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PREFACE

This book: has grown out of my teaching in
the postgraduate department of English in the
University College of Arts, Calcutta University.
Some of its chapters and sections appeared as
articles in the Bulletin of our department of
English and in Calcutta Essays on Shakespeare,
published by our University.

This book is a critical investigation into
Shakespeare’s works as mingled drama from a
rather fresh point of view which has enabled
me to examine closely some of the main problems

of Shakespeare criticism.

My:aim is to show that Shakespeare’s mingled
drama is a natural and characteristic product
of his genius and age. It grew out of the life
of Elizabethan-Jacobean England, and was
guided by the tastes of Shakespeare’s audience
and by the practices of his predecessors and

contemporaries.

This mingled drama, more comprehensive than
a mixture of the tragic and the’comic, gives us.
some significant glimpses of S_hakespearq’s
vision of life. But it also gives rise to certain
problems of dramatic art which I have discussed
and characterized as problems of ‘the objective
correlative’ (by extending the scope of Kliot’s
term) in my attempt to explain the relation
between content and form in Shakespearean

drama. :
For my use of extracts from various works
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| , ‘ -1 THE WEB OF LIFE

I

The great formative period, in fact, the
larger part, of Shakespeare’s life was spent in
the reign of Elizabeth, and the queen herself
of el ‘ is the clue to the understanding of her age.

a ming » .. ’ Loy :
gled yarn, [ have ever used to set the last judgement
day before mine eyes, and so to rule as I
shall be judged to answer before a Higher

The web of our life i
good and ill toge’che.}r.e &

—Sh - ! .
akespeare ‘ Judge. To whose Judgement Seat I do
The on] y & appeal, that never thought was cherished in
y way of eXpressing emotion in the form , *my 1hlear'[ that temded not to my people’s
good.

of art is by findin i

other word S g ‘?bJeCthQ correlative ; in
of eventg vss;haicsl?ts%faﬁb']be{jts’ a situation, a ch’ain I This bond between the queen and her people
particular emotion ¢ the formula of that is emphasized by Dekker* who describes
Wy | Elizabeth as having ‘brought up (even under
—T. 8. Eliot 1 her wing) a nation that was almost begotten and
1 born under her.” Probably this imagery worked

in the mind of Strachey® when he wrote :

The fierce old hen sat brooding over the
Inglish nation, whose pullulating energies
were coming swiftly to ripeness and unity
under her wings. She sat still ; but every
feather bristled ; she was tremendously alive.

But Strachey is struck by the contradic-
tions of her age that baffle our imagination and
'S, D’Ewes : Journal of all the Parliaments during the reign

of Queen Elizabeth.

|
: k| *T, Dekker: The Wonderful Year (1603).
\ 31, Strachey : Elizabeth and Essex.
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confuse our intell igence. 1t was for this reason
that Linklater* called the Elizabethan-.
Jacobean period ‘an age of velvet and open
drains.’ Strachey remarks -

It was the age of barogu- . . .“certainly no
more " barogue figure ever trod this carth than
the supreme phenomenon of Eliza.bethanmlg
—Blizabeth herself | | - The great Queen of
its imagination - - - N0 more resembles the
Queen of faet than the clothed Elizabeth the
naked one,

A more integrated picture is, howevor_, presented
by Shaw in 7he Dark Lady of the Sonnets.

The shrewd Queen Bess was cruel, coarse,
accomplished and Moody’—a Cleopatyra without
the poetry of hep passion. She wag greedy
and frequently recklesss and ghe Ispired “men
like Drake and Hawkins, Frobisher and

oward with an aggressive patriotism which
was  hardly distinguishahle from piracy.
Belloc® points out g

From her father Elizabeth inherited pher
capricious and violent ANZGErs,  especially
aroused in hrief bassionate protests against
restraint her singular incapacity for affec-
tion, and her taste for erudition (in whiel
she  excelled him). From her mother
Elizabeth gol at least hep capacity for

Intrigue,
Elizabeth wag advised not to marry, and
She amused hergelf with a serieg of amours

which starteq with  Seymous: and probably
,4 E. Linklater . Ben, - Jonson a

; : nd King James.
trachey writes :  ‘She SwWore ; gshe Sp2t 5 she stryck with her
was angry ; ghe roared with ]

aughter whep she was
: Elizabethgn Commentary.

-
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ended with E;S(L\'. The list includes also a feww

‘more prominent names like Leicester, Heneage,

De Vere and Blount. Strachey writes :

Bounding into her room i(n the early nh(}l('lmi%lgl;i
he (the Lord Admiral Seymom:) “;10 i aét
upon her, while she was in her bhe 1(ér ~Jl'le
out of it, with peals of-laughter, Wou1 seilzr
her in his arms and tickle her', and slap he
buttocks, and crack a ribald Joke.

When Seymour was in_volved In a plo’t,] ?1.1(1
Iilizabeth, a fifteen-year-old girl; was he}ste .tln)
danger, she wrote to Somers‘et_ fhey‘li(ﬁ.(ic 01r
that the rumour that she was ‘with (3]11‘ )1}Hm)t
Lord Admiral’ was a shameful slanglel :m( : 412)1
she begged to be allowed to go to (/oulti ? 1§1e
‘all would see that it was so’. The Pro ;(ﬂql
could do nothing to Elizabeth, in spite of the
scandal, but the Admiral was beheaded.

Hex  Catholic advgrsarie;% spread ‘th(({
rumour that she was Lelceste_rs mistress, a.nt
that she had had by him a child who was sen
out of London. Strachey writes :

Ben Jonson told Drummond,” at Hawthorn-
den, after dinner, that ‘she had a membrana
on her, which made her uncapable of ,man,
though for her d'ehght she tryed manly -
Feria (the Spanish mnbassqdor) had come
to the conclusion, he told King thhp,. that
Elizabeth would have no chlldre:n : ‘entiendo
que ella no terna hijos’ were his words . . .
‘I hate the idea of marriage’, she told. Lord
Sussex, ‘for reasons that T would not divulge
to a twin soul.’

And then in his characteristic manner Strachey
remarks :




For years she made her mystetious organism
the pivot upon which the fate of [Gurope,
turned.

11
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The two great facts central to the achieve-
ment of the Blizabethan age were the defeat of
the Armada and the English expansion over-
seas. In bhoth there was plenty of adventurce
along with great courage and t(‘llf(—’].‘]’)]'iﬂ(‘. and
nfinite endurance. Rowse? observes :

m Fli7« a0 -

;l%(s Klizabethan age was so much the most
mtense and electric experience of a young
people: suddenly commg to maturity, with

new worlds opening out hefore them not only
across the seas but in the mind. ‘

lThroughql}t the age {he emphasis  was  on
secular life, and there were some  competent
courtiers and statesmen to help the queen in
bul]_dlng' up the age—men like Burghley and
Cecil, Ra]oigh“and Bacon, Leicester ang Sidney.
But a very different group of men, scholars and
thinkers,  discovered England  for the
E]lza])ethans,( and among them must he
mentlon(;g Hall® and Holinshed®, Norden and
Hakluyt Teland: and Camden®®,

s "I:he Tullest expression of the spirit of the

Wgh f \]as cllael‘haps' given by poets and dramatists

o 1}9 ,and died leaving ‘great verse unto o
€ clan’.  Rowse ohserves

AR Rowse : 7T ;
Sl ) U’/lz; ,f"gland of Elizabeth,

Holinshe . Chronicles.

07 N
orden :  Specy ; .
i) : Speculum Britgn
R. Haklyt . Voyages. nice:

*J. Leland Collect
*W. Camden : Britarczvr:f:.

Annals of the Reign of Queen El zabeth,

o

Kqually® continuing and vital in our in-
heritance is the Klizabethan drama : some-
thing unique, that is at the same time
comparable to the drama of Athens, which
similarly expressed a great period of tension,
of struggle and triumph in a small people’s
history.
The truly English spirits that developed in
the Ilizabethan age is thus expressed by
Shakespeare in Henry V :
Every subject’s duty is the King’s; but
every subject’s soul is his own. [IV : 1]
3yrne' sums up :
It is not given to a nation in every age to
see visions ; but in Klizabeth’s time we were
in the youth of our realization of ourselves
as a nation, and able to imagine its future
on the grand scale . . . In its capacity to
conceive greatly of the end and aim of life
for the individual, in the unanimity with
which the individual was able to identify his
personal aim with the national aim . . . lies
the secret of the Klizahethan strength.

111

After the accession of James it seemed
unlikely that the - change would have any
mnnediate effect upon social and political life.
The Tudor tradition continued. But the feeling
of danger and uncertainty also grew, especially
as standards in the Court went down. Due to
the loss of dignity and discipline there was a
peculiar sense of unstableness.

At first James seemed to have all the
qualities and ‘equipments necessary for a

“M. St. Clare Byme : Elizabethan Life in Tcwn and Country.
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éﬁ%ﬁig}(e I(;? t‘ﬁas' lfﬂal‘]"l(;’(]: and soctable and had

Sa Cl(lk (]Z(ut of kingship. But Welden,,

o dm\\r}‘m ' li) ’;‘he Kltghon, thought that the

mclined ¢t e the King was that he was

S o peace ‘more out of , fear than
tence’.  Morpurge™ writes :

Even James’s caar
: ,‘me‘s S coarse personal habits made him
4 gross caricatur 3 » dlladc
STOSSNess ](,-Jl(‘d ure of that caricature of
;;Omefhi‘];’,, O(i.mﬂ v ”,], and, had he inherited
e ey { CULY'S bluff- ability, might
heir  tq 14fé)11 “lpered as to make him the
would not ¢ 'Y's popularity, But James
€mper his natyre” oy conceit.

Of kingshi
_ S ames's
g hlp. James™ yypota :

The stg - :
upon ez&it?t monarchy iy the supremest thing
ieutenaﬁtsl’ 4oL Kings are not only God’s
wone, ht pr)}l earpth, and it upon @od’s
called ‘go(s e\,(,,]%‘ by God himself they are
attributes of (10 1f you will consider the
agree in tj 190, you shall see how they
: 1€ person of 5 Kine :
Such wag J S ok

J S - B 2

1t Certain]y ‘E(en(11(3((1111'3%‘S Ulusion of power, and
lizaheth had i 0 destroy something of what
Popular : 1o g t up. The king hecame un-
pifioncest . g}%}élllns,t him hroke out almost
Was involyeq and §plot ( 1603) Raleigh
(1605) Succe’e(l(ed '}‘lcad the Gunpowder Plot
2early all the leading f\ivohld have destroyed
eu SVeN after jtg ﬁ% sures of the country.
Sty continyeq. ¢ the intrigues of the

€Isona]
SUbporting tlll};, (]Jan-leiS Was in  favour of
anded dowy, fro alvinist tradition which was
. " 80 earlier ape - Ag a mark
S Le <

Sl K,
18 King Jg(;rll'purgo .

<
Introdyey;

¥ uctiop’ J

es . n° (Life 3

Tacts (Simeein ife under the Stuarts) .

i

of his faith He sent four Anglican delegates to
-the Synod of Dort which met to examine certain
disputes between Calvinists and Arminians in
matters of theology, especially in relation to the
doctrines of grace and predestination. The
position was by no means satisfactory. Sykes"
writes :
In matters of religion the legacy of the six-
teenth century was not peace but a sword.
Despite the strengthening of the position of
the Church of Emgland, the serious problem
for which Elizabeth could find no solution
was its failure to win all citizens to its
allegiance.

v

The halecyon days and spacious times which
are so often associated with the Klizabethan
period do not, however, give us the complete
truth about the age. As Johnson® points out,
the English nation in the time of Shakespeare
‘was yet struggling to emerge from barbarity’.
Even HazIlitt', in spite of his idolatry, admits
the ‘barbarisms’ of the Elizabethan age.

The age was narrow, dogmatic and bigoted
in its outlook, and in religious and political
spheres plottings and persecutions went hand
in hand. Supernaturalism in drama had its
valid basis in the superstitions of the age : even
in the seventeenth century men like Browne®,
pious and liberal, were in favour of burning

‘witches’ !

N. Sykes: ‘Religion’ (Life under the Stuarts).
S, Johnson : Preface to Shakespeare. .
VW. Hazlitt : Lectures.

“T. Browne: Religio Medici. -




Culture was .
number %}L l“taS certainly at a 16w ebh. The
were crude lx;("]-zlltes was very small. Tastes
forms that (ivj/l(-) ent and eruel. Camden in-
with relish i](:]Il):l?]gndnt women used to watch
e & v 1f D1e '111(1 } Feray 4 . ‘
Criminals’ . 3 9 ohscene® siohts e

als’ mutilation in public. At ni%g]if; tl(:([*

harrow sty 4
: _ Streets of T,
hrawls in which ears s Reere mofky with

the main Obje(’jts of at—%‘l’l(ﬁ_nos(lg were :{".t()(lll()l]tl}f
responsible for the 1 111; s alnd BenWlonzon s
BRI I B e A of his ¢ g1
Tarlowe died in a tavern 1)1":\\(])]-’1)011(11‘( S

,, = p: 71,

Ther
4 e “rere .
S(}ellf was g pré;ant)(’) diseases. Elizabeth her-
rheumatis e ISTYous ., dis
181, s disorder :
most actorls-l inEt(llward Alleyn, one of] ’?}g(] l(l)lln(q
to his wife i ],.'912 days of S]l&l{eﬂp(!ﬁ'(* wrote
BT 1995 when the plae iy Bl
ondon . the plague was raging
Emane]],
B’J.V o ]
Y good s
.lllartely i VOHSWeetel mouse, I commend me
e sicknes '}, opinge in god, though

G e round
Mercy it nay e;(:nd about you, yett by his
¢ape your house . . . kepe

your hoyg
. se fa
eVenine the..Jre and
Mg throwe watey bs}’g?'g you a{ld SR
€lore your dore . . .
cour lovine hus
1S 2 hushand
William Bl E. Alleyn
forms that % SUlgeon to the i
scrofuly’ an‘a‘- brevalent qige; sandieen, | 2,
because it w; ‘Cz}nefl the King»‘* 38_(’ knm’vn s
only by s believed that'it ppaacen S BV
hand. Syphi]io‘uc‘h or% KA "IC_Ould be cured
edly mentiong‘\ i(Whl,ch Shalgeil?eg papardhs
elloc writeg . 1S plays) ;%{‘u  pemeny
j es : . S as  common.
21 Fr(,

Jizg t‘.m a letter quoted jp A S Days of
Blizob T . B. Allen’s The Spaciou
lOUS a

T A

cy

The huge and hopelessly diseased body of
Henry Tudor . . . was 1n sueh a condition

that his corrupted carcase burst before
burial.

Henry. the King was by this time already
rotten with syphilis . . . Henry’s physical
disaster was a general accident befalling
many princes in the early sixteenth century.

Tlizabeth Tudor seems to have inherited . . .
the awful legacy of this loathsome disease.
She suffered continually, like Henry, from a
running uleer in the leg.

ainly showed under EKlizabeth
signs of oxternal prosperity and breathed freely
for some time after many years of troubles.
But the age had its worries in the Irish
probiem, plots against the queen, threats of
foreign invasion, clainis of Mary, problems of
quccession—and the rise and fall of Essex. The
queen, in spite of all her boldness, had to submit
to some of the forces of history over which she
could exercise no control, and the sense of mis-
oiving and insecurity never really disappeared.
Shakespeare was both Elizabethan and Jaco-
bean, and neither the Elizabethan age was
altogether gay mnor was the Jacobean age
altogether gloomy. The Elizabethan-Jacobean
period was a mingled age of gloom and glory,
in which Shakespeare found for his mingled
drama the mingled yarn of good and evil, hope

and despair, joy and SOrrow.

England cert

v

Michelet defined the Renaissance as the
discovery of man and the world, and
s the product of the Iinghsh

Shakespeare 1
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Renaiss: ) :
brougﬁidillcg.lea;l;h;) Renaissange, however,
Chr e .‘lalt.,(, 'b'etween ‘the body and the
S el 1w 1mpetus to man but it alsé
i m;k S Qutholi_ m certain ways., It
Christianity ¢ wg glliar} ‘1ndlv1dnalisti<*. Medieval
ism and pagan ées?kllg‘f' 7 teplaced by material-
e %] 1cs. But the change was
adequate eultnral ]1;} Yngland 1t had hardly any
0 (i e ()lc}C_lxground and contact with
lacking in balanl(;g ltion, and was therefore
spite of its brilliay, i SRl AL & yeophy g
0 it was obvious]- o Shakespeare’s response
of his mind b ¥ restricted by the limitations
» but then the limitations of the

Engli

sh Renaiss

; naissance w

si e : ere als :

ble for hig own limitationg e Tespor.

The a :
e iz
and poor Ii%er(g)é Elizabeth opened with a crude
were not %atisfgc%nhel’ltance. Native resources
I ) | ) Or a A .“
ssance culture, Whiey, nd much of the Renai-

Continent, could Iitwase e C
assimilated. The
d the passionate
of the W Y cast a spell ‘a
ot of el Mo mect e oo
and the quee; e ied fox-liké gfn;llga
oS ‘Ba }gxen and yetg‘:{
. : besides, she had her
vellian conceptio ‘dlplomats' So the M‘lchliel-
U . Doleof '8l prince. arimed with t}?e
yvidly appealeq + tr}l1 ¢ gunning of g fox
0 the m]aglnationbof thce ;ige’
e Society full eilzlecan vision of a dis-
nd yet puideq 1o L OF horrors anq violences

ang % g LeT .
1 Tevenge stern doctrine of cérime

The age j 1
€oncerned g\:71%1}111 gc’)hl

c¢h Shakeg
es R n
me great Sbeare wrote was

18sues of polities,
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and the wholesof Europe was in tumult, turmoil
and transition. England was in a changing
world, and the closing years of the reign of
Klizabeth and the opening years of the reign
of James show a marked change : a certain
mood of transition which serves as a contrast
to the spirit of the earlier period. A similar
mood appeared also in later ages. Dryden
wrote the epitaph of his century in his Secular
Masque in the year of his death :
Thy wars brought nothing about.
Thy lovers were all untrue.
'Tis well an old age is out,
And time to begin a new.

The marked change meant loss of faith as
well as hope for the future, but as the disposition
of the time came to be confused, there was a
tendency towards feverish vestlessness and
frustration.

In 1831 Mill wrote The Spirit of the Age
in which he explained the character of an age
of transition :

Tn all other conditions of mankind the
uninstructed have faith in the instructed.
In an age of transition the divisions among
the instructed nullify their authority, and
the uninstructed lose their faith in them.

