlet from a meaningleéé rush to disaster,

"How absolute the knave is" says Hamlet, acknowledging

the only absolute standards in the play, the standards by

“which he must judge, All arbitrary standards fall away

“before the absolute standards of life and death, standards .



which all men have in common and before which all men
can be judged equally, It is ageinst this absolute
standard that Hamlet judges Claudius's aotions and his own

 potential revenge, No matter that the time is out of joint,

no matter that thé old order has broken down; life is still

life, murder is still murder and incest is still incest:

"Does it not, think thee, stand me now upon -
. He that hath kill'd my king and whor'd my mother;
Popp'd in between th' election and my hopes;
Thrown out his angle for my proper life,
And with such coz'nage -~ is't not perfect conscience
To quit him with this arm? And 1s't not to bs dama'd
To let this canker of our nature come
In further evil?"

(v, 11, 62)

The puzzled man of the early parts of the play who
behaved like an adolescent for all his thirty years of age
has tum.ed into en assured, mature man well aware ofv the
eternal sameness of life despite 1ts outward eppearance of

change, He can see through a man like Osric:

"Thus has he, and many more of the same bevy,’
that I know the drossy age dotes oan, oanly got
the tune of the time and outward habit of en-
counter -~ & kind of yesty collection, which
carries them through and through the most fann'd
end winnowed opinions; and do but blow them to their
_trial, the bubbles are out,"

(v’ i, 181')

A man who is in touch with only the outward appearances of
the age, instead of realising, like Hamlet, the eternal and

unohanging nature of the value of life, is doomed to condemation,
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- 'Hamlet has answered the question he asked in'his soliloquy
béginning "To be, or not to be" which demanded whether life
was worth living, Life is now worth living, and to take it
from another man is a crime no matter the circumstances,

This is the final statement of the play, Shakespeare,
wagdering for.the first time in an uncertain world stripped
of all values, has affirmed that since life is worth living,
then it is worth strugglihg on to discover what it is that can
give meaning to life. The exact nature of this value is not
defined; for the moment "the rest is silence". The struggle
 ghead is an immense one, for Shakespeare must virtually |

. reassess the nature of man, nature and the cosmos, He

senses the immensity of the task he has set himself, and

the closing scenes are full of forboding for the future:

"But thou wouldst not think how ill all:s here
about my heart;"
\ : . ( v, ii, 20!",_)

With only the certainty that life is worth living, and with
. N \ ;

the knowledge.tha% evil man, unrestrained by any God-given
code of behaviour, will strike hen down with the same cunning
_as ‘Hambt used to destroy Rosencrantz and Guildenstern, life

becomes a very problematic affair, Yet Hamlet brushes aside

/
/
/
/

"Not a whit, we defy augury: there is a special provi-

his fears:

dence in the fall of a sparrow, If it be now, 'tis
not to come, if it be ndt to come, it will be now; |
if itbe not now, yet it will come - the readiness is all,
Since no man owes of aught he leaves, what is't to
leave betimes}" ' .
o (v, ii, 211 )
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In an ambiguous world, where all seems uncertain, where there.
is no pattern of meaning whatsoever but that imposed by the
arbitrary whim of selfish men, one cannot-live in a constant
state of_fear. The superstitious man could see portent of
evil‘is 80 ﬁany nafural incideﬁts that occur all round him,
and therefore never act, Shakespeare realises that all men

| éﬁgt die at some ﬁime and tﬁis fact, together with the all-
humbling power of the grave, mekes one of all fears and hopes,
all actions and all words, In this arbitrary world all that
man can do is to be prepared-tonface fully and with conf'idence
whatever fortune flings‘in his path,.knowing that the only

_ certainty he can hope to achieve is the certainty that there
is no certainty, Death is a fact, evil is a fact, despair
is abfact, enmity is a fact, If one can accept this and be
prepared to face the consequenées one has achieved much,

Shakespeare, in this play, has acknowledged that the faith

and belief upon which he based his previougiwork is no longer

\valid to him, He has acknowledged, through the prolonged struggle
"of his hero, the paradoxical nature of life, He has accepted -
that it is @mpossible to Qelieve in a world of perfection
(the sort of simgle, uncomplicated world for which Hamlet
yearned), in the face of the imperfect world around him,
Neither can he believe that there is a power directing

_'human destiny towards a state of perfection. The divinity of

"-%his play, the divinity that Gshapes our ends", seems to be

nothing more than blind chanéé. So Shakespeare refuses to

impose & pattern of ﬁeaningign life because he has found that

there is not one. Hamlet's acceptanée of the uncertain nature

of life expresses the playwright's similar acceptance and his

decision to meet life on its omn terms for what it is, and

not for what he would like it to be,

In the uncertainty of this tentative conclusion he has
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written a greater play than ever before, revealing a far
greater aﬁd more profound knowledge of life than was seen in
the earlier plays. The honesty and integrity with which he
faéed the bitterness of his conclusions}are reflected in the
statﬁre ofvthis work of art and in its power to excite the
interest of people wherever it is performed, studied or read,
‘ Hamlet dies affirming that which he believes as the
moment of quiet in the hall gives way to the violence and
horror of the duel scene, ,ﬁié conclusions do not save his
Vlife; but that was not what he expected. FHe has come to
>undefstand a small part of the mysteﬁy of human life, and
with this he is satisfied, The quietness and tranquillity
of that scene in the hall reflect the state of mind of a
man who has come to terms with life and has, according to the
limitations of his experience, been satisfied, It is the
tranquillity of a man in pdssession of his soul, and how
different it is from the despair of the maﬁ of the first
\soliloquy or the yearning of the man who seeks after some
:Utopia because he cannot face the truth of the situation as
it stands. The prqgr§s§i?n of the play is therefore from
the state of iind of a man who has had his world turned
upside‘déwn and hates it, to that of a men who has coie to
accept the situation in which he finds himself, ShakeSPeaée
- must now attempt to find out how the world cen once more be
'but on a firm footing and madé into a secure and happy place,
| - In Hamlet the ground hgg been cleared, Shakespeare has
acknowledged his situation,fhowever unpléasant it may be,
and has affirmed the basic value of life, He has also
partially explored the nature and effects of the évil side
of men which tends to make of life a meaningless, empty

affair that is scarcely worth living.

This play is the key play in the development of his vision
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of life, as it closes off one wa,j of looking at life and
simultaneously bpens up a whole range of problems which will
provide the subject-matter for the later plays, Like the
feeling around Hamlet's heart, it bodes ill for the future,
yet,‘like the man who expresses this forboding, it affirms,
_in tragic terms, the basic dignity of men and the value of

human life.
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THE PROBLEM PLAYS

The date of composition of Troilus and (ressida is

generally placed very close to that of Hamlet., Its bitter
tone, its uncertain ending, its lack of a firmly integra-
ted moral system and its tortured verse certainly belong

to the_same period as Twelfth Night, Julius Caesar and

Hamiet., The extremes to which this bitterness and incon-
clusiveness are carried put it in & class of its omm,
however, and m&ie it appear to be a reflection of one of
the worst periods in the pléywright's life, There are 3
absolutely no redeeming features in its bleak outlook;

not even the feeling of hope that results paradoxically
from the death of a tragic hero, This play could be an
exploration of thé moral world Of'ﬁﬂﬂlﬁﬁ without the

ﬁoral stfength of the young prince himself to give to

it aAfeeling of stfiving af'ter something worthwhile, .The
sense of some sort of higher power is lacking, It is |
yague enough in Hamlet, but the consciousness of its pre-
sence was always there, even although for mosf of the time
it seemed completéiy impotent} Hamlet's préoccupation with‘
a moral stfﬁgg;e and with the importance of finding some
meaningiin iife gives value to the play. There is no such

struggle in Troilus and Cressida, Moral values become the

subject of the sort of spééches we would expect from Polo-
nius, and therefore have little bearing on the actual course;
of evehts. vTo the characterS/ﬁn‘this play it would be more
pleasant to live in a world gbverned by a valid moral sysé
tem, but the lack of such avsystem is no deterrentito ac=-
tion as it was to Hamlet, Hamlet has a conscience that
Aprevents him from acting because he_no'ionger has a valid.
moral basis upon Whiéh to act, Ulysses merely regrets the

fact that without order in the Greek camp it is more diffi-

cult to continue the war‘against Troy.
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The characters of Troilus and Cressida seem to be

seafching for some sort of value and meaning in life, but
it seems to be more an intellectual search than a quest to
which their whole passionate being commits itself, As

Charles Williams puts it in an essay on"Troilus and Cressida

and Hamlet": "They have a speciously intellectual vocab-
‘ulary, they toil at defining themselves in terms of.mind.
Their subtleties are fhe subtleties of argument; they

lack the consummation of essential being.," These are half=-
men, for they lack the ability to feel the pain of con- |
science although they talk so well of the matters with which
oonscience usually deals, They know that concepts like

_ "righf" and "wréng" exist, but they try and arrive at know=-
ledge of them by the wrong methods, This results in two

scenes in the play unique to Troilus and Cressida, the two

great debates that tum on points dear to the Elizabethan
heart morality and order, R

Ulysses speaks long and eloquently on the need for
order in the Greek camp, an order based on the due ac-

knowledgement of Qegree:\ |

. "Take but degree away, untune that string,
And hark what discord follows! Fach thing melts
In mere oppugnancy: the bounded waters
Should 1if't their bosoms higher than the shores,
And make a sop of all this solid globe;
Strength should be lord of imbecility,
And the rude son should strike his father deed;
Force should be right; or, rather, right and wrong-
Between whose endless jar justice resides-
Should lose their names, and so should Justice too.
'Then everything includes itself in powef,
Power into will, will into éppetite;
And appetite, an universal wolf,

So doubly seconded with will and power,
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Must make perforce an universal prey,
And last eat up himself," (I, iii, 109)

This speech is the direct expression of the condition of.
man as Shakespeare has come to see it; a state of affairé
expressed‘dramatically in Hamlet., When men no longer
qﬁe&\the‘rules of order chaos follows, and the best as
well as the worst types of men are destroyed. Justice
becomes é meaningless word and it is the strongest that

triumphs,

Hector speaks equally well to the Trojans on the '

" subject of nature, juStice and true values:

. "Nature craves
A11 dues to be rend'red to their owners, Now,
' What nearer dett in all humanity
Then wife is to the husband? If this law
f nature be corrupted through affection;
TN And that great minds, of partial indulgence
7o their benumbed wills, resist the same;
There is a law in each well-order'd nation
To cu{b those raging appetites that are
Most diaobedient agalrefractory.
If Helen, then, be wife to Sparta's king -
As it is known she is -~ these moral laws
AOf nature and of nations speak aloud
To have her back retufn'd. Thus to persist
In doing wrang extenuates not wrong, '
But makes it much more h?av&." (11, ii, 173)
/

i
/

Ulysses and Hector talk about the same thing, yet the

"moral iaws of nature and of nations" that are supposed
~to "speak aloud" through them have no more real infiuence
on the course of events than tﬁe words of. the supposedly
mad Cassandra, This is the central-irony of the play,

that the truth, the only thing that can save these men
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from destruction, is cast aside and jeered at., The world
o has indeed gone mad,

If Hector is the conscience of Troy and Ulysées.of
- the Greeks then we need not wonder why thié madness reigns,

Immediately af'ter his noble speech Hector adds:

S

‘ "Yet, ne'er the leés,
My spritely Erethrén, I propend to you
In resolution to keep Helen still;
For 'tis o caﬁse that hath no mean dependence
Upon our joint and several dignities,"
(11, ii, 189) .

The iightness of the term "my spritely brethren"'suggests
that Hector has gone through withlﬁhe burdensome task of
making the required gesture to forml mofality and then,
~ his duty done, he drops back into his true self, His
\épeech was ‘3o much nénsense for it'is his "dignity" and
not his moral conscience that>guides his courseiﬁf action,
Similarly UlysseS‘tﬁrns the honourable.cha}lengé from
‘Aeneas into‘a Machiavellian trick to get Achilles back
 into the fight.agginst Trqy; the quicker to ensure her
dOanéll. These men have no oonceptionvof the meaning
of the words théy are saying, This comes across to us
not only in the cantradictions between their words and
their actions but also in'theliortured nature of the verse
Shakespeare makes them speak.j Their words do not flow
nafurally, as if coming from'morally confident minds, Their
speeches sound as if'théy come from the mouth of a man who

has a vast vocabulary in a foreign language but has as yet |

no command of the idiom of the language:
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"7is mad idolatory
To make the service greater than the god;
And the will dotes that is attributive
To what infectiously itself affects,
Withoﬁt some image of th' affected merit,"
(11, ii, 56)

"Checks and disasters
Grow in the veins of actions highest rear'd,
As knots, by the conflux of meeting sap,
* Infects the sound pine, and diverts his grain
Tortive and errant from his course of growth,"
(1, iii, 5)

-The cause of this state of affairs lies deeper than
a simplé disparity between words and actions, Tﬁe
Greeks ﬁith their desire for order énd the Trojens with
theif noble ideals of chivalry and knightly deeds have
ignored the basic fault from which all their disasters
\stem, They are living and dying for a cause that is
in no way worthy of their attemtion - the beaﬁtiful .

whore, Helen of Troy: ¢

\, l vy

]
"For every false drop in her bawdy veins
A Grecian's life has sunk; for every scruple
. Of her contaminated-carrion weight
A Troyan hath been slain; since she could speak,
- - She hath not given so many good words breath
As for'her Greeks and Téoyans suff'red death,"
: /

@, 1, )

All man's noble aspirations, all his ability for faith
and trust and courage, for loyalty, service and virtue,
for everything that is good and fine in his nature has

.been soiled and turned totten by the fact that all this

noble potential is expended in é false and unworthy cause,
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The Trojans see Helen differently:

"Fair Diomed, you do as chapmen do,

Dispraise the thing that you desire to buy; .
But we in silence hold this virtue well:
We'll not commend what we intend to sell,"

(IV) i, I

Both points of.view are equally ;ick. The Greeks khow
Helen for what she is yet still die for her while the
- Trojans put infinite value on someone who is quite worth-
less,
$his play has a moral structure like the house built

on.sand in the biblical parable, It is based on a false
foupdatioh and must inevitably fail any test to which it
'is put, ﬁith disastrous consegquences, The fesult is thaf
the play ends as inconclusively as the duel\between Ajax
\gnd Hector., The endless,.meaning;ess fight goes on, with=-
oﬁt even the many deaths able to give meaning to life,
Unlike Hamlet's death, the deaths in. this play are in the
service of an unw?rthy cause and thefefore affirm nothing
but the‘degradétién of man af'ter he has abéndoned_all at-
tempts to better himself, |

¢ The love theme manages, at tremendous cost, to achieve
some glimmering of underétandipg but this darkens rather
than lightens the end result./'Troilus has invested his
capacity for love in an unwof;hy creature, Hg deems his
Cressidg divine, while she is in realityla sophisticated
whore, ‘The lines of Hector proclaiming that "'tis mad
idoltory to maké the service greater than the god" spring
once more to mind, The fact that the lovers are brought
together through the agency of Pandarus adds to the wn-

wholesome quality of their relationship, Troilus's love
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progresses from a form of comie parody, reminiscent of
young Romeo in love with Rosaline, through the happiness
of fulfilment, to the grieflof_parting and then’to the
bitterness of final disillusionment, Hamlet's disillu-
sionment with love in particular and life in general
caused the péralysis of will which eventually brbught
about his downfall, Troilus manages to find a solution
to this problem'by immediately fbansferring the love he

had for Cressida to equai hatred for Diomedes:

"Hark, Greek: as much as i do Cressid love,-

So much by weight hate I her Diomed,"

' (v, ii, 165)
It is the old way of an eye for an eye, a tooth for a
tooth, and an attempt to turn two wrongs into a right,
This price that Troilus pays and the cbmprogise he makes
throw away the last opportwnity for tragedy in this play.
- Similarly it is the lgst opportwnity to affirm any real
and lasting yalue‘finallx %ost. To Troilus it is not his
love that is impo;tant but the satisfaction and outlet of
a deeply felt personal emotion.' The form of outlet does
nbt matter so long as the sufferer does not have to put
up with unbearable pain.3 Life becomes an arbitrary pro-
cess of pandering to one's per;onal feelings at the ex—

!

~pense of human dignity and humén'values.
/

/

Troilus, after he has witnessed the scene between

Cressida and Diomedes, stays to

"esomake a recordation to my soul
Of every syllable that here was spoke,"
' (v, ii, 114)



The won&s aré similar to Hamlet's after his meeting with
| thé Ghost, but Troilus's words are not spoken with the
confidence of & man who has found some fnrm‘of certainty
in an uncertain world like Hamlet but rather with the
’horror of a man who has faced final disillusionment,
Troilus has no ghost to remind him that heaven itself
bis congerned but just a simple, unquestionable fact as

~the love scene takes place before his eyes.

‘"The bonds of heaven are slipp'd, dissolv'd, and loos'd
And with enother knot, five-finger-tied,
The fractions of her faith, orts of her love,
The fiagﬁents; scraps, the bits, and greasy relics
Of her o'er-eaten faith, are bound to Diomed,"

(v, ii, 154)

He too has to bridge fhe gap between thé ideal world in
y?ich Cressida was true and men were true to their ideals
aﬁd a world in which Cressida is false and men die for no
reason, What can bridge that gap? What can bind the two.
worlds as one? | b

1.

"Nothing at 211, unless that this were she,"
— (v, ii, 133)

)
!

" Because the fact is true, becagﬁe Cressida's action is
wdeniable, Troilus's faith.iq/everything that seemed
good and nolble is lost‘foréve;. Cressida's sin has in-
'vadqd his world of faith and corrupted everything in it.
If Troilus had played the man, if he had played the true
tragic hero and stuck to his belief in the intrinsic value

of life, the play would have beeﬁ Hamlet all over again,

But he cannot rise to the occasion and préfers, like the
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rest of them who have discovered'there is no practical |
" value and personal gain to be had in adhering to one's
principles, to play the beast and, consumed by self-
 destructive hgtred, become something less than a man,

One of the problems presented in Hamlet, concerning
the possibility of action in ah immoral world, has been
solved, but gt the expénse of the dignity of man, This
‘play is therefore to me an expression of the wor;t aspect
of Shakespeare's vision of .1life, for it contains a picture
. of moral bleakness devoid of any redeeming features, Even
the'fuli horror of King Lear is redeemed by the propoftion-
ately beautiful love of Cordelia. Like Troilus, she was
disillusioned by‘one.that she loved but, unlike Troilus,
she préferred to retain her love for her father despite

his oruelty toward her, The "ripeness" of which'Edgar

speaks is shown'by Cordelia, but in Troilus and Cressida

there is nothing but disease and decay., Even Thersites,
\

~ the fool of the play, abandons the traditional role of the

fbol as a touchstone of common sense and basic values and
becoﬁes as sick as,the play in which he appears, There is
no one to give a s;nse of moral perspective by which we
might judge these men and women, E.M,W, Tillyard sums it

‘811 up: “In Ulysses's speech on Degree the angelio end of

the chain of being is omifted; and this is typical of the

whole of Troilus and Cressida.; The human beings here pro-

i

. ! '
vide their own background, In Hamlet the setting is nothing

(1)

less than the whole universe.," Troilus and (Cressida is a -

terrible indictment of men without faith,
Any affirmation of faith that Shakespeare makes will
have to stand up to the test implied in the vision of life

expressed in this play. Any attempt to affirm the dienity

(I) Shakespeare's Problem Plays by E.M,W, Tillyard - pg. 85,
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of man will have to rise up above the possible degradation
of the human spirit experienced in this play, So it can

be said that the greatness of the later tragedies is to be

found here., Troilus and Cressida explores one extreme of
hﬁman nature, the living embodiment of which are people
iilge Iago, Regan, Cornwall, Goneril and iady Macbeth,
These people are physical realities and their deeds are

- very concrete, They can be denied as much as Troilus can
deny the presence of his‘Creséida in Diomedes's arms or |
Gloucester can deny his blindness and his pain while faith
‘is an abstract concept that cannot be weighed, measured,
‘bought and sold but which has the power of giving value
and digqity to human 1ife, Shakespeare's effort in the
tragedies will be twofold; to test his belief in the value
of such a faith against all thatlthis very real, negative
side of human nature can do and to develop a series of
5wwmols by which he might better define and.make concrete
fhe nature, quality and power of this faith, Before he em=
barked on this effért he probably wrote two plays, All's

Well That Ends Well and Measure for Measure, both of which

i
mark a significant development in his changing attitude to

~ life,

The dating of All's Well That Ends Well has always .
.presented problems, for beyond the fact that it is a ma-
ture comedy, little certaintyfhas been reached, It ié

dated before ﬁéﬂlﬁﬁ by some $cholars, after Hamlet by
| others, while a tﬁind group would have it written é.t two
seperate periods in the playwright's career. From my

point of view, the content of the play will, I believe,

- show an important development in Shakespeare's comic visidn
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’in particular and the rest of the pldys in general,
Bertram, the "hero" of the pléy, is a member of the
younger generation and seems to be cast in the same mould
as Hamlet and Ldertes, Like them he is bidden by the stem
voice of morality to behave in a strictly moral way, Like
Laertes, but unlike Hamlet, he finds that to do so would
imp;se immense responsibilities upon him ahd also force him
to give up many of his personal desires and ambitions, so
he conveniently forgets all he has been told, Hamlet has
nothing less than a ghost, speaking wifh all the~authorityv
of heaven and hell to tell him what to do. Bertram, like -
Laertés, has only human voices to advise him, and so their
messége is soon forgotten when he is put to the test, His

mother tells him to behave as his father would have done:

"Be thou blest, Bertram, and succeed thy father

~ In manners, as in shapei Thy blood aﬁd virtue

N Contend for empire in thee, and thy goodness ' .