An age of transition thus tends to develop
into an age of chaos and anarchy. Shakespeare
gives expression to this idea, especially in his
English historical plays. He traced in the
individual the psychosis of a world in erisis but
practically left out the individual’s influence on
society, for which was required a sharp change
in the climate of social thought.
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Shakespear in hi

_ Shakes e presents in his plays fragments

of his visions of ]li)fe—visimlli]]lv?Ll’c)JLdyb tzfldg“w]lm

e ' > s between the polay

El(:??géf)f])léela%tjf_ancl terror. In Rilke’s ]%uz';z})
es beauty 1s not the abhs e

o T absolute end : the

k]

22 :
Heller* explains :

The Terror whi ; .

o ‘;l}‘lfi)l‘lle?lle::ﬂucg begins with Beauty is in

terrifies s b and integrity of bheing : and it

T betrayiﬁg i(?ccause we have bhetrayed it.

ourselves, hut al\lV e'clhav.()‘. oy gt el

Gl ero 1111g,T arp}md us. They
Y, and their place is taken

by ein 1
J ém Tun  ohne B .
Or Images. ild, deeds without words

To present a f S .
combinilrl)g 'Sélg];u% rful,l-y anified vision of life by
task for g dl’mr-}t-.,mth Terror was a difficult
tions of the El]d ‘1.bt working under the condi-
Shakespeare feoll-Zdbethan-JaCObea“ age. But
that the deeper T’ even as Baudelaire® feels,
through }’)oletrl)i ; ec‘l’(‘l of life is revealed only
the soul sees / fms that through poetry alone
key 0 the Shalkse >, o7ond the grave. The
and in his min /?p(({arean enigma lies in poetry
Clotse to suceess,geiend;f}xa }?hakespearé comes
ar . AR > n S visi o .
t of mingling is 4t fault, b(’(};n;?z)%nh?f 11(1‘)21271

VI

In
Shakespeare’s

appearance and mingled universe of

eali ;
and terror, there ig hlcgr,e\geo 0d and evil, heauty
: op T, a certain T
w b Heller : The pog emphasis:

- Baudelaire : A of Modern Poet
g Tt o . Ty
mantique,
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on sensuality hnd lust. It appears even in his

poems, Venus and Adonis and The Rape of
Lucrece—a woman’s lust for a man, a man’s lust
for a woman—and the episode of the horse of
Adonis is calculated to work like a sub-plot to
strengthen the main plot. Virginity and
chastity seem to have unusual power in pro-
voking the sensual imagination of Shakespeare.
Lavinia, Helena, Isabella, Mariana, Marina,
TImogen and even Miranda are In some way oI
other victims of this imagination. Lavinia is
the extreme case. Isabella is a veritable tower
of flame when in the dark prison cell Claudio
drops his shameful hint.

1<t not a kind of incest, to take life

From thine own sister’s shame ? MROCSHL]
She ‘is Miltonic—pureo but rather cold and a
little dull—and there is a touch of irony in her
career : she is dragged out of the nunnery to
face Angelo and then to be thrown into the
arms of the Duke.

Consider what Pavolles says to Helena in

Alrs Well that Ends Well :

Tt is not politic in the commonwealth of nature

to preserve virginity. Toss of virginity is

vational increase and there was never virgin

got till virginity was firgt lost . . . To speak

on the part of virginity is to accuse your

mothers . . . Besides, virginity is peevish,

proud, idle, made of self-love, which is the

most inhibited sin in the canon. Keep it not

. the longer kept, the less worth. [ : 1]

The emphasis on sensuality or lust 1o a
play like King TLear is hardly normal. The
words with which Gloucester introduces his
hastard son to Kent are shocking indeed.
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There is lust in Edmund, Goneril Regan and in
Lear himself. All this is certainly not necessary

for dramatie purposes : a hias is certainly
Indicated :

Adultery ¢ . . | A )

The wren goes to’t, and the small gilded fly
Does lecher in, my sight. 1
Let copulation thrive, [TV : 6]

Goneril’s complaint against her father

epicurism and lust

Malkes it more like o tavern or a hrothel
han a graced palace, [1: 4]

And Lear's curse on hey :

Into her womb ¢ ;
Dry up in her the organs of increase SAHECIAT
! :
Here ig Edmund’s defence of bastards :

Who, in the lusty stealth of nature, take
Lore composition and fierce quality
Than doth, within g dull, stale, tired bed,

Go to th’ creating a whole tribe of fops,

ot *tween asleep ang wake ¢ . [I: 2]

Legouis ipn his Shakespeare Society Lecture

discusses the Baechie element in Shakespeare
b a rather light veq

€. But the Baecchus in
Shakespeare hag ll the coarseness and sen-
el o _that  pagan god. Consider the
acchic univepge of Shakespeare - bastards,
PIps, bawds ang harlots , rape and adultery,
dl’l?kmg and swearing » & Son chastising his
Hmilher for the mutiny of heyp middle-aged
W?ih fl})lf;lgﬂgtnpn Joking on venereal dises ses

e ated on his knees.

! AVern-gir] ge
Lucio, Abhorsg ST
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For in that sleep of death what dreams may
< come
Vi, A ] |

When we have shuffled off this mortal coil.

Thou hast nor youth nor age
But, as it were, an after-dinner’s sleep,
Dreaming on hoth.2s

Be thus when thoy art dead, and I will kill
thee,

And love thee after.2s

1L hgwe }ived long enough : my way of life
Is faln into the sear, the yellow leaf ;**

Thouart a soul ip bliss ; but I am hound
Upon a Wwheel of fire, that mine own tears
Do scald like molten lead.>s

I
Glorlou.s poetry,  imperious poetry. But
dramatic poetry, as poetry, tends to become
fragmentary, njess it is prompted by an
Integrated and co-ordinated vision of life. The
Wweakness of Shakespeare lies here. Besides,
Instead Of carefully developing the objective
correlative of hig drama, he depends sometimes
tpo much up.(S‘n his poetry, even when his frag-
mentary  vigion comes to he confused.
Santayang? remarks .

These poets (Homer anq Dante) live in a
%)SI_HOS. In their minds, as in the mind of
;ﬁf} a%e, the fragments’ of experience have

: eix} m(;{g‘f:ll;el .mto a perfect picture AR
CRISS AR oty Shakespeare’s

;;iHamlet: Ir. 1,

€asure fo .

** Othello :Aer: Ig‘easure PR 1
: Macbeth . v 58

:DKing Lear : 1y,

7 Santayana .

Int ; 0
nterpretations of Poetry and Religion.
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° L e
world, on the contrary, is only the world of
7 human society. The cosmos eludes him.

Shakespeare’s interest lay pr_ipmri’]y in the
richness and variety of human life, and in its
mingled yarn he found its infinite range, and
i the mingled drama of a distinet kind he
sought to develop his peculiar medium of
expression.

G : SMD—2
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MINGLED DRAMA

I

_ There are two main trends in the history
of dramatic development : to classify drama
mto  well-marked kinds, mainly tragic and
comic, and to mingle elements for presenting
fresh'experlm_ents. According to the classical
doctrine of ‘kinds’, there are some distinet and
independent literary forms or types which are
not to he changed or transformed and should
never be mixed or confused with one another.
Lope de Vega' was not willing to ‘mingle tragic
style with the humbleness of mean b(fon'ledy.’
Addison® called tragi-comedy (‘a motley piece
of mirth and sorrow’) ‘one of the most mons-

trous inventions that ever entered into a poet’s
thoughts.’ y

The Aristotelian theory of poetry as

Imitation makes poetry almost synonymous with
drama or even tragedy. It is for this reason
that in Poetics there is an unmistakable stress
on the art or form of poetry. The division of
Greek drama into, tragic and comic represents
a certain tension of conflict hetween elements in
life as also in literature. But this dichotomy
18 by no Jmeans conclusive or final, and a certain
union of the conflicting elements is 1’egardedv by
many as mecessary for a move towards the
universal in life and literature, AR

*Lope de Vega: The N iti
*J. Addison : The SpectzgrA(r;{)Of Wrmng S LELI:
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Tragedy afid comedy grew out of conditions
peculiar to the Greek stage and society, and
came to develop certain special features. But
the importance of a play does not lie in its
generic name. Fletcher® certainly felt this very
strongly when he wrote : '

I dare not call it comedy or tragedy ; it is
perfectly neither ; a play it is.

The history of the development of drama shows
that the craving for classification by kinds is by
no means strong today. The indeterminate
term ‘play’ is now quite popular, and there is
an increasing mixture of various elements.

II

[

(-]

The formal division of drama into several
distinet types like tragedy, comedy, ete. 1s some-
times rather arbitrary because there is marginal
or mingled drama in which overlapping is
hound to occur. Plays like Agamemmnon and
Oedipus the King are pure tragedy but Hamlet
offers something of mixed drama by presenting
the effects of high comedy, melodrama and even
farce in a tragedy. Again, it is not at all easy
to classify some of the plays of Eliot and Synge,
Yeats and O’ Neill. A play may be ‘serious
drama’, even when it is neither tragedy nor
comedy, in the ordinary sense : 1t may quite
reasonably be mixed drama. Plato* points out :

... tragedy and comedy alike afford pleasure
and pain ; a mixture of pleasure and pain
is also evoked by the drama of life which is
at once tragic and comic. @

3J. Fletcher : Prologue to The Woman-Hater.
*FPlato : Philebus.
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One of the masters of nmirigled drama is
Chekhoyv. Even in his one-act plays = the
mixture of farce, melodrama and tragedy is
complete. Bentley® writes : S

- - - the notion of addition is itself misleading
for, in a fully realizeq masterpiece nothing
1s merely stuck on ; all 18, finally, of a piec:
At any rate . . . we see that the role of farce
In certain non-farcical masterpieces . . . is a
large and reputable one.

Vo 2 5
ilslec{on‘f;eoistph,y'? the farcical element is often
L n iensn‘_v. the tragic feeling. But
M O¥S ‘dlamaA 1S not tragi-comedy in the
Char altyn.sensg It is, like Pirandello’s Siz

acvers, as Bentley points out,

ema kind of drama in which tragic and
g nie elements lose their separate identities
1 a new, if nameless, wity.

11X

T : ¢ : < 1
! Nicoll d];aws our attention to an interesting
act. He writes :

Elgsto S{e %%1086 of the }1illetee11t11_cgntury, al-

SEr e dramatic compositions were

-assified by their authors in categories . . .

]9016‘»11% 13;0\1&76‘2\:161",' We move on past the. year

label’led ) ild,]\?’uty of such works are simply
L plays’ or ‘dramas.’

This i '

s do:])] lt{gog:)lg)f, a move towards freedom—

OF dsiras N)M_l(; time-honoured classification

This freeélm;l'(f'm ly into tragedy and comedy.
! 1S Supported hy Styan” who says :

I Bentley .
A, Chekoy, € i Preface o The Brutg and  Other

A Nicoll : 7y

7 : e Th

I AL, G Tho €atre and the Dramatic Theory,
rama.

Farces by
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A classifigation of plays by types is today
-supremely unhelpful ; to stamp a play as a

L tragedy or comedy, a melodrama or farce, is

to bind it by rules external to itself and
illegitimately borrowed.

At the same time it must be admitted that
the mixing or mingling of elements very often
produces in the mind of the reader or spectator
a certain uneasiness because he does not know
how to ‘place’ the drama. In explaining the
success of O’ Neill, Anderson and Behrman a
critic® writes :

... they arve, first of all, a writer of tragedies.

a poetic dramatist and a creator of comedies,

respectively. That means that each has

thought his way through his material with

such thoroughness that he has been able to
give it one of the foims eternally appropriate
to the drama. It also suggests that such a
process is necessary before any play can
achieve permanent interest . . .

Similarly, Peacock” thinks that the ‘persistent
forms of drama’ like tragedy and comedy are
‘natural and organic,” and Kerr'® helieves that
Miller’s Death of a Salesman is, Because of its
mingling of elements, ‘susceptible to various,
and  seriously  divergent, interpretations.’
Gassner'' explains how a director who wants to
present The Merchant of Venice ‘as a tragedy
of social injustice’ should

take precaution to create a tragic instead of

romantic atmosphere . . . The casting would

have to select a dignified and intense Shylock

contrasted with actors who might convey an
8J. W. Krutch : The :American Drama since 1918.°

°R. Peacock : The Art of Drama.
W. Kerr : How not to Write a Play.

7 -==o~« Producing the Play. .ACC. No. ?-09 ’
Jangipur Follege Library Dai"ezo—----é,\."‘(?
10 1857 w3103 15 CaliNo. 72257, G
TR e R £
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ar I%l(:nlon. of f11_v011t._y, wanton cruelty, and
ogance ; Portia might even become an

ultra-sophisti i

s cated minx, ai 30 g
. S > 1 . §
Machiavellian o , and the Prince &a

Thl g X g ok . . ‘. v

sin;gl;u(f}(l) aﬂ?(lesf(fnttat}r?n 18 Just possible is due
mply e Tact that there is a certain

mingling of elements in this play ( :

v

T ai X T
s all(zlrglfll& p{ob]gnm of mixed or mingled
life, which .meapl'esent an integrated vision of
achieve the llullllist ’Trhe unity of conception ; to
Freytag® calls u[h§ of lmpression or what
out the right fq ¢ unifying idea’ ; and to find
objéctive corry .01'111 or what Eliot® calls ‘the
i correlative’ for thig purpose.

Much hag 3 5

of the ullllit}ilgéS g};e(j‘clil Wiitten on the importance
constitute a ver ]n}e', place and action, which
e objective };-012-1 1%( part of the problem of
unity— g deeper : .lt‘vah"f‘._ But the fourth
closely related to Egr}n!yN.Of Impression, which is
main considerati 1e unty of conception, is the
aton in drama. Sarcey™ writes :

TO be "0 >
be Si;glgnngld durable_, an impression must
instinetively - : dramatists have felt this
5 and it is for this reason that
tragic is agso)q b?tweel.l the comic and the
that when dram as art itself. Tt would seem

' 4 came into heing the writers

of ancie i
i W nt timeg v
¥ S woul e
mingle Jay hter with d have heen led to

represents life tears, since drama

» b & S 5 ) Dl

hand wj 01‘1F‘ » and in life joy goes hand in
ith grief JO1 S A4

Panyin " the grotesque always accom-
= g the sublime, Ay y(;t th}e line of
7. Freytag S Te

RAIICY Eliot : 7%, SChnik des Dr(u;ws,

i 2 t acred
| rcey : 4 T eory of t’IzVeoogizeat
itre,
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demarcation has been. drawn from the
beginning. :

\JURE ¢ g oyl
This is hardly convineing because Sarcey has

not made it clear why mingled drama cannot
produce the unity of impression. The same
difficulty appears in what Nicoll” says :

...an audience, gathered for a short space
in the theatre, needs t6 know or to sense the
dramatist’s fundamental attitude . . . The
thing that is important is that the
attitude should be unmistakable.

Nicoll then explains what he thinks of the
‘mingled’ plays of Shakespeare :

All's Well that Ends Well provides a good

example . . . on its revivals audiences habi-
tually exhibit a considerable amount of
® uneasiness . . . The author has not given us
a clear lead . . . A similar unease prevails in

performances of Measure for Measure ; its
values are obscured. '

Dryden’s' Neander has a liberal attitude ;
he believes that mixture means relief :

T must therefore have stronger arguments
ere Tam convineed that compassion and mirth
in the same subject destroy each other, and
in the mean time, cammot but conclude . . .
that we have invented . . . and perfected a
more pleasant way of writing for the stage,
than was ever known to the anecients or
moderns of any nation, which is tragi-comedy.
The neo-classic attitude is a move towards

Jiberalness which we notice again in Johnson’s™

remark on mingled drama :
%5 A Nicoll : The Theatre and the Dramati.chJ!eory.

1 ], Dryden : An Essay of Dramatic Poesie.
17Q Johnson : The Rambler (156).
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For what is there in mingl : 7hi
é@g&}'h&l reason can pqnde?n%d ? d.l.m.n]afts ‘i‘thll 1((3)1tl
avgllile ethat the tragic and comic affections?
oy thatn mmied alternately with equal force,
i o1 1o plays have oftener filled the eye
€ars, and the breast with palpitation,

than thoge i
se which are var ith int
ludes of mirth 9 Ve il

It is wr :
Daseile. rh?]il(%ly Supposed that this mixture is
of nature, Tt lea o is only a ‘mirror’
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owever, right in theors Oof their art, were,
) B8N their perception

Like ST
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veautiful, the deformed near

€ grac :
o ’Zuﬁie]fﬂl’ il}fl srotesque on the reverse of
. /3 v .
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The truth of 1. -
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’ IMpress L
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V. Hugo: Pl'efa(Ze i medy.
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Shelley® shows his just observation in an

.appropriate remark in this connexion : ;
The modern practice of blending comedy
with tragedy, though liable to great abuse in
point of practice, is undoubtedly an exten-
sion of the dramatic circle ; but the comedy
should be, as in King Lear, universal, ideal..
and sublime. {

This idea, in a different way, works in the
mind of Diderot* who believes that comedy and
tragedy are not the only possible dramatic kinds.
Between the two there are many gradations and
modes of mingling. He mentions ‘serious.
drama’ or drame as one such form which is
different from both tragedy and comedy and
‘philosophizes’ on the ideas of social living.

Mingled drama does not, however, neces-
sarily mean drama witk a mixture of the tragic
and the comic only. It may bring about a
combination of different kinds of seriousness or
lightness or both. In Volpone comedy moves
towards tragedy and satire. In The Changeling
Middleton presents a strange mixture of power-
ful tragedy with dismally comic and indeter-
minate moments of dramatic experience.

Mingling, again, does not rule out any
opposition of interests. In fact, there is some-
thing dialectical in the best process of mixing
—the conflict and synthesis of elements—as in
Macbeth, King Lear and Antony and Cleopatra.

Vv

In Poetics™ Aristotle refers to three main
‘kinds'—tragedy, comedy and epic—which are,
2P B. Shelley : A Defence of Poetry.

17 Diderot : Discours sur la pofsie dramatique.
22 The extracts are from Butcher's translation of Poetics.

o
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.;lﬁggl'éllllng to hlll‘l, inter-related and have more
s ]e)aepomt of contact. Some of his remarks
et carefully examined in this connexion,

€garding tragedy he says : :

Ha‘lllo l)a S I ‘l ouge y oes ]t
S.-e 2
5 o C 1T llbll Inall ( Chanb .',

Wh 61
howif\:r(};( : 1e‘ally means by ‘natural form’ 1s not
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Besides,
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e JaanhDe
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But this m;
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the same thip 1¢ berfection of proper types

form 2 e E a}.? the aiscovery of the natural

itself without ’conr?s‘;rdeclau w'et JEde0n dramz g

2 : ring its relatior

a . : S relat

¢ uchenc-e for whom it ig ShS ation to the

1S 1S ver 1 oA fy il 8
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“ACUoN, performance . :
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Again, tragedy like epic poetry produces its
effect even without action ; it reveals its
power by mere reading.

Thus it is clear that Aristotle does not think
that performance is essential. Yet heve lies the
main difference between tragedy and the epie.

Again, Aristotle writes :

Hence they are in error who censure Euripides
just because he follows this prineiple in his
plays, many of which end unhappily. It is,
as we have said, the right ending.

This means that an unhappy ending is the right
ending for tragedy, although there ave tragedies
which do not end unhappily.” Sophocles’s
Electra has a happy ending. Again :

°  In the second rank comes the kind of tragedy
which some place first . . . it has a double
thread of plot, and also an opposite catas-
trophe for the good and for the bad ... The
pleasure, however, thence derived is not the
true tragie pleasure.. It 1s proper rather to
comedy.

Here is certainly mixed or mingled drama which
Arvistotle places only in the second rank of
tragedy. But he also admits that it is accounted
the best by many because its mixed ending,
which is by no means unkappy, is pleasing to
the audience. Once again it is made clear that
an unhappy ending is not essential to the plot
of a tragedy. We may, then, conclude that a
tragedy may be permitted to end happily, if
there is sorrow or suffering followed by

catharsis in course of dramatic action.

Some important facts emerge from an
examination of the ahove extracts from Poetics.
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From a tragedy, if you like, I will make this
a comedy . . . I will make it he mixed ; let
it be a tragi-comedy.

__Ristine® traces the origin of terms to
indicate mixed drama to an earlier age—to some
Greek comic poets whose plays survive in
fragments and references. He writes :

2

These early accounts indicate that a certain
Anaxandrides, one of the most highly
esteemed writers of the so-called Middle
Comedy, wrote a play entitled Comoedntra-
goedia, and that a lost play by a later
‘Athenian comic poet, Alcaeus, likewise bore
the title of Comoedotragoedia . . . Their main
interest here lies in the fact that from them
really dates the origin of a name to denote
a play compounded of tragedy and comedy,

* although it was the variant form used by
Plautus that ultimately survived . . . There
is probably mno connexion between the
Comoedotragoedia  of these lost dramatists
and the later Hilaro-tragoedia of Rhinthon.

VII
Characterizing medieval drama and theatre
Nicoll** writes : :

The gargoyles will always be peering out
from behind the soaring windows and the
intricate traceries of stonework. The devils
with their squibs will ever be pressing among
the actors of more serious roles. The
medieval theatre is obviously a thing of the
‘GGothic imagination’ . . . Where the Greeks
endeavoured to secure an harmonious unity
of effect, the medieval playwrights huddled
serious and comic together. The shepherds

2} [ Ristine : The English Tragi-comedy.
2% A" Nicoll : The Develcpment cf the Theatre.
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In 4
the ehlm;ilnés]?gogoﬁq({/ {glr Pi oetry Sidney criticizes
drama of his age. Henslairsss R of the mingled
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A. Nicoll : British Drama.
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Sulatheit plays be neither right . tragedies,
nor right comedies, mingling kings and
clowns . . . with neither decency nor disere-
tion . . . so as neither the admiration and
commigeration, nor the right sportfulness, 18

by their mongrel tragi-comedy obtained.

But this does not mean that Sidney was alto-
gether opposed to mingled drama. In fact, he
seems to suggest that a certain form of mixture
as tragi-comedy was acceptable :

. some poesies have coupled together two
or three kinds, as tragical and comical,
whereupon is risen the tragi-comical . . . SOme
have mingled matters heroical and pastoral.

But that cometh all to one in this cpaestion,

for, if cevered they be good, the conjunction
. cannot be hurtful..

Again, in his observations on ‘delight’ and
‘laughter’ Sidney says : ‘Yot deny L not but
that they may go_well together.” What he
wanted was a well-organized and balanced
tragi-comedy, a middle mode of dramatic
composition guided by intelligence and good

taste. : .
Commenting on the decay of comedy which
came to be corrupted by personal satire and
pictures of rascality Vives preferred the later
development of tragi-comoedia, as in Celestina.
But More raises in Utopi¢ a point of dramatic
technique and objects to the mingling of comic
and tragic elements. To him a ‘tragical
comedy’ is ‘mere gallimaufry.’ But it will be
wrong to suppose fhat the mixed drama knewn
as tragi-comedy was generally disliked. 1In the
‘Dedicatory Epistle’ of Christus Redivivus, a
tragi-comedy 1n five acts, Grimald observes

that here




great things had bheen interwoven with the

small, joyous with sad . . . ineredible with:

probable . . . in order that varietv %
opposed to satiety. variety might be

s Iil(;lfac%ttillsetlflln%%llng of elements was quite
ST rlue hat the farcmql element in
T Al g Z“%/S' §0mf3tlmes unsatisfactory, as
and O-ambys;i’( Wh7if7}leM.zsz, Damon and Pythias,
dies’ by their thc B called ‘tragical come-
logue to. D authors. Ed_wardes in his Pro-
traged dmon and Pythias seeks to mingle
-‘matteff IIé]liI;{ dcomedy because, as he believes,
provide bo’d.:f3 i \X(P?h mirth and care’ can surely
ded by Hor nstruction and delight, as deman.
Y Horace, instead of instruction alone.

Like&é%lggy’ ﬁnlthe Prologue to Like will to
RS, _11; well Droposes to supply a
Bn i d I(I}utl a}}d gra.vltyf because ‘mirth
Sweet.” But Vk(faile%c:}cézlésrilzssﬁ' 18‘Da ds'auce h
il UL 1 h1s “Dedication’ in
ané}%’ﬁ; 1f;1izgd0ass_cmd_m criticizes the unseemly
i Whe }m.lng],mg of comic and tragic
i S ’H 1C 1S S0 common in the drama of
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drama - I
: - e warmly OV udie
mixture. Y approves of g Judicious

IX

Although the ] »

. the  medieval "omanti

1()11321(1)‘(10171\1_[)@1'513‘5& after 1530 aué(}illanl(e)m‘rc}lllfle
- Mingled drama goeg not, howe%rer %ogcsl

its Popularit
: arity.  Characterinine : i
€1sm Atkipg?6 writes - tenzlng dramatic criti-

“J. W. 1 Atkins ; 1
tkins :  English Literary Criticism, (The Renascence)
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. . . a growing consciousness of dramatie
values becomes perceptible, so that this
closing decade of the eentury marks a transi-
tion from an unecritical to a more ecritical
phase where the drama was concerned.

In Virgidemiarum Hall harshly criticizes the
Marlowesque tradition in tragedy and points out
how to soften the terror of a tragic situation the
clown, self-deformed, comes leaping in to the
great delight of the vulgar sections of the
audience.

Perhaps the most significant observations
are made by Lyly* who refuses to accept as
final the orthodox dramatic ‘kinds’. In spite of
the indiseriminate and incongruous' mixture: of
comedy, tragedy, history and the pastoral which
spoils the drama of his age, Lyly seeks to justify
mingling. First,” he thinks that the mixed
audiences are to be taken into account : in fact,
Lyly is one of the first few critics to point out
that the nature of the audience is an important
factor in dramatic creation. He writes :

What heretofore hath been served on several

dishes . . . is now minced on a charger for

a gallimaufry. i ;
Again, he is not in favour of classifying his
plays as ‘comedies or tragedies or mere tales.’

That mingling was a popular practice is
quite eclear from Shakespeare’s well-known
passage in Hamlet (1T : 2) :

The best actors in the world, either for
tragedy, comedy, history, pastoral, pastoral-
comical, historical-pastoral, tragical-histori-
cal, tragical-comical-historical-pastoral, scene
individable, or poem unlimited: Seneca
cannot be too hevy, nor Plautus too light.

*J. Lyly : Prologue to Midas.
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But the main dramatic ‘kinds’ recognized bv the
IEllz?])ethans were comedy, ’Cl’agefiyg e his}trory.,
tn 1e%ponse to their changing tastes, especially
S(e)\va alt S the end of the first decade of the
Soue%teintclll ?entury, Beaumont and Fletcher
ilotgaltoo ﬂ? y ?IOD a dramatic desigh which was
drama, s lmk?own to classical or Ttalian
unusirzlleolgsiln s Yolpone mingling is of a rather
blended v 113111 + The purely comic element is
equa]i VIt moral teaching, while there is an
tragicy e{nonmmced mixture of satirical and
Volpone }fm?ﬁlts In fact, In its conclusion
; edica‘coral Ey-dlff?l's from Se janus, and in the
out that ﬂ}l[ RIstle of the play Jonson points
from ‘the'sg fréd'mg of Volpone is a deviation
ancient 11U Tigour of comic law,” although
comedies do not always end joyfuily.

X

€ of comic ang tragic elements

whi ; m of mingling out of

heltcgl eia;ne} _“"h‘at 15 known ag tliglgliliomedy.
Faithfu] I‘Slvhz,lsth *Afgdl‘ess to the Reader’ in The
comedy ‘Pheraess points out that tragl-

is not so @ .
A 50 calle i :
killings, hut d in respect of mirth and

(ie. Tncks g 1& respect it wanteth deaths
enough to maj .%glc catastrophe) which is
near it iefl'l.lo tl'agedy, yet brings some
comedy, ' 18 enough’ to make it mo

siigﬁff i{‘(&lllpleg of tragi-comedy
§ ¢ drama I'Imna ke Oyclops and
“Xamples are gy, i ke Ajcestss, Similar
d Pythigs op 4 P U0 (Latin) and Damon

or A ppy :
Appius ang Virginia (English).
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According to Guarini®® tragi-comedy is not
a mixture of tragedy and comedy but a blend
of such elements of each as can stand together.
It 1s sometimes wrongly called ‘averted tragedy’.
A true tragedy produces a sense of inevitable-
ness : 1t cannot be averted. In a tragi-comedy
a tragic turn (which is sudden and unexpected)
1s weakly motivated so that a happy turn (which
1s. equally sudden and unexpected) is not really
very improbable. Tragi-comedy seeks to present
a middle mood between tragedy and comedy
through a serious plot which is, however,
lacking in the sense of inevitability. There is
an emphasis on sudden and unexpected develop-
ment of situations, while both incidents and
characters are rather inadequately motivated.
In a tragi-comedy there is treatment of serious
matter but the tragic ending is -carefully
avoided. An analysis of the tragi-comedies of
Beaumont and Fletcher shows that while we
have here some very effective dramatic situa-
tions and a clever manipulation of melodramatic
elements, the unity of impression is never fully

achieved.

XI

In All’s Well that Ends Well (IV : 3) the
following remark is made by-a Lord :
The web of our life is of a mingled yarn,
good and 1ill together.
Here is the basis of Shakespeare’s mingled
drama which is of a distinet kind—neither
comedy nor tragedy. Eliot®” writes :

“B. Guarini : Il compendio della poesia tragicomita.
T, S. Eliot : The Sacred Wood.
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But the classification of tragedy and comedy,

while it may be sufficient to mark the dis-

Fnctlon m a dramatic literature of more rigic

Anmt and treatment—it may distinguish

C[é;:?t olzhane? from Euripides—is not ade-

€ 10 a drama of such variations ac< the
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tragedies wit(l)l 1S —comedies, are really
amongst e aTl un or mixture of comedy
was the con 1. That way of tragi-comedy
common mistake of that age

T ; ;
theE Merry Wives of Windsor, The Comedy
rrors, and The Taming of the Shrew are

all purevcomed
Y 5 the rest h o S
called, have SOm’ething of bo(ac‘\]?;’eﬁllldfél.le} are

Although nys o
‘only irgltoRg(mi ((111'WdGS the plays of Shakespeare
at ‘somethine u':c? and tragedies’, he admits
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It is not" easy to determine which way of
s writing he was most excellent in.

Johnson™ is, however, quite definite :

In tragedy he often writes with great
appearance of toil and study, what is written
at last with little felicity ; but in his comie
scenes, he seems to produce without labour
what no labour can improve . . . His tragedy
seems to be skill, his comedy to be instinet.

In the First Folio (1623) Heminge and
Condell divided their friend’s plays into
comedies, histories and tragedies. This division,
although convenient for their purpose, is not
hased on any definite principle. In explaining
the three principal ‘kinds’ of drama in the
Blizabethan-Jacobean period Johnson writes :

An  action which ended happily to the
principal persons, however serious or dis-
tressful through its intermediate incidents,

. constituted a comedy . . . Tragedy was
not in those times a poem of more general
dignity or elevation than comedy ; it re-
quired only a ecalamitous conclusion .
whatever lighter pleasure it @afforded in its
progress . . . History was a series of actions,
with no other than chronological succession

. without any tendency to introduce or
regulate the conclusion. .

The conditions of drama and the tastes of the
audience are to be considered in relation to the
age concerned. In explaining how Shakes-
pearean drama developed into a distinet ‘kind’
Johnson remarks :
Fvery man’s performances, to .be rightly
estimated, must be compared with the state

9 Q. Johnson : Preface to. Shakespeare.
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of the age in which he lived, and with his
Oth} particular opportunities . . . The l‘lnglislf
llﬁ 1?)_“_’1.“1‘ the time of Shakespeare, was yet
Tﬁ:“g 11“18 to emerge from barbarity . . -
ever 11)1Ll 19%121 \)t’as[! Srossaandydagics, . . What-
alw 4 ote Irom common appearances 1S
always welcome to vulgar, as to childish
credulity. Sl e 2

I S £

Creaﬁ\l,eﬂ};f c}.ge of Shakespeare much of the
stagé W‘l': (*1(*)111(tle\ e 1]%}[(31{‘?1g he i

C « 4
S , and tastes were coarse. There
were - i were coarse. ere
Shak.élqo) e\f(‘]l established principles of criticism.
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Tnglish histofical plays. As‘ Johnson points
*out again :
His histories, being neither tragedies mnor
comedies, are not subject to any of their
laws. °

The factors which are particularly impor-
tant in their bearing on the development of the
drama peculiar to Shakespeare are : the
medieval tradition of mingled drama with 1ts
classical background, the mixed drama of his
immediate predecessors and . contemporaries,
the tastes of his audience who clamoured for
variety, and his romantic genius inspired by the
web of the English Renaissance life which 1s
‘a mingled yarn, good and 1l together’.

(.}
XIT

Tragedy or comedy has certain well-marked
lines of movement and are generally guided by
certain principles and ideas. ‘Mixed drama 18
more explorative and experimental, and more
comprehensive in its scope. By mixing elements
it produces sudden surprises and unexpected
subtleties, especially through its treatment of
the great marginal and indeterminate moments
of life. The art of mingling or the objective
correlative, in a sense, is therefore the most
important problem in a mingled drama.

Tven the plain admixture of tragedy and
comedy is guided by certain purposes. Some-
times the comic element in tragedy appears as
relief, as in the grave-diggers’ scene in Hamlet.
But there is a touch of sadness in it, a certain
philosophy of life, which makes the comic
essentially and peculiarly poetie with the result
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that i 0Ines - :
t it becomes at once an inte ral part of the

tragic effect.
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the ool is not merely chorie : it is part of the
“full tragic effect. There are situations in
which the king ceases to exist if he is separated
from his clown. Again, Shakespeare has given
the Fool poetry—poetry that enables us to see
passion through deep waters. The comic in
King Lear is both lyrical and strictly dramatic :.
it is  contrast, relief and intensification.
Turnbull®™ writes -
The Fool is the leader, the Fool is right—follow
the Fool . . . While they crouch side by side
.. . let us consider King and Fool. Which
now is the wise man ? Surely not he who,.
asking too much, received nothing, but rather
he whom no niggardliness could. surprige . ...
I have a feeling it was own hrother to King-
Lear who sat beside him in the hovel. Once
® very like him in_longing, in capacity, in
desire ; now far apart, infinitely ‘wise,.
infinitely careless. He shows that he has lost
the art of weeping. Again and again the
Fool opens his mouth as if to utter comfort,
and it is only a jest he can bring forth. 32

In classical drama the sub-plot is regarded
as violation of the unity of action, and is not
therefore permitted to work. But the strue-
tural mingling of the sub-plot and the main plot
produces certain effects which strengthen the
central unity of impression. YVeats® points

out :

The Shakespeareén Drama gets the'emotion
of multitude out of the subplot which copies

M. P. Turnbull : Essays. »
® ‘It was the custom in ancient times for the king or queen to-
keep a court fool, or court jester, whose- work it was to make the
sovereign laugh-. . . and often a jester could tell the sovereign some
unpleasant truth . . . Henry VIII’s jester, Will Somers,ewas perhaps the-
most famcus of all times. Queen Elizabeth’s jeter was Tarleton, whom
she honoured’.—A. B. Allen: The Spacicus Days of Queen. Elizabeth..
“W. B. Yeats : Ideas of Good and Euil, §
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- the main plot, much as a skadow upon the

wall copies one’s body in the firelight. We:

think of King Lear less as the history of one
man and his sorrows than as the history of a
whole evil time. Lear’s shadow.is in Gloster,
who also has ungrateful children, and the
mind goes on imagining other " shadows
.tgﬁadowjbeyond shadow, till it has pictured’
soess;;(ﬁ}lrdi.s tIln ‘Hamlet, one hardly notices,
ETRt s the web woven, that the murder

amlet’s father and the sorrow of Hamlet
are shadowed in the lives of Fortinhras and

O 1 1 > . < b 2
1)331116111(?11239 Laertes, whose fathers too have

g}llai)(ztsh the’se plays, again, the excellence of
way in pe}alx}« ¢s art of mingling is proved hy the
vay 10 which the sub-plot and the main plot are

terwove ; . )t al
both the priotbg the characters who appear in

XIII
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comedy, in th '
» In the ordinary .
sudden Seriousness a.né_y sense, because of its

L : novel conelusion.
Tealism andg’rélr% ance, Y Mean the blend of
planes of drama?nee? a combination of two
mingling make 1c thought and action. This
different frqy, 8 Shakespearean comedy SO
comedies, L burely romantie or realistic
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he play ceases to be a
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That we find it difficult sometimes to ‘place’

*a Shakespearean play is due to the fact that it

is mingled drama. All’s Well that Ends Well,
Measure for Measure and Troilus and Cressida
are all good examples, but each has its own
difference. There 1s a mixture of the tragic
and the comic in Cymbelipe and The Winter’s
Tale, and yet they are different from an
ordinary tragi-comedy. In their raw materials
they show a strong affinity with Shakespeare’s
happy. comedies, but as the mood of seriousness
deepens, they move towards a different plane,
and then the poetry of their pastoralism brings
about another change. The main problem of
Shakespeare’s mingled drama lies, however, in
the objective correlative, in the relation between
forfn and matter. Whenever the artist fails to
find out a suitable medium or structure of
expression, there are improbabilities and in-
consistencies, confused intentions and un-

halanced designs.