Share with thy birthright! Love all, trust a few,
Do wrong to noﬁe; be able for thine enemy
Rather in power than use, and keep thy friend
Uhder thy omn life's key; be check'd for silence,
But never tax'd for speéch. What heaven more will,
That ihee'may furnish,.and my prayers pluck down,
Fall on thy head! Farewell," (1, i, 54)

‘fhe King of France speaks in & similar vein:
: /
/
"Youth, thou bear'st thy father's face;
Frank nature, rather curious than in haste,
Hath well compos'd thee, Thy father's moral parts

Mayst thou inherit tool" . (I, ii, 19)

In these passages can be seen a strong demand for the con-

tinuance of moral behaviour from one generation to the next
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as if life was always fun according to ﬁhe same standards,
'But; as Shakespeare has so clearly shown in Hamlet,"the

01d order changeth, yielding place to new", Sheakespeare's
deeper insight into life had made him realise that there is
absolutely no guarentee‘that the old_ways of doing things .
were best or even right, Morality and order, he'had come

to see, was no longer God-given and enforced, but merely
princiéles which could possibly make of life an eésier and
happier business, but which could be ignored with impunity
by those who wished, 'Many men, like Bertram, find that it
is easier and more pleasant to do things their own way, The
words of his mother and his king are not:sufficient to Bring
him over to a different way of thinking.' So he breaks every
rule in the book,;defying everything that had.onoe seemed a

sacred and eternal piliar of morality.

He defies his mother by refusing to obey her commands to

gcknowledge his wife; he defies no less a person than the king

by stealing off to the wars in direct contrad;ction to the
royal order; he defies conventional morality by committing
what he beliéves to be adblfery with Diana; he defies the
dictates of familyihOnour by giving the ring away; he denies

the bonds of friendship by allowing Parolles to be "tor=-

tured"; and he surrenders his personal integrity by attempbt-.

ing to lie and bluster his way out of his predicament,
"Furﬁhermore,‘he is completely ?ésual abopt his c¢rimes,
Without e firm guidiﬁgvprincipie in life nothing is of
‘value to him, and so he can include his wife's death quite

casually in a list of achievements for the day:

"I have to-night dispatch'd sixteen businesses,
a month's length apiece; by an abstract of suc-

cess: I have congied with the Duke, done my



adieu with his nearest; buried a wife,

mourn'd for her; writ to my lady mother

I am returning; entertain'd my convoy;

and bhetween these mein pafcels of dispatch

effected many nicer ends, The last was

the greatest, but that I have not ended yet,"
(1v, iii, 81)

He is a complete picture of unredeemed youth, ignoring
the dictates of his elderé, defying the commands of con-
vention, and allowing his personal desires to rule his
iife. Everything normally seen ;s valuable becomes
meaningless to him, Honour, to Bertram, has truly become
no more than a "word",

The person who saves Bertram from the possible tragic
consgquenceS'of his sins and so brings about the happy
ending is Helena, She is altogether a different person

. from Bertram, Like him, she inherits a pleasant outward
‘appearance from her father, but, unlike him, she also
manages to retain her father's purity of spirit. She is

| thus able t? perform the\role destined for her in the play
_ 1
as a healer and éedeemer of souls and a .preventer of both
phyéicgl and spiritual death,

The king, as in Hamlet, is a symbol for the whole
land, A country inhabited by people like Bértram is rot=
ten and decaying spiritually, $ymbo1ised by the king's
disease which is slowly killiﬁg him, When Helena physi-
cally cures the king,'therefére, her action Symbolises her
ﬁower:td spiritually cure a man like Bertram whose actions
have gone to make the kingdom the decaying place it is.
Furthermoré, she is séen as God's agent, obtaining her'

- power from Him and giving Him all the credit:
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"But most it is presumption in us when
The help of heaven we count the act of men,
Dear'sir, to my endeavours give consent;
of heaven, not me, meke an experiment."
| (1I, i, 150)

"Heaven hath through me restor'd the King to health,"
(11, iii, 62)

Her role as Bertram's saviour will be seen in the same
light, The countess's farewell to her suggests she has

divine power:

"What angel shall
Bless this unworthy? He cannot thrive,
Uhless her prayers, whom heaven delights to hear
And loves to granf, reprieve him from the wrath
. Of greatest justice," (111, iv, 25)

Y
Y

She is the living embodiment of divine grace which at
this stage in his career seems to Shakespeare to be the
" only thing that can save mankind. It has the power to

help when men most need it but are least likely to acknow-

ledge their need, So for all his conscious efforts to do

what would be considered wrong, Bertram is guided by the
hand of grace onto the correct path, The problem is that

: aithough his aétions are worthy'his mind- is still far from
‘ Sound, for he has no sense of/éonscieﬁce and will have to
rely on Helena for guiaance and judgement, So his recon=-
ciliation with her is a hurried affair, He speaks only
three lines, and although he promises to love her "deariy,
ever, ever dearly", there is little evidence in the piay

that he is capable of keeping any promise, The hurried

and rather forced nature of this reconciliation reminds
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one of the earlier Two Gentlemen of Verona, yet the

failure of All's Well seems to be the result, as opposed
to the earlier comedy, of too much iﬁsight into the human
condition rafher than too little, |

Purely from the point of view of this thesis, this
play'can be interpreted in two different ways, both of
them failures in some way,

Firstly, it could be seen as the conscious‘acknow-
ledgement of the failure of a conventional moral outlooke
Man, as embodied in Bertram, could be seen by Shakespearé
a8 basically immoral; a seifish creature tnyihg to look
after his owmn ends, Reason, wise édvice, conventional moral=-
ity all fail to redeem him, (nly divine grace, & concept
beyond man's comprehension and beyond his power to evoke,
can save such a man from damnation and the playwright from
despair, ‘

\
Secondly this play could be seen as an attempt to close
;he gap between the real and the ideal visions of life which
Shakespeare had discovered in his exploration of human nature,
In this comedy there is a distinct change in the nature of
theihero.' Bertraéﬂis no longer good but deluded, - He is
flagrantly immoral and will go to any lengths to satisfy

hisg selfish.desires. By uniting him and Helena Shekespeare
attempts to bridge the gép mentioned above, Helena's tri-

umph over Bertram symbolising tﬁe triumph of good over evil
while still allowing the othepﬁiworser side of man's na-

ture its full potential, Apa?t the husband and wife fulfil
all Shekespeare's requirements.- Unfortunately Shakespeare
could not bring them together with'any sort of success,

Helena has to resort to the o0ld substitution-in-bed tfick

to entrap her man, and the ending, as I have suggested, is

an equally contrived affair., Together Bertram and Helena .
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' mayvbe very happy, 5ut és a symbol of hope for mankind

their wnion is very unsatisfactory, for working once more

within the framework of the comic vision of life, Shakespeare

has again been forced to reduce the power of evil to a parody

- of itself, easily overcome by the forces of good, In the

1arger context of Shakespeare!s work to date, human nature

rema;ns at odds with itself, | |
Tillyard'calls fhis play a "problem play" and terms

it a failure; The failure, he s'%;s, is the result of a

"failure of the poetic imagination" in its execution, as

if Shakespeare did not BelieQe in what he was writing,

Tillyard also points to the much more realistic'hature of

the héro and heroine when compared with those of the earlier

comedies, This.also supports my theories on Shakespeare's

_ purpose in writing A11l's Well, With regard to this purpose,

I would place this play in time of writing very close to-

. Measure fof Measure, the next play with ﬁhich I shall deal,

\ v
The Duke, too, is seen as a divine agent, like Helena, work- -

ing behind the scenes to achieve an essentially comic ending
to a potentially yragic situation, He also has to resort

to the bed-trick énd some rather underhand methods in order
to bring about this satisfactory conclusion, So in both
plays Shakespeare seems to be almost desperately seeking
some source of hope befofevthe 5reat wave of pessimism soon
t; éweep over him and produce fhe gregt tragedies would

. : /
engulf him completely, Measure for Measure is a more pro-

found attempt to encompass within the framework of the comio
vision a far greater degree of potentially tragic material

than had ever been allowed in the comedies to date,

(I) 1Ibid pge ke
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Measure for Measure is, from the point'of view of this
thesis, one of the most interesting plays Shakespeare ever
wrote, In this play he attempts to do much the same thiné
as in All's Well but with a good deal more determination,
Hé makes the tragic‘element far stronger, so attempting to
encompass all aspects of human ﬁature, and to put a far
greater value on'any redemptive quality that may emerge.
The first fwo acts of this play are therefore worthy of a
tragedy, and the stage is set for disaster and the piles of

corpses usually associated with the ending of a Shakespearean

1

- tragedy,

The tragic conflict in the play reflects very cleafly
the conolusions ebout life Shakespeare had reached at this
stage of his career.‘ First it might.be noted that Angelo
is attempting to enforce a law that is obsolete, and
which denies an essential part of humaﬁ nature, turning all -

who attempt to live by its dictates into something other
N

than warm, living flesh and blood, This is captured in
descriptions of Angelo given to us when it is bélieved that

Angelo lives\éccopding.tdfthe letter of the laws he is so -

1

‘stringently applying:

"Lord Angelo is precise;

. Stands at guard with envy; scarce confesses
~ . That his blood flows, or tkat his appetite
Ts more to bread than stgﬁe." (1, iii, 50)

i
i
/

_"...with full line of authority,

Governs Lord Angelo, a man whose blood

Is veﬁy snow=-broth, one who never feels

The wanton stings and motions of the sense,

But doth rebate and blunt his natural edge

With profits of the mind, study and fast.”
' (I, iv, 56)
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Vhen his true nature does become apparent a tragic situa-
tion develops'for he is prepared to kill Claudié in order
to  express that néture. The result is a vast difference
between whét man isvand what he should be.
Isabella is much the same sort of person as Angelo,
‘When we first meet her éhe is about to enter a conient, to
deny the physical side of her make-up, to abjure foréver
the company of men and to 1ive-according to the dictates of
a strict and artificial code which she, in her warped en=-
thusiasm, would haveﬂmade even more life~denying.
So we are faéed with a Egglgg-typé situation where the

- ruler, under a front of fespectability, is aS depraved as
the lowest in the kingdom, and where any attempt to live
according to conventional moral standards leads to a tragic
situation, Isabella is prepared to stick absolutely to her.
chéSen code of behaviour, even at the expense of her bro-
ther's life. Shakespeare is quonstrating that her striet -
adherence to a “moral" way of‘life is jﬁst as dangerous and
anti-life as Angelo's complete surrender to an "immofal"
way of behévioupF ‘Shakéspeare makes the situation tragic
by causing both hngelo and Isabella to make their moral
. decisions against the background of Ciaudio's imminent
death, The tragic flaw lies not only in (Claudio's ori-
_gionai_crime, but in thé dispgrity between the attitudes
of Angelo énd‘Isabélla and tyé false basis upon which

/ . _
er life, With death as the

each of them builds hisléf H
. inevitable outcome of.this moral confusion the situation
is truly tragic, ‘

The disgﬁised Duke then appears and begins a series
6f carefully planned manoeuvres in order to bring about

the happy. conclusion and yet still provoke the affirmation

of a positive value in life which we usually associate with
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tragedy. This value must not be seen as.part of a con-
ventional and organised system (shown by the actions of
Isabeila and Angelo to be inadequate for the needs of the
time), but neither must.it seem to be a Go&-given value
imposed upon mankind by a divine agent, It must come
freely and naturally from the human heart,
This is why the Duke goes through the lengthy, ra-

ther cruel and seemingly unnecessary mangeuvres in which

he plays with the emotions of the characters, particularly
of Isabella, in the final secenes, He is tfying to keep
- Isabella in a tragic situation and to make hér believev
' completely that depraved man has done his worst and is
| therefore deserving of eyenything that the very depfhs.of.
hell can do to punish him, In the light of Angelo's sup-
posed execution of (laudio, Isabeila, with every reason to
condemn him to the worét possible fate, pleads for his life,
Eer_plea for his life, seen in the light of her brotﬁer's |
“éxecution, is a gesture that affirms the redemptive power
of human love, if'this is wclear, a comparison with a
similar action in King Lear may help to clarify things.

Lear unjus£l§ rejects his daughter in the same way

és Angelo denies lif'e to.Claudio even althéugh he had pro=-
mised to pardon him, Lear; after a ﬁight of fearful suf-
f@ring, learns of his miétake and walkes to find hinself in
the tender care of the very daﬁghter he has treated s0
cruellj, just as Isabella pleghs for mefcy to be shown to~
Angelo when she Has_eveny reason to hate him, Leaf realises
what he has done, and offers to drink any poison Cordelia has
for him, for she has every reason to hate him, while Regan
and Goneril had none., Cordelia merely murmurs "no’ cause,

nb cause", .She doeé not think in terms of simple retri-

‘butive justice, of "measure for measure", but can conceive
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of and put into practice a justice of a higher sort,

She sees the need in her fathér and freely requnds to
vthis need with her love, This sort of love can override

the worst that our "worser genius" can do and make a
despairing man see hope once more for the human race,

‘Th? love Isabella exhibits is the sort of love Wé associate
witﬁ Christ, who loved all men irrespective of how evil

or how cruel they were, and it is in this love that hope

for mankind is to be found, Yet ShakesPeafe, in the context

of Measure for Measure and King Iear ﬁakes it a purely

‘human attribute,

‘ So the‘Duke contrives to make Isabella show mercy forA
Angeio, when rationally he is beyond hope, She exhibits
selfless love, affirming like Cordelia that she has "no
céuse" to exact retributidn.

Why does this play not seem as effectiye as ;égg

\

even if it affirms exactly the same value as the one that

N ‘ _ : ,
comes out of that far greater play? As I have suggested,

CArdelia's love flows from her omn humanity.and needs no'
divine intervent;on in order to make its message felt;
‘and it is affirméd against the background of Lear's suf=-
fering on the heath and tﬁe final death scene, Although
Isabella affirms exactly the same value and shows the same
soft of selfless love, the way;in which her gesture is
'Lrbught about makes it seem a# altogether lesser thing,
There is no suffering, but oyiy a number' of éareful con=
trivances and a clevef tricg to bring it about, and the
happy ending plays down its value, Isabella's statemeﬂt
of love and mercy has been\brought about by a sort of
* feiry-godmother in the form of the Duke who, although

“invisible to the characters, is visible to the audience

throughout, As a result the audience does not expérience
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the great upsurge of emotions resulting. from the tragic
possibilities of the situation, but rather views it all
with the equanimity of people who know that a happy ending
is assured, So we pay a smaller price for exactly the
seme merchandise, and, because it has been devalued in our
eyes, we feel cheated, Shakespeare saw the inadequacies of
this play, for from then on, through the writing of six
great trégedies, we are always in déubt as to whether there
is a "divinity that shapes our ends", The gods will take
no éctive_partin_the trﬁgic movement of these plays, They
may cast incense down to bless the love of Cordelia and
‘Lear, or they may laugh at the unnatural Coriolanus, but
théy ﬁill remain clearly outside the action, impartial
‘observers to the great struggle that evolves,

Eventually, when the tragic storm has spent all its
energies, Shakespearé will write plays with the same idea
in mind as he had in the writing of Measure for Measure,

\ _ ‘ ‘
that is to write full blown tragedies with comic endings,

However far-fetched it may sound, I would therefore call

Measure for Measure the first of Shakespeare's rohances{

Before he can suoéessfully write such plays, however, he
will have to meke the profound study of human nature which

we shall find in the tragedies,
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THE GREAT TRAGEDIES

ﬁgg;gg, the first of the four pleys considered to
be Shsokespeare's greatest works, téok the first steps
toward what can be called a redefinition of man, Shake—
speare, after reglising that the currently held view of
the nature and meaning of human life could no longer adé-
quately explain the complex creature he had come to knmi

as man, had to start from the beginning and reassess human
nature, the meaning and purpose of human existence on
vearth, ard tﬁe nature of humen relationships, The four
great tragedies, concerned as they all are with the inner
workings of the human mind, form the bold outlines and
£ill in many of the details of the new picture of man
' that'émerges. The later tragedies and the romances will
put the final touches to this great effort of Shakespeare's
breative imagination,

I attempted to show how in Hamlet Shake§peare takes
fhe first steps toward this goal. In the grave&ard scene
hé affirms the oldest and simplest bond that binds men -
together as human beiﬁgs, their common physical shape and ’

their mortalify. Higher "valﬁes may come and go, human
greatness ﬁay teméorarily outshadow human inéignifiganoe,
but no man can deny this eternally true law of outward
appearance which all men must obey., It is as 0ld as the
earth itself, the earth grom which all men are made and
to which, in death, they must pétﬁrn. Furtharﬁore, as
the grave-digger affirms by hig riddle, this law will
lest until doomsday, or as 1oﬁg as the human race exists,

To Shakespeare, wandering as he must have been in a
confused and contradictory world of experience, this rea-
lisation that. there existed some sort of never changing,
eternally true aspect of human life, however basic, must

have brought the same relief as it did to Hamlet, who used
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it to pass final julgement on his uncle, As for moral
judgement on Hamlet's owh actions, "the rest is silence",
Hamlet is concemed thet Horatio present the facts of his
story to the people in order that they might judge his actioms
themselves, We will find it difficult to judge simply as
right or wrong any of the tregic heroes with which this
chapterwill deal, This, I think, is because in these plays
Shekespeare is not at all concerned with a moral code as
“such, He has learnt from his earlier work that \a.ny attempt
to fit man into a simple moral pattem must end in failure
and probably end in disaster, Before he cen judge man as
‘being right or woong, he must first find out what man is,
In the great tragedies this is his prime concern, and I
believe it is here that the reascn for their greatness

is to be found, Simultaneously a form of ethic may

évolve, but it will never be dogmatic, and it will gene-
rally rely on abstract concepts like faith and love for its
form rather than the dry letter of the law, Indeed, the
 tragic hero will usually have so many faults that it will
ba impossible to judge him'in the "normel" way, One must
go beyond the boundaries of reason and eanter the world of
feeling and insight in oxder to assess these wunhappy and
yet very great men whose corpses are carried off at the

end of each pley when their long struggle is finally over,

Othello, the Yoor of Venice is the first play with which

I shall desl, It is a.. play of violent extremes, for néver
has thers been a hero more noble and upright in both ap-~
pearance and cheracter, arnd never has there been a villain
more malevolent, Yet the déstinies of these completely dif-
ferent men are closely interwoven throughout the play wuntil

Othello becomes elmost a part of Iago, like a hand
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Tago uses in order to carry out his bloody purpose.

They become &s one person as far as their actions are
-concerned, and yet even at the end, when Iago hﬁs abundant-
ly accomplished his purpose, they are still worlds apart
insofar as our attitude toward them is concerned, It is
with the reason for this difference that Shakespeare is
concemed and he explores it-from a number of different
angles, I believe that this play is concerned with the
impossibility of adequately and correctly judging a per—
Son's~words or actions simply by the outward appearance of
-the actions of the superficial meaning of the words. O(ne
must go deeper and study thé motive behind éh action or
set of words before meking & moral judgement, Then, how-
ever, the judgement may not be so easy to make, So of'ten
in this play the same action can mean different things to

different people while words, if no account is taken of the
\

person who speaks them, or the motives which cause them‘to -

\be spoken, violently mislead on many;oécasions. I will
isolate a number of passages and attempt to point out how
easily one can be misled, /It should be pointed out that
aé one never judg;s Othello from the purely sﬁperficial
point of view this sort of interpretation may seem a

little unnecessary. One should, however, hold in mind

both the theme of the play suggested above and the subject '

of this thesis,. :

/
/f
/

i

The following speech is heard at the end of Act I:

"And it is thought abroad that 'twixt my sheets
'Has done my office, I know not if't be true;
' Yet I, for mere suspicion in that kind,
Will do as if for surety," (I, iii,381)
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These lines are obviously spoken by Iago in an attempt to
~explain his attack on the life and happiness of the Moor
yet, if one examines the meaning of the lines alone, they
might just as well have been spoken by Othello about Cas=-
~ sio, All Iago's actions in the play, and, after he has

“implanted the seeds of jealousy in Othello's mind, all of .

the Moor's stem from exactly the same cause and bring them

‘both to disaster and to a painful death, Both will unjust-

1y kill their wives, and both will be tortured to death,

Othello mentally by the machinations of Iago and Iago phy= -

sically by the official torturer, Both will have allowed
_an irrational jealousy to corruﬁt their minds and both

will use this jealousy, which is completely unsupported

by any real evidence, as a basis for the most cruel and
-ﬁnnecessary actions, They are roundly condemed in simi-
lar termé by Lodovico. He calls them both "slaves"

}$V, ii, 295; V, ii, 235), and it would scarcely be & coin-
cidence and nothing more that Shakesfeare should apply the
same term to two such different people within the space of
sixty lines, There is 1ittle to choose between the irra-
tionality, theAcr;elty and the violence of these men and
yet there is so much that distinguishes them, Iago has
died for nothing, for a petty jealousy not anly of his
- wife's supposed relationéhip w;th Othello but also of the
"daily beauty" that he sees sq:vividly present in Othello's
life and so sadly lacking in:ﬁis own,

Othello, for all the outward similarity, is a come
pletely different person, and it is the nature of this
difference that is imfortant in this play., Noble of mind
and strong of body, he has endured many hardShips and won
t6 ‘his high office of trust by his own greatness of spirit,

It is his past greatness and courage that won for him the
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:1o§e of Desdemona, He marries her, yet he is aware that

by doing so he is placing himself in danger, for he is
leaving the pfevious stage of his life in which he en-
joyed the freedom of having to do a simple duty, and
éntering a far different world, ﬁhe world of human re=-

lationships:

"for know, Iago,
But that I love the gentle Desdemona,
I would not my unhoused free condition
_ Put_ihto circumseription and confine
For the sea's worth," (I, ii, 24)

Yot he stakes his freedom and his life on his faith in
Desdemona. | |

'The irony of the above quotation is profound, for it
is Tago who will provide the danger in the ?ew sphere of
Qlife Othello has entered, Othello can control Iago so
iong as he remains his anchient whose duty it is to obey
'Othello's orders, but when he begins to advise Othello
on a subject of which Othello is ignorant and he is cun=- '
ﬁingly wise, trouile commences, For, ironically, by
handing himself bound to Desdemona he is also placing him-
self in the power of Iago, Incredible though it may seem
both.Iago and Desdemona view life from the same point of
;iew,_fhpugh the nature of eaqh may meke this statement
sound ludicrous, Yet if we e;amine the actions of Tago
and Desdemona, we find that %here is little to differen- -
tiate between the two.