X1V

The plays we have selected for detailed
oxamination ave : Richard III, Romeo and
Juliet, Measure for Measure, Troilus and
Oressida, Timon of Athens and The Tempest.
Shakespeare’s English historical plays are an
epic body of mingled drama but the position of
Richard IIT is rather peculiar. It 1s both
Machiavellian and weligious : a tragedy of
Richard and a comedy of England. Romeo and
Juliet is an exceptional kind of mingled drama :
it is the rveverse of a tragi-comedy. In
Measure for Measure mingled drama appears as
a dark comedy but its affinity with tragedy
makes it perhaps darker than an ordinary tragi-
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comedy. In hoth Troilus and “Cressida and
Tvmon of Athens the comic element is completely
subdued by the spirit of satire and tragedy
Troilus and Cressida is also perhaps the 01'1f§:
thesis play of Shakespeare. In The Tempest
Shakespeare turns a marriage masque into a
dramatic romance which is different from th:*
%}rgcg"ﬁ-c%‘n}[(ledles of ‘Beaumont and Fletcher.
‘1ningl((1d’ ll)clfte (}1)]1;1()}8621 ﬁ!@l{espe&ye 1S Dot only
e 50 experimental in hoth mood
torm, and in each of them the ohjective
001'.1'elat1\'e 1s the main problem. Ak

THE GREAT OCTOLOGY

I

<

The ten English historical plays of
Shakespeare may be thus divided conveniently :
two sequences, each of four plays, and two
isolated plays. The first sequence, a tetralogy
composed of the three parts of Henry VI and
Richard III, deals with the later part of the
15th century. It is followed by King John
which is a completely isolated play. The
second sequence, another tetralogy composed of
Richard II, the two parts of Henry IV and
Henry V, deals with the closing years of the
14th® century and the parlier part of the 15th
century. It is followed by Henry VIII, which,
though not altogether unrelated to Richard I11,
is, for all practical purposes, an independent
play. Thus the main body of Shakespeare’s
English history plays is an epic octology, and
the period of historical and dramatic action is
from 1397 to 1485. .

Usually the eight plays are considered as
two tetralogies and the tetralogies are considered
in the order of Shakespeare’s composition. But
we shall follow historical chronology, and shall
consider the two tetralogies as a massive
octology of mingled drama opening with
Richard IT and concluding with Richard II1.
This method has its advantages. It helps us in
nnderstanding the course of history and the
idea of history as it emerges from an almost
confusing pattern of men and incidents.

45
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II

It is not only interesting hut also necessary
to study the relation hetween the age that
produced Shakespeare and the age that produced
the English kings who appear in his octology—
Richard II, Henry IV, Henry V,” Henry VI,
Edward IV, Edward V, Richard IIT and
Richmond as Henry VII. Dean Inge' wrote :

There are ages of sowing and ages of
reaping : the brilliant epochs may be those
in which spiritual wealth may be squandered ;
the epochs of apparent decline may he those
in which the race is recuperating after an
exhausting effort.

The fifteenth century in English history was not
what Inge called a brilliant epoch ; it was not
éven an age of recuperation. It was a tense age
of sowing and seed-time that produced those
silent but powerful forces of history which made
the sixteenth century in England possible and
so memorable. This relation between the two
ages may serve as a key to the understanding
of the octology of which Richard IIT is the
culmination and conclusion. Chambers? rightly
points out : {

Shakespeare began his career with a tetra-
logy based on recent history, grim, archaic,
crude, yet nevertheless such as, for seopes
power, patriotism, and sense of doom, had
probably had no parallel since Aeschylus
wrote the trilogy of which the Persians is the
Surviving fragment. One idea rung through
the whole—the sufferings of Bngland from
its self-centred ‘Machiavellian’ nobles, hegin-
ning with Cardinal Beaufort, and eulminat-
mg i the tremendous Crookhack.

!D. Inge: Outspoken Essays.

“R. W. Chambers : Man’s Unconquerable Mind.
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1 The English chronicle play in the
Elizabethan age was hardly dramatie. In its
presentation of a large number of characters
and incidents it was more like the epic and the
pageant. Yeats® points out :

The . . . plays, that afe but one play, have,
when played omne after another, something
extravagant and superhuman, something
almost mythological. These mnobles with
their indifference to death and their immense
energy seem at times no nearer the common
stature of men than do the gods and the
heroes of Greek plays.

This impression of an epic is noticed also by
Schlegel' who calls these plays a dramatic
epopee tracing the course of English natmnal-
life through the disturbances of the later
Middle Ages to the prosperity of ‘the
Renaissance. Coleridge’ points out that ‘the
transitional link between the epic poem and the
drama is the historic drama’. It 1is this
transitional link, again, that malfes it easy for
Shakespeare to turn the chromcl_e play into
mingled drama. .

As this epic mass of mingled drama—
mingled, because of its blend of the epic and
the drama, and of the tragic and the comic—
moves slowly presenting countless designs of
affinity and contrast, harmony and discord, in
characters and incidents, the great emerging
figure that comes to dominate the g‘lga.ntm:
pattern is England, and gradually all other

SW. B. Yeats : Ideas of Good and Ewil. o

7 . Schlegel : Lectures.
“g ’I“V Cocieriegge: Netes on Shakespeare.
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figures seem to fade. DBut they build up the
structure of Shakespeare’s vision of history.
Shakespeare’s dramatic art in these plays
lies mainly in the grouping of characters in
relation to the grouping of incidents. This
grouping is an extremely complex pattern,
although both incidents and characters are
lacking in the subtlety and complexity which we
notice in Shakespeare’s tragedies. Dowden’®
rightly points out that his heroes in the
«chronicle plays are conceived ‘chiefly with
reference to action’ and are to be measured by
‘positive achievements and vesults’ These
kings arve fairly ordinary men (excepting
Richard II1) belonging to normal human types,
who appear in exceptional circumstances, are
pitted against the adverse ff)].'ces of history, and
are weighed, measured and found wantin g—ez}ch
in his own way. Even Henry V is not a full
exception. _

Tf the central theme of these plays is what
Pater®” calls the irony of kingship, the pity of
kingship is also part of it, and the simultaneous
working of pity and irony makes the chronicle
play the mingled drama of English history :-

God knows, my son,
By what by-paths and indirect crookt ways
I met this erown ; and I myself know well
How troubleseme it sat upon my head.

, [2H Iy IV : 4
Princes have but their titles for their glories,
An outward honour for an inward toil ;
And, for unfelt imaginations,

They often feel a world of restless cares :

So that, betwixt their titles and low names,

There’s nothing differs but the outward fame.
[R IIl:T:4

:2 E. Dowden : Shakspere.,
W. Pater :  Appreciasions.

l
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®

The octology presents a remarkable body of

plays, germinal and powerful, each projecting
I 1ts own way quickly-changing visions of life
through the countless inter-relations between
the fate of a country and the destiny of its
leaders and people. The total impression of
this mixed drama of epic dimensions is more
tragic than comic. Masefield® writes :

Life was never so brooded on, since man
learned to think, as in this eyecle of tragedies.

Masefield called the octology a ‘ecycle of
tragedies’ probably because he had in his mind
not only the tragic sense of pity and irony in
kingship as the central mood of these plays but
also the sorrows and sufferings of the people,
especlally indicated in 3 Henry VI : IT : 5 and
Richard II1 : 1T : 3.

This epic drama moves slowly and steadily,
and hefore the gigantic movement of evil nearly
all its good characters stand as stunned and
meffective figures, at least temporarily suspen-
ded and paralysed in their activities. They
remind us of what Father Martindale” wrote in
one of his sermons :

The greatest mystery of all is not Evil as
such : it is the terrible inadequacy of Good.

Yet when Richard, the ‘poisonous bunch-backed
toad’ and ‘bottled spider’, the fascinating flower

of evil, is crushed underneath the wheel of God,

the final impression is only a foeal concentration
of the great underlying motifs—love of England,
faith in England and hope for England. With

°J. Masefield : Shakespeare.
" Father Martindale : The Terminal, No. 7, 1937.

G : sMmp—4
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the emergence of Good the epic vision of a
century of English history, a long and crowded,
vista of England’s life, is over, and in thé
vibrant ecstasy of Richmond’s thanks-giving the
great octology has a ‘religious’ conclusion.

v

The octology not only expresses the horror
of civil wars but also advocates the policy of
order, degree, legitimacy and unity. The drama
of disaster hegan when Richard IT was thrown
out and Carlisle warned : i

O, if you raise thig house against this house

It will the woefullest division prove

That ever fell upon this cursed earth.

Prevent_ it, resist it, let it not he S0,

Lest child, child’s ghildren, ery against you
‘woe’. [R II :IV:1]

But the forces of evil worked, and England
blecam’e ‘the field of Golgotha, and dead 1%181’178
’chcﬂlSSh With Henry V the position improved
)&1 li D are never thought of the so-called
iﬁe? 1;zec1 hero-king of the late medieval English
nese glyf as a complete answer to the question and
darkeo th{.‘ age. After Henry V the sky became
are tlf 3 f he plays dealing with the later perlod
on an fd nal stage of the national saga based
ment ﬁea of history which haq long develop-
Rich&qut Indicated ip More’s History of
il g The solution came not in any

—but in the ... °F Richmond as Henry VI
uni:)l‘;i gjlf g:: g)vgolcy and Principle of union : the
Rose and the Req %s::, :the union of the White
Smile Heayen u : :
MRS A Pon this fair conjunction,
at long haye frown’q upon thzeir enmity !
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What traitor hears me and says not
‘Amen’ ? . ..
Abate the edge of traitors, gracious Lord . . .
Now civil wounds are stopp’d, peace lives
again ;
That she may long live here, God say ‘Amen’!
200063V 3 5]

The great Shakespearean octology is not only a
sixteenth-century testament of English history
but also an interpretation of God’s ways to
Englishmen.

VI

The central design of the octology is derived
from Hall who strikes the keynote of the whole
series in the very title-page of his work :

The union of the two mnoble and illustre
families of Lancaster and York, being long in
continual dissension for the crown of this
noble realm, with all the acts done in both
the times of the princes, hoth of the one
lineage and of the other, beginning at the
time of King Henry the Fourth, the first
author of this division, so successively pro-
ceeding to the reign of the high and prudent
prince King Henry VIII, the indubitable
flower and very heir of the said lineages.

Referring to the marriage of Henry VII
(Richmond in Richard ITI).with Elizabeth the
daughter of Edward IV Hall writes in the
preface to his work :

. . . for as King Henry the Fourth was the
beginning and root of the great discord and
division, so was the godly matrimony the
final end of all dissensions, titles and debates.

Q

There are eight chapters in Hall’s work and
even the titles show his design of the presenta-
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tion of history from Henry IV o Henry VIIL

‘He not only hrings out a sharp contrast between,

Henry V and Richard IIT hut also carefully
presents their history in a strikingly dramatic
manner. That Shakespeare closely followed
the design of Hall is quite clear not only from
the central idea of his chronicle plays but also
from the divisions of his octology—the earlier
tetralogy ending with Henry V, and the later
fetralogy ending with Richard T11. Tillyard’
S :

Y Qe
%}he- - pecmc pattern in which Polydore sees
Rpghsh history concerns the period from
Q-'léha‘rd Il to Henry VIII. That streteh 18
'-‘e?}tl. in a §01e1m1 moral light ; it shows the
g‘&z éfs otf(zod punishing and working out t%le
estzlbiiqll() 1 4 crime, till prosperity 1% _re-
far this e(ttn} thes Tudor monarchy. I'l_(,)W.
it was s was Polydore’s idea, how Hlll
not l{ilo\\lfsl)lle(l officially hy Henry VII, I io
Tudor m ‘El' ] Polydore h.ud indeed State(.l'ft 1(?
and hallg 7} )%lt- he was far from dl'amatlsll]lo
full toprog it Here in Hall we get e
sacred to t]el 9f historical drama from ,t 1(]’/
sheer winehss o oull; While what is lost £20%
he pious 1D of God is used to make sternel

ciaonality governing profane events.

arliament, Hall Supported
VITT Izu?:ln zlley o 1‘?ligiolls'p’oliey of Henry
4 s Chronicle was intended to be 2

2101‘1ﬁcat 3 a
Richarq lﬂl of the Tudoy reign. The fall of

enry TV the disturbances in the reign O
strugple of 16 triumph of hig son, the 1o1&
appy unj ancaster and York and then the
th Ol of the rival houses (celebrated 10

C Pageant i
o ﬁ “in Henry vy )—here is the schem®
- MW Ti“yard .

Asa ,_
e ilmembel of P

Shakespeare’s History Plays.
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which Shakespeare adopted from Hall and used
‘in the eycle of his ‘Histories’.

VII

The earlier period beginning with
Richard 11 (with its poetry of the pity and irony
of kingship) and ending with Henry V (with
its desperate idealization of the medieval hero-
king) has a certain character of its own. Then
comes the breakdown. In Tudor opinion
Henry. VI was accepted as a gentle, mild and
virtuous prince, a saint, against whom arose
Joan, the Pucelle de Dieu, as a false witch
emerging from the crude and hateful narrative
of the Burgundian Monstrelet. The transition
or further movement of history is indicated in
the éontrast between the saintly Henry and the
crookhacked Richard.

* The later period beginning with 7 Henry VI
and ending with Reichard 111 shows the break-
down of medievalism and transition to the
modern world through violence and disorder, the
forces of disintegration culminating in the
product of the long and cruel civikwar, Richard,
the strange and hideous flower of evil. Kings-
ford® rightly points out :

Underneath it all there went on silently that
steady growth of national consciousness
which is the real quality of fifteenth-century
England. The destruction of the old monar-
chy and the feudal nobility was only the
crudest instance of a transformation which
extended throughout the whole sphere of the
national life. The political change which it
helped to bring to pass was in truth no more
than the instrument through which the

° C. J. Kingsford : Prejudice and Promise in 15th Century England.
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greater intellectual and social’ forces were set
to work,

VIII

fullysgﬁkfspe?l’e'_Presents Richard II so care-

histor, _af 1;ch1s, W a sense, the hest dramatic

idealiz{xtf c relgn, while H enry IV in its

climax ofOn O(j;_'the hero-king marks not only the

of thé foré? ? lquhsm but also the culmination

out o hlStOl"y which develop through-
€ earlier part of the octology.

Patt(esl'lrlla](i)?peare has laid stress on the dramatic
Henry v a‘fl(c)lntrast : between Richard II and
III. “In the fu}a etween Henry VI and Richard

lasleallfs of his English historical
appear. § e JCLeIS in - similar patterns
del; It :!‘S Wlong to thlnk that Shakespeal’e

ogligszvt[%{lfg GXHZ?S Henry V ag the hero-king
Was that Heny ge%r What he wanted to show

need of ; Satisfied temporarily the
4 Darticular perioq of English hgrstol‘y

and that ¢
5 Onseq L :
Series of (j {uently there wag o pause in the

isaster:

history 22?13 But he also showed that

under the presgu;}esn}fg‘ through new channels
he solutiog, of th(é‘ new forces and problems.

Presenteq ip Richarq le})blem of transition 18

deliberatq ;fldoc-tf)l?gy, that Shakespeare lays
of God’y will § SthJP ¢Mphasis on the working
18, as Dappy e Enghsh history. The octology
God’s revenga ealls it «the Divine Comedy of
3 Smple engyoy ihard at times strikes s as
OUr Sympathys i 10TC€ of evil even attracting
0 Y In spite of V,“illainy. But as

J. F. D,
. nh K
Vi Shalkespoqre Doctrine of Nature.,
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gradually the play moves on towards the great
reversal, the role of Richard seems to change.
Even as God’s tool, he comes to develop a certain
independence of personality opposed to the
divine scheme. With the ironical change of his
role and an awakening of conscience Richard
shows a deviation from his ‘nature’ and becomes
a complex character. Ribmer" points out :

God uses his own instrument, Henry of
Richmond, an agent of divine grace, who
cleanses the social order, vindicates divine
justice, and with the evil force of Richard
destroyed, effects a rebirth of the good . . .
Richard’s career from the very first . . . is
part of a great providential -scheme . . .
Richard’s very challenging of God’s order is,
like Satan’s, a furthering of God’s purposes.

But it is difficult to agree with Ribner when
he says that until the final act ‘Richard is the
symbol of England, and she suffers the degrada-
tion which her King’s devotion to evil entails.’
In fact, under God’s guidance Richmond is
England fighting against the power of Evil that
Richard is. Here is Good trying to re-assert
itself—Good that lay stunned 4nd ineffective
temporarily, though long enough, but refused to
be subverted and to identify itself with Ewvil.
Richard is a violent deviation from ‘nature’ and
is in isolation so that he “ceases to corrupt.
Tillyard™ rightly points out :

Whereas the sins of other men had merely
bred more sing, Richard’s are so vast that
they are absorptive, not contagious. He is
the great ulcer of the body politic into which
all its impurity is drained and against which

1. Ribner : Patterns in Shakespearian Tragedy.
“E. M. W. Tillyard : Shakespeare’s- History Plays.
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all the members of the bedy politic are

united.

IX

of hrgzﬁﬁis °f1 Shakesp_eal‘e’.s ‘feudal’” conception
Trojan Waf}l.e clear in his treatment of the
herself hecomes ¢ Trailus and Cressida : Helen
Similarly, in ?{S a jcheme of honour and renowl -
as the unifyin oy IV he malkes use of honour
ation of éc’hrg motif, especially in his presen-
enty and B éSle't characters—Hotspuy, 1?1‘111(;0
lack of the gen; aiif But the flaw lies in tl_w
e excessive 'iﬁe o ba]ancg and proportion, 111

e full comic .l})Oltallce given to Falstaff and
¢ eircle.  Thus the main purpose 0

he Chr o
onicle play

1 Y Comes . he
comic underyoy] o to be obscured by; t
L 3

The cont n
Hepre v 00trast hetwee ichar and
enry V ig émphasized ])iranﬁ{lﬁ:ld il

- . 1n Richard II the defeat

» Whether they he artists OF

themselves where men ask of

Somfnergy and have nothing to
°  contemplative virtue . -

1€m a poy
glve hyf gh

Heny
Y V who ig
tavern anq inLS] P lotter even when he is in the
nﬂ__h S &SSOCiat:;SS l‘lionllcal soliloquy comments
L » *1 know you all’, is very
eats Writeg A A all’,
STOSS vices, the coarse nerves, _Ot

He

S asp nl(;molrule among violent people . - - -
Daturg] forze 8 and undistinguished as S0

: 0 ever'}; - His purposes are so intelh,'_
him g if 1 Ybody that everyhody tells ©

1€ Succeeded, although he fails in

Ideqs of Googd and Evil,
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the end, as all men great and little fail in

: Shakespeare. His conquests abroad are
made nothing by a woman turned warrior . . ..
Shakespeare watched Henry V not indeed as
he watched the greater souls in the visionary
procession . . . and he spoke his tale, as he
spoke all tales, with tragic irony.

Taken as a full series, the octology presents
some really striking patterns, and one cannot
but praise Shakespeare’s art of dramatic
cohesion and construction. There are vivid and
patterned contrasts in mood and personality.
Fortune rises and falls almost regularly, as the
vast scheme of . history works and moves.
Characters group and re-group themselves,
sometimes in mad whirls, as in dances, moving
quickly from one situation to another. Danby

points out :

Shakespeare consciously pursues a principle
of emergence. Iach play ends with a group
destined to grow in importance, to become
dominant, and then decline. The whole
movement reaches its elimax in Richard IIT
. . . Richard is the last, the nfost formidable,
the wickedest, and the greatest of the unsatis-
factory kings. Around him is arranged the
phalanx of sorrowing queens—the debris of
the preceding plays, kept alive only by the
desire to see the completion of God’s pattern :
His revenge and His justification.

The characters who are thus left alive have
all suffered. They are only ‘beholders of this
tragic play’, as Shakespeare calls them, assem-
bled and kept waiting on the threshold of a great
happening : a tremendous ritual and sacrifice
for the redemption and purification of England.
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There is in 3 Hewry VI : V

‘whi By : V : 6 a passage
which explains the cha{* » iy Dassae
-comes when he kills Henrath:el OgRtichard:

I that have neither pj
. pity, love, nor fear . . .
Then since the heavens have’shaped my
body so
k?ltd hall. make er‘ookt my mind to answer Zg 5
s word ‘love’, which greyheards call
ﬁe é'eside_nt in men like one another, - i
nd not in me : T am myself alone.

f . o0 4
Esxgznﬁllggl%d@hsm, and the malformed body
these mark alR' sign of a malignant soul—with
the great patcronard steps into the scheme of

6 King g o7, Dymbolically, the killing of
from the res%s{_-z‘l ritual which isolated Richard
once the oy f the corrupt body of nobles. At
and Soeialg i (-hChOtOmY between the spiritual
signiﬁeancrea}?ltles becomes clear, and as the full
happeng (,O(ino ,Ehe cleavage is revealed, all that
of thig révelez‘ 0 be transfigured under the light
merely the aflon' Richard is found to be not

Lancaster co 11211]1 consciousness of the York-
lessness of hin 16t : he turns the average god-
action WhichS “nvironment into a prineciple of

seeks to destroy the basis and
and traditional society—
an longli _There is in Richard a
§01110quies Iepeat SORRS m planning which the
1ntellect ap Peatedly bring out, a diabolic

da demoni S . .
But as Danby rig”htlycpvovilrlll’csmogé3 E?dly im0

14

I
-¢hall 1

n The Spanish,
e my friend’, (ﬁ;"fg‘fy Lorenzo saye: “Ill truse myself, myself
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In the scheme of God’s revenge—a masterly
irony—the Machiavel himself is only God’s

tool.
The fissure comes later when the question-
ing note appears nearly at the last moment on
Bosworth Hield, as Richard starts out of his

dream in his tent : :

Give me another horse—bind up my wounds—
Have merey, Jesu ! Soft, I did but dream.
O coward conscience, how dost thou afflict
el EEg
What do I fear 2 Myself 2 There’s none
else by :
Richard loves Richard ; that is I am I.
Is there a murderer here ? No—yes, I am :
Then fly. What, from myself ? Great
reason why :
° Lest T revenge. What myself upon myself ?
Alack, I love myself. Wherefore ? for any
good
That T myself have done unto myself ¢?
0, no ! alas, T rather hate myself
Tor hateful deeds committed by myself . . .
T shall despair.’® There is no creature loves
me ;
And if T die,® no soul shall pity me :

Nay, wherefore should they—since that I
myself

Tind in myself no pity to myself ¢ [V : 3]

Richard who had ‘neither pity, love, nor fear’
is changing, and, as he changes, his world
crumbles. In his death the evil force of
Machiavellian isolation disappears. As he be-
comes unlike himself, the regenerated world of

% Eight times in this scene the ghosts of Richard’s victims curse
him : ©...despair and die.’ "

16 There are 35 references to Richard’s ‘self’ in the full speech—a
remarkable example of ego-consciousness and self-analysis.
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normality asserts itself i i ;
pity, love and fear. elf in the °resurgence of:

Hall supplies the main prinei
. - rinciple of the
IS)ee(ﬂg? ltlglten(l}e but in applying ‘thel prevalent
aven of Tyd od had guided Englahd into her
a chl’onicle1 011 Prosperity™ Shakespeare turns
are fram D f‘ly Imto a religious drama. The
i a; geeW(l)lk of Richard ITI (if it is consi-
achiavéll?u ar drama) comes from the current
bethan g ‘lanBreVenge tragedy of the Eliza-
to give icl%f: ] ut because Shakespeare wanted
e emplo ]):[:y a pronounced religious temper
regularly gsd he 1tual  technique and style
play. 'Boﬁ hrings it so close to the Morality
races of t} ] EOSSItel’ and Tillyard have noticed
in the thfle ritual technique and the Morality
far moy ele Parts of H enry VI. The method,
Ore elaborate in Riehard ITT , is peculiarly

eifective : s ,
Wwhich ‘11(53 giefto(l)glgy by itself hut also in the contrast

XI

Rich(ajgcrll S}(}ered as the last play of the octology,
sense, it IT has its special importance. In a
S PURR R tragedy. The tragedy of
of nationa] .P“l’el}_’ personal one ; on the plane
end to al 1ssues it is the end of tragedy, an
national disasters, Richard IT1 grovs

out
of what Tillyard calls Shakespeare’s ‘gT1l

and :
Ritong fidelity to Fal’g pattern of cause and

17 E. M. W )
- Tillyard ; Shakespeare’s Historical Plays.

18 Sh )
akespeare
Ehsre of ritual andmslk:SMuse of varicus devices to produce the atmos-
t.e choric element, dream orality—characters like Margaret and Anne,
s"Chom}’thia, Titualistic ; supernaturalism of various kinds, incantatory
“’01‘1""0_03“011, ete. The ritual element is_ parti-

OWINg scenes: 1:3; IT:2; IV:1; IV : 43

cul i
Vu:a?:"ly strong in the £
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effect.” But the pattern is both biblical and
Jpolitical. Danby rightly points out :

This pattern might ultimately be based on
the biblical text concerning ‘the sins of the
fathers.” Developed in the late-medieval
theme of the falls of princes, it was
adjusted by the Tudor historians to a
Tudor-propaganda purpose.

The biblical-political idea works as the spine of
the octology, and in Richard III the religious
note -becomes dominant. The repeated
references to God are not merely formal or
mechanical ; they are an integral part and
insistent rhythm of dramatic thought.

Richard ITI is a chronicle play to be studied
as religious drama. The theme is, in a sense,
almost grossly secular but its patriotic interest
hrings it close to the religious plane. As horror
piles upon horror, and all sufferings multiply,™
one feels the need for religion, the need for the
sign of the Father in heaven. In mno other
Shakesperean play is this mneed for divine
guidance and intervention so mueh emphasized.
Here is truly religious treatment of a secular
theme. All the important characters pray to
Glod, each in his or her own way, and there is
at times a grim sense of irony in the conflict
between their interests, till all interests converge
and become unified against the evil forece of

1 Ghake peare gives us a glimpse of the pcople and their sufferings
in II : 3. The following passage is interesting :

Before the days of change still is it so :
By a divine instinct men’s minds mistrust
Ensuing danger, as, by proof, we see
The waters swell before a boisterous storm.
But leave it all to God.
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Richard. Fatalism, pagan or Christian, which
is so strong in Shakespearean tragedy, 18
replaced by the religious sense and the piety of
the Middle Ages, and the play ends as an act of
worship (like Murder in the Cathedral) with
‘God say Amen '

Richard III a ‘mixed’ character, and in his
Superman he remarks : ‘Richard III, too, is
dian who stops a funeral to make love

20 Ghaw finds in
preface to Mart am_i 1
delightful as the wh1m51f:al come
to the corpse’s son’s window.

N —

4 5 PLAYS UNPLEASANT

I

~In a play like Measure for Measure the
‘mingled drama’ may be called ‘dark comedy’
but is the dark light enough ? Is the play
closer to tragedy ? Again, does the play, even
as a ‘dark comedy’, present any problem or
thesis 2 These are only some of the questions
which arise in our mind when we approach
Measure for Measure which, according to:
Coleridge’, shows the most painful and the least
pleagant part of Shakespeare’s genius.

In dramatic literature an interpretation is.
very often problematic because, unless the
dramatist explains (like Shaw) all the details
in his preface and stage directions, one can never
be quite sure of his intention. Besides, no
drama is complete by itself because it depends
on performance, and the actor and the director
can make it quite different from what it was
meant to be by the dramatist himself. There
are situations and speeches in which an actor
by his voice or gesture ean give to significant
marginal moments a meaning which comes as a
surprise (sometimes quite pleasant) to the
dramatist or eritie.

II

The social background of All’s Well that
Ends Well is very different from that of

1§ T. Coleridge : Notes on Shakespeare.
63
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Measure for Measuwre. In the former play the
problem, if any, remains confined to a group o
individuals. In the latter play the picture of
society, which is rather important, is one of evil.
The Duke himself admits :

And liberty plucks justice by the nose ;
The baby beats the nurse, and quite athwart
Goes all decorum . . . [I:3]

The problems of Claudio and Angelo are 1'elated‘
to the condition of Vienna where, as the Duke

admits again :

T have seen corruption boil and bubble
Till it o’errun the stew . [

The Duke wants to remove this corruption, and
yet inconsistently enough, the Christian ethic 18
almost unduly emphasized in the context of
social evils. Besides, there is hardly any indi-
cation that this ethic makes any effective

change in the social pattern at the end of the

play. The play opens with a social problem
that ends 1n

a very different manner, the
dramatic interest being sh

ifted from the social
plane to a complex design of individuals and
incidents. ThHe dramatist plays the part of a
good neighbour who hushes up a scandal without
solving any problem. The problem which is, 1n
a sense, also the thesis of the play 1s : authority
should be so exercised that justice and mercy
may be combined for the effective removal of
corruption from society. But neither the
problem nor the thesis receives a fair and
convineing treatment in the play. Measure for
Measure is an awkward comedy of 1_1ncon§71ncmg
compromise, and neither here nor in All’s Well
that Ends Well do we find any real integration,
dramatic or moral. Both the plays stress, at
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certain moments, the ethical implications of the
relation between apperance and reality. But
the vision of life which is presented is not clear
.enough. Rightly does Eliot* remark : ‘Human-
kind cannot hear very much reality’.

111

Potts® defines a problem play as a drama that

. . . treats the situations that arise in society
simply as moral or political problems in the
abstract and without reference to the
idiosyncrasies of human nature.

But this is not what we find in Measure for
Measure. Troilus and Cresside which is a
much deeper and wider exploration of evil comes
closer to Potts’s description. In a true
problem play the problem as such is the centre
of interest. Tillyard* remarks :

When sheer explication . . . takes first place,
then we leave the realm of tragedy for that
of the problem play. Here it is the prob-
lems themselves, their richness, their interest,
and their diversity, and not tkeir solution or
significant arrangement that come first.

But when we think of Measure for Measure do
we think of the richness of its problems, their
interest and their diversity ¢ In fact, we find
here complications in situations and characters,
problems of action rather than thought. It is
therefore difficult to agree with Charlton®
when he says : ‘Intellect rather than imagination
is forcing the issue.’

*T. S, Eliot : Murder in the Cathedral. o

*L. J. Potts : Comedy.
*E. M. W. Tillyard : Shakespeare’s Problem Plays.

SH. B. Charlton : Shakespearian Comedy.

G : SMD—5
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Measure for Measure is generally known as
a ‘dark comedy.” Charlton explains :

That epithet is generally taken to mean, not
only that in these plays the seamier, indeed
the nastiest, side of life ohtrudes more per-
sistently than elsewhere in Shakespeare, but
that their underlying mood is one of bitter
cynicism. .
But Grierson® rightly points out :

Even in those plays, again, in which one
detects an alloy of bitterness, Measure for
Measure and Troilus and Cressida, there 1s no
criticism of accepted moral standards and no
arraignment of Providence.

In fact, the critical element is not strong enough.
It exposes what is evil but it allows the play
to drift towards an awkward compromise:

Critics like Knight,” Chambers,® Leavis’ and
Battenhouse' contend that Measure for Measure
is a Christian play. Knight says :

. . . the plot is so arranged that each person
receives his deserts in the light of the Duke’s
—which is really the Gospel—ethic . . . The
Duke, like Jesus, is the prophet of a new
order of ethics ... The Duke’s ethical
attitude is exactly correspondent with
Jesus’ : the play must be read in the light of
the Gospel teaching, if its full significance 18
to be apparent. \

Knight goes even so far as to emphasize the
similarity between the language of Shakespeare

SH. J. C. Grierson : Cross Currents‘in English Literature of the
Seventcenth Century. :
i "G. W. Knight : Theé Wheel of Fire. ‘

R W. Chambers : Man’s Unconquerable Mind.

o . R. Leéavis : The Common Pursuit. A
R W. Battenhouse : ‘Measure for Measure and the Christian

Doectrine of Atonement’ (PMLA, Decgm])er, 1946) .

67

and that of the ,Gospels of John and Matthew.
But all this, although quite interesting, is also
rather confusing because Measure for M easure.
was composed in 1604, while the Authorized
Version appeared in 1611.

v
What is the vision of man in the dark
comedies of Shakespeare ? Hamlet, even when
he says, ‘man delights not me’, gives us the
Renaissance conception of man :

What a piece of work is man ! how noble in
reason ! how infinite in faculty ! .- . in action
how like an angel ! in apprehension how like
a god ! the beauty of the world ! the paragon
“of animals ! [IT : 2]

In spite of the revelation of evil in Hamlet this
faith in man, which is central to tragedy,
remains unshaken. But a play like Measure for
Measure or All's Well that Ends Well leaves
a very different impression, even though there
are some really good and honest men and
women in these plays. They are the daylight
of these plays but the light is not strong enough
to dispel darkness : :

~ man, proud mén
Drest in a little brief authority,
Most ignorant of what he’s most assured,
His glassy essence,—like an angry ape,
Plays such fantastic tricks before high heaven
As make the angels weep : (MM, I0: 2]

Thou hast neither youth mnor age
But as it were, an after-dinner’s sleep
Dreaming on both. [MfM. II1: 1]




68
In AW’s Well that Ends Well a French lord

says : % .. as we are ourselves, what things are
wel” (IV: 3). Again, in the same scexe
Parolles whines : ... let me live, sir, in a
dungeon, i’ the stocks, or anywhere, so I may
live’. And Claudio says in Measure for
Measure : ‘Sweet sister, let me live. @norz by,
When Hamlet speculates on death, the motif i,
1n reality, the sense of mystery in life. In
Measure for Measure it is arrant cowardice, a
complete collapse, when Claudio says :

Ay, .bu.t to die, and we know not where ;
To lie in cold obstruction, and to rot. [IIT : 1]

Leavis rightly draws our attention to what
he calls ‘the assortment of attitudes towards
death’. TIn fact, Measure for Measure, is, In a
sense, a dramatization of progress towards self-
knowledge under the shadow of death, or rather,
more precisely, the fear of death. The Duke
who, according to Hscalus, ‘contended to know
himself’ (TII : 2) emphasizes this fear of death
NNESE B

Thy best of rest is sleep,

And that thou oft provok’st; yet grossly
fear’st

Thy death, which is no more . . .
Yet in this life

Lie hid moe thousand deaths ; yet death we
4 : fear.

In the same scene Isabella says :
The sense of death is most in apprehension.

And Claudio in his break-down pleads :

The weariest and most loathed worldly life
That age, ache, penury, and imprisonment
Can’lay on nature is a paradise

To what we fear of death.
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Barnardine alone is ‘insensible of mortality’.
(EIVaEN2)"

5 v
Measure for Measure has its moments of the
tragic mood and its poetry-—great poetry—of
despair and dejection. But it differs essentially
from a Shakespearean tragedy : it has neither
a truly tragic issue nor the depth of Macbeth or
Kwng Lear. Chambers writes :

Measure for Measure, whilst it is akin to the
tragedies with which it is contemporary, has
also a likeness to those ‘Romances’ with which
Shakespeare crowned his work.

But in spite of all the emphasis that Chambers,
Knight and Leavis lay on its so-called Christian
ethics, Measure for Measure is fundamentally
different from the last plays like The Winter’s
Tale and The Tempest, in which also wrongs
are faced and wrongs are forgiven. Rinally,
in spite of certain romantic elements, and even
though formally it is a comedy, Measure for
Measure is completely different from Shakes-
peare’s happy romantic comedies—As You Like
It, for instance.

The romantic stuff is, however, emphasized by
Chambers :

Disguise and impersonation and misunder-
standing are the very life of romantic comedy.
The disguised monarch, who can learn the
private affairs of his humblest subject,
becomes a sort of earthly Providence, combin-
ing omniscience and omnipotence, °

Leavis goes further :
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g-[ie: his delegation of adthority and his
veigg;;:)(ther‘ngehes familiar romantic con-
Clme |l the means by which

axespeare transforms a comedy into 2

g(f)rilirf)el;’g,tely and profoundly serious ‘criticism

N(:E;i;}gé Of. the ‘ klnd We shall see that
from tl ]l‘{o.7 Measure is very different indeed
1e kinds of drama, suggested above.

VI

i s -
peare hzrga%gzt_rommc comedies of Shakes-
enaissanee~th1nCt with the spirit of the
eloquently ex € spirit  which Hamlet 8O
melancholy ffe?ses (II: 2) in spite of his
an adventure aelf’ again, life is presented as
action. Here ig nd love as the motive force ot
The centre of fln']oynl(?nt rather than criticism-
especially the rolllflm“}c. 1s, however, character—
blend of will <K 1191’01{10, a harmonious
Wwho has an ir,lstim(,)t-lon and intelligence : 0n€
Winning hapmp; nctive control over the art o
bpiess and success in life. In @

Sense Cha A
comedy— racter is destiny in Shakespeareall
€ven as in tragedy.