Tago is past-master at the art of hypocrisy. He
plays a double game, pretending to be "honest Iago" while
hiding Behind his honest extérior a black and hate-filled

- mind, Desdemona, in the early stages of her relationship
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with Othello, is, in her own way, equally hypocritical,
She pretends to be afraid of the Moor, while secretly
loving him, Brabantio, her father, is the one who is

fooled, and he warns Othello of this in a key speech:

"Look to her, Moor, if thou hast eyes to see:
She has deceiv'’d her father, and may thee,”
' (1, iii, 292)

Deédemona, like Iago, believes that if the motive is
righf, then the telling or acting out of a lie is perfect-
ly justified, As T suggested earlier, it ié anly the |
- difference in motive that enables us to distinguish Des-
demona as a noble young women and Iago as a evil man al-
though both, iﬁ éssence,\are guilty of the same sort of
deception. |
Brabantio's speech points out an aspe;t of the basie
\theme_of the play and tb the fault which allows Othello to
" make so many cruel mistekes, Brabantio's "eyes" havg been
decéived bx\Desdemona'sxaqtiona, Just as Othello's eyes
- are deceived by ;he subtle Iago,. .Othello is not'able to
see beyond superficial appearances and judges purely on
external actions, He demands "ocular proof" at all times,
and lays himself open to Iago's skilful Jjuggling of the
‘external evidence, Thus, by éhowing the extent to which
reliance on superficial appe?fances as a basis for value
Judgements can mislegd, Shakespeare underlines his theme,
Thé noblest of men can become little different to the most
_evil of men while the purest of women will die in tregic
circumstances, all because of a handkerchief and an incor-
rect and foolish attitude to life,

Desdemona exhibits all the virtues and all the ability
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to handle lif'e which her husband lacks, She very clear-
. 1y sees beyénd external appearances to the true value hid-
.den beneath, invisible to all but the wise and noble. She
it is who sees beyond the blackness of Otheilo's face (per—.
haps this is why Shakespeare chose as the hero ofigpis play
a Moor, black of face and ugly in appearance) to the pure

ity of his heart:

"I saw Othello's visage in his mind."

She aléo realises that at times a "deserving woman" méy
V?in the authorityvof}her merits, ..,justly put on the
vouchvof malice itself" in order to bring ébout éome good
and noble action,

Her husbend, for all his innate nobleness of mind, is
wmable to manifest his nobility as far as human relation-
ships are concerned, simply because he views the world from
a limited and inadequate standpoint, It is abundanfly
clear where the fault lies, Othello has been a soldier

"all his life, Vhen the' play opens he is commander-in-
ohief of the Venétian‘armies in their war against the Turks,
It is clear that, when he marries Desdemona, he attempts
to transfer the values of hisAmilitary way of life to the
_new world in which he.finds‘himself. This is the world of
irrational human emotions and relationships which cannot be
run with the precisién of g/militazy campaign, Yet he
' 6ohtinues to‘judge this world in his old way, He greets

his wife with the finest compliment he cen pay:
"0 my fair warriort" (II, i, 179)

The value judgements necessary for combating physical
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adversity of any sort are very few., When fighting & battle
thej do not exist., The protagonists are automatically in

| the right, and God is on their side, The antagonists are
automaticaliy in the wrong, and their God is a false God.

: The enemy is clearly discernible for he will both be wearing
a distinotive wniform and will behave in & belligerent man;
nef\that will leave no doubt as to his intentions, There |
are no personalities involved for one kills quite impere
sonally a man one does not know and agaiﬁst whom one has
ho personal animosity, How different is this world from.
the world of subterfuge and jealousy, of pettiness and
pérsonﬁlities that Othello now finds‘about ﬁim: It is
no wonder that he cannot cope with the situation, and it
is even less wonder that he falls an easy victim to the
wiles of Iago, a man who seems to be straightfoward and
honest (he is one of Othello's officers and therefore cle;r-
ly one of Othello's ffiends) and one who kgbws Othello's

‘Sweékness for the evidence of his eyes rather than-of his

heart.

This confli?t between the evidence of the eyes and of
the heart; the eésential conflict of the plgy, tears and
térments poor Othello until he loses his reason, It is
vividly captured in so many scenes, and in every scene it
is.made clear by Shakespeare ?hat the eyes are wrong and
.£he heart is right in its ju@éement. Othello dismisses
Cassio on the evidence ofvh;é eyes, or rather of Iago's

eyes. The conflict, and the wrongness of the choice made,

are clear:

_ ~ "Cassio, ‘I love thee;
But never more be officer of mine," (II, iii, 2,0)
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Yet, from the military point of view, the choice is

quite correct, A commander-in-chief cannot allow perso-~
nal feelings to sway his judgement to the detriment of

the efficiency of his afmy. If it was a simple military
matter there would be no problem, The audience, however,
knqys that it goes far aeeper than this, yet perhaps judge-
ment should be reserved, For worse is to come, Othello
has to meke the same sort of choice concerning Desdemona,
and it is here that the conflict becomes truly tragice
Shekespeare captures precisely the rhythms of Othello's

agonised uncertainty in this central scene of the play:

Othello: "Let her rot, and perish, and be damn'd
o to-night; for she shall not live, No,
my heart is turn'd to stone; I strike it,
and it hurts my hand, O, the world hath
not a sweeter creature; she might lie by
an emperor's side and command hiﬁ tasks,
Mago: Nay, that's not your'way. .
Othello: Hang her! I do but say what she 1s: so
’ delicate with her needle, an admirable
‘musicianee. -
Tago: " She's the worse for all this,
Othello: O, a thousand, a thousand times - and
» then of so gentle a condition,
Tago: - 4y, too gentle,
Othello: Nay, that's certain, But yet the pity
.  of it, Tago! O, Iago, the pity of it,
Tagol" (v, i,,177) '

'/
i
The last words of the quofafion, like so much else in the
play, are profoundly ironic for it is to the very man who
~ feels no pity, who has caused this tragic situation, that
Othello in his torment appeals, Othello makes his decision,

chooses the evidence of his eyes above that of his heart,

and pays the price, Yet his innate purity, even if it leads’
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to strange conclusions, and the obvious attempts he makes
at acting at all times with integrity and honour, save him
from Becoming'worthy of the same loathing with which we
come to view Iago., Even if the Cypriots and Venetiahs
view him with horror the audience, with insight into his
Sublime simplicity and the cunning of Iago can view his
falivwith pity. In hié worst moments the daily beauty of
" his 1life does not desert him, and in his anger, his madness
end his suffering he is quite magnificent, Othello him-
self, even at the end, still attempts to give proof of the
purity of his actions, The strange little story he tells
of the Turk at Aleppo, who beat the Christien and insulted
Venice, is affirmation of Othello's constant desire to
serve and defend Venice, and of his feeling that he has
betrayed her, He dies by his own hand, doing something he
has done all his life,.destroying evil and phereby serving
the state that employs him.A If‘is thefinal-irony of the
;lay that he can do bothAthese things by destroying himself,
Cassio's story is- remarkably similar té that of Othello,
The same sort of ironies=and parailels are demonstrated
throughout its teiling. Iago and Cassio are made to appear.
similar to each other in several superficial ways and yet
seem completely different underneat@. Both are officers
“to Othello, But whereas Cassio‘serves out of sélfless
lo&alty, Tago serves bthello.oﬁly to serve himself, Shake=
speare makes both out té be Fiﬁrentines; but while Tago uses

"the name as a form of insult:
"One Micheal Cassio, a Florentine..." (I, i, 20)

Cassio uses it as a compliment to Tago:
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" "I never knew a Florentine more honest."

(1T, 1, L44)

The coincidence of the birthplace is not, I believe, an
accident, but is intended by Shakespeare to heip develop
his theme.in every tiny detéil, Tago manipulates (Cassio
iﬁfavexactly the same situation as (Othello so that Cassio
seems to be a tool wielded by Tago to help him attain his
aims with Othello,

In the sub-plot Shakespeare points most clearly the
theme that one action can seem entirely good or entirely
bad depending upon the way it is interpreted.ani the stan=-
dards by which the interpreter judges, Iago advises Cassio |
to ask Desdemona for assistance in his attempt to win back
Othello's favour, Cassio realises how wise this advice is
| and departs gratefully, Iago then makes the following
~ speech which clearly States Shakespeare's mganing:

\

"And what's he, then, that says I play the villain?
When this advice is free I give and honest,
Probal to thinking, and indeed the course
To win the Moor again? For 'tis most easy
The inolining Desdemona to subdue
In any honest suit: She's fram'd as fruitful
. As the free elements... . . '
How am I, them, a villain
To counsel (assio to thié parallel course,
Directly to his good?" ; (II, iii, 325)
' /

To Cassio this advice is all to the good, but to the un=~
knowing Othello it will mean disaster and to the evil Iego
triumph, This speech more than éver underlines the rea-

lisation that had arisen in Shakespeare's mind of a need

for a valid set of standards by which to judge life, based
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"~ on a full understanding of the intricacies of human na-

ture,

Men like Iago would have to be taken into account if
such a system of judgement were to be evolved, The sim-
plicity of Othello and Cassio, although magnificent in
/its way, is out of dafe and dangerous in the same society
&s iago. This play, although it does not advance anything |
like a hew moragl system by which one might judge life, goe$
much further than Hamlet in helping to define the néture of
man and in finding some value to give meaning to life,
Eéglgi had left man a physical creature, bound to his fellow
men by the similarity of physical appearance, but by lit-

_ tle eise. Both Cassio and Othéllo, the victims in this play,
talk of a higher valué which éives;meaning to their lives and
makes them consider themselves to be worthy human beings,

Cassio speaks as follows:

"Reputation, reputation, reputation! 0, I B
‘have lost my reputation! I have lost the immortal -
part of myself, and what remains is bestial,"

Y o (II, iii, 254)

"
1

i

: His reputatiqn as a trustworthy officer and man of honour
has been stripped from him and he no longer considers him-
sgif human, ) !

Othello has put his trust’in Desdemona, staking his life
"on her faith", When she brgéks faith he sees this as an
act of degradation that turns man into something like an
animal.("goats'and monkeys") and little better, There are,
it would seem from this, ways of behaviour that are com~

monly considered by men to be worthy of the dignity of the

human raceé. They exalt man into his position as "the beau-



- 148 -

.ty of the world, the paragon of animals" while their lack
tums man into a "quzntessence of dust" and no more. So
is is not just by his physical shape that one can tell a

an (Iago has all the outwards attributes of humanity) but
by his inner natufe. 6thello has to learn the painful

lesson that appearances deceive,.that one may "smile and
smile and be a villain", He has also learnt that the proof
offered by his feelings is generally more valuable than

that offered by his eyes,

| Shakespeare has learnt that there is far more to mankind

than "meets the eye"., He has realised that there is a fac-

tor in human nature that can give meaning to human life withe
out which life is scarcely worth living, The exact nature,
quality and power of this factor will be fully explored in -

Kin Lear; the greatest of the tragedies,

In Act IV, vi of King Lear the mad old king comes face
to face with the blinded Gloucester, In his talk to Glouces=-

ter he speaks the following words:

"A man may seé how this world goes with no

eyes, Look with thine ears,” (IV, vi, 150)

ﬁhese words'capture in essence the central theme of Othel=-
"lo: that one cannot judge the world by superficiai appear-
ances alone, lothello's anguish/whgn he did not realise
this is testimony to-its tragic potential. King lear
" takes us‘upon a further exploration of the tragic possi-
bilities of life,

In this play Shakespeare seems to have a two-fold pur—
pose, His primery aim is to define the principle which he
believes can give new meaning té life in terms of human

relationships, that is in terms of its ability to bind men
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together ortear them apart; in its ability to give mean-
ing fo life or to make of it a purposeless existence,
Secondly he attempts fo show, through the suffering of
Lear on the heath, the chaotic and painful nature of life
when shorn §f'any binding factor. This should become
olqgrer in my analysis of the piéy.

A little explanatipn of the first point 1is necessary
first, To my mind there are four basic relationshipé in
human life, each of which depends on an initial value
judgement for their establishment, One has a relationship
with oneself, that is a lmowledge end concept of one's
own identity, Another is one's reiationship with one's
fellow men, The third links one to a god of some sort,
and the fourtﬁ links one to the universe around one, This
last relationship is the simplest, and requires'for its |
establishment only the 6onc1usions Hamlet came to in the
\graveﬁyard, that is the common physioél nature of all men,
With this as a basis other relationships can grow. The
other three relationships are oreated in the spirit ra-
ther than in the body and depend upon a valid and true
‘value judgemenf fsr.their establishment, For, depending
" upon the values by which one lives ane's life, one will |
establish one;s omn identity, one's relationship with
one's fellow men and With One'§ god. A simple example
may illustrate this,

If one believes that di.s!cipline is essential for the
realisation of one's true nafure, one will behave in a
disciplined way, one will mix with people who hold similar

- ddeas, and one will class as enemies people holding contra~=
dictory ideas, One's deity will be something like the God
of fhe 01d Testament, who issued a rigid code of laws to

his people and smote them with fire and brimstone every
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time they disobeyed his orders, The greatness of Shake-
speare lies in his ability to conceive of a set of values
that can potentially bind all men together and alienate
none, He conceives of a set.of‘values which, like the
essential physical similarity of all men, hold true for
all.men and can form the foundation upon which all men

can establish a higher set of relationships that will bind
each man in harmony with his fellow men.‘ | .

As far as the secomd aim of the play is concerned, it
can also be seen as the expression of‘a feeling that had
been developing in Shakespeare's mind, and éxpressed in the
plays, for some time, As I have attempted to point out in
this thesis, Shakespeare came to realise that the system
of belief to which he had subscribed had failed completely
to fuifil ifs purpose, It no longer provided an adequate
foundation upon which a happy life could be based, The '
gonsequences of such ase.realisatibn are almést too immense
to contemplate, Everything that had begn of value in life
(as judged by>the standards of this old vision of life) had
'Suddeniy becbme'meéninglegsl Chaos, and all that that meant
- to the Elizabethan; had come again, But this was chaos in
the ﬁind and in the spirit rather than in the state, I
believe that Iear's suffering on the heath reflects the

suffering of a mind aftér its realisation that everything
| fhat seemed valuable in life hfﬁ come to be worth nothing
simply because the standards ﬁy<which it had judged their
value had proved to be false, Shakespeare will usevthe
four relationships mehtioned above to express the horror
of a mind so afflicted,

4£11 of Shakespeare's éarlier plays point toward this
- one'great play., It is here'that he gives expression‘to a

state of mind that had initially only been reflected in an
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undercurrent of sadness and doubt running through the

bright world of tre comic vision of life. In King Lear

& whole world dies, and a whole vision of life is broken

down until life becomes as bleak and hostile as the

- storm-swept heath upon which Lear stands in his worst hour,
_ Lear, when first we meet him, is the epitome oé‘confi-
den;e. The world to him ié a perfectly ordered and easily
controlled place in which a whole kingdom can be divided

up at the sweep of a hand and where 1ové can be-demanded

and received at fhe snap of the royal fingers, In onief

to prove this (although it is in no way doubted in the first

scene) he demands, as the érioe of & third part of his king-

~ dom, A verbal affirmation from each of his three daughters
of their complete and devoted lo§e. Regan and Goneril re-

‘spond enthusiastically, for to them, as to Lear, love can’
be valued in the same way as land, But Cor@elia, lear's
favourite daughter, can only say "nothing".‘ "Nothing will

N
come of nothing, speak again", growls her father, and he is

quite corrgct, but only to his twisted way of thinking., By
his present standards and those of Regen and Goneril she

has done a cruel énd stupid thing. By her own standani; she
has done what is right. As in Othello the same words can be
simultaneously right or wrong.depending on the attitude of the
listener or speaker, Ledr, by:rejecting Cordelia, places
himself firmly in the same worid of action as Regan and Gone-
ril and in the same sphere of/fhinking. The suffering he
experiences when he réalises:this world is ﬁot what it seems

" and this way of thinking is void of anything worthwhile will
be the sufféring on the heath, until he finds that Cordelia's
"ﬁothing" will turn, through his new vision of life, into
"everything", .

But much has to occur before he realises his mistake,
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Kent, his loyal servant, realises the time has come to
" take sides, and out of love for his master informs Lear
- that he is a fool, Lear rebukes him for his insolence,

Kent then makes the following significant statement:

A "Be Kent unmannerly
Vhen Lear is mad." (I, i, 144)

-
—

. These words introduce an importent theme in'the play, the
question of sanity, madness and how'to Jjudge the difference,
Keﬁt is hére making a value judgement, defining what he
c@nsiders to be normal in human actiohs. By his sfaﬁdands,
wﬁich'are the same as those of Cordelia, lear is mad., To
Iear it is Kent who is mad, A breach in the initial unity
of the play has been made, Life is no'longer an harmonious
whole and mankind has been split ﬁp into a number of bick=
ering factions simply because the standards %hich Leaf uses
%o judge his people are false, lear rejects Cordelia and
denies that he ever had such d daughter, He banishes Kent
and exchénges hafsp words, with France, who also deems iear
. to be mad, France consiaers Burgundy, who hasirefused toﬂ
" marry Cordelia without a substantial dowry, as a foél who
has no concept of true value in people, ILear's relgtionships
with his daughter, his servant ghd his fellow-=king have col=
~ : j

ﬂ lapsed‘because of this clash of‘values. Kent adds another
/

telling remark: n /

Lear: "Now by Apollo-— ‘
Kent: Now, by Apollo, King,
" Thou swear'st thy gods in vain,® (I, i, 157)

Lear no longer stands at ane with the gods, for he has re-

Jected them by his actions just as sure as he has rejected
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Cordelia, Kent and France,

| A1 he has left are his two daughters who spoke o
bravely of their iove for him.' Should they deny him, aS
deny him they will, then the only proof he has of the valid=~
ity of his velues will collapse, With this collapse the
final relationship of the three discussed earlier, a sense
of his own identity, will also collapse, This is exaoctly
what happens, Goneril sends him and his retinue from her
castle, and Lear's world starts to crumble, His om iden=-

. tity starts to break down:

"Does any here know me? This is not lLear,

.Does Lear walk thus? speak thus? Where are his eyes?
Either his notion weakens, or his discernings
Arévlethargied.-Ha: waking? 'Tis not so,-

' Vho is it that can tell me who I am?"