In all th
Shakespeare ae;%-lesp%t.s the dark comedies of
life anq man i C‘{_ery different. The vision 0
Jave a yery dif%e lfferent._ Instead of love W¢
rent relation hetween man an

Woman. :
—sor
Isabelly anddﬁé}(?g unwholesome. Women like
the bright heroihesa suffer in comparison with

e tende like Rosalind and Portia 0T
Iranda, ; Ifsi,agjuﬁels M romances—Perdita an
charactey Wit)e 2 18 a somewhat  Miltonic
eTocity of the what  Chambers calls ‘the

martyr’. She changes again an

7l

again in course of dramatic action till
Shakespeare brings her down to the average
level, and she eries : ‘O, T will to him and pluck
out his eyes I’ (IV : 3). In the dark comedy
men and waomen arve different : the stuff and
vision of life are different. Measure for
Measure is a comedy only by courtesy.

e

VII

But Measure for Measure is powerful
drama. Its painfulness or unpleasantness is
part of life and part of the power of the play.
Tts power, however, lies in dramatic moments,
not in the structure. In trying to bring about
dramatic cohesion Shakespeare employs various
devices. On the plane of action substitution is
employed as a device—Angelo for the Duke,
Mariana for Isabella, Ragozine for Claudio.
Shakespeare shows also some skill in combining
Olaudio-Julia, Angelo-Isabella and Angelo-
Mariana episodes. On a deeper level we notice
the operation of two forces—what Leavis calls
‘the assortment of attitudes towards death’, and
the problem of the relation between appearance
and reality. : °

Tt is difficult to agree with Til'vard when
he says that the second half of ‘he play 1is
inferior to its first half. In fact, the most
defective part is the openitig. Scenes 2 and 3
in Act IV offer an extremely interesting
situation—very nearly dominated by Barnar-
dine. Tt will be seen that much of the interest
of the situation is bound up with Barnardine
who is not, however, essential to the plot. In
AlP’s Well that Ends Well Parolles says :
‘Simply the thing I am shall make me live.’
(IV : 3). Here is the secret of the spell of
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Barnardine, the loathsome and fascinating
flower of evil - 3
A man that apprehends death no more dread-
fully but as a drunken sleep; careless,
reckless, and fearless of what’s past, present,
or to come; insensible of mortality, and
desperately mortal. [IV: 2

’rcl(;};l:i(s)gu%u?n (IV': 2) is tense enough but the
An elo(? Suspense hecomes unbearable yvhen
exege t dS ends-hls message : ‘. . . let Claudio be
su %% by four. of the clock . . .” The Duke
] gg Tns Ia§ SubStl-tute as a counter-measure :
Sl hl: ha1~na1ad1ne be this morning executed,
undey th dead .])Ol‘ll(i to Ang’elo.’ Standmg
almogst % 1‘111 light of the prison, when “4t 18
Calls L Cﬂ?al‘ da.VV]']_’ &nd ‘the un_folding Sta/]"
‘the %?nd ; blcllep her’d’, the worried Friar shows
made : ‘the v 68l as the great decision 1§
Choose's ; € return of the duke’ And the Friar
0 be the Duke in the afternoon.

The 2,

and the ’21131 EL '8 a sudden change (IV : 3);
and to offey gren o Telaxes to cause a surprise
Barnardipg ﬁen STIM fun in spite of suspense :
first on a r}nly refuses to die! He is at
He ig Gominglovf’l- Then Pompey whispers :
Straw pugtrer” o% he is coming ; T hear hiS
Uge anima] iy, nd as his straw rustles, like 2
arabhgg ; .i;ﬂge, Barnardine appears—?

& Wil not consent to die this day
Dute . 0) ,‘lats certain, I
' You must : gngd therefore.

Barnardine . Veseech you '

* s .

- SWear T wil] not die today £OF

any n ) .
But hen, Ozlai S persuasion.

M
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Barnardinee: Not a word: if you have
anything to say to me, come to
my ward ; from thence will not
I today. . [Exit]

Barnardine is the lost soul, ‘unfit to live or die’,
a symbol of corruption and animality—perfect
of his kind and therefore fascinating in art.
‘Simply the thing I am Shall make me live.’
Shakespeare likes Barnardine and allows him
to live. Barnardine comes and goes and pro-
duces a memorable dramatic moment. But he
is not the solution of the problem of the
situation. The solution comes in another
substitute : Ragozine.

VIII

Aristotle calls a plot ‘epeisodic’ in which
episodes or acts succeed one another without
probable or necessary sequence. The plot of
Measure for Measure 1is almost ‘epeisodic’
because of certain very serious deficiencies.
The play suffers from a certain lack of the
clarity of the design. Charlton admits :

This is not to eclaim that dramatically
Shakespeare’s solution is better or even as
good as Cinthio’s.

But Leavis who tries to justify the dramatie art
of Measure for Measure thinks that its
‘complexity of attitudes’ is not the same thing
as ‘conflict or contradiction’. He adds :

. . . the resolution of the plot of Measure for
Measure is a consummately right and satis-
- factory fulfilment of the essential design.

The two really important points in which
Shakespeare differs from Cinthio are : the
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social a_nd moral background, and the Dulke.
The socio-moral emphasis and the invention oL.
the Duke are closely related. Shakespeal®
had no intention to write a problem play. The
socio-moral circumstances were necessary for
the creation of the Duke and for providing the
scope of his activity. The Duke, again, 18
necessary for all that is made to happen in the
play.

1S ne?giilfiiﬁb}?liol)]e1}l in Measure for M easure
which e\;ery arf[lig %1;)1 soc.llal. It is the problent
A na]tz'és 'tO face—finding the 1ig l1
speaking, the bro‘bleel .fm~ % Bliot bma'dly
objective GOi‘relative’l.n of what Eliot calls "the

eertfffi‘iei?ﬁi&?éi”?l coritext gives the play &
out of which em SelaL T alsoseonyes 1S the poo”
Tabells " 5nd e(ilge the Claudio-Julia, Angelo-
By planting th\'en Angelo-Mariana episodes:

g the Duke in the social conteX

under nor 1

e havena?el elrcumsta_nces Shakespeare coul¢

nof have dmgmgprtumty to present the 'leﬂl

situations, V'V'hl‘?tl% e mtrigl}mg

?ﬂlke~a Duke_ﬁ e wanted was a disguiSe
authority which my

Duke to watch, w
The D

Tl de_it possible for
e 1n disguise.

. uke ig ° :
neither hig chy b the pivot of the play put
haracter nor his action is €1€4%

) ;
1;01_1gh. With hig
CBINS, and we aye ¢

of ‘the
social feli(’blem-

ept waiting for the solt
But there is no change i1

VT Bawhnen he
I. 0
12 dogs not in g eturns, and the eity 0

better pl
Dresent t%%eb Shakes

ny way promise to

uke ag T |
as a convincing and consisten

riar. Thisled to the delegation
the

departure the play really
' lution

be &
peare has not been able t(i)i

l

75

character. The Duke who is called ‘a scholar,
a statesman and a soldier’ (III : 2), and yet
has ‘ever loved life removed’ (I: 3) and
‘contended especially to know himself’ (IIT :2)
cannot explain convineingly why he allowed
corruption to grow and why he delegated
quthority and yet wanted to watch the trusted
man. But did he really trust Angelo ?

not, why did he delegate authority to him ?
Why did he not select Bscalus whom he praises
so much 2 One must be fair to Angelo.
Authority was thrust upon him. Angelo
himself says : ‘Let there be some 1More test

made of my metal’ (I :1). The Duke himself

calls Angelo ‘a man of stricture and firm absti-

nence’ (I : 3). Tscalus says :

If any in Vienna be of worth
To undergo such ample grace an

Tt is Lord Angelo.

Tven Isabella remarks : ‘A due sincerity
governed his deeds.” (I :1) And yet the Duke

comments :

d honour,
[L:

THence shall we see

Tf power change purpose, what our seemers
beaut [asi

The Duke 1s a Prospero-like figure, and in
him we notice something like an identification
of the plot with his character. He moves like
Providence and characterizes himself by
providing a ceries of intriguing situations.
But he also takes away much of the interest of
the plot because we Jnow that he will direct
the action to his desired end. Leavis says :

TIis attitude, nothing could be plainer, is
meant to be ours—his total attitude, which

is the total attitude of the play.
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But one of the real problems of the play lies in

its failure to establish this identification. Is ,

the Duke’s attitude our attitude to what happens
in the play ? Is not dramatic motivation in
Scenes 1 and 3 in the First Act weak, inadequate
and unsatisfactory ? The character of the
Duke, who is the centre of the play, suffers from
alack of the clarity of intention. ~Consequently,
the weak centre fails to hold together the
meidents and characters of the play in a
credible and convincing sequence.

IX

~ Commentin o s ,
Virginia Woblf’g Sy Oglzlzabethan drama

-« . the greatest infliction that Elizabethan

idéarllrlc?bp]gf S upon us—the plot ; the incessant,

tiogs ahi e, almost unintelligible convolu-

of o8 Which presumably gratified the spirit
an excitable and unlettered public . . .

This i .
acz})l:alr?sr gely true. ~ What the Elizabethans or
] (dramatists or their audience)
theatricyl cared - for was a succession OF
eha,raetgrs lll%mentg for a large number of
or between a ut the links between situations
most cageg 18%:11%10“ and a character were in
nadequate met. _tO_ take care of themselves-
to all kingg og ilmtwr-l or Jack of motivation led
Measure 1 Sistency and improbability-
Dlay noy th];m' .MG“S“'?T@ 1s neither a problem
1S socio-morg) *IS blay, in the ordinary sense ;
undue inpo Problem or thesis has heen givenl
gf 1ts gloomy %;e(;k It is a dark comedy becausé
nd a - dayif comosround and grim materials,

; om
*V. Wools . edy can be darker than @
* The Common, Reader
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tragedy. When Shakespeare read Cinthio’s

- story he at once noticed its dramatic possibilities

—in terms of characters and situations.
Dramatic exigency explains what happens in
the play as a work of art, and if there is any
problem in the play, it is one of matter seeking
expression in art-form, the problem of the
objective correlative. Shakespeare composed
hastily, and was probably aware of his weakness,
but he knew his audience who never minded
motivation so long as they had a quick
succession of theatrical moments and characters.
In Measure for Measure Shakespeare is not a
real master of the dramatic art, even though he
shows uncommon mastery of dramatic moments.

Measure for Measure is to be studied as
mingled drama. Its ending, which, as
Spencer'> points out, is ‘awkwardly manoeu-
vred’, makes it a comedy. But, in a sense, it is
also an averted tragedy, even as Romeo and
Juliet is an averted comedy. No true tragedy
can be averted : in Measure for Measure there
is no inevitableness in the sequence of events.
Here, again, the weakness of: motivation 1s
clearly noticed. Measure for Measure provides,
like Hamlet, materials for a study 1n the
problem of the objective correlative in drama.

®

»

X

Shakespearean criticism generally agrees
that Troilus and Cressida is ‘the most difficult
of all Shakespeare’s plays to deal with’.
(Dr. Furnivall). One of the main difficulties

2T Spencer : Shakespeare and the Nature of Man.
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is : how to place or class 1t ? Probably this 18
the reason why the First Folio (1623) put it
hetween the histories and the tragedies, Suggest-
ing that it had the character of both. The
Quarto epistle (1609) pleads that the play 18 @
comedy and seeks to emphasize the comie genius
of the author. But the epistle sounds more
like special pleading with a motive, a defensive
interpretation, than a precise description of the
nature of the play. Probably the play caused
some displeasure, and the publisher hastened to
assure the reading public that it was a cqmedy
not to he taken too seriously. Troilus and
Cressida is not, however, a comedy, dark or
otherwise, though there 1is something of the
comic spirit in both Pandarus (I : 1 and 2) and
Thersites (V : 4 and 7). The note of satire 1%
_'g(;o Stll’ong to permi.trthe play to. develop as &

medy, and both the themes of love and Wal
ep_d in disasters which can never be associateC
with a comedy.

% eqrggﬁ ;‘%glcnptfo explain it as a problem play
the theme of 1011'\ mneing and unsatisfactory. -/
A ove in Troilus and Cressida there
presents » %"551101)16!1], while the theme of Wal
strength (inptlc 5 of war-weary camps seek1DS
conference i oifenise of honour. The TIOJE.ﬂil:
Danby™ cal]s‘?hdebate which brings out W}}a,
In which théS P uitity of Reason and Resolve:
G hich the problem fhat is Helen is forsotter;
lonour and 1 onal ﬂ}e other hand, ‘a theme 00
the pedant: Q?O‘\Vn. In the Greek con.‘r_e].’ell%
1s need for %&C.Ull.ysses simply urges that thez ¢
Achilles mugst }11) ne and that the insolebd

: ISt De checked and that he muS

fore :
ed to fight against Troy in the interes

“IF Danh
; VR:WEST ea
akespeare’s Doctrine of Nature.
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tf

-

79

the Greeks. There is no specific problem which
has been systematically worked out to give
Troilus and Cressida the character of a true
problem play.**

A thesis play has something positive to say,
as a discussion or comment or solution, usually
on a problem which is explicit or implieit in
the play. The differencebecomes clear when
the dramatist indicates the emphasis that he
seeks to lay on the problem or the thesis. In
Troilus and Cresside there is hardly any
emphdsis on any problem as such. The in-
transigence of Achilles is not a problem : he is
actually roused and does his job 1n his own way.
The real interest of the play lies' in war and
what Shakespeare thinks of it. In this sense

Troilus and Cressida is a thesis play, but only

in the Shakespearean manner, which means that
it is not a propaganda play.

Troilus and Cressida, which 1s not primarily
a work of imagination, has its own poetic and
dramatic methods. Treachery and falsehood,
in love or war—here is the real theme of the
play which certainly stresses the seamy side of
life revealed by a long-drawn war. But though”
the note of satire is bitter enough, all is not lost.
Something really good is still left in life,
although it is temporarily upset or overwhelmed.
There is Troilus who is wiser. There is Ulysses
who subordinates the individual to the state and
tries to discover the mystery of the soul of a
tate which has lost its soul.

Troilus and Cressida is Shakespeare’s
Shavian play, but far more bitter than anything
that Shaw has written. Tt is certainly one of

1yide Potts’s remark on the problem play (p. 65).
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Shakespeare’s plays unpleasante In a very
broad sense, it is a thesis play on war, with love,
woven nto its texture. The Prologue says :

Like or find fault, do as your pleasures are,
Now good or had, ’tis hut the clrance of war

The .tit-le of the play is based on the love episode
but 1t 1s possible to interpret the ‘falsehood’ of
Cressida as an intimate part of the corruptionl
which is war, Tt ig possible, again, to think %
1t as weakness rather than evil, for there 15 &
g of sincerity in Cressida’s love in the earlier
part of the play, which has a faint echo even in
the betrayal scene -

"Twas one that loved me hetter than Y(E%\Y%I]'

B e : :
i;ﬁsilgn 1t1s difficult to ignove the comment of

There’s i ;
1ere’s language in hey eye, her cheek, 1%;3'
?

Nay, her I 1Y)
Y, her foot speaks, her wanton spirits ]%ut

“Xt & . . . :
evely.,]omt, and motive of her ])OSIXV.: 5]
A changq In ‘ch eeial g

al‘actel‘—eonception’, esp 21
(2

e articulay Situation, is not at all *

On] _
Troiyg };n?l ‘831*}’ Small part of the thesis 1?f.
1 "essida is indicated by Shaw
Homey
hel,(’)lee; 1)1»esente§1 Achilles and Ajaxe
Who gaig . R due time came ShakesP ;
thig SPOIIt Vntua]ly N3] really cannot accel

. i+ T acceP
. child anq this hrawny fool as 87
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men . . . Consequently we have in Troilus and
Cressida the verdict of Shakespeare’s epoch
(our own) on the pair.

There is, again, an interesting passage in the
Quarto epistle (1609) : “. . . were but the vain
names of comedies chang’d for the titles of
commodities or of plays <for pleas...” The
passage 1is rather obscure. What is really
meant by ‘plays for pleas’ ? Ts the phrase in
any way related to the plan of a thesis play ?

In: T'roilus and Cressida the notes of satire
and tragedy are almost equally pronounced.
In a sense, Tvoilus and Cressida is the tragedy
of Troy. In the love theme the "tragedy of
separation becomes the tragedy of betrayed
love. In the war theme Hector is killed. It
is the Greeks who win, and the Trojans who
lose. Diomedes is in the love theme what
Achilles is in the theme of war. The tragedy
of Troilus is his loss of Cressida ; the tragedy
of Hector is his loss of life ; and both Diomedes
and Achilles are false to honour, which 18
Shakespeare’s satire. But there is a touch of
sympathy in the relation between Troilus and
Ulysses, the leading figures in the two camps, as
they come to like and respect each other. The
range of Klizabethan drama is wide enough to
permit the inclusion of T'roilus and Cressida as
a satiric thesis play in the form of a tragedy—
a mingled drama, remarkably powerful in its
effect.

The thesis of the play is the ravage of war,
a merciless delineation of disorder and corrup-
tion, selfishness and vanity, treachery and
falsehood, debasement of man. Helen is a
strumpet, Patroclus a ‘masculine whore’.

G : SMD—6
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Pandarus is a lewd bawd, artd Thersites a
snarling eur. Ajax is an insolent fool.
Achilles is a treacherous coward. Ulysses is ab
times only a mean plotter. Even Hector has
his frailty, his weakness for the armour wlucl}?
costs him his life. The general sense O
confusion appears in the voice of Achilles :
°

My mind is troubled like a fountain .stirr’d>
And T myself see not the hottom of lt[ e

There is an unnerving tension of misgiving and
msecurity, fear and suspicion, all throughout
the play. Gone are all the illusions of romance
and the poetry of the Trojan war has beell
defeated hy its prose. Rightly does Fluchere
remark : ‘A whole world is hreaking up on the
windy plaing of Troy’. :

XI

al {31‘1‘(. there is a deeper level of the thes™
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Hawes’s Pastime of Pleasure (according to
Tillyard™). In IV : 5 Hector says :

There they stand yet : and modestly I think,
The fall of every Phrygian stone will cost
A drop of Grecian blood : the end crowns all,
And that old common arbitrator, Time,

Will one day end it.

It seems to be an echo of Hawes’s passage :

Do not I, Tyme, cause nature to decay . . .
[n tyme Troye the eyte was edyfied ;
By tyme also was the destruceyon.

Time appears again and again in 7roilus and
Cressida on the planes of love and war. KEven
Pandarus says : ‘Well, the gods are above ;
time must friend or end.” (I: 2.) Again,
Ulysses to Nestor :

T have a young conception in my brain,
Be you my time to bring it to some shape.
[I: 3}

In a passage central to the play, for which
Shakespeare carefully prepares the ground,
Ulysses says : o

Time hath, my Lord, a wallet at his back,

Wherein he puts alms for oblivion :

A great siz’d monster of ingratitudes .

For time is like a fashionable host,

That slightly shakes his parting guest by th”
hand

And with his arms out-streteh’d, as he would

fly,

Grasps in the comer . . .