(I, iv, 225)
\

. _
This is confirmed in a speech a few lines later, when Lear
clearly states the. importance of his relationship with his

i

two daughters, and how they can affect his concept of his

‘
1

own identity: -

"I heve another daughter,
Who, I am sure, is kind and comfortable.,
__ Vhen she shall hear this of thee, with her nails _
She'll flay thy wolfish visage, Thou shalt find
That I'1l resume the shape which thou dost think
T have cast off for ever," (I, iv, 305)

' But Regan, too, rejects him and is quite willing to turn
him from her castle door even on such a night, Iear, in
his folly and his blindness, does not realise what he has

done wrong, and until the last minute tries to judge love
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by his 6ld,vwarped standards which had made Regan and
Goneril seem worthy of his kingdom and his trust, Regan
offers to let him keep fifty knights while Goneril»will
only allowrtwentyhfive. He turns to Regan with the fol-
lowingAwords: |

e

"I'11 go with thee,
Thy fif'ty yet doth double five and twenty,
And thou art twice her love," (II, iv, 257)

If-he relies on material objectsmgs evidence of love or
- hatred then he will suffer immensely, as did Othello over
the handkerchief, Lear is judging by the same sort of
standards and has lost evézything because of it, His power,
his position, his train, his daughters, his friends and
" his gods have all deserted him. He stumbles onto the bare
and storﬁ-swept heath with his world crashihg about his heed,
‘his life suddenly made meaningless, Without anything to givé
it meaning life becomes as bare and hostile asAthe heath

\ 1

~upon which he stands, while the storm raging all around him

Ly

is symbolic of tﬂg suffefiﬁg that is beating upon his sanity
and the turbuience that is so violently disturbing his once
- calm and confident nature{

Yet, in his agony, the rough justice of the elements is

conforting to the cruelly used!old man:
, _ ;
o
rl
"I tax not you, you elements, with unkindness;
I never gave you kingdom, call'd you children;
You owe me no subscription, Then let fall

' Your horrible pleasures," (II, ii, 16)

He is still unaware of his condition, however, for he is

8til1l thinking in terms of debt and obligation, The full
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meaning of his situation is brought home to him by the
emergence of Tom from the hovel, ILear, after seeing Tom,
makes the mo;t important speech in the play so far, He
expresses the state to Which man degenefates when shorn of
.&ll higher values, with only his physical appqarance_left

to assure him of his humanity:

"Why, thou wert better in a grave than to
 answer with thy uncover'd body this ex-
tremity of the skies, Is man no more
than this? (Consider him well, Thou
ow' st the worm no silk, the beast no hide,
. the sheep no wool, the cat no perfume,
Ha! here's three on's are sophisticated!
Thou art the thing itself: wmaccommodated
men is no more but such a poor, bare,
forked animal as thou art. Off, off
you lendings! Come, unbutton here,"
(111, iv, 100)

\
The significancé of these words is far-reaching, Note the

use of the image of the grave in the first sentence and

reflect back\upongthe grévéyard scéne and its signifi-

cance in Hamlet, :Man, with no higher beliefs or values, : :
is no more than a simple physical creature, and little

better than an animal, The symbol of clothing is impor-

tant here, Just as Tom is physically wunprotected from

the fury of the storm, so Lear; unprotected from the hor—

rér of the void by any validlénd meaningful moral system," ;
is defenceless against the fury of the storm that rages | \
Within his souls Lear is morally and spiritually defence- -
less,-énd‘expresses the insight he has gained into his con-

dition by removing his clothes, This symbolic use of cloth-.

ing is of great impértance in this play and will be deve-

loped further,
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Life has been stripped of ali fagades and all illu-
sions, Man has become the "thing itself" to Lear, and in
~ his ravings on the heath the problems opened up in Hamlet
- and Othello are brought once more tq light and fully ex-
plored, A1l fﬁe norms and standards by which we live our
.dailj lives are questioned, Iear in his madness can see
iore clearly than all the "sane" people in the play. Vho
is mofe mad, the old king who speaks the féllowing iines
containing an undeniable truth about life: - |

"Thou rascal beadle, hold thy bloody hand.

Why dost thou lash that whore? Strip thy own back;
' Thou hotly lusts to use her in that kind

For which thou whip'st her. The usuref hangs the cozener,
-Through tatter'd clothes small vices do appear;

Robes and furr'd gowns hide all, Plate sin with gold,
And the strong lance of justice hurtless breaks;

Arm it in rags, a pigmy's straw does piérce it,"

' (v, vi, 160)

or the Duke of Cornwall who puts out Gloucester!'s eyes for

the "crime™ of going to help the old king in the storm? No-
thing is more cruel, more sick and more unjust than this action,
yet'because it is done by the ruler of the land, Cornwall near-
. 1y goes unpunished for it.. As Lear says: |

;

/
"A dog's obey'd in office,

- The problem presented here has been discussed in Shakespeare's
work as far Eack as Richard IT, when John of Gaunt refused

to teke action against the man clearly guilty of complicity
in Woodstock's murder, simply because he was the King of

England, How Shakespeare's attitude has changed! The need
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for a valid set of standards by which to judge all men
irrespective of their office is clearly urgent., ZEven

more important is a value in life capable of redeeming

. man from his enslavement by his worser self,

Léar's surrender of all his old values, even at the
cost of such enormous suffering; makes it possible for
him £o gain insight into a new value that can fulfil the
need expressed above, His loss is a form of.spiritual

death from which he is reborn, like a helpless child, to

" the love of Cordelia, which will give him fresh and true

meaning in life, Shakespeare expresses Lear's awakening

as a return from the grave:

"You do me wrong to take me out o' th' grave,"
(v, vii, 45)

\

He has been born-again to a new life and has become a

‘different man, Gone is the arrogant self-confidence of

the early scenes, . Instead we see gentleness, doubt and

hﬁmanity: . ; .
3 o
1
"fhere have I been? Vhere am I? Fair daylight?
eeel know not what to saye"

(1v, vii, 52)

/

It is significant that Lear is woken to the sound of

!/

. music, This symbol of harmody and happiness is important

particularly in Shakespeare's later plays, It is also sig-

nificant that Lear, while he slept, was dressed in fresh

clothes, The naked Lear on the.heath, unprotected from the
horror blowing through his mind, has once more been spiri-

tually clothed by the love of his daughter and by the mean-
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ing her love gives to his life,
How different is her love when compared to that of
Regan and Goneril} Its nature soon reveals itself as Lear

‘trie's to make amends for what he has done:

"If you have poison for me I will drink -it.

I know you do not love ms; for your sisters

Have, as I do remember, dons me wrong:

You have some cause, they have not." |
(Iv, vii, 72)

Cordelia's reply is infinitely simple and infinitely

beautiful:
"No cause, no cause," (IV, vii, 75)

This can only be explained according to the valuss with which
Cordelia judges life, To one way of \"thinking she has every
"cause" to hete her father and would be justified in teking
any revenge on him she desired, Logically, rationally she

| has cause, But the nature of her love goes far beyond the

- limits of cold reason, and it is here that Sha.kespeare sees
hope for menkind, Hamlet said that "use every man after

- his desert, and who shell 'scape whipping?". vLogically,

" rationally the entire human rece is so deep in sin that

the best we can hope for is a life after death of eter—

nal daxmation. Human love of that sort Cordelia bears her
fether, going beyond the 1limits of reason, debt, obligation
and merit, hes the power to save mankind from itself, This
sort of love can only be compared with the love Christ showed
for the world, Indeed, a Christian interpretation of this
play would be entirely in order, But although the play can

be explained in terms of orthodox Christian dogma, its
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meaning goes beyond the limits of dogme to express an
~eternal truth about life itself,

The concrete effects of Conielia's{love are demon~
strated imediately after the battle, when Lear and Cor-
delia, prisoners to Edmund, are sent away to prison.

This is Iear's speech:

~—

"Come, let's away to prison,

We two alone will sing like birds i' th! cage;
When thou dost ask me blessing, I'll kneel down
And ask of thee forgiveness; so we'll live,

And pray, and sing, and tell old tales, and laugh
At gilded butterflies, and hear poor rogues

_ Talk of court news; and we'll talk with them too=
Who loses and who wins; who's in, who's out=
And take upon's the mystery of things
As if we were God's spies; and we'll wear out
In a wall'd prison packs and sects of great ones
That ebb and flow by th' moon," (v, iii, 8)

..
A critic like Nicholas Brooke would have Lear once again
mad, but these words seem to me to be far from the ravings

of a madman, The words of Lovelace's poem are called to

|

“mind:

"Stone walls do not a prison meke,
Nor iron bars a cage.”
i

i

We are also reminded of Hemlet's lament that, in a world
without anything to givervaiue to lif'e, Denmark becomes .
& Pprison, In lear's new world; with the sort of value
provided by Cordelia's love, a prison cell becomes the
whole_world. Wifhin its confines two human beings are
-able to perform the purest and most meaningful actions

possible to man, those of blessing and forgiveness, Lear
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is'beyond.the petty intrigues of the court of which he was

once heed and the pitiful ambitions of worldly men thaf

"ebb and flow by the moon". . With the insight gained from

his experience of Cordelia's love he sees into the heart -

of life itself and_takés upon himself "the mystery of things",

The_e#act meaning gf such a line need not be explained, for

.its suggestive power is more than suffiecient, | ,
The ne#t line is very significant not only in this play -

but in the plays as a whole:

"And (we'll) take upon's the mystery of things.

‘As'if we were God's spies,"

Tﬁis is one of the few times in the tragedies that the

;term "God" replaces "gods", The phrase "God's spies"

' suggests a relationship between God and mortals, as if
%ear, with his new insight into life, was seeing the world
through the eyes‘of God himself', or at'least was capable
of judging life in the same way as God himself might judge;
with éompas§ion, gnderstéhding end love, The way in which

- this contact Withuand awareness of God is achieved in this

play is best explained by an old proverb:

"I sought my God, but my God eluded me;
I sought my soul, but my soul I could not find;
I sought my brother, anq'I found all three,"

dne's own nature and identity, as well as the nature of the
éupernatural, can only be worked oﬁt in'purely human terms.‘
Seeking out and loving one's fellow men is the only way of
finding oneself and one's God, and it is here, as I have

suggested earlier, that hope for the future of the human
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race is to be found, In King Lear Shakespeare does not
have to resort to using a sort of supernatural conjuror

like the Duke in Measure for Measure to work out his hap-

‘PY ending, neither does he, as in the early comedies, have
to leave out or ignore mankind's almost limitless potential.
fog;evii. King Lear encompasses all this and still manages
to affirm a value that can assure the pfogress and happi-
ness of mankind, even if it is at the cost of the lives of
Cordelia and her father, Shakespeare is working in pure-
1y human terms, for he realises that human beings must Be-
, able to help themselves before they can expect any help
from God, ,

- .So the gods stay neutral, taking no direct part in
the actioﬁ. Yet they do acknowledge the value of Cordelia's
love, and the courage and sacrifice of the old king needed to

become worthy of this love: \

"Uﬁon such sacrifices, my Cordelia,
The gods themselves throw incense."
\ P ' ('v, iii, 20)
-1
So Lear and his daughter go off to prison, content with
the world and secure .in their mutual love,

But the full tragedj has to be played out, and the
vfinal affirmation of the values previously expressed must
be madé in the face of death ifself in order to attest the
meaning they give to life., In the final scene Shakespeare
uses the full symbolic weight of all that has gone before,
The attitude of the gods is finally made clear, "The gods
protect her" prays Albany, only to open his eyes to the
terrible picture of the o0ld king with his beloved daughter

dead in his arms, The gods are completely neutral,
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Lear's friendship ﬁith the men all aroﬁnd.him 6ollap=
Bes as hé calls them all "dogs and murderers", All that
Cordeli; stands for is dead to him, Significantly he says
she is as "dead as earth", Looking back one recalls that
the living bond with the earth, binding him in community
with all men, was the only bond he had left to cling to.
~-on the heath, The earth, from which new life springs eter-
nally, is finally dead to him,‘aﬁd there is no hope of ano-
ther rebirth, The full realisation of what has happened, the

absolute finality of death, comes upon Lear:

' "Thou'lt come no more,
Never, never, never, never, never,"
(v, 1ii, 307)

'He then does a curious thing, asking that one of his buttons.
be_undone.' In the light of remarks made eari}er on the sym~
bSlic Significanoe of clothing, his action becomes under-
standable, With Cordelia dead and her love lost to him he
becomes once more "fgaccompogated ﬁanﬁ, with nothing to pro-
tect him from the horror that is bearing in on him from all
‘sides. Once‘more the storm of uncertainty and futility is
lashing his mind, but this time the destruction is complete,
Body and soul must die, for the garfh as well as the heavens
'haéé'been destroyed. ' The “eveh%%hing" of Cordeliafs love has
once more turned to "ﬁothing". ert he cries out that he sees
.something on her lips, Is it %he pallor of death, or is his
tone more.triumphant? Is he affirming once more the abso-
lute necessity of believing in something if man is to sur-

vive? Is he trying to fool himself she is still alive?

The value to him would be beyond assessment:
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"(she lives), If it be so,
‘It is a chance which does redeem all sorrows
That ever I have felt," (V, iii, 265)

He never gives up, and endures until the end; "ripeness
"is all", His tragedy and his glory are cbmplete.
"~ This last scene, packed as it is with'symboliclmean-
ing, contains a line which I find very interesting but in-

explicable, ILear cries: -
"And my poor fool is hang'dl" (V, iii, 305)

We know that it is Cordelia who has been hanged, so an
attempt seems.to‘Be made here fo felate her and tke Fool,
‘The Fool and Cordelia are never on the stage at fhe same
time, for when we first meet the Fool Cordelia has left for
France with her husband, and it is significant that the
moment she appears on the scene again the Fool disappears
and is never seen again, They seem to be two sides of the
same coin, as if C;mdelia.'s love for Lear was a form of sub-

\ Vo .
Indeed, as I have suggested, it goes far beyond

lime'folly.
the Bouhds of reason.

As.for Regan, Goneril and Fdmund, their‘position is.
‘clear, Seeing life througﬁ the cold, rational eyes of
self interest, and having no idea of the sort of true val-
ues that give real meaning to.iife, they consume themselves
and perish wnmourned. - The cu;ses Lear throws at them are
full of animal images, or, as Cassio puts it in Othello,
man without any spiritual values is merely "bestial", It
is this part of human naéure Edmund idolises when he claims :

"nature" for his "goddess". Lear comes to a true under-

standing of "nature", while Edmund, labouring under & mis-
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cor_meption, perishes accordingly -~ a chilling testimony
to the effeocts on humanity of a life without love, The
final juigement on the two sisters and their way of life
~ is delivered by Albeny in an argument with his wife,

Goneril, He says:

—

"You are not worth the dust which the rude wind
Blows in your face,” (v, ii, 30)

Goneril end her sister are so wioked, so devoid of human |
traits, that they do not even have this last, basic re~
lationship to bind them into the great commumity of men.
They are unworthy of the very dust from which all
mon aro fashioned, They are inferior to even the "thing
itself", and sre in no way human, |
The Gloucester-Edgar-Edmund sub~plot mirrors s On 8
- different level, .Lear' 8 story, Whereas Lea.r\ abused a
}\iigher form of love, Gloucester abused physical love, and both
- paid the price for their transgressions in a proportionate
manner, Iear lost his sense of valuss apd could not "see"
clearly while Glot;oester had his eyes put out by the Duke
of Cornwall; that is Lear lost his spiritual sight while
Glougester loét his physical sight, Both go through a form
of death to be rebom to ‘a new way.of seeing things, ani
this way is shom to them by tl/ie children whom they had
mistreated and misjudged in their earlier blindness,
Gloucester's tra&edy gives perspective to Lear's, I .
see Gloucester's suicide attempt as being an explorastion of
a possible way out for a mind torn by the suffering of Lear
and Gloucester, Both of them are driven beyond endurance by
the lack of tenderness in the world, but whereas Lear is pre-.

‘pared to endure spiritual death, Gloucester sees physical,
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self-infliéted death as the only way out of his torment,
His son, Edgar, expresses the necessity of Ilear's type of

endurance:

"Men must endure
~iihTheir going hence, even as their coﬁing hither;

Ripeness is all," (v, ii, 9)

It is easy and pleasant to give up, but there is little hope
,that a Better world will come from it, Lear carries on té '
receive the love of Cordelia that redeems even the suffer-
ing he has undergong. .

King'Lear, 'therefore, seems to me to be the culminating
point toward which the earlier works had been developing,
whilé being at the same time a stepping stone to the future,
ﬁsing ideas, images and symbols developed and perfected in
@bis play ~ love as the abiding principle which gives mean-
ing to life; the child as a symbol of hope for the future;
and}the relationships which can only be builf up through love-
Shakespears will éontinué’ﬁis exploration of the human con-
dition. His next play, Macbeth, Will be concerned with the
effects on:a man's life if he turns his back on the bonds
that bind men together and the obligations which such bonds
impose on men, | I | |

: /

Using similar terminolog}, symbol and metaphor, Shake-
speare explores in Macbeth & movement in the herot's life
exactly opposite to that in King Lear. If Lear, in the course
of the play, comes to learn the true meaning of life and
fipds infinite value in life, then Maébeth changes from a

man who has everything to a man who values life at less than

nothing,
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In the beginning of the play we hear of, and see

briefly, a happier Macbeth; the valiant soldier who,

heedleés of the danger, defends his king and country a-

gainst rebellion and foreign invasion simply out of his

sense of dufy; He is seen as the noblest and bravest man

in Scotland, high in favéur and honour, a man among men,
One of tle men whom Macbeth defeats is thé Thane of Cawdor,

a rebel like Macdonwald who has been "unseam'd from the nave
to th' chaps" by Macbeth after which his head has been "fix'd .
upon our battlements", Cawdor is stripped of his title by

Duncan who then ordérs that it be conferred upon Macbeth,

"What he hath lost, noble Macbeth hath won,"
o (1, ii, 69)

This is 6ne of those lines containing a fweigfht of meeaning
5ar beyond its context, For with this title Macbeth will
inherit‘all his predecessor's attributes, He’beéomes a
>rebel who, like Macdownald, will have his head cut off and -
placed upon ‘the battlements, He too is a "gentleman" upon
whom Duncan builtian "absolute trust", Furthermore, he
will lose his life in the same careless manner as Cawdor,
Cdmpare this description of the manner in which Cawdor
faced his death with Macbeth's;attitudé to life just be-
 fore the end of the play, and gne will see thatkfhe des=

cription, though brief, fits»éxactly:

"Nothing in his life
Became him like the leaving it: he died
4s one that had been studied in his death
To throw away the dearest thing he ow'd
As 'twere a careless trifle." (I, iv, 7)
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Vhat I am suggesting is that Mecbeth is the study of
how a man can come to view life as being so empty and mean-
ingless that he will throw it away as if it were a "trifle",
The wheel of the play will come full circle from the death '
of one Cawdor to the death of another., The. intervening
 space Will be concerned with the study of the style and
manner of life that can lead to such a way of death, What
.is lacking in Macbeth's life that he values it so slightly?
By his actions Macbeth becomes'anti-life, and his way becomes
the way of death as oné by one all the things that.make 1life
worth living are stripped from him,

‘In the process of stripping a noble man who has every
reason to live down to a depraved monster who can only think
of dyihg, Shekespeare, besides furthering his exploration
of human nature which is the prime purpose of these plays,
-affirms in a different way to King Lear the absolute nece-

881ty of building up a worthwhile set of standards which can
give value to 1ife.4.Maobeth viélates all the bonds that
bind men together in a society and allow the society to

function péacefu%ly and well, and in doing so denies every- -

thing that goes to make him recognisable as a human being and

becomes instead a monster., Life becomes to him

" eebut a walking shaqow, a poor player,
That struts and frets his hour upon the stage,
And then is heard no more; it is a tale
Told by an idiot, full ‘of sownd end fury,
Signifying nothing," (V, v, 24) ' o

These lines are not, as is sometimes suggested, Shakespeare's
final and all-encompassing statement on the basic futility of
life, but rather his final comment on the effects on a man's

vision of life if he lives as Macbeth does, If a man in-
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dulges his selfish desires at the expense of all the bonds - o
and obligations that link men together in the hewvorder of
hﬁmanify Shakespeare is evolving in theée plays, then
~everything that gives meaning to that man's life will de-

sert him, until life, in human terms, is not worth living.
_ The§e natural bonds, and the outward actions tlet result from;
a knowledge of the sanctity of these bonds, are the pivot

upon which this play turns,

it goes further than this, The witches are obviously

evil, working toward Macbeth's eventual destruction, yet

they speak the truth a good deal of the time, Macbeth has
beénvmade Thane of - Cawdor, Macbeth does have to fear Macduff,
and‘gégg die at the hand of a man not born of woman, after |
Birnam wooa has come to high Dunsinane. The mixing of fair
and foul, & key theme in the play, is apparent here, So what -
is important is not the words the witches speak but the ﬁay

fn which they are interpreted and acted upon; Banquo, too,

is promised future greatness but does not succumb to evil

ways like Macbeth,’ Hé remarks on the fact that to‘him the
prophecies "soundlso fair'y It is Macbeth who starts when

he hears them, yet it is nob the words, but his ovn "hore
rible imaginings" which "shakes so (his) single state of

men", (I, iii, 138) The witches have no power to ruin
Macbeth if he will not ruin himself, This idea is éxpressed

later in the play, when Macbetﬁ pleads with the doctor to

' ' /
cure his tormented wife: /

¢

Doctor: ",..she is troubled with thick-coming fancies
That keep her from her rest,

Macbeth: . - Cure her of that,
Canst thou not minister to a mind diseas'd,

Pluck from the mempry a rooted sorrow
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Raze out the written troubles of the brain,
And with some sweet oblivious antidote
Cleanse the stuff'd bosom of that perilous stuff
‘ Which weighs upon the heart? |
Doctor: Therein the patient
. Must minister to himself,” (V, iii, 38)

Magﬁeth ah& his wif'e have only themselves to blame, The
cause andvcuré of their sufferings lie within. their own
hearts, Fairness and foulness are likewise only to be
 found there., As in the suffering of Lear and the healing
love of Cordelia, Shakespeare expresses his ideas in pure- .
1y human terms, Man himself can build up or break down any
valuevhe sees in life, the only basis from which to work
being tle rough clay from which he is moulded., Perhaps

it is significant that Bangquo and Macbeth meet the witches

on a "blasted heath" as bare and desolate as the one on'ﬁhich

\

Iear suffered his madness. Both Lear and Nacbeth start from
zhe beginning, but whereas Leér's progress is steadily upward,
_Macbeth takes the other path, denying instead of affirming, |
and so completes pis ownxdiséster. |
But at the r;ot of all evil there is a human cause,
however unnatural or inhuman the action may be, The final
iroﬁy of the play hinges upon this fact. The tyrant Mac- '
beth;‘so steeped in "bloody and unnatural acts” that he is

no longer human, believes he Will not die because it is im-
poséible for two more unnatugélvactions‘to take place, that
is_until‘a man is not'born of a woman and until a wood gets
up from Birnam and walks to Dunsinane, The prophecy is
fulfilled, and he dies, The wood moves, by human agencye.

A man is not born éf woman, but is cut from her body by

the hands of the doctor, It is superbly ironic that a man

who has heard probhecies and fulfilled them by his own a=-.



-170 =

gency couldvnot conceive of the possibility of other
men's making the impossible come true as well, The les-
son learnt before repeats itself, It is not the action
itself but the humen motivation behind the action which

is important, The office of king may seem fair to Banquo,
butﬁthe manner in which his comrade takes over and carries
out that high office makes it something to be feared, The
moving of & wobd ma& seem.unnatural, but the human moti- -
- vation behind its movement makes it something good, Mac-
beth's story shows how incorrect motives can turn every-
thing that is fair into everything that is foul,

TLady Mecbeth, after reading her husband's letter about
the strange occurrences on the heath, paints e picturs of
her husband as being the type of man whose inward thoughts
make him fully worthy of all the honours,-both real and pro-
mised, heaped upon his head, a men whose motives are, in

~fact, pure:
N

"Glamis thou art, and Cawdor; and shalt be

Whet thou art promis'd. Yet do I fear thy nature;

It is too full o' th' milk of human kindness

To catch the nearest way. Thou wouldst be great;

4rt not whthout ambition, but without

The illness should attend it, What thou wouldst highly

That wouldst thou holily; wouldst not play false, .
. ‘And yet wouldst wrongly win,

Thou'dst have, great Glamis, that which cries

'"Thus thou must do! if thou have it;

And that which rather thou dost fear to do

Than wishest should be undone," (I, v, 12)

Lady Macbeth cannot conceive of her husband's achieving his
goal unless he plays false in some way, She forces him to
think in the seme way as she does, and he starts to violate

the faith men have put in him because of his previously pure
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motives and honourable way of conduct., By munﬂering

Duncan he breaks a double trust:

_ "He's here in double trust:
First, as I am his kinsman and his subjeot=
Strong both against the deed; then, as his host,

~.. Who should against his murderer shut the door,
Not bear the knife myself," (I, vii, 12)

All that protects man and.society from anarchy are“;hese
bonds of trust wﬁieh should arise naturally from human na-
ture, The moment the murder is conceived this nature starts
to die in the Macbeths, and with it the blesgings which a

life lived according to this nature brings, Lady Macbeth's

"Come, you spirits
That tend on mortal thoughts, unsex me here,"
‘ (1, v, 37)

N

is a_conscious plga to be turned into something other than

a human being. It mlght be noticed that the sex of the witch-
"es on the heath 1s uncertain. Ledy Macbeth is a fourth

W1tch worklng on her husband's mind and foreing him along
‘,hls wmnatural path, yet it is strange thatéhls inhuman wo-
men, who expects her husband to violate all the laws of na-

ture and of nations, cannot hqrself do what she expects of
her husband: v'/. |

' /

;

"Had he not resembled
My father as he slept, I had done't."
(11, ii, 12)

The bond between father and daughter, the natural affection

between child and parent, prevents her from murdering Mac-
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beth's onl& stumbling block to the throné, Duncan, Thus
fhe cbnscience of which Hamlet speaks makes of her a cow-
ard,

Macbeth himseif does the deed, breaks.the double trust,
end immediately starts to suffer for it, He puts himself
bgyond the paie and excommunicates himself by his éctions

-

. from the blessings nbrmally accorded human beings:

"But wherefore could not I pronounce 'Amen'?
I had most need of blessing, and 'Amen'
Stuck in my throat." (II, ii, 29)

Those blessings, which most men regard as everyday oc-
curences to be taken for granted, will no longer be accor-
ded him, The rest and refreshment of sleep will be denied

him:

N | " tSleep no more;
Macbeth does murder sleep'-the innocent sleep,
Sleep that knits up the ravell'd sleave of care,
The death of each dey!s life, sore labour's bath,
Balm of hurt{minds, great nature's second éourse,

Chief nourisher in life's feast," (II, ii, 35)

The nightmares he spéaks.o} later and Lpdy Macbeth's sleep=
walkiné are symbolic of the blessiﬁgs of rest and f;én-
quility of mind, resulting frgﬁ a clear conscience, that are’
denied them, These are two ﬁgople whom conscience has nqt
turned into cowards, They act, and the "dreams" of which
Hamlet speculated, which fave him "bause", are the night-
mares of this unhappy pair.‘ But no longer do they have to
die in order to be puniéhed for their deeds, Life itself

can be heaven or hell, depending upon the way it is lived,
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The reference in the above quotation to "1ife's
feast” looks ahead to the feast scene, disrupted by
Mecbeth's further crime, The feast is not just a meal,
but a whole ceremony symbolic of the blessings of life,
"Friends are gathered together in perfect harmony to
" nourish themselves physically and spiritually., The harmony
‘anaﬂorder it symbolises are broken by Banquo's bloody mur-—

der, The feast opens with the words:

"You know your own degrees, sit down,
At first and last the hearty welcome,"
(111, iv, I)

After the'appearance of the ghost and Macbeth's guilty
behaviour it breaks up in confusion and di;ordef, its

harmony destroyed:

' "At once, good night,
Stand not upon the order of your going, -
But go at once," (111, iv, 117)

\ . Vo
t

Mécbeth, later in the play, sums up the dismal state

of affairs his life has become:

_ "My way of life
Q;mu) Is fall'n into the sea#,fthe yellow leaf;
And that which should adﬁompany old age,
4s honour, love, obedieﬁce, troops of friends,
I must not look to have; but, in their stead,
Curses not loud but deep, mouth-honour, breath,
Which the pbor heart would fain deny, and dare not."
(v, iii, 22)

Blessings have been exchanged for curses; real honours,

bf the sort heaped upon him by Duncan, have been replaced
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by "mouth-honour”, It is ironic thaf Macbeth, playing the‘
‘role of outraged witness to Duncaﬁ's nurder, predicts ex-
actly what will happen in Scotland af'ter the crime, and

describes the consequences which will later overtgke him-

self':

"Had I but died an hour before this chance,

I hed liv'd a blessed time; for, from this instant,
There's nothing serious in mortality-

All is but toys; renown and grace is dead;

The wine of life is drawn, and the mere lees

Is left this vault to brag of," (II, iii, 89)

Bleséings turn to curses, .All turns td nothing, Life

becomes'a 5tale told by an idiot" without meaning now
 that a men has abandonéd his faith in himself and in the
human race and broken his sacfed trust, \
Once more the "time is out of joint", Examine Ross's

\ .
later words:

“But cruel are the,times, when we are traitors -

And do notiknow ourselves," (1v, ii, 18)

Macbeth turns traeitor, literally to his king and sym-
bolically to-his humanity, and becomes a mad animal,
'Macduff after killing Macbeth, proclaims the 31gn1f1cance
of his death W1th the follow1ng words:

/

"The time is free," (V, viii, 55)

Macbeth's actions do not disrupt his own peace of
mind alone, but affect the lives of every man, woman and

child in Scotland, It is significant that Macbeth, like
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(laudius, becomes king, putting the "time" out of joint,
Evil sits on the throne in the place of goodness, the
moralnorder is overthrown, and all men are forced, against
their wills, to commit some unnatural act., Macduff 'is
forced to cast off his allegiance to his king and flee his
hative couhtry. Furthermore, he is forced to deny his nat-
ural duty to defend his family, a thing going against all
nature, as Lady Macduff points out in her discussion with
her son, Macduff too has become a "traitor" who "wants the
| natural touch". Through no fault of his own he denies his
nature and pays a tragic price,

Similarly Maleolm, the heir to the throne, is forced
to deny himself, that is to deny his own honour and in-
tegrity in order to find out whether Macduff is a true man
or a'spy in Macbeth's service, A Hamlet-type situation
develops, where no man trusts his fellow, -As I have sug-
gested, the basic situation is remarkably similar to that
in ggglgg, but the angle from which this situation is ex-
amined is different, Macbeth is written from the point of
view of the'man on’the tﬁrbne.

Macbeth deniés his duty to his fellow men, and by so
'doing denies himself and his God., In doing so he has de-
nied 1ife itself, and all that is left for him to do is
to die well, Having réjécted life, having studied the
ways of death and death—in-lif;, there is nothing else

left to him, i

In the great tragedies the boundaries of human nature
have been defined, while no real moral judgement has been
passed. Yet no concrete certainty has been achieved, for
Shakespeare's definition of man has been made usingvtermsvf

like :f‘ai'th, love, understanding and the like, All that
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has been made real are the consequences for men if he
manifests love and faith, or if hé fails to do so. The
exact.nature of love and faith remeins a mystery at the
hearf of these plays, helping to maeke them the gréat works
of art they are,

. In the later tragedies, Antony and Cleopatra, Corio-

lanus and Timon of Athens, Shakespeare seems to leave the

inner workings of the human mind and begins to explore the
actions of man in SQQiety when he either ménifest or fails
to manifest his true nature through his love for others,
It is upon this sort of love that Shakespeare has come to
depend for the bui;ding,up of a new, sane and orde¥éa 50-

ciety on earthy of a brave new world,
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THE TATER TRAGEDIES

If King Lear shows us "the thing itself, unaccom=

modated mén", Antony and Cleopatra goes to the other ex=-

treme, Man becomes a demi-god whose "legs bestrid the .‘
ocean", whose "rear'd arm created the world", He is no
longer a "quintessence of dust" (EEEEEE)! whose life is
a dreary suecéssion of "tomorrows" leading to "a dusty
death" (Macbeth), but a creature in whose "lips and eyeé
etemity" is to be found, "Kingdoms are clay"”, but man,
at his besf, becomes "fire ahd air", the noblest of the
olements, Cassius's vision of Ceesar bestriding the
"narrow world like a Colossus" comes true in the persons
of Antony, Octavius and Lepidus, the "triple-pillars of
the world", .Lepidus, a lesser figure, soon drops out,
and battle is then joined between the two remaining
‘Colossi for supremacy of the world, But there areztwo
worlds in this play; the world of Rome and ﬁhe world of
\ngpt, and torn between the two is Mark Antony, a sol=-
&ier of Rome, but the lover of (Cleopatra, Queen of Egyét..
'.The world of Roﬁe is stable, rational, humourless
end self-denying.: It is'also efficient; practical and
true to itself; Tt gets things done, it achieves its
aims, it wins its battles by both land and sea and con-
quers the land of Egypt., Octavius becomes emperor of all
#pe world and'the peoplelof thg,earth breathe a sigh of
relief, His government will be efficient, giving to the
world much needed peace and s%ability, even if this means
that the taxes will be collected with equal efficiency.
Yet, for all this peace and stability, life will become’a
very drab and colourless aff'air, Men will not die of"
over-excitement, butthey may die of boredom and monofony.
Life will become rather cold and calculating, as cold and

calculating as the man who governs it,
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The tragedy of this play is that this sort of life
has no place in it for the values and way of life of the
world of Egypte Just as Cleopatra's dream is beyond the
.compfehensibn of Dolabella, so the way of life which in-
‘duces such grandiose visions can find no place in the world
as\wevknow it, but must "neéds find new heaven, new earth"
in order to exist, For Antony to live as he would like to
~with Cleopatra, "Rome in Tiber" must "melt", and the "wide
arch of the rang'd empire fall", The two ways of life can- |
not co-exist, just as earth and water, the base elements,
cannot mix with fire and air, the noble elements, There

is glory in the deaths of Antony and Cleopatra, but there

is, if welstand outside and obsérve, a large measure of
sadness, Shakespeare is acknowledging a form of failure,

The "nobleness of life" may be to "do thus", but it is a
nobleness leading neoessarily to death if ét attempts to

\live in the same world as the real world of‘Rome. If one

is to dream in the way Cleopétra dreamed of Antony, reality
will destroy the dreamer, but not the dream, Lifee may

seem grander for;their way df leaving it, but the magnifi-
cence will soon fade into memory and become something longe
ingly remembered, rather than an action bringing hopé and
promise for the future, For the child Cleopatra nurses at

her breast (tﬁe child is a symbol of this hope and promise
t§ Shakespea&e), "borm" when #he bond of "husband" and "wife"
is finally acknowledged, is the asp, a child bringing death
rather than l1life, |

Would it have been possible for the two worlds and the
two visions of life to co-exist? Would it have been pos-
sible for the two lovers to have lived affirming their ﬁqy
‘of life? Was it necessary that they die in order to stay

true to themselves? O(ne of the key images in the play
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suggests that the play achieves‘its only possible conclu=-
sion,

Each year the Nile comes down in flood, overflowing
its banks and bringing deéth and destruction to the people
who live near it, Yet, at the same time, its floodwaters

deposit rich s0il on its banks in which the farmers grow.
the éorn ﬁecessary to feed the Egyptian people. If the
river does not overflow the people will starve, It seehs
that only from this sort of violent and often destructive
excess can anythiﬁg of value come, with men as well as
with the Nile, Remove the ébility to destroy and break
down and we shall lose simultaneously the power to ureaté
and bﬁild upe This is the lesson Rome has not learnt. The
7 first words heard in the play are spoken by a Romen criti-

oising Antony's actions in Roman terms:

"Nay, but this dotage of our general's
O'erflows the measure," (I, i, I)

The Romans would have the Nile like the Tiber, never over-
flowing, Death gﬁd destruction might have been prevented,
but the richness of life would also have been lost, For
everything to the Romans is cbntrolled and "measured", A
situation is coldly weighed up in terms of advantage and
disadvantage. .Antony's'challe#ge to Octavius to personal
combat is considered by Octav/i{xs to be not to his "vantage",
and so is (quite rightly fmzﬂ/ his point of view) rejected,
When the whole world is at stake it is foolish to throw

| everything away on a point of "honour", Yet we remember
that the gentle Desdemona WOuld not betray her husband

"for the world", and we compare the beauty and purity of

Antony's love for Cleopatra, It is this impulsiveness of
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Antony, this sublime "folly" that mekes him the man he is,
- the giant of Cleopatra's dream, who towers above the world
even though he has been defeated by Octavius, It is this
"folly", this ability to live and love to the overflowing
that makes him and mars him, Enobarbus is inspired with
the sameISOrt of folly:

"The loyalty well held to fools does make

Qur faith mere folly, Yet he that can endure

To follow with allegiance a fall'n lord

Does conquer him that did his master conquer,

And earns a place i' th' story." (III, xiii, 42)

The Fool in King Lear, like Enobarbus in that he
_crificises everything foolish his master‘does, is as
féithful to Lear as Enobarbus is to Antony; It is here
~ that the rélationship between the Fool and qudelia in
King Lear becomes clearer, Both, against ali reaédn, stay
isyal to the mad old king, having every "cause" to leave hinm,
yet going beyond the limits of reason to manifest the sort.
of irrational, illogical, .but very beautifui and real love
which they have fo% Lear and which Enobarbus has for Antony.
As Enobarbus says, their faith is "mere folly" with no prac-
tical reward, yet it earns them a place in the story, It
is only because of his folly that Antony's story is worth

'teiling. It is only thrbugh thé folly of his love for
Cleopatra that she is inspiredfto transform their lives in
such a glorious manner; ’

Shakespeare here goe§ beyond the bounds of reason,
which is able to control only the "baser elements" of life,
and reaches out to explore'thé mystical quality of human
love, with its power to transcend the petty limitations of

this world and, like Cleopatra, to "make defect perfection”



‘and redeenm a;l the faults and féllies of the humen race,
Its power, embodied in Cleopatré, is made concrete by the
very scene from which the abon quotation was taken, Act II,
ii, In itbnnobarbus, the hardened old campaigner whose
language can really only‘be expected to be monosyllabic or
obéoene, is transformed into a poet speaking glorious verse,
simply because he is talking about this enchanting woman,
Her love for Antony not only gives infinite meaning to their
own lives, it fransforms the world around them, turning it
into a place of pomp and magnifiicence, peopled by beautiful
_ peoplé, even as it transformed the crusty old Enobarbus,

So when théy die the earth is "not wortﬁ the leave-
takiné", yet it is here on earth timt life must go on, and
it is here that Shekespeare must find a way for his heroes
fo live good lives and stay elive, The love of Antony and
Cleopatra is not fit for the earth, or, the earth is not
fit for the love of Antony and Cleopatra, A "new heaven,
x:ew earth" must be found in order that such ™iobility of
life" may survive, While alive they have transformed the
world, but after their death man becomes once more little
- better then a "quiﬁtessence of dust™, carefully measured
and controlled by Octavius Caesar, but dust nevertheless,

Both ways of life, when compared with one another,
are seen to be inadequate, Whereas the love of Antony and
' Ciéopatra wés not of this worl;; the vélues of COctavius
- are too much with it, His wayiof life smacks too much of
the horrible logic of ﬁegan aﬁd Goneril, Octavius is pre-
pared to give his sister to Antony in marriage in order to
help him maintain control of his half of the world, valu-
ing her affection in the same way as Lear once did, equa=-
ting love and material values, Antony can only believe in

‘love by surrendering his claim to material things,



So this play places at oppoéite extremes that which'
Shakespeare mUst réconcile in the romances., Dream and
reality, bouﬁty and wgste, glon& and practicality, this.
wofld and the next must somehow be made all one if man

" at his best is to live on the earth in hope, in love and

in freedom,

Coriolanus, although it is a story of a soldier of

Rome like Antony and Cleopatra, is very different in style

and atmosphere from its predecessor., The way of life we
see 18 no longer soft, rich and opulent but hard, cruel and
narrow; &s hard as the steel of Coriolanus's swbrd, as cruel
" as the wars in which he revels, and as narrow as the streets
of Rome and the petty visions of its inhabitants, Coriolanus -
'is the last of Shakespeare's overtly political plays, deal-
’uing Withvmen in society and the bonds that keep society to-

gether, as well as the forces that drive it towards destruc=-
\.

_fion. After realising in Antony and Cleopatra that it is the
pe§ple like Octavius and Coriolanus that control the world his
fraéic visionvof life sebms to become more bitter, to end Wifh
thevextpeme bitte&ness of Timon, | o

The nature of the hero of the play is strangely akin to

that of an earlier Shakespearean character, Could not

. Hotspur in'Henny IV part I have said in the middle of a
battle: . | ;
. 'I

o
!

. "Sir, praise me not;
My work hath not yet warm'd me, Fare you well;"
(Coriolanus I, v, I7)?

Or might Coriolanus not have claimed that

: . "esolt were an easy leap :
To pluck bright honour from the pale~fac'a moon ;"



as Hotspur did with such exuberance in Act I, iii, 20T

of Henry IV part I? For this play might be the study of

a Hotspur-type figure teking the key role in a political
action, and of the consequences for society if such a
thing occurred,

Like Hotspur, Coriolanus loves battle, for in battle

a man can win much honour, and it is honour Coriolanus
prizes most, But, like Hdtspur!s concept of honour it is
self-sufficient, It lacks the wider human context which
should be the touchstone of such a value, and so becomes
predatory, living off itself, since it is both a cause

and an end in itself, Lacking this touchstone, which would
meke it something for the general good of society, it be=-
comes, because of its qspiring nature, something that seems,‘
‘superiof'to common human values and so turns into pride,
produéing the scornful words Coriolanus has for the plebs,
o \and iead'ing to his inevitable downfall, If this value is.
but into society it will lead to the brealkdown of humean

ties, and to thghwild claim of the hero that he can

\, ! Voo
|
q

\ " ee3tand

As if a man were author of himself
And knew no other kin," (V, iii, 35)

It will lead to Coriolanus throwing in the face of the
Volscians that "like an eagle 'in a dove-cote" he alone

/
~ "flutter'd your Volscians in’ Corioli", and to his death

at their hands,
Like Hotspur, Coriolanus is a destructive machine
| who glories in battle, The greater the slaughter the
greater the glory gained to his extremely limited way

of thinking, just as his mother reckons the number of
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wounds on his body to be directly proportionate to the

amount of glory hef son has gained:

Menenius: "Where is he wounded?
Volumnia: I' th' shoulder and i' th' left arm;
. there will be large cicatrices to show
. — | the people when he shall stand for his
place, He received in the repulse of
Tarquin seven hurts i' th' body.
Menenius: (ne i' th' neck end two i' th' thigh -
there's nine that I know,
Volumnia: He had before this last expedition
_ twenty-five wounds upon him,
Menenius: Now it's twenty-seven; every gash

was en enemy's grave," (IJ, i, 140)

Coriolanus has become an objectfor making war and is no
: longér a human being, He unknowingly admits this himself
when he leads a charge against Corioli shouting |

.
"’ "Make you a sword of me?" (I, vi, 76)"

little realising how aptxthe'deScription is, He is a

sword; a weapon of war upon the substance of which twenty-
seven gashes mean &s many dead men, It is exactly like the
gun-Pighter in a modern western £ilm, notching the butt
of' his gun for each victim he has gunned dom, But an

H

object like Coriolanus is only needed in time of war,

1

In peace it is oiled and put;%way until it is needed once-_

more .A

The analogy can be carriéd further, A weapon, with
no feeiings to create bonds of loyalfy or love, will kill
friend and foe alike, depending upon the person who wields
it. It is there to be used and its trade is destruction, .