. . . for beauty, wit,
Tove, friendship, charity are subjects all
To envious and calumniating time. [TIT : 3]

©E M. W. Tillyard : Shakespeare’s Problem Plays,
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When Diomedes comes to take €ressida, Paris
says :

',i_‘here_is 1o help :
he hittey disposition of the time will have
il 1t*so. : 1]
Troilus to Cressida -

S, N
J,lll:!luu.ou.\_" time now with a robher’s haste

ams his rich thievery up, he knows 4;101 1
how. [IV:°

de,
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mysterious force beyond the control of man,

operating in an inexplicable and incalculable

way, and nearly always baffling the aims and
intentions of man. By rousing Achilles it
certainly sexrves the aim of Ulysses but it also
mocks his policy which, as Thersites says,
‘erows Into an ill-opinion.” Time succeeds
where the policy fails. But Achilles was partly
roused by the stratagem of Ulysses. Time’s
work did the rest.

But Shakespeare uses other terms like
accident, chance, destiny, fate, fortune and luck
in the play, sometimes in the very context in
which #ime appears. It is thus possible to
interpret time as only a facet or an aspect or
agent of the force of fate against which is pitted
the force of the human w:/l.** There is enough
evidence in the play to prove the conflict between
these two forees, which is not really very
different from the traditional pattern of the
conflict between character and fate in a tragedy.
The will-motif has been ignored, while the time-
motif has been over-emphasized by the inter-
preters of Troilus and Cressida.

The importance of the role of will is
recognized by Shakespeare in Troilus and
Cressida. In the Greek council Agamemnon
says : .

Sith every action that hath gone before,
Whereof we have record, trial did draw
“In The Wheel of Fire Knight points cut that will is often to be
equated with passion in Shakespeare’s writings. and he refers to Antony
and Cleopatra (IIT : 11) and Othello (I11:3). But in Troilus and
Cressida and elsewherzs will does not clearly indicate what Knicht calls

‘the emotional quality’: it means often, on the other hand, th= volitional

quality. Whatever may be the significance of will—emotion, impulse

or volition, the differrence being n-t at all clear in most passages—the
will-motif is certainly meant to emphasize character in Troilus and

Cressida.
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‘envious and calumniating time’ but the speech
is really meant to be a spur to will :
. . . preseverance, dear my Lord,
Keeps honour bright. : [RENEEES]]
Again in the Trojan council the subject of
discussion is will :
Troilus: What's aught but as ’tis valued ?
Hector - But value dwells not in particular will . ..
... Tis mad idolatry,
To make the service greater than the god,
And the will dotes that is inclinable
To what infectiously itself affects . . .
Troilus : T take today a wife, and my election
Is led on in the conduet of my will ;
My will enkindled by mine éyes and ears,

Two traded pilots *twixt the dangerous
shores

Of will and judgment. How may I avoid,
Although my will distaste what it elected,
The wife T chose . . [100g 2]

Finally, Hector allows his will to be subordi-
nated to that of Troilus :

T propend to you
In resolution to keep Helen still.

BALg 2

Tn the councils where we have various mani-
fostations of will the dominant figures are
Ulysses and Troilus, and they seem to follow
the same course of actions Ulysses wants to
rouse Achilles who refuses to fight. Troilus
similarly tries to rouse Hector who does not want
to continue the fight against the Greeks. So
Helen is made ‘a theme of honour and renown’,
a spur to ‘valiant and magnanimous deeds’.
Fven the challenge of Hector 1s meant to ‘wake’
Achilles. Tt is interesting to mnote how both
Ulysses and Troilus work on the lines which
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But the shocksis also a release of will, and the
rest of the play is vibrant with quick action.

XII

-

Spencer® deals with the motif of appear-
ance and reality in Shakespearean drama as a
metaphysical problem, and its social implication
is pointed out by Knights. But this motif is
peculiar neither to 7roilus and Cressida nor to
Shakespeare, and drama from ZKveryman to
Murder wm the Cathedral is instinet with the
sense of appearance and reality which consti-
tutes the core of life. In Shakespeare this motif
is less metaphysical and social but more
dramatic. It 1s very often part of the dramatic
device of the irony which Shakespeare syste-
matically employs in Zroilus and Cressida.

In the Greek council Nestor shows the
distinction  between ‘valour’s show’ and
‘valour’s worth’ as an affirmation of faith in will
without which further moves in the fight cease
to have any motivation. The only important
item on the agenda of the Trojan council is

Nestor’s offer :

Deliver Helen, and all damages else . . .
Shall be struck off. . [IT: 2]

Naturally the question of Helen’s ‘worth’
arises. The irony of the situation is that
Hector who is right yields to Troilus who is
wrong, and both are ruined. That Troilus does
not know what ‘worth’ is only shows his lack of
wisdom which, in course of the dramatie
transaction, becomes his costly purchase. There

T, Spencer: Shakespearc and the Nature of Man.
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1s 1rony when Shakespeare makes Troilus use

the pearl-image for Cressida and Helen, hoth
of whom are ‘worthless.’

Her bed is India, there she lies, a pearl . . .
Ourself the merchant . . . g g

Why, she is a pearl,

7 S S -
Whose price hath launeh’d above a thousand

ships,
And turn’d erown’d kings to merchants.
[TI : 2]
But this is what Diomedes says of Helen :
E or every false drop in her hawdy veins,
A :(1‘1‘6(31{111 s life hath sunk : for every scruple
Of her_contannnated carrion weight L
A Trojan hath been slain. o VA
{—1&111{1 yet He]g;n 11\ to Troilus ‘a theme of honour
]c) (31f( Tenown, 'lh_(‘l‘(‘. is irony in the contrast
qd \2 o‘eIn the two rivals in love, for when Troilus
(hyn, ! charge thee use her well, even for my
arge’, the reply from Diomedes js :
) = 1
T.‘ll nothing do on ¢
She shall he prized

An irons .
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Of this strange nature, that a thing 1nseparate.
Divides more wider than the sky z_md.ez}r.th :
And vet the spacious bread.thL of this division,
Admits no orifex for a point as subtle,
As Ariachne’s broken woof to enter.

Here is a fugitive moient fhat leaves a %l)‘ellllll{;
nent experience, and the discovery b}: | '10‘ e
that to him Cressida is both appealdl}ig .dud
reality is a great dichotomy as _})05}1. 1_){1(_; gnd
irony in the mingled drama of ]{{l ljrhoéis-
Oressida which may be called a satiric Uhes

tragedy.
XIIT
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The story of Timon the Mizanthrope was
quite familiar to Shakespeare and his contempo-.
raries. There is an allusion to Timon 1m
Love’s Labour’s Lost (@IBVET:H3)s Skialetheia, a
collection of epigrams and satires, published 1n
1598, mentions Timon : ‘Like hate-man Timon
in his cell he sits.” A play on Timon, composed
between 1585 and 1600, and meant, according
to Dyce®, for ‘an academic audience’, has come
down to our time in manuscript.  In the first
volume of Paynter’s Palace of Pleasure ‘the
strange and beastly nature of Timon of Athens,
with his death, burial, and epitaph’ is hriefly
presented. The wmatter is evidently derived
from Plutarch’s Life of Marcus Anionius and
Lafe of Aleibiades, which are the main sources
of Shakespeare. Another probable source is-
Lucian’s dialogue of Timon or the Man-hater.

All these facts ave to he carvefully consi-

dered in any estimate of Timon of Athens, even
if we study the play as it is.

X1V

We  emphasize the Importance of two
aproaches to Shakespearean drama especially
1N connection with our study of T'Z:’);?.»ON : consl-
dera‘qon _of the nature of "the play and
eXamination of the relation hetween its form
a]ild Iﬁatter. Most of the crities of Shakespeare
zvie\oV haz:;?e sj‘?udleld_Timon from these points of
e (i)ém'(' it ur}satlsf_actory. They also
Fermol,zc( }10\, 1.5 an “unfinished’ play. Ellis-

» BOWever, goes further .
v Shakespeares 7o
2210 s Fermopy . kglzf;flé’sgfe}(giY)IlzeA.I)thf':t'ist
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Timon ie an unfinished play m a tar dee_pe;
sense than that which 1s _111_1p11ed'b§r lsay];111;g,l
that Shakespeare let off writing betmde 16} Bas
set down all that was in his mind. e
unfinished in this way also, 1t 1s true. 111l
what natters more, it is unfinished in co
ception. . Lol
This ‘incompleteness’, aceording to \1‘17%11,0 h,h(ia:
mainly in the cha 'acter, of Timon
‘inadequate to the theme.” i b
Several questions arise 11 Ogjl'nllgd {)lay 4
approach Timon. Is 1t an 1}11? 11;I h b
What is the nature of this play 2 "rm{" Jocd
affect the form of this play ? Is : s form &
experiment ? i g
: Those who call Tvmon an ‘11111?111‘13116‘(:(}1‘1%133
think of its discrepancles and 1‘11:1)[ im} 2 Bufz
mainly in characterization and action.
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blays of Shakespeare. Tl.le.S( Timon with the
strike us only when we compa li such inadequa-
other plays of Shakespeare, burlh&llwe compare
¢les do not seem to be 1_1nusual W ~Gl]?auvs e T T
Timon with a plﬂ,\’”hko D.,chlﬂlé other plays
fact, Timon is so dlﬁelfl.lt ];1(;);]]:(\(»‘(@ that one is

. in certain respects
of Shakespeare in certa ean play,
tonl])t;d fo] :all 1t an un—Shzﬂ{esp??lCltllil%ittigs 18
But Timon, in spite of ’1‘5[?1;1_5;%% ‘in which
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even after several performances. It may be
mentioned in this connexion that Eliot made
changes in the text of Murder in the Cathedral
even in the fourth edition—changes ‘which have
heen found advisable by experiment in the
course of production” The conditions of
dramatic  composition and production in
Shakespeare’s time indicate that no play, unless
it was performed several times, could be callec
A “finished” product. Thus Timon 1s an ‘un-
finished’ play in a very different sense : it 18
Shakespeare’s unperformed play.

XV

MThere is no doubt that Shakespeare wanted
Timon to be different from his other plays.
Harrison™ writes :

It could hardly be called comedy. .. .Neither
was it a tragedy,”® however loosely the word
might de defined, nor even a mongrel tragi-
comedy. It belongs rather to a kind of
drama fqr which enough specimens Temain
to justify a mew category—Misanthropy-
Misanthropies are plays designed mainly to
display the rottenness of human nature.
They always include scenes of sordid
meanness and*one or more persons who rail
on humanity at considerable length and with
oreat satisfaction to themselves. Plavs of
this kind were particularly fashionable 1N
the decade 1598 to 1608 when Ben J onson’s
Every Man in his Humour and its successors

popularized the mode.
% G. B. Harricon : Shakespeare’s Traged'es,

o : s : i
Why : does, then, Harrison discuss Timon in
Shakespeare’s Tragedies ?

detail in his

~

P
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But this explanation is not satisfactory for
amore than one reason. ‘Misanthropy’ is not an
accepted category of plays, and Jonson’s Lvery
Man in_his Huwmour 1s not a ‘Misanthropy’; it
is a critical but highly enjoyable comedy. Again,
Timon cannot be alled a ‘Misanthropy’ (which
is ‘designed mainly to display the rottenness of
human nature’) because® there is enough
evidence in Shakespeare’s play to prove that
society is by no means altogether evil.
It is true that placing Tvmon is a problem.
There are moments when its satirical tone 1s
Mmost overwhelming. It repeatedly reminds
us of plays like Jonson’s Volpone and Marston’s
What You Wl Hazlitt’s® remark on
Timon 1s :
Tt is as much a satire as a play : and contains
t pieces of invective possible

some of the fines ( ' .
oth in the snarling, captious

to be conceived, b

answers of the cynic Apemantus, and in the
impassioned and more terrible imprecations
of Timon. The latter remind the classical

reader of the force and swelling impetuosity
of the moral declamations

in Juvenal, while
the former have all the keenness and caustic
severity of the old Stoice philosophers. The
goul of Diogenes appears to have been seated

on the lips of Apemantus ... The moral

cententiousness of this »play equals that of

T.ord Bacon’s ‘Treatise on the Wisdom of the
Ancients, and is indeed seasoned with

greater variety.
XVI

There are moments, again, when Tumon
strikes us as a thesis play. Tt sounds like a voice

» VW, Haglitt : Characters of Shakecpeare’s Plays.
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of protest against ingratitude, axd the dramatic
invectives become litanies of hatred. From the
throwing of warm water and dishes in the
banquet hall (ITI : 6) to the carving of the
epitaph on the tomb in the woods, near the cave
and on ‘the beached verge of the salt flood” all
the action of Timon is a long ritual of damna-
tion. The spell of poetry works in its subtlety
in a series of incantatory curses and tirades :
That nature, being sick of man’s unkindness,
Should yet be hungry ! Common mother, thou,
Whose womb unmeasurable, and infinite

breast,
Teems, and feeds all ; whose self-same
. mettle,
Whereof thy proud child, arrogant man,
is puft,

Engenders the black toad and adder blue,
The gilded newt and eyeless venom’d worm.

With all th’ abhorred births below erisp
heaven

Whereon Hyperion’s quickening fire hoth
shine ;
Yield him, who all thy human sons doth
hate,

From fofth thy plenteous bosom, one poor
' root !

Ensgur thy fertile and conceptious womb,

f:et it no more hring out ingrateful man !
Go great with tigers, dragons, wolves,
and bears ; [1 ]

¥ B’eholgl, the earth hath roots ; :

Within this mile hreak forth a hundred

dl springs

The oaks hear mast, the briers scarlet hip®

The hounteous housewife, nature, on 'eaC}h b

TR Hus

Li(l)y"\{-he}’ full mess hefore you. What !. .-
Villainy, do, since you protest to do’t

“we ae
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'Like workmen. I’ll example you with
. thievery :
The sun’s a thief, and with his great
attraction
Robs the vast sea : the moon’s an arrant
thief,
f}nd he1" pale fire she snatches from the sun :
'ljhe sea’s a thief, whose liquid surge resolves
'.l;he moon into salt tears : the earth’s a thief,
1‘hat feeds and breeds by a composure stoln
From general excrement : each thing’s a
: : thief. [IV :3]
But the first bandit knows what Timon
means, and he says: ‘Tis in the malice of
mankind that he thus advises us.” (IV : 3)

~ Tvmon 1s not a tragedy in the sense in which
King Lear or Macbeth is a tragedy, but the
tragic strain is emphasized. Surely the cate-
gory of tragedy, evenin Shakespeare’s time
was large enough to permit the inclusion of
Tvmon. But even as a tragedy, Timon 1is
mingled drama : a mixture of several strains
drawn from tragedy, satire and the Morality
play. The combination, in spite of the weak-
nesses of the play, is remarkably effective at
:cunes. Danby i‘s hardly fair when he calls it
an unnatural fantasy, a King Lear without
Cordelia’. (

Here is indeed a case of what man has made
of man, and we notice something symbolic in
Timon’s departure®* and cave-dwelling in the
woods. The ecity and its dwellers have done
their worst, and Timon who has lost his faith
in Man turns to Nature—to the sea with what

ma @ RS . . g o o
Winter’sbl]l'le[le Sz:::ibocl‘;:;?biszer_muce in plays like 4s You Like It, The
G : SMD—7
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Keats calls its ‘priest-like tas]\ of ‘pure ablutlon
round earth’s human shores’

Lie where the light foam of the sea maV begt
Thy gravestone (ldll\ : [IV : 3]

Timon hath made his everlasting mansion
Upon the bheached ve erge of the Talt flood,
Who once a day with 111& embossed froth
The turbulent & Surge shall cover.®” vkl

Here alone Timon will find peace.

Timon ig certainly, in some Jcsp(jctsa %
study of a mind diseased—a study -in the
melancholy humour of » particular kind. He
is different from Jaqm\ and Hamlet, and, 1
Ha 11) ways, from Lear. Here is a 11"11]‘
civilized and useful citizen who moves away
from seciety in disgust to live in isolation &%
an anti-social e ing.  In the sources from which

al\egl)ea] ‘e d(ll\(d his materalg Timon and
‘Ap,emantm appear as eynics and misanthrop®®
jfl\nvd there is hardly any gifference between th
(_ﬁ;l-]qe]snt HIS] ﬂ%{(*\p(&u e _ma_l\(x qubst (}]noleas
])(f(:oﬁms a ]:te 11(])1 Onm ]O]‘ 111({' ar_l[‘]l(}(‘ ?1(1331(11 of
ngratityde i ¢ anking )| From
Drosperity, m 10(111(1(\(1, G ylictols f[ ¢ e tha
' =~V 15 only at a later stag A
nll‘zf]manms complains : ‘Thou dost affect 13
e OIS and dost use them.” (IV :3) \“Oﬂlel
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presentation o the theme of 11101(1f1fude but in
a very different manner. Socwtv in 9p1te of
all that i1s said against it by Tlmon is not
presented by Shakespeare as entire ly evil.
This is prov ed by the loyalty of Timon’s steward
and servants, and by Aleibiades who, as a more
balanced character, serves as a contrast to
Timon in a similar context® of ingratitude.

There is some truth in what Shaw® says
of Shakespeare’s tragic heroes : ‘their actions
are foreed on them from without’ and they are
guided by ‘a passion born of their inability to
bear the burden of life’. This is true as much
of Timon as of the other tragic. heroes of
Shakespeare. ILike a truly Shal\eqpear ean
tragedy Timon 1s a tragedy of disillusion—the
dlsﬂluslon which results from the recognition
of the tragic blunder. Timon’s disillusion
maddens him, and his madness appears as
misanthropy. Here we have a sensitive study
of the extreme melancholy of a mind diseased.
Yet Timon 1s not really an introspective drama

Thecause there is hardly any attempt fro analyze

or reveal the subtle working in the inner uni-
verse of the mind of the hero. We know of him
mainly from the structure of incidents and
from his own invectives. There is pity for
Timon, but its limit is a certain regret beyond
which our feelings do not go, and the depths
are not stirred. One cannot doubt the noble-
ness or generosity of Timon, but one also feels
that his extreme reaction is rather unexpected
and very unfortunate, and that the unhappy
conclusion is hardly inevitable.

3 G. B. Shaw : Preface to Man and Superman,
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self witheut losing one’s whole sense of
substantial existence . . . Timon’s metaphy-
sical position is untenable, but it had to be
adopted so that Alcibiades could be given the
vietory.

The play, however un-Shakespearean it may
seem to be In certain respects, ends in a truly
Shakespearean manner, witli words of ‘funeral’
praise, even as in Hamlet—the words of
Alcibiades being reminiscent of the last speeches
of Horatio and Fortinbras.

XVIII

Had Timon been performed in Shakes-
peare’s time, there would certainly have been
some changes in the text, but not many. It is,
however, quite clear that Shakespeare wanted
Timon to be different from his other plays.
Ellis-Fermor writes :

T think also that he was experimenting with
the structure . . . What was the experiment
in this case and what the consequent form,
it may be hard to discover.