So it is with Coriolanus, Just before comparing'himself

e m e e
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to a sword, he has called the Romans on to battle,

telling any who hold
" eehis country dearer than himself"

to.follow him into the fight, Yet this is the man who
will a little later turn against his own country because
he feels it has insulted his personal honour, and who will
fight for the Volscians as efficiently‘as he fought for
Rome, Like the sword he knows no true honour, but is con-
cerned only with himself, true to his "nature" (which in
no way resembles human nature as Shakespeare has come to
know it), and to the function for which his mother crea-
ted him, | |
lThe analogy of the sword can be teken a step further

into the clash with the tribunes in Rome, The people by
themselves are easily taken in by Coriolanus; power by
* itself can easily conquer, It is only when this power is
confronted by an gqual or stronger force.fhat trouble oc-
‘curs, - The tribunés stirathe people up against Coriolanus,
| accusing him of "bride". Yet Menenius telis them to look
- at themselves‘and they will find

", eod brace of unmeriting; proud, violent, test&
magistrates - alias fools - as any in Rome,"

/! (1T, i, 40)
tnly sword can conquer sword; only pride, violence and
stupidity can overcome itself, When Coriolanus is all-
powerful nothing can defeat him, and he knows it, After Volummia

has defeated him with a weapon far stronger than any

sword he admits that
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"A11 the swords
In Italy, and her confederate arms,
Could not have made this peace," (V, iii, 207)

Similarly it is the pride of Aufidius that brings
about Coriolanus's downfall, A man with little honour
left, traitor to his own and his adopted country, Corio-
lanus is finally lost to himsélf when Aufidius flings the
~taunt of "boy" at his head, There was never a truer word
_ spoken, Coriolanus is a boy,_thelson of his mother, and
all that he has done was done at her bidding or under her
.-influence. | |

for it is Volumnia who praises Coriolanus's son for being
in one of his father's moods when he "tearsba gilded butter-
f1y" to pieces and theﬂ wonders why her son leads the Volscian

army

¥eeeWwith no less conf'idence
Than boys pursuing summer butterflies,
Or butchers killing flies.”  (IV, vi, 94)

\ 3 vy

The butterfly image is purposely repeated her, Volumia
has released upon the world a térrible instrument for
destruction, and then wonders why she is among its inten-
ded vigtims. She does not realise that she has created
this machine without instilliné into it any ideas about
such things as human values,’ig the cause of which its
enérgies should be expended, The irony is profound. The
woman who has ever praised her son's victories looks on
with horror as he is about to achieve his gfeatest vie-~
tory, The woman who taught her son to despise the peo=-
ple allies herself with those people in order to destroy

her son. The man who grew angry at the accusation of
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"traitor”, who proudly proclaimed his loyalty to his
comtry, is acting in a traitorous manner, rebelling
against the vewy country he is supposed to hold so dear,
allying himself with men he is supposed to hate, and all
because he has no concept of his Quties to his fellow men,
_ For Coriolenus has not a spark of humanity in him,
land he can only be' attacked by his own weapons, or by thev
woman who made him what he is, For only the creator has .
the ﬁeaaure of that which has been created, and it is |
significant that throughout the play it is only Volumia
who can control him, It is even more significant that in _
order to master him she is forced to employ the very
‘weapons which she fostersd within him, So her final
victory is achieved through the language of pride, which

" is scom:

"Come, let us go,
This fellow had a Volascian tohis mother;
His wife is in Corioli, and his child
Like him by chance, Yet give us our dispatch,
I am hush'd wtil our city be afire,
And then I'll speak a little,” (V, iii, 176)

These are the last words she spesks in the plgy, She
has created him and shs‘will degtroy him, Just as she
' dées not regret whé,t she has mz/ade of him, so she expresses
no fears for his safety, afte# he wams her that her vic-
tory over him im.y prové "ﬁostf mortel"” tc him, His only
weekness is his bond with his mother, It is not a bend
of love but one of reliance which she has forged and which
she Will bresk. -

Ihis bond cen be expressed in the same way as that

in which Menenius explains the relaticnship of the dif-
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ferent parts of the body-politic to the whole. If a

part of the body-politic is diseased it is cut off, like
_a diseased limb, lest the health of the whole be ruined,
Coriolanus is constantly referred to.as‘a canker by the
plebians and is cast aside in order to assure peace in
Rpﬁe. Just as a part of the body-politiec or of the human
body is ocast aside when it becomes a threat, so Coriolanus,
who is only an extension of Volumnia's drean of glory, is
also discarded and destroyed by her when she realises that
he can no longer be successfully‘guided aloéng the correct
path, She destroys him and she does not regfet it, or, if
she does, we are not made to see_it..'Thé last words she
'Speaks are ones of réjection and denial of son by mother

while

®,..the heavens do ope \
The gods look down, and this unnatural scene
They laugh at," (v, iii, 183)

How different is this from the incense cast down upon the
hérmony and love ;f Lear and Cordelia by the all-seeing gods,
The.relationship between Volumnia and Coriolanus is direct-
ly opposite to that between lLear and Cordelia, and achieves

a proportionate conclusion, as expressed in the reaction of

- _ |- : C

the gods, !
!

It is left to Aufidius ?6 sum up Coriolanus's faults

and virtues:

"First he was
A noble servant to them, but he could not
Carry his honours even, WVhether !'twas pride,
Vhich out of daily fortune ever taints
The happy man; whether defect of judgement,
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To fail in the disposing of those chances
Which he was lord of; or whether nature,
Not to be other than one thing, not moving
From th' casque to th' cushion, but commanding peace
Even with the same austerity and garb
As he controll'd the war; but one of these =
As he hath spices of them all - not ail,
- ... For I dare so far free him - made him fear'd,
So hated, and so banish'd, But he has a merit
To choke it in the utt'rance, So our virtues

Iie in th' interpretation of the time;

And power, unto itself most commendable,

Hath not a tomb so evident as a chair

T!' extol what it hath done, ’

ne fire drives out one fire; one nail, one nail;

Rights by rights falter, strengths by strengths fail,"
| (v, vii, 35)

It is clear from this speech that human virtue is not.com;
‘plete in itself and cannot be valued except if placed in
E?e wider context of human society and the needs of the
time. This paSsage contains the most explicit statement
so far of what Shakesﬁeare means'by the word "time", which
seems to be a key concept'in the tragedies since Hamlet
proclaimed that>th; "time" was "out of joint". Anfony
told Cleopatra to "be a child o' the times“, while
Othello told Desdemona to.ﬁcbey the time", Coriolanus's
fault is simply that he hés not obeyed the "time", The
" harsh steel of war failed to soften and bend in times of
peace, This quotationvfrom Eqéiesiastes‘III, i expresses

this law the best:

"To every thing there is a season, and a
-time to every purpose under the heaven:
A time to be borm, and a time to die; a
time to plant, and a time to pluck up
that which is plented; '

A time to kill, and a time to heal; a
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tine to break down, and a time to
build up; _
A time to weep, and & time to laugh;

a time to mourn, end a time to dance,"

CoriolanuS»has no concept of this sort of flexibility,
Shakespeare has discovered that a man can only be . true

to himself if he is true to the world all around him,
Coriolénus, through his pride and'arrogance, proclaims that

he can stand

"As if man were author of himself
And knew no other kin,"

By saying this, by denying hié kinéhip with his fellow

men, he is denying himself, He cﬁts himself off from iife,
has no concept of his actions taking place ig a'wider
quan context, and stands like a brittle but weakly em-
bedded stick in the greét strean of time and change, which
: must sweep him away with its inevitable power, So the gods
' mock him for his folly and his unnatural touch, Devoid

of any of the band; with his fellow men which would have
kept him attuned to the "times", he must cling all the
harder to his pride-boosted ego lest he lose himself, hot
rqgliéing, like Lear, thaf the only way to save himself is

to do just that, /

!

!
i

. He never reaches the awareneSS of the true tragic hero
and dies still flaunting his pride to the equally arrogant
Aufidius, We are never allowed to see the inner workings
of the minds of the characteﬁs in this pley, and just as
Coriolanﬁs has no links with his fellow men so he has no
bonds of sympathy with.ué. Yet the lesson is well taught:

Serve oneself and one will destroy oneself; serve others



and one serves oneself, Cut oneself off from society
and one will become an unnatural creature to be feared,
hunted and destroyed,

The austerity of Coriolanus after the opulence of

Antony and Cleopatra is striking, Coriolanus might be

an éxploration of the world that would remain in Antbnx'

and Cleopatra af'ter the deaths of the two lovers.v As T
have suggested, Shakeséeare realised that it was in this
sort of world that redemption had to be sought, but there
is 1little cause for hope to be found in (Coriolanus, The
few bright points - the eloquent silence of (Coriolanus's
wife or the wisdom of Menenius - are incidental rather
thaﬁ important in a play that seems to turn inward on
itsélf; "one fire drives out one fire; one nail, one nail",
If there is "small choice in rotten apples', there is
even less in the pride of Coriolanus, Aufidiﬁs, Volumnia
or the tribunes, Like the Roman and the Volscian who, in
;he middle of the play, meet to exchange views ahd reports
concerning their respective cities, the people in this play
seen to care.about littlé-but.theﬁselves. Ve may lave to
seek out our fellgw-men in order to find ourselves, but
what are we tb do if we find that they are as rotten as
the ones we find in this play? How can we "oﬁey the time"
if‘it remains sadly "out of joipt"? |

The bitterness of this play seems to overflow into

Timon of Athens., Shakespeare,has to abandon the "new heaven,
vnew earth" that Antonyvsoﬁghf in order to find redemption
for the human race here on earth, But to look around him=-
self af its inhabitants, and to stare up at a heaven that
seems to contain no God, seems to give only bitterness as

its reward, Perhaps there was a corner of his soul con-

taining only this bitterness that had to be' fully examined
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before he could cast off the pessimism of the tragid

| vision of life, Perhaps he feit he had to come to terms
with all the anti-life po;sibilities of such a vision
before being=éble to coﬁmence the tésk of reconstruction
undertaken in the romances, Indeed, it is hard to con-
ceive of a more negative attitude to life than the one

expressed in Coriolanus and, more particularly, in Timon
R R

of Athens, the last of the tragedies with which I must deal,

"Timon of Athens resembles Coriolanus in its bitter-

ness of tone, but.whereas_Coriolanus by its gction implies
a rejgotion of humen bonds, Timon goes a éood dealAfﬁrther,
openly expressing his cohplete rejection of life itself,
dondemnihg completely the whole of mankind, except his
servant Flavius. The only redeeming feature of the play
is to be found iﬁ the Alcibiade; sub-plot, which closely
~\;esembles the étoxy of Coriblanys, but also suggests that
‘Timon's attitude is, to say the least, extfeme. The First

Senator points out that

|
"A1l have not offended;

For those that were, it is not square to take,

On those that are, revenge: crimes, like lands,

Are not inherited,"” (V,y iv, 35)

Timon cannot come fo this way”of thinking, however, and
roundl& condems ali men as,ﬁnaves, fools and flatterers
who sought only his money. Money, the power it wields,
and its ability to replace real, spiritual values in men's
lives with material values, ié-the central theme of the
pley. |

The exact aating of this play is uncertaiﬁ. There

are so many speeches in it which closely resemble passages
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in King Lear that many would have it dated closer to
Lear andvdo not, as Chambers does, see it as the last
of the tragedies to be written,

Thematically Timon is a dead end, leading only to the:
sterility of a sea~washed grave, with few if any redeeming

‘fegpures. A comparison with King Lear will help to make
this clear,

In Timon as in Lear we see in the initial stages of
the play & man living confidently in a world which is com-
pletely under his control., At first glence it is a world

‘of gifts and feasts, of friendship and_love;‘of all the
things that make life worth living, Timon cont;ols this
world.and, like Lear, can speak in an assured manner of

‘the values that go toward making it what it is:

"0, what a precious comffort 'tis to have so many
like brothers commanding one another's fortunes}
N _ : ' (I, ii’ 100)

‘Timon thinks he can "command" the fortunes of his friends
5\ . ! N

just as lLear thought he could "comménd“ the love of his
daughters and friends, Both are laying themselves open
to a rude shock; fof money, like love, can only bé given
when thevdonor wishes to give it, The need of the re-
cipient, however desperate, is_hot sufficient to command
‘an immediate response, Cordelia's love for Lear, which
redeems all his sorrows, suggésts that even if lear mis-
interpreted the nature of love, he was still concerned
with a real and positive'value which, ﬁhen_truly under-
stood, had infinite redemptive power, Timon makes the
mistake of putting his faith in money, which has no spiri-

‘tual power whether used correctly'or incorrectly, which can
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only cause further suffering and which can give no meaning

to his anger, his suffering and ﬁis pain, He becomes bank=
rupt in spirit as well as in body for he has built upvthe
worser and better sides of his life on a completely false
premise, and as a result his penury as well as his wealth

is a form of self-indulgence which must ultimately destroy

him, It is Apemantus who poiﬁts'this out to him:

Tf thou didst put this sour—cold habit on

To castigate thy pride, 'twere well; but thou
Dost it enforcedly. Thou'dst courtier be again
Wert thou not beggar,"” (Iv, iii, 238)

He never learns his lesson and continues on his path to
self-destruction, For there seems to be the mark of
- death on Timon, He is living on borrowed time, borrowed -

A\

money and bought friends, Note the senator's words:

N
v "I must serve my tum
Out of mine own; his days and times are pas?t,

And my reliances on his fracted dates
Have smit my credit." =~ (II, i, 20)

The selfishness of this entire play, a selfishnesé that
‘Shakespeare has come to see as self-destructive, is cap-
'fﬁred in the seﬁator's words, ;

Timon ignores Flavius when his servant tries to tell
him the true state ofvhis affairs; He éttempts to buy off
the truth with even bigger parties and greater gifts to
his "friends", His refusal to listen to words which he
knows will force him to face the truth is expressed in

this passage:

s et ——
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Flavius: "I beseech your honour, vouchsafe me a
' word; it does concemn you near,
Timon: Near{; Why then, another time I'll hear
| thee, I prithee let's be provided to

show them entertainment," (I, ii, 173)

He plunges once more into a gay round of entertainments,
trying desperately to ignore the truth as he and his

friends attempt to
", ,.shit their doors against a setting swm," (I, ii, 139)

Their day is past, the times are changing, and they in-
dulge in orgies of physical gratifioatioh in order to‘
blot out the true state of their spiritual predicameﬁt.
Tt is significant that Timon uses the image of the sun
to announce his death: - | \

"Sun, hide thy beams, Timon hath done his reign,"
(v, i, 221)
N, |

The long-endured sﬁffering of thé tragédies has come to
an end, the "long days task is done", and the world waits
’for a new sunrise on a.befter world. |

Lear, in his time of éuffering, comes to understand
.the‘éuffering all men wndergo, pérticularly the lowliest
and poorest in his kingdom, anq/he speaks with moving com=-

passion:

"Poor naked wretches, wheresoe'er you are,

' That bide the pelting of this pitiless storm,
How shall your houseless heads and unfed sides,
Your loop'd and window'd raggedness, defend you

From seasons such as these? 0, I have ta'en
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Too 1little care of this! Take physic, pomp;
Expose thyself to feel what wretches feel,
That thou mayst shake the superflux to them,

And show the heavens more just,"

(Xing Lear III, iv, 28)

Apemantus puts the same suggesfion to Timon in a speech

that echoes that of Lear:

_ "Call the creatures
Whose naked natures live in all the spite
0f wreakful heaven, whose bare unhoused trunks,
To the conflicting elements expos'd
Answer mere nature - bid them flatter thee.,"
(1v,.iii, 226)

Timon, lost in an egooentric‘contemplation of his owmn

miseries, has no comprehension of this sort of compassion:

A\
X
3

"A fool of thee, Depart," (IV, iii, 232)

‘HiS‘"superf%ux" is money not love, the money he finds in
the earth ana disfributés ﬁith curzes, The earth in this
play is as deed as it seemed to Lear after Cordelia's
love,_the_ohly thing tﬁat.gave value to his life, had been -
denied him by her death,. A world without love(which is the

!
sort of world Timon of Athens explores)is a terrible plase,

/

Compare Lear's o ' /

/

"None does offend, none - I say none,"
with Timon's

"I*11 example you with thievery:
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The sun's a thief', and with his great attraction
Robs the vast sea; the moon's an arrant thief,
And her pale fire she snatohes from the swn;

The sea's a thief, whose liquid surge resolves

- The moon into salt tears; the earth's a thief,
That feeds and breeds by a composture stol'n
From gen'ral excrement - each thing's a thief,"

o . (Iv, iii, 433)

"None does offend" has changed to "all do offend", Com=
passion has changed to hatred, Man, to Lear at his lowest

point "the thing itself", does not appear the same to Timon:

Apemantus: "What things in the world canst thou nearest
compare to thy flatterers? ‘

Timon: - Women nearest; but men, men are the things
themselves, (IV, iii, 315)

‘The whole world is composed of flatterers to\&imop.
S%rip everything else away, and flattery will reméin.

So Timon, with his warped vision of human nature,
rushes'from tpe‘one extfemg to the other, flinging "one
day diamonds, next'aay stones", b&th equally destructive,
at his flatterers in particular, and the world in general,
The feast, long & symbol to Shakespeare of good fellow-
ship between men, becomes a mockgny and Timon's grace be-
-éoﬁes a travesty of the real thi;g, calling curses rather

than blessings down upon the assembled company:

"Let no assembly of twenty be without a score
of villains, If there sit twelve women at the
table, let é dozen of them be - as they are,
The rest of your foes, 0 gods, the Senators of
Athens, together with the common lag of people,
what is amiss in them, you gods, make suitable

for destruction, For these my present friends,
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3

as they are to me nothing, so in nothing
bless them, and to nothing are they wel-
come," (III, vi, 78) '

This prayer expresses the depths to which the tragic vis-
ion of life can sink, All men have faults and all men can
be punished accordingly. All are guilty of some crime and
all will suffer for it. Timon's "nothing" is truly the
"nothing" from which "nothing" will come; It leads, with=
ouf any redemptive value to redirect it, to a dead end, to
. complete and final neéation wifhéut eny hope of something
better to come, Timon's criticism is everywhere negative,
leading only to the depths of pessimism, vA totally tragio_
~vision of lif'e, without a belief in the positive values
that‘generally acerue from tragedy, leads only to death,
A greater value is needed to redeem sinful mankind from
Cits plight than simple retributive justice,\otherwise who
- ‘would escape Timon's fate?
- So Timon's 1ife draws near its inevitable end, He

makes & telling comment near his death:
; \

N i

i
L]
\

_ "My long sickness
Of health and living now begins to mend,
And nothing brings me all things,"

(v, i, 184)

v : /
This reminds one of Cleopatra's

"My desolation does begin to meake
A better life,",

but the difference is marked, Whereas Cleopatra has

“immortal longings" in her, Timon, in the same breath, talks
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| of writing his epitaph, Cleopatra's physical death will

- glorify her spirit, redeem her own wrongs and those of
Antony, and turn thé two lovers into fire and air, the
noblest of the elements, Timon's_strange inversiion of
normal values, when he calls health and living a "sickness",
points further to his general snti-life attitude, He is |
a creature of this world who is moved by the spirit, if
we can call it that, of the material. He has gainea the
whole world, but lost his omn soul, His values are dead
values, compounded of a dead substance, and from them no

life can be created, Timon of Athens is a play about the

world of iear stripped of Cordelia's love;‘it is cencerned
with base men, a "quintessence of dust", and no more, The
regenerative power of human love is dead to Timon, He sees
only the folly of human nature and its destrﬁctivé side, His
- ways are the ways of death because of this, It is foolish
"to ask, as Bradley dées, "Who buried Timon?;. It is of
\absolutely no consequence, unless one wishes to apply to
the play the same fearsome logic that has destroyed so many
of Shakespeare's:villains,' His death islinevitable, fof he"
is a dead thing fromvthe beginning of the piqy.
What is impo:tant is that Timon lies buried near the
sea in a grave |
"Upon the beached vefge Af the sait flood;
Who once a day with higlembossed froth

The turbulent surge shéll,cover."

(v, i, 21%)

The earth in which Timen lies buried is truly dead, No-
thing will grow in salt-laden earth, so Timon's grave will

remain bare of beauty and life forever, It is the final
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symbol of Timon's way of life, Lacking love, faith and

the ability to forgive he is a dead thing, Timon makes
money his god (see Act V, i, 44~52) and is therefore dead
in spirit, By using this dead, inanimate substance as his
standard of value he makes his whole existehce meaningless,
whether, as at the beginning of the play, he lives with all
the-iuxuries money can buy around him or whether he rejects
'ﬂ§ world dompletely. Either way he is doomed to a sterile
existence, to a barrenness of spirit from which no life can.
’Spring. He is one of thé hollgw men, the dead men, in a

world without love,

The tragic vision has been entirely played out. The end-
ing of Timon, leading nowhere, is compietely logical. The |
destructive side of human nature has been explored to the
full and is shown to lead, if fully manifested, to the com-
pleté negation of all life; The énding is, ;ronically, as
;nreal and untrue as the "and they lived happily ever after"
tyPe endings of the comedies, No matter the suffering, no
.bmatter the hardship, man continues, and not only contiﬁues-'
but aiso prevails:‘ Despite the worst that destructive man
can do there is always a Flavius (as in Timon) or a loyal
and upright retainer (like-the servant who attacked the
Duke of CoinWall as he was abouﬁ to put out Glouceéter's
eées) to remind us that there és another, very real side
to life, In the tragedies Shgkespeare has come to realise
that the greater the Sufferiﬁg the more man is inspired to
rise above himself, to affirm some sort of higher values
and fo manifest his belief in human dignity. The best
example of this is the love of Cordelia when coﬁpared to

the extreme suffering of her father,

So in the face of what seems to be a limitless poten—
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tial in man for evil, there has been uncovered a factor,
just as limitless, that can rescue man from the predica=-
ment in which this potential fof evil places him - the
mystical but very real power of the human heart to iove

with no reward expected, wremittingly, unstintingly and
‘completely, This power can turn man from a base creature
of earth and clay into a noble being composed of fire and |
air, "the beéuty of the world, the paragon of animals", The
dichotomy Hamlet had seen, the gap that to him seemed im-
possible to bridge, has been finally closed by this power,
50 that Shakespeare can return to a more real comic visioﬁA
of life and a basically optimistic outloék.‘

fhe suffering of Timon, Macbeth and Coriolanus showed
him that men éannot survive alone, They are inextricably
linked to other men, end the only power that can forge

_valid links between men is the power df'lovg. Without
\these links man becomes predatory, feeding én himself,

Man can only understand and realise his true nature by
paradoxicelly ignoring himself and seeking out his fellow
men in love, faith and ch#rity. Even the worst suffering
can be soothed-a#ay by this sort of love. So Shakespeare,
withouf invoking the aid of some supernatural power, hés
made of life once more an-optimistic progress towards a
Petter, if not a perfecﬁ, world, despite the worst our
"worser genius" can doe. [

So he turns from the tr;gedies an older, wiser but
muéh happier man, believing’in the power of love, while
simﬁltaneously never underestimating the strength of the.
force love has to overcome, Still doubting, still quest-
ioning, he turns to the romances in order to.express his
new-found faith, Its value, as weil as its tenuous nature,

will be fully expressed before the artist is able to lay
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down his peh,'the iong day's ta-.sk‘ complete,

-
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THE ROMANCES

Pericles, Prince of Tyre is considered to be the

first of the romances, that is.it was the first of the

new type of play Shakespeare started to write after the

. tragic periocd had run its course, His start was very un-
cértain, for it is generally aéknowledged that Shakespeare
was“re5ponsible only for the composition of the last three
acts, fet evén if' one takes only these lasgt three acts into
account, there is still much in this play that seems almost
immature, as if the great playwright and tragedian had

found himself ill at ease working with strange material

_in a way to which he was unaccustomed. I get.the impres-
sion that Shakespeare ﬁas still uncertain of'exactl;-hwhat
he was.trying to do, with the result that he picked unsuit-
able material (or took over this material from his co-author),
and attempted to mould it into‘a pattern of which he was as

yet wsure, 'gngelihe, too, suffers from this fault, This

inability to make the chosen plot adequately express his purév'
\ .

pose accounts for the many strenge and unmotivated actions
Shakespears puts into these two plays, As I suggested much
earlier, Shakespeare in time of transition is always unsure,

as we saw in Measure for Measure and A11l's Well,

In Pericles a number of such events occur, Shakespeare
is forced to resort t§ a form of conjuring trick in order
to rewnite Pericles and his wifg,-while the plot of Cleon
and his wife against Marina's life has little dramatic
motivation, We are told all téo briefly of Dionyza's
jeal§usy, and although rationally the action is justifi-
able, emotionally there is little to meke us adcept.it.‘
Similarly it seems strange thdt'Periclés, who has just
lost his wife, should be prepared to leave his only daugh~
ter in the hands of comparative strangers in a foreign

country for roughly twenty years, never returning to see
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her in all this pefiod of time, The miraculous revivel of
Thaisa after her death and burial at sea is also never
poefically evoked ‘and theref'ore never made emotionally con=-
vincing, The action of the play shif'ts its grgund 80 of'ten
that the poet is forced to make apologies, and the plaf suf-
feps“pecause of this, There are also so many threads to be
gathered up at the end, and therefore so many to follow
chrough the body of the §tonj that, even if we do not lose
track half-way, we never quite have time to become involved .
in the story, the poor motivation for so many of the actions
adding to this effect, |

Yet thréugh all this, one can still see something of
| what Shékespeare is t:ying to do, The seeds planted here
will bear‘abﬁndant fruit in the later romances,

Marina, born of the sea, a child of storm, of the worst
that nature run riot can do, redeems the crue}ty of nature,
and subdues the cruelty of man by her virtue. She will be
i;‘a position, because of her maidenly virtues, to give
back to Pericles his sénity; when he "fér this three months
past hath not spoken", When Pericles has been restored to
himself, the whole %orld seems a better, more harmonious
.place, as human nature and physical nature show themselves
at their best, moving in perfect time to the "music of the
vsbheres". The suffering of Perioles, Thaise and Marins
-glves Way to true happiness as they are once more united,

Shakespeare, in the llght of the work he did in

" The Winter's Tale, was trying to explore the consequences of

the maniflestation of a value in life which could overcome
that the destructive, negative side of human nature could
do, He was, in fact, trying to write a full-blown tragedy
with a comic ending, combining in a play the worst and best

in human nature and still affirming his ultimate faith in



~ 205 -

-
 the goodness of human nature,

| In the light of this the faults of Pericles become
apperent,. The separation ofvPericles and Thaisa is the
.result of the malevolence of the physical universe rather than
 of man, The suffering of Pericles may be very real, but

i5~?t tragic? The only tragic element in.the play is the
jealousy of Dionyza over Marina's ability to outshine her

own daughter, whiqh leads directly to the loss to Pericles

of his own daughter, Yet Cleon and Dionyza then fade out

of the play altogether, Neither Pericies nor Thaisa ex= -
perienée true tragic suffering, nor do they achieve the
insight accorded the tragic hero., This is because their -
'suffe;ing is nof due to some action on fheir part, neither

to a fall from fortune after a human error, As I have
“suggested, the loss oflfhaisa is natural, one that we all

have to béar, and is in no way similar to ?he way in which
Hamlet, for example, lost his father, Simiiarly Pericles,
%although he has been led to believe that his daughter is

dead, has not taken the trouble to éee Marina fdr twenty
years, and 'such profound grief is inexplicable, Shake-

: ,

-gpeare will achieve a much more satisfactory result in

The Winter's Tale, where thevloss of wif'e and daughter is

" due to the insane and unfounded jealousy of Leontes, who
_yill, througﬁ the suffering caused by his loss, learn and
grow wiser, Spiritually Per%éles_has nothing to gain,rfor
hg isvthe pérfect prince, ,Iﬁ fact, his breakdown on the news
of his daughter's deéth he ;cknowledges to be weak and wn-

worthy:

1n
I
Have suffered like a girl," (V, i, 135)
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The tragedy, if any, lies with Marina, She is con=-

demned to death for no reason, and her anguish is extreme:

"fhy should she have me killtd?
Now, as I can remember, by my troth,
I never did her hurt in all my life.
- ... I never spake bad word, nor did ill tum
To any living creature, Believe me, la,
I never kill'd a mouse, nor hurta fly;

I troed upon a worm against my will, =
But I wept for it. How have I offended,
¥herein my death might yield her any profit,
Or my life imply her any danger?" .

(v, i, 74)

She comes upon the basic tragic fact of life: the des-
tructivé>urge stems not from the seat of reason, and so
ofteﬁ kills the good and spares the bad, There is ™o
cause™ for her death, yet envy and pettinesg condemn her
to death, On the positive side, however, there is "ﬁo
cause" why a man should be good, why a maid should be

- virtuous, yet the fortitude with which she bears her suf-
fering, and ¥he sérengthAﬁith which she clings to her vir-
tue;'miraculously Jjustify themselves, because it is only
through them that she is in a position to be ﬁnited once
_moré with her father, She too, however, is given no in-
sight typical of the tragic hefo. Her strength is the sort

!

John Webster might have admire&, as she clings to her
"integrity of life", but it ié not Shekespeare's way, His
charaéters grow, develoP and achieve insight, Little of
this is to be found in this play,

But a start has been made and an idea has been born,

The destructive, negative forces must be implanted more

firmly in human nature, suffering must be caused directly -
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by these forces, and from this sufferiné insight must grow
which can lead to a comic reconciliation resulting from a
true understanding of the human situation, i

Just as important, an atmosphere has been established,
an atmosphere of underlying evil (incest, murder, prosti-
tmtién, jealousy), and at the same time a‘feeling of mys=-
teriaus, magical pbwers fof‘whioh nothing seems accoun-
table; There is alaead queen restored to life and a girl,
scarcely human, born of the elements and of the tempest,
riéing likg Venus from the waves, a child of the sea, She has
about her all the strange power of the sea, and seems to be
better than nature itself "when to the lute she sumg and
made this night-bixd mute", She has tle power to make the
heavenly music audible that Pericles calls "fhe music of the
. spheres", which can only be héard when not merely man, but
_ the universe itself, rejoices at the establishment of har-

mony., So men and the universe are "in time", moving to a

harmony as beautiful as it is indefinable,

Cymbeline opens to a wopld in confusioﬁ; The king
has attempted ﬁo'déﬁy the bonds of love between Imogen
and Posthumus, and instead of allowing fair to mérry féir,
a union that would bring joy and peace to all the earth,
he'prefers to force an unnatural:bond between faib and
'fo&l, bétwéén Imogeﬁ and Clotenvj Because of this action
no harmony is.possible, "you dqfnot meet a man but frowns",
Hypocrisy and duplicityvabound; The queen, while showing
sympathy for the lovers, is working toward their downfall,
while the Second Lord in ActiI, ii pretends to support the
evil Cloten, while really loathing him and all he stands

for,

Further evil is brewing, The noble Posthumus:
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"A sample to the youngest; to th' more mature
A glass that feated them; and to the graver
A child that guided dotards.” (I, i, 48),

breaks the trust his love imposes upon him, and debases
that love by meking it the subject of a bet; He thereby
piaéés a false value on love, judging it by ﬁaterial stan-
dards rather then by faith, By placing such a value on love
"he lays himseif open to the same fate as Otheilo, who de-
manded "ocular p:foof" of Desdemona's love., Once again the
material "proof" is provided by the clever.machinations of
the'unscrupulous villain, and the suffering starts,

The problems of King Tear are hammered out again,
Should one judge and evaluate one's life by standards that
- can be weighed, measured and proved, or by stendards which,
although invisible and indefinable, nevertheless seem to ex-
ist in é_very reél way? So once again it ié\asked, who is

\ .
the fool, Imogen or Cloten? Who is mad, Cloten or Imogen?

Cloten: "To leave you in your madness 'twere my sin;
I will not,
, Imogeh: Fools are not mad foiks.
Cloten: Do you call me fool?

Imogen:  As I am mad, I do;
If you'll be patient, I'll no more be mad;
That cures us both."  (II, iii, 99)

/
/,_

The misunderstanding here rests on the different stan-
dards by which the two people involved in this strange
conversation judge their situation., The answer to the
problem bresented has been worked out in King Lear. The
"madness" of Lear on the heath is far saner than any of

the words or actions of his two cruel daughters, But

since the Regans, Gonerils and Clotens rule the world, the
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good people, who affirm their feith by their way of life,

are forced to suffer because of this, until nature in the

fullness of time destroys the evil and restores the ba=-

lence in life without which the humaen race cannob exist,
It is here that the key to the romences is to be

| found, Each rcmance has its action apread over a number

of years, The Tempest, with an action of six hours du-

ration, is the culmination of long years of suffering for
Prospero., Time, it appears, is the great healer, working
in two wayé to restore oxder and harmony to mankind, Given
time the evil people vﬁll destroy themselves just as sixraly
as they have disrupted the hermony of society and the peace
of mind of the men all around them, Because they have, by
their indulgence of the worst side of their natures, cut

. themselves off from their fellows by denying their obli-
 gations to the human race, they have only themselves as a
source of strength, and, literelly feeding on themselves,
destroy themselves, Seconcﬁy, giw;en time, the basically
good. person, the tragic hero, cen, through suffering, leamm
from his mistakes and come to understand his true nature
better, Once more "in time"” with his fellows, his God

and the universe all around him, he will be "in time" with
himself, This is part 6f the rezson for the constant
refereﬁoe to time throughout the tragedies, The best way
to express its meaning ig' to draw an analogy between the
condition of man, as Shai:espeare sees 1t, and an orchestra
of musiclans, | ;

The orchestra., in order to produce a beautiful and
‘harmonious effect, must follow the score and play in time
to the rhythm beaten out by the conductor, Should only
e person decide to ignore the score and play out of time

with the rest, he will disrupt the entire orchestra, dis-
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. tracting those musicians around him and meking the entire
piece of music.sound discordant, But because he ignores
the rhythm, the "time" to which everyone is playing, he
has cut himself off, as it were, from the harmony which
they all have in common, the harmony which bownd them to-
gether as.a unit, and which enabled‘them to produce such
' beéﬁtiful music. Furthermore, he has gone against the set
;score,-refusing to follow the notes on the sheet of mpsic
.in fromt of him, the musioc that had defined the nature of
the tuné they had all been playing.' As a result he has no-
thing to guide him on his discofdant way but his own devicese.
- Because, inevitably, he ié not a great musician, his ima-
gination will fail him and he will lapse into silence, It
should be noted that if two people simultaneously decide to -
go against the score and the natural rhythm and play out of
time then, although they are united by a common desife, they
will not play the same discordant tune, Being out of;time
;ivides‘people while being in time unites, 4And so it is
with the human race,
Let the human race be 'the members of the orchestra,
- let the conductor‘%e God (always beating out the rhythm even
| if men chooée to ignore it) and let the guiding music be
‘true human nature, ILet the'villain be the man who decides _
to go against the rest on'his own sélfish way, disrupting
' th;'tune and throwing those neaf him into disarray, in the
way that Macbeth and Claudius '.’::orrup‘ted their entire king-
doms, or in the ﬁay<Iago destfoyed Othello, Iet the fact
that two discordant musicians cennot play the same tune be
én expression of the fact that évil people, because they
are united by no abiding principle except their own desires,
must eventudlly destroy themselves or each other in the way

that Regan and Goneril did., As suggested in Pericles, the

!

e e A ot —
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music of the spheres, providing the great rhythm to which

~ the entire universe should move, is always playing, end man,

if he tries hard enough in the correct way, can hear it and’
move in time with it, The discords of evil men may dull
the ear to its sound, but with time, and as the evil ex-
'hggsts itself, tie good man will be able to distinguish
betw;en the discords of his neighbour, and the trﬁe rhy-
thms of faith, love and understanding, Eventually he will
learn hié lesson, and return, after a temporary distraction,
to the old rhythm, finding himself once more at one with

all things, moving in perfect time with the vhole of nature,
He is fully expressing his own true nature and 1is at one
with dther men no matter the relationship - be it father to
son, friend to friend or simply man to ména_ He is at one with
his God, and is moving to the same harmony tﬁat keeps the
heavenly bodies moving.on their'sublimely regular patterns
across the sky | |

) Yet withih the limits of nature there is another form
of "time", the time which is always chenging, the time men
must obey, the timg that gives to Shakespeare a deeper
wmderstanding of humen life. In the world arownd man the
seasons change from spring to summer to éutumn and to winter,
Yet winter, the coldest and deadest time of year, changes
miraculously to spring as the wgrld blosséms forth in all
‘ iég freshly born glonf. So it;ié with men, the winter of
suffering giving.wgy, in the ﬂéllness of time, to the épring
’ of new life and new hoée awakéning. When Imogen. is recon-
ciled with her father, she expresses herhappiness using an

iﬁage of the passing of the seasons:

"You are my father too, and did relieve nme

To see this gracious season." (V, v, 400)
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VThe long winter of her suffering, caused by the unjust
igéparation from all that gave her happiness iﬁ life, has
turned into a new spring, a "gracious season" when love and
understanding blossom ﬁith a beauty surpassing any tree or

flower. A line from Antony and Cleopatra is called to mind:

"My desolation does begin to make
‘A better life," (V, ii, 1)

but whereas Antony and Cleopatra hed ‘to die in order to
find "new heaven, new earth" fitting for their love, Shake=
Speare can cre;te this new heaven on earth with his deeper
insight into life and his new-found faith in men, Jﬁst as
winter is neceséany and must be endured if the spring to
foliow is to be enjoyed, so suffering ;s a necessary part
of life, giving a greater understandiné end appreciation of
the ﬁigher meaning of life, So the world qdﬁt'by Antony and
bleopatra, a world that did not seem worth their "1eave—l
taking", miraculously gives birth to a new earth,'a world
which "such 2 paiﬁ" might happilyvinhabit. |

The ideas exﬁressed above reach their full fruition in

The Winter's Tale, a play in which Shakespeare gives expres—

sion to the themes and ideas he has been developing in the

"winter" of his life; the period in which he wrote the gfeat
- i
tragedies, He will also give expression to his own develop=
' /
ment, and to the final conclusions his new vision of life hasg
. . /I

i

reached,

In The Winter's Tale the long jowrney comes in sight

of home. The struggle for clear expression, often pain-

fully inadequate in Pericles and Cymbeline, is over, and

the stamp of the master, in full control of plot, theme and
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symbol, is to be clearly seen throughout, Everything Shake-
speare has learnt is ordered and worked into the fabriec of
.this play, The dream of the poet, expressed so long ago

" in A Midsumernight's Dream, is fulfilled, "Imaginaticn"

in a11 its power "bbdies forth the forms of things un=-
nown", and the poet's pen, writing with all the skill at

its command; "turns them into shapes, and gives tolaiiy
 _nothing a local habitation and a name", The feeling of
 harmony and hope is complete in this beautifully written

play, yet it has about it a ring of truth which the early
_comedies never had, It is concerned with humen achieve-
‘ment, encompassing all that is best and a;l that is worst
1in human natufe, that which is best giving it its happiness
and harmohy, and that which is worst giving it its ring of
truth, The happiness; the beauty, the dances ana thie flowérs,
together with fhe perfect harmony of man and wife, parents and
children, and of the highest and the lowest in the land, are
. reminiscent of the harmony that reigned at the end of Q;Mi§: 

summernight's Dreaem, as the faiiries flitted through the dar-

kened palaée of Theseus to\biess the married couples,

The wheel has come full ecircle, but the price has_been.
paid, Just as it fook ieontes sixteen long and painful years
to achieve his final happinééé, so it took Shakespeare a simi?
lar period, through the dark years of Timon,'Hamlet, Troilﬁs,
ACressida and Lear, before he coyld once more fully express
-his belief, founded on his unde}standing of human nature, in
the ultimate triumph of man's better nature over his worst,
The difference between the early comedies and the romances,
which could be called later comedies, is plain, No longer
are fairies needed to bless the haﬁpy couples° Man himself,
by his fortitude in suffering, by his endurance and by his

love, has blessed himself, and the -gods cast down their incense,
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The pla& opens with a scene of perfect harmony, Iwo
kings, faised as brothers, are being praised for the gtrqng
ties of love that bind them together, By this love two
kingdoms are bound together in perfect harmony, ' When it is
manifested in the form of Leontes's love for Hermioné a child
ig.porn, the young Mamillius, "a gentleman of the greatest
promise that ever came to...note", in whom the hope of the
kingdom, the Hope for the future, rests.. Tt is out of this
' harmony, brought about by love, that hope for mankind will
come, The state theée happy people find themselves in is
:a state of grace, for by their love for each other they have
made themselves worthy of grace,

ﬁermione has persauded Polixenes to stay in Sicilia,

The following conversation takes place:

Leantes: "Hermione, my dearest, thou never spok'st
To better purpose, \
‘Hermione: . Never?
Ieontes: C Never but dnce._
Hermione: My last good deed was to entreat his stay;
. What was my first? It has an elder sister,
dr I mistake yoﬁ. 0, would her name were Gracel
, ‘But once before I spoke to th! purpose-~ When?
Leontes: ' Yy, that'wés when
Three crabbed months had sour'd themselves to death,
Ere I could meke thee open thy white hand
And clap thyself my love; then didst thou utter
'] am yours for ever?, '
Hermione: ~/ 'Tis grace indeed, |
' ' Why, lo you now, i have spcke to th' purpose twice: -
The one for ever earn'd a royal husband; '
Th' other for some while a friend,”
(1, ii, 88)

It is clearly expressed here, Two actions that bind man to,
" man and man to woman in love and accord bring about a state

of grace on earth, Hermione's last three lines above stress
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 the fact that it was a humén action that brought about this
happy condition.