But we shall find that it is not at all ‘hard to
discover’ the form and that TWmon is mnot ‘in
every way an unsatisfactory play.’

The design of Temon is quite clear from
Shakespeare’s use of sources. ~ The main source
is Plutarch’s Life of Marcus Antonius :

This Timon was a citizen of Athens, that lived
about the war of Peloponnesus, as appeareth
by Plato and Aristophanes’ comedies : in the
which they mocked him, ealling him a viper
and malicious man unto mankind, to shun all
other men’s companies but the company of

2 G, B. Harrison : Shakespeare’s Tragedies.
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° XIX

Tn commenting on the use of the subplot
Yeats® writes :

The Shkakespearean Drama gets the emotion
of multitude out of -the subplot which copies

the main plot, much as-a shadow upon the
wall copies one’s body m the firelight.

But the subplot of Twmon ig differvent. It
does not seck to produce what Yeats calls ‘the
emotion of multitude.” Here 1s another
instance of ingratitude, no doubt, but the reac-
tion in Alcibiades is very different from that
in Timon. The subplot is not mezrely a
contrast and comment ; it also gives an effective
conclusion to the  play. Ribner™ rightly

observes :
Timon himself has become a symbol of death,
as his invitation to the Athenians to hang
themselves from his tree may attest.  He
dies in total negation of the goodness of life
which in the opening scenes of the play he
had represented . . . The second senator
reminds the audience that all humanity is not
debased by the evil which is but a part of it
.. This theme is repeated 1n a series of
speeches, one following the other in a kind
of choral ritual . . . Alcibiades brings not
only retribution but forgiveness . . . Athens
is saved by a man who, like Timon, has
suffered through man’s inhumanity but has
come to see that there is nobility in God’s
creation in spite of evil. This evil he will
oppose as every new generation must, and he
will do so by the exercise of justice ... Tl_ns
is Shakespeare’s attempt at tragic reconcilia-

11y, B. Yeats : Ideas of Good and Evil.
©] Ribner: Patterns in Shakespearian Tragedy.

™
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force, the intention, changes : Timon seeks the
.corruption of society, as he distributes gold.

XXI

There is a strong choric element in the play.
Except Timon, Alcibiades, Apemantus and
Flavius the characters here appear in groups,
and as choric groups they serve the dramatic
interest by making a certain chain of episodes
possible. Instead of developing a strong
‘organic’ plot in which an episode grows out of
another, Shakespeare presents a rather loose
series of situations to depict the prosperity and
fall of Timon. Knight rightly points out :
‘The first acts convey the impression of riches,
ease, sensuous appeal, and brilliant display’.
The contrast comes in the woods. The choric
character of the play is at times emphasized by
the abundant use of certain refrain-like key-
words like ‘fortune’, ‘nature’, ‘heast’ and ‘dog’,
and Shakespeare makes full use of his poetic
power. Klucheére points out :

The major themes to which Shakespeare gave
poetic life in the preceding plays marked by
the same spirit are here developed with the
same abundance of images, the same imperi-
ous rhythms, the same tone of grave, profound
conviction. The diptych of good and evil,
the multiple significance of gold, the themes
of death and ingratitude, the cosmic symbols
of the stars, the tempest and the sea, stand
out here with amazing prominence.

XXII

The Morality play which appeared towards
the end of the Middle Ages was "an aective
influence even in the days of Shakespeare.
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2 XXIII
Sl_lakespeare's ‘unpleasant’ plays (which are
also mingled drama) ave All’s Well that Ends
TYP ell, Measure for Measure, Trotlus and
Oressida and Timon of Athens. - Of these works
the least unpleasant is All’'s Well that Ends
Well, a mingled drama as a dark comedy with
a touch of adventure which is rather romantic.
Tn the other three plays the degrees of
unpleasantness are fairly balanced.

Shaw?® calls some of his plays ‘unpleasant’

because, as he explains,

atic power 18 used to force the
spectator to face unpleasant facts. No doubt
all plays which deal sincerely with humanity
must wound the monstrous coneeit which it is
the business of romance to flatter. But here
we are confronted not only with the comedy
and tragedy of individual character’ and

destiny, but with . social horrors . . .

their dram

This explanation is not, however, fully satis-
factory. The unpleasantness ofea play does not
lie in its facts alone. The bare facts of life

agedies of Shakespeare

esented in the great tre
s pleasant but the plays cannot

ant. A play may be called
unpleasant only when its dramatic power is used
to produce an unpleasant impression, especially
for a certain purpose. Tn Shakespeare’s plays
Jesant not only are the facts of life (indivi-
as well as social) unpleasant but the final
also made unpleasant enough, and
lies in this unpleasantness.

pr
are by no mean
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dual
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much of their power

s G B. Shaw: Preface to Plays Unpleasant.
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-5 ROMANTIC MINGLING

I

Romeo and Juliet 1s one of the most
popular plays of Shakespeare, but it has not
received the critical attention which it deserves.
Its position is rather interesting because, though
1t 1s preceded and followed mainly by comedies,
it is Shakespeare’s first full experiment in

tragedy.

The Prologue 1s no
Shakespearean drama.
Shakespeare has some
Romeo and Juliet is the fir
uses it'. It appears in the
it is omitted in the Folio (1623), which prohably
means that while Shakespeare himself thought
it important, after his death it was dropped
hecause the actors had found it unnecessary.

Charlton® thinks that it is ‘a sort of
programme-prologue to prompt the audience to
see the play from the right point of view’. But
he does not explain why Shakespeare thought
it necessary to prompt ther audience. Besides,
what is ‘the right point of view’ 2 Commenting
on the emphasis on fate Charlton says :

The intent of this emphasis is clear . . . He
disowns responsibility and throws it on

2 Henry 1V, Henry V, Troilus and Cressida,

t a common device in
Tt is used only when
special purpose, and
st play in which he
Quarto (1599), but

1 The other plays are :

Pericles and Henry VIII,
:H. B. Charlton : Shakespearian. Tragedy.
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“’hlt‘h. were popular when he made his first
_experiment.
Harrison’ says :
As it is, at every critical moment something
goes wrong by unlucky accident ; and it 1is
mainly for this reason that Romeo and Julict
never achieves deep tragedy.
He further remarks : °
... if Friar Lawrence had reached the tomb
five minutes earlier, then all would have
bheen well.
Tt is true that the play is lacking in the sense
of tragic inevitability and that the tragie
disaster is made to depend on mere chance. But
it is wrong to say that the play fails to be ‘deep
tragedy’ mainly for this reason. The same
wealness appears in King Lear :
T pant for life : some good I mean to do,
Despite of mine own nature. Quickly send—
Be brief in it—to the castle ; for my writ
Ts on the life of Lear and on Cordelia :—
Nay, send in time. g 3
Had Edmund said all this a little earlier, ‘all
would have been well’, and King FLear would not

have been a tragedy !
II1

The plot of Romeo aid Juliet is derived
from Brooke’s story.* In the preface Brooke
explains the moral purpose :

And to this end, good Reader, is this tragical
matter written, to deseribe unto thee a couple
of unfortunate lovers, thralling themselves to
unhonest desire ; neglecting the authority

o

%G, B. Harrison : Shakespeare’s Tragcdies.
s A Brooke : Romeus and Juliet (1562) ed. J. J. Monro.
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Friar’s plan (fo provide room for the operation
‘of fate, in the interest of a long series of
theatrical situations) is made dramatically more
important, more central to the disaster. Besides,
Shakespeare could not give the young lovers the
maturity, depth and stature which are the
marks of truly tragic characters.

Something else is also lacking. Only a
certain pattern of incidents and characters,
however skilful, does not produce a tragedy.
There amust be a plane of tragic feeling and
thought, an imaginative realization of the forces
and mysteries of life, a tragic vision of life.
Romeo and Julvet 1s without this. vision and
vista. To organize the right relation between
fate and character for presenting a tragic vision
was beyond the capacity of the dramatist. So
while the tragic conception of character remains
undeveloped, fate remains external to feeling
and thought. It appears only in action as a
dramatic device for giving suitable turns to
situations ; it is never integrated into the
universe of tragic experience. The deeper levels
of tragic experience remain unexplored, and the
play is simply packed with incidents and
characters in a setting of quick action and
compressed time. Romeo and Juliet is good
theatre : it is not a good tragedy.

v

Tt is not ‘the right point of view’ to think
of Romeo and Juliet only as a tragedy. In a
sense, it is comedy made to move towards
tragedy. Here is a transition producing a play
which is the reverse of a tragi-comedy. Brooke’s
story has certainly a tragie design, but
Shakespeare’s treatment shows his interest in 1t

¢ : sMp—38
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L
And the continuance of their parents’ rage

Which, but their children’s end, naught could
remove.

On the other hand, there are situations and
characters to indicate the possibilities of the play
as a romantic comedy. Lawrence and the
Nurse could be made excellent ‘accomplices’,
and the escape of a disguised Juliet could be
made a thrilling episode. The elaborate plan
(IV : '1) of the Friar miscarried mainly
hecause it was too elaborate, and Juliet rashly
agreed because she was desperate. But a much
easier plan was to send her away immediately
in disguise with Friar John to Mantua where
she could join Romeo and be happy. Surely,
the odds were much heavier against Keats’s
Porphyro and Madeline than against Shakes-
peare’s Romeo and Juliet. As Shakespeare
worked on Brooke’s story, he found that his
heart was not in tragedy ; he was still under the
spell of comedy. Romeo and Juliet is a tragedy
only by courtesy.

King Lear was found so painful that Tate
holdly gave it a happy ending. 1n Romeo and
TJuliet the traces of comedy are so strong that a
tragic end seems to be a forced one. The stage
history of the play gives us at least one instance
of bold alteration—Davenant’s production of a

version by James Howard who converted the

play into a tragi-comedy °. Genest *“ mentions

that it was
altered by James Howard so as to preserve
Romeo alive and to end happily—it was
playeéd alternately as a Tragedy one day, and
¢ Romeo and Juliet is 2 ‘comi-tragedy’ or a kind of ‘comoedotragoedia’.

See p. 29.
¢a] Genest: Some Account of the English Stage from the Restore

tion in 1660 to 1830,

o
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as a Tragi-comed ; : ;
gl-comedy another, for several t ;
together, , Tor several times

v

the construiction and worked ot gt PAS i1
Gy ; ~e0Ib alld_worked out his play . . .
s Sﬁgglglﬁl aCtalSel 1 But an examination of the
ordinarily caref fa {eSpeare was not more than
Pl openillcl eful. . Romeo and Juliet has a
Sl howev% ’(11(1llckly followed by the feud
especiicl Iy aftl" oes not seem to be serious,
el er the Prince’s warning. The
Bl omantic comedy appears with
S allment and Benvolio’s remedy :

Be ruled by me, forget to think of her . . .
¥ giving liberty unto thine eyes ;

=MEL
Examine other heauties, ’ [l

;IY%? Blelg’x« olio urges Romeo to attend the dance
3 1ealp’ge s house, we know that the feud is not
s reat. The. third and fourth scenes are
N (ipmedy, dominated by the Nurse and
e }1 10 respectively. The fifth scene is both
fon El and romantie, and once again the feud is
S nd to be unsubstantial. It seems as if

hakespeare, like Capulet, enjoys the dance so
}mueh that he does not want it to be disturbed
0y the feud. So he effects a compromise
between the feud and the love-interest. But it
would have been better for the play, had Ty} }t
kept his knowledge of the pl’esenee’of R Do
secret to himself and planned hig mov o
soliloquy. The First Act closes Withoflt 1I}m;

("ﬁecti % ' ]."a g]..e hin 1
J J: and 'h J - =

7 .
G. B. Harrison :  Shakespeare’s Tragedies

The Prologue in the Second Aect gives us

the romantic pattern of love and opposition.
The Act closes with the hasty and seeret
marriage of the lovers, and except for a few
moments of uneasiness it is pure romantie
comedy, with the Friar emerging as the
controlling figure. The interest of the audience
is kept alive, and once again the feud is kept in
abeyance. There is even hope for reconciliation :

Tor this alliance may so happy prove,
To turn your households’ rancour to pure
love. [II: 2]

.
As the Third Act opens, Mercutio is once
again his brilliant self, but for the last time.
There is a note of warning : ‘For.now, these
hot days, mad blood is stirring.” Then in quick
succession come deaths and banishment. Scenes
9 and 3 are pathetic, but again the Friar gives
us hope :
Go, get thee to thy love, as was decreed . . .
But look thou stay not till the wateh be set,
For then thou canst not pass to Mantua ;
Where thou shalt live, till we can find a time
To blaze your marriage, reconcile your
5 friends,
Beg pardon of the prince, and call thee
back. [IIL: 3]
The fourth scene with its arrangement for
a hasty marriage of Juliet with Paris heightens
suspense because it places her i a desperate
situation. Such an arrangement immediately
after the death of Tybalt, Capulet’s ‘brother’s
son’, is, however, highly improbable, and a very
weak explanation, as an afterthought, is offered
in IV :
And, in his wisdom, hastes our marriage,
To stop the inundation of her tears ;

.
.
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hopeless because Friar
must I to the monument
the last scene. Paris
ed ; his appearance was
<hould be noticed how
awrence for a moment
ty to stab herself.
led, the play ends

Act is not altogether
Lawrence says: ‘Now
alone.” Then comes
should have been spar
not a necessity. It
Shakespeare withdraws Law.
to give Juliet an opportunt
As the sad story is fully revea
on a note of reconciliation.

Benvolio, Mereutio, Nurse, Capulet and
Lawrence are all figures meant for a comedy,
and there is nothing really tragic in oOr about
either  Romeo or dJuliet. Again, t.hQ art ﬁf
maintaining suspense and  deceving tﬂ -
audience for the last surprise 15 Pemﬂl?ﬂy
suited to comedy. In fact, Shakespeare employs

't ateris £ comedy to produce 2
the art and materials o y R

tragedy. For the tragic effect he :

on gi)a‘ghos, and he feels more at home %n. ﬂ;;
world of comedy. But the comic elemen lts £
odds with the pathetic, and the result 18 ECL[‘ 016}‘ :d
confusion in the aim of the dramatist. 1748 n§
has an art of its own, but the art of Romeo @

. f love
Juliet is that of the romantic comeC}y 0
and adventure ; it is not the art of tragedy.

VI

Romeo and Juliet sho‘ws Clea;jmltli]g;lksagg
improvement 1n both characterizat

. r : doubt.
construction—positive gains Y iy bt. But
okespeare’s handling

equally remarkable is Sh . ;
of its verse, the verse i mtnz%ti'li(;? d11a1naé
Rhyming and traces of ,SOI_m‘fdf bl § nkale &
times quite effective, but 10 15 - & e

tention. It 1s not

which deserves special att=r. ety
merely poetic ; it is verse which is not to be only
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Shallow’s reminiscences in prose in 2 Henry.

LY SHEL 52 S
For fluency and tension on a different plane
here is Capulet’s outhurst :
God’s hread ! it makes me mad : day, night,
late, early,
Art home, abroad, alone, in company,
)\ aking, or sleeping, still my care hath been
To have her mateht . . .
And then to have d wretehed puling fool,
A whining mammet, in her fortune’s tender,
To answer—<I will not wed,—I cannot love,
I -am too young : I pray you, pardon me’.

(Giraze where you will, you shall not house
with me. [IIL: 5]

VII

Goethe thought of drama primarily as
boetry, and he wrote :
Shakespeare belongs by T
of poetry ; in the history o
appears only casually.®
A similar approach is noticed in Goethe’s well-
known poem on Kalidasa's Abhijnﬁna—Shakun-
talam. The poem Wwas written ‘on Forster’s
German translation of William Jones’s Engligh
Tendering of the Sanskrit play, and appears 1n
Goqthe’s Antiker Form sich niherend (‘“Appro-
aching the Antique Form’) :°
Will ich die Blumen des friihen, die Friicgte
es

ight to the history
f the theatre he

spitern Jaheres, ¥ g
Will ich, was reizt und entziickt, will ich,
was sittigt und 1
Will ich den Himmel,
Namen begreife

* Quoted by E. C. Craig in On the Art of the

ihrt,

die Erde mit Hinem

~

Theatre.
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Summing-up of he has given us in the poem his
b of the poetry of the play. -
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in oot of Gocthe is the starting point
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n Prachin Sqj > lhdlan. literature, collecteC
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.. We notice in The Tempest oppression
and outrage, in Shakun’ala peace and good
) will ... In The Tempest man has not achieved
greatness through good, by cultivating love ;
he has tried to be the lord of the universe
by deminating it. In fact, the struggle for
power is the central theme of v th'q work.
Prospero, though driven out of his kingdom.
controls Nature by magic, and in the island
itself there are intrigues and treachery . . .
The very title of the play explains its stuft . ...
its conflict between Man and Nature, beltweeH
man and man, and power at the root of these
conflicts . . . But to oppose force by force
cannot be a final solution. QOur sense of

spiritual values goes deeper, and we want sn{
and evil to be removed by love, beauty anc
3 It1 ] npest, peace 11
good . . . It 1s powel in T_lze. Ter ;le, pT‘empes
Shakuntald ; victory by force 1 <ite z
but fulfilment through good in Shakuntala.

IX

‘hus The Tempest, a3 its title 51g111f16§,
deals with the tempest of human life. It 1% 1
play of conflict rather than 1'@0011011.111‘(10113 o1
the element of evil is only. temporarily qsubp?ni
ded and subdued ; it 13 neither totally 1?11'1mcf
nor spiritually resolved. -Here o neste e
calculated display of power, the source 0 Wt;; 4
IS magie, without any moral source (ﬁ san(i o5
Ariel and Caliban are only the unwi 1111g: s_iq\ es
of Prospero. When Ariel yearns for (fl%ef (111_1,
he is promptly and severely rebuke g fy 1 nﬁ
master who calls him a ¢malignant thing” fol ait:

- I i it more
his = ser But Prospero finds it
Tt 4 d threatens him :

difficult to manage Caliban an




xs T’ll rack thee with old cramps,
ill all thy bones with aches, make thee 1'0“0?"
(L=

. -

N ;

Cf.()l%i?an is, however, desperately malicious and
iie Z e%sgm'iift Prospero and Miranda, whenever
25 1s rio nOI)ﬂl){)l‘i:lllllty.. The evil remails ,}
B e 5o ((11(1)]1 ill 1)(;‘.1"'811?181;()11 or (:on‘quqst. T ll‘(.
L anl(( a Christian play for its stress
0L P unwﬂ(l _ forgiveness. _Uut_’\Vhat we ﬁn('
only when o Forgiveness COMG
power, the G -0 ST0] has had a full taste of
perso