Mnother human action, Leontes's jealousy, brings about
a fall from this paradise, It tums men into beasts and
" honest men into scoundrels, All right values éfe turned i
up51de down by his foolish actlon. Camillo is the epitome .
of honesty in this play, yet he is used by leontes as if he

were behaving opposite to his true nature, This is, of

course, because Leontes is not being trme to his nature:

Leontes: "Thou art not honest; or,

If thou inclin'st thaf way, thou art a coward,
Vhich hoxes honesty behind, restraining

- From courses requir'd; or else thou must be counted
A servant grafted in my serious trust,

. And therein negligent; or else a fool
That seest a game play'd home, the rich stake drawn,
And tak'st it all for jest." (I, ii, 242)

N\ .
The disease which is infecting Leontes's mind is making the

whole world sick:“

\ . . Y Il

Camillo: - : "Good my lord, be cur'd
Of this diseas'd opinion, and betimes;

For'tis most dangerous." (I, ii, 296)

.Leontes refuses to see his mistake, and because of this
li
apparent breaking of faith by Hermione, the whole world

comes to nothing, Yet his omn lack of faith has made the

.world worth nothing to those around him:

"Why, then the world and all that's 1n't is nothlng,
The covering sky is nothing; Bohemia nothlng, ’
My wife is nothing; nor nothing have these nothings,
If this be nothing," (I, ii, 293)
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Vie know that it is indeed "nothing", a trick of Leontes's
imagination, but in that it exists in his mind it has the
:power_tb remove all valué from life and truly make the world
© seem wﬁrth‘"nothing". The "music of the spheres" is no lon=-
ger heard and "an illl plenet reigns", The ability of a
_pérson like Leontes to effect all around him is expressed
iﬁ“the clearest way, Although by absolute standards one can
easily tell the honest men and tﬁe honest actions, by ILeon=
tes's warped standards nothing is cleer. He sees Polix-
. enes's flight to save his_life as proof of his friend's
guilt, Camillo becomes a coward and a foql simply because
he doés not agree with his master's incredible suggestions,
It is ironic that both Leontes and Antigonus use simi-
~ lar ways to expresé the absolute necessity'of believing:- in
Hermione's purity, which is a{symbol of all that is good in
life, Ieontes says the world will come to ?nothing" if it
" is true that Hermione has betrayed him.' Anéigonug-says thev
-game thing., He stakes the lives of his owmn children on her
- faith, saying that the world, ﬁithout those'things which her
' faith end purity symbolise, is worth nothing more than dung:

i

|

"If it be so,
We need no grave to bury honesty;

There's not a grain of it the flace to sweeten

Of the whole dungy earth." (II, i, 154j

i
!
'
!

Hemlet saw men without higher/values as being no more than

a "quintessence of dust", Antony saw kingdoms without men
with séme sort of faith to people them as being mere "clay".
The same sort of idea is expressed here, The debasement
suggested by leontes's accusations has brought the whole earth
“to its lowest poésible value, Even if Hermione's innocence

is clear, the ability of faithless men to destroy everything
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ofi' value, and even taint the purest of creatures, is made
obvious, The world becomes: a diseased place full of dis-
eased people-in conflict with one another, Leontes is a
combination of lear and Othello, rejecting'through his
delusions his wife,las Othello rejected Desdemona, and
hig‘child, as Iear banished and disomed Cordelia, He
_cuts himself off at the same time from his friends and

his servants and becomes a lonely, suffering creature,

ﬁis actions break up the pattem of faith that had held the

happy life of the early scenes together, Friend denies
friend, man denies wife, maSter-accuses servant and par-~
ent denies child all because Leontes got it into his fool-
ish héaa that he ~had been made cuckold - a truly tragic
situation, Hope for the fufure is lost as Mamillius, its
s&mbol, dies. The gods themselves are denied as Leontes'
i accuses the oracle of lying. \
‘The symbolic natufe of the oracleis messagé is com-

\ -
plex:

"Hermione is.chaste; Polixenes blameless;
Camillo a true subject; leontes a jealous
'tyrant; his innocent babe truly begotten;
and the King shall live without en heir,
if that which is lost be not found,"
(111, 1ii, 130)
/ .
It is here that Shakespeare w?rks out the relationship
between man and God, é relationship explored in the early
' playé but never fully expressed., Shakespeare seems to be-
lieve that the actions of men can place them in a state of
grace and can similarly.cause them to fall from this state,
The first three acts of this play are concerned with this,

To be in a 'state of grace means that one has received the
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side of human nature can do to prevent it, The state of
grace thdt existed before Leontes'é jealousy can be com-
pared to that of Adam and Eve in the Garden 6f BEden before
the fall, when they haed no knowledge of sin or its con-
sequen?es, and could only be good. With the knowledge of
Sin man was given freedom of choice, with the result that
the new grace, bought at the price of suffering caused by
evil, will be a truly "better" thing, for it has a wvalue
beyond measure, the value of life itself,

" For Perdita, like Marina, is.a child of storm. The
storm has élways been a symbol to Shakespeare of evil,vof
tragedyvand destruction; of all that is worst in human and
physical nature, The storm in Othello, the storm in King
- lear, is the same storm that rages roupd.the frail blan-
kets protecting the abandoned Perdita. Out of the suf-
fering of the storm, out of the tempest of tragedy and éll
that éauses if, will come, almost impossibly; néw hope for
;ankind, symbolised in the frail child which holds, desPiﬁe
its own weakmess and desPite the fury of the storm that rages

all arownd its blankets, infinite hope for the future,

Comparé Wordswoftﬂ's "Michael" lines L6=T7:

",..8 child, more than all other gifts,
Brings hope with-it, and foward locking thoughts,"

In Perdita is symbolised that strange quality found at the

'eﬁd of most tragedies,'that féeling of hope and optimism
that oﬁe senses despite the horror of the many corpses

that usually litter the stage, It seems a frail thing to
us (the child that symbolises it is only a few days old),
but it is very real and very beautiful, gaining added beau~

.ty by contrast with the terrors that surround it, and in
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the fullness of time it will fulfil its promise, So we
retum once again to the conceét of time, and, once again,
the symbol of the child is quite perfect,

A child is conceived in love, and will only be ready to
be born in a fixed peridd of time, It will be delivered on=-
1y through suffering and labour., Tt cannot be forced to
grow up, but must be given time to grow to full stréngth and
understanding, Nature will see that this process of growing
up is carried out in the proper way, and it is only the cruel-
ty of man that can prevent this process, So it is that man,
through love, can create this state of grace on earth, and it
is only through time that the promise of this state of grace
can bé fulfilled. lSimilarly it is only the acgions of men
' that can déstroy this state of grace or prevent the fulfil-
ment of its promise, God does not activeiy control this new
. law of harmony and order in human destiny, \Hg is the "unmoved
mover", always present, yet never actively involved, If man -
;ishes to.draw nearer to God, then he can do so, for God
is always approachable through the medium of human love. But
the decision rest§ entirely in human hands,

It is important to note that while Leontes is suffering
and repenting of‘his sins,'Pendité is simultsneously grow-
inglup, to fulfil, in fhe ripeness of‘her beauty as a woman,
the promise of the tiny girl-child that was left for-dead
o; that inhospitable shore, The parallel process is impor=-
fant. Man may seem to be unaﬁie to bring about a return to
the state of grace that has ﬂeen lost; but by his suffering,
which purges him of his sins, and his faithfulness to the ideas
of goodness and love that make life worth living (symbolised .
by Leontes'svféithfulnéss to the memory of Hermione, whose
actibns brought about the initialvstate of grace), a blessed

condition can once more be achieved, It is a new and "better"
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state of grace, symbolised by Perdita who holds, through

her love for Florizel, the future of the human race secure-

| 1y in her hands, |

| The wheel has come full circle for Shakespeare too,

This play might be seen as the story of the development of
hisnvision of 1ife. The early hope and optimism we saw in the
éarl& comedies might be the state of grace existing in this
play before Leontes's jealousy disrupted the steady progress
" of lif'e, The period of jealousy; when men turned into beasts
and the world into "nothing", cen"be compared to thelperiod
of the tragedies when Shakespeare explored man's full poten—
tial for evil, Just as Perdita was born when ILeontes's jea-
lous rages were at their worst, so out of the despair and
nihiliém of the great tragedies was born new hopg for man=-
}cind,'for side bj side with the sgf‘f‘ering of Lear, was crea-
ted the love of Cordelia, It was in King Lear that the sym--
'é?l of the girl-child as bearer of hope for the future‘was
first uéed. As the re-establishment of gface, but this time
a "better" grace, came about in the play just studied, so
Shakespeare retﬁrned once ‘more to what is essentially a co=-
‘mio vision of 1ifei but this time a "better" comic vision,
encompasSing and transcending ali that is evil aﬁd destruc-
tive, and meking life once more appear the steady progress
toward perfection dreameduof so long ago in the early come-

— dies;, Just as Leontes's new 19ve and understanding has six-
~ teen long yeérs'of pai# and reéorse to give it value, so the
comic reconciliations of the romences have as their back-
gromd. the battlements of Elsinore, the blasted heath, Othello's
bedchamber and Timon's sterile grave, to give infinite value
and a true meaning to their message of hope.

If Shékespeare had stoppéd writing after Cymbeline one

could have said that the conclusion had béen forced and
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reflects fully and without distortion an all-éncompassing
picture of nature, in all its beauty and cruelt&. The |

| deménd that Hamlet mede, that playing should hold "the
mirror up to nature", has.been fulfilled, This play re-
flects a mind at peace with itself and its surroundings,
a péace born of suffering and tormént, a faith hammered
out on the aﬁvil of reality, as real as that which gave it

shape,

If Shakespeare had said all that he wanted to say in

The Winter's Tale, why did he then write The Tempegt?

The harmonious and complete vision of The Winter's Tale

quite'adequétely explains how,the artist could with satis=
: faétion,put down his pen, discard his role as the ever-
searching creative artist, and retire in peace to the coun-~
"try., Harmony had once more beéﬁ restored té human life,
_\;ctGod-given and imposed, but created by humans through the
"strength of their own endeavour. In the process of doing
this Shakespeare had explored ali fields of human exper-
ience, There Waskno more that could be said without a
feelihg of repetition creeping in, The genius of the artist,
by finding a new order in the fragmentary and muddled ex~
periences of life, had eiplored the ways of good and evil
in his imagination, and had achieved, in twenty years of
unrelenting labour, more than!most pebple could achigve in
several lifetimes, | I
In The Temgesﬁ Shakespeare works out his final con-
clusions by taking a step backwards and examining, through
the figure of Prospero, what it has all meant to him as an
artist and as en individual, He might have said, "I have

written so much, found out all these marvellous things
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about life, but what is it really all worth to me?" 1In
The Tempest he attempts to provide an answer,
In his work he has been all-powerful, He has mar-

fied people off at the turn of a phrase, and has killed
 them just as easily, He has made them go through the most :
exgruciating mental and physical torment, for it was he

who caused the eyes of old'Gloucqster to be put out, and
subjected Lear and the Macbeths to their mental tortﬁres.
Yet, in mitigation, it was he who caused the serving man

to raise hié hand, in the cause of justice, against the

Duke of Cornwall, and made Cordelia, with every cause to
hate her father, give him the love he so désperately needed.,
By his art he hed moved men around the apron stage like pup-
"pets, making them play out, in their living and their dying,
in their suffering and loving and hating, all the possibili-
_ties to be found in that strange bundle of paradoxes called
\a human béing. He has been a sort of god, ﬁaking the very
velements obey his every whim, stirring up floods and tem-
pests and stilling them again with a wave of his magic wand,
in The Tempest he becomes mortal again, feturning from fhe '
isolated world'og art, over which he had absolute contrdl;
into the world of everyday life, in which his power is "most
| weak", The plaj seems to run on two le&els, the one with
Prospero as an actor iﬁ'the aqtion; and the éther.with'PrQs-
pero as the embodiment of the;artist, looking on from outside
at the action taking place QA the stage, That Prospero is,
to all intents and purposes; Shékespeare himself in no'way.
détrécts from the value of this plaey as a work of art.

The artist is a dreamer par excellence, Yet all peo~

ple, at some stage in their lives, indulge in day-dreams, in
which they control perfectly their own destinies and fhe des-

tinies of those around them, All of them have to "come back
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to earth" eventually, just as‘the artist must leave the
world of art and live a normal life like the rest of us,
Our day-dreams and a work of art are similar in that both
'attempt to create a world in which the individual, be he
'artist or casual dreamer, has ébsolute control over a given
: siﬁgation, control which he néver has in his life, The
materials from which each dream is created are the same, the
world and our experience, Day-dreams usually end happily,
“for it is not in man's nature to wish himself harm, The
artist, however, is made of different stuff, His greatness.
lies in the courage with which he imagines situations that
;do'nét lead to happiness, 'He can acknowledge all parts of
human néture apd all aspects of humen experience as being
an iﬁtegral part of the longvdfeam of art, So with the ar-
tist the dream is not an escape, as it usually is %ifh the
dey-dreamer, but an act of commitment, But\just as the day-
?reamer should not expect his dreams to come true, so the
artist must acknowledge the unreality of his newly-created
world in practicél'terms, and not become too involved in
his work, There must alWayS be a'Prospero-type figure beQ
hind the scenés, éonstantly reminding him that all that
appears sé wonderfully before him is merely an "insubstan-
tial pageant"lthét nust fade, So the tragedies should not
send us into the depths of despair, while the comedies
~should not give us an unreal féith in man's goodness, The
‘failure of ‘a dream ha; promptéd some men to suicide, while
the realisation of & dream has méde others believe they are
gods, .All men need a touch of basic humanity to save them~
selves from the extremes of either position;v"ripeness is

o oell", |
Prospero has become a god, for we are dealing with a

successful dreamer, Yet it is in The Tempest, when the god
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', is at the height of his power, that Shekespeare acknow=-
ledges the weakness of his ordinary humanity, His art,
embodied in the figure of Ariel, has made him' all-powerful,

'He acknowledges this power, and simultaneously abjures it:

"T have bedimm'd

S

The noontide sun, call'd forth the mutinous windS,
And 'twixt the green sea and the azur'd vault

Set roaring war, To the dread rattling thunder
Have I given fire, and rifted Jove's stout oak
With his own bolt; the strong-bas'd promontory
Have I made shake, and by the spurs pluck'd up

The pine and cedar, Graves at my command

Have wak'd their sleepers, op'd, and let 'em forth,
By my so potent art, But this rough magicb |
I here abjure; and, when I have requir;d

Some heavenly music-which even now I do~-

To work mine end upon their senses that

This airy charm is for, I'll break my staff,

Bury it certain fathoms in the earth,

- 4nd deeper than ever did plummet sound

‘ I'11 drown my book,"  (V, i, 41)

- It is the elements he has ‘been able to control, but only
some heavenly mﬁsig can control meh, for he cannot change
basic human nature, Birnamlwood mey have come to Dunsi-
nane, but human hands brought it there, The Ghost may

have ordered Hamlet to take revenge, but it is Hamlet's

' nature that prevents him from d;ing 50, That i1s why Pros-
pero's ending is "despair”, uqiess the power of prayer
comes to his rescue, For ultimately, when all is said and
done, the'pbwer of art solves nothing., It may.provide men
with knowledge and insight to help them go the better through
1ife,‘but it can never replace the actual process of living,

- Life must be lived by'faith, which is a purely human activi-

tye Art is a cold onlocker and guide; it is humans who have
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~ to live life in actuality, Ariel is not human, and has

- no human feelings, but only the theoretical knowledge that
such feelings exist. This point is made clear in his dis—
cussion with Prospero on the plight of the King of Naples

and his band:

Ariel: "Your charm so strongly works 'em
That if you now beheld them your affections

Wbuld.become tender,

Prosperc: Dost thou think so, spirit2
Ariel: Mine would, sir, were I human,
Prospero: And mine shall,

Hast thou, which art but air, a touch, a feeling

Of their afflictions, and shall not myself,

ne of their kind, that relish all as sharply, -

Passion as théy, be kindlier mov'd than thou art?"
(v, i, 17) - s

‘It is Prospero the human being who acknowlédges his com=
- “mon humanity with his fellows in their suffering, and is
1»able to perform an act of "virtue" by forgiving them while
having just "cau;e" to hate them, Ariel cannot perform
such an‘act;on; for he is ﬁot human and therefore beyond
the realm of right and wrong, hatred and forgiveness, He
is merely a tool of human%ty, to be used to help others to
attain virtue through better'understandipg, and no more,
The virtue itself lies in theySoul of the man who controls
 the spirit, Shakespeare is séying that art is only a means
to an end, and under no circ;mstances an end inlitself. It
could be theoretically used for both good and evil purposes,.
butvShakeSpeare suggests here that it‘S usually used for
the good, as Ariel points the way to his mester, "If the

decision were mine", he says, "I would be merciful,"



Despite all the suffering and cruelty, the tendenc& |
of all of Shakespeére's pléys has been toward thi; sort
of statement.v Art must affirm, or it will defeat itself,
for there will be, without human agency, nothing to give it:
form and'substance; Under the power of evil, Ariellwas 2
‘ helPless‘prisoner; until the humean Prospero set him free,
‘He is used by Prospero; but only so long as evil aboﬁnds.
The moment perfect harmony is restored, the spirif of art
is no longer needed, and it is set free to-become ornewith the
elements of which it is made, It is only in a society where
there is a struggle between good and evil that art is created,
So through his art, Shakespeare £as discovered that art is
useless unless intrinsically linked up with life, IHe has
also discovered that evil will continue to exist, despite
all the artist can do, This is symbolised in the mis-
shépen Caliban who, despite all Prospero's efforts at re=-
-formation remains o | |

"\ . .

"A devil, a born devil, on whose nature
N%&ure\can never stick; on whom my pains,
Humanely taﬁen, all, all lost, quite lost;
And as with age his body uglier grows;

So his mind cankers," (IV, i, 188)

As long as the humen raéé endures, evil will abound,-and,
as long as evil exists, men wi;i create art, Art will al-
ways tend toward the gbod, but/ will inevitably tell the
same tale, Sb'man seems to ge‘caught in a vicious circle,:
and we see more clearly than before why Prospero's ending
is "despair", 1In that he has acknéwledged Caliban as his
"own", he has acknowledged his common humanity with the
rest of menkind, and élso that part of men's nature that

will, despite all efforts to the contrary, continue to
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destroy everything that is of value, Even the best of men
cannot deny this, The artist, at the height of His power,
is trapped in this_iicious circle by his own inherently
faulty maké-up, which, despite éverything, will»always be
ready to drag him down, The only fhing that can break the -
cip?le is.an act of faith, expressed in prayer:

"And my ending is despair

Unless I be reliev'd by prayer,

Which pierces so that it assaults

Mercy itself, and frees &}l faults,"
| (Epilogue, 15)

Ultimétely'wé must, like Kierkegaard, take a leap of faith
int§ the' unknown, hoping and believing we will land in the
~arms. of God, |

The faith Shakespeare has built up is epbodied in the
person of Miranda, whom Prospero has préte&ted and nutured
;or sixteen years, and watched grow to fulfilﬁent. This
'féith has the ability to transform the world, in Miranda's
eyes turning.the éang of* robbers and murderers that invadé
the island:into a]bollection of the most wondefful creatures
iméginable. . Through the eyes of faith the old world of
sordid reality becomes a "brave new world" inhabited oncé
more'vby"god-»like beings, Prospero's cynical "'tis new to
tgee" reflects the youth and  immaturity of this faith which
he has had to isolate and protect, lest it be corrupted by
‘reality and made as old and tired as he has beéome. It has
much to see and much to learnm, But it is filled with hope
and optimism, Miranda, with the loyal and upright Ferdi-
nend by her side, may truly be abie to build a new world on
the rﬁins of - the old,

The final bow has been taken, and the curtain has been
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.rung dbwn for the last fime. The Tempest is a fitting
conclusion to one of the greatest efforts of the creative
imagination ever'undertaken.‘ The fullness, richness and
completeness of Shakespeare's vision of life is scarcely
to be equalled, The immensity of his achievement is stag-
gering, We can but say the word "genius" as an inadequate
way of summing up, énd then stand, lost in wonder and ad-

- miration for the man who created it all, Shakespeare him=-

self writes his own epitaph, which justly reflects the

value of his achievement:

"0, wonder!
How many goodly creatures are there here;
How beauteous mankind is! O brave new world

That has such people in't!" (The Tempest V, i, 182)

Shakespeare himself is the prime wonder of this new world,
- transforming life into a glorious pageant to the triumph
of human dignity. The tone of Miranda's words point to

the freshness of one's own vision of life, the feeling of
compassion for allimankind, and the wonder with which one

'

views the world after feeling fully (or as fully as possi-

ble), the power which Shakespeare's work has to move one,

The feeling soon fades, but never completely. ILife is the

better for it, and this, as far as I can see, 1s all Shake-
: /
speare himself would have wanted,

/
-f
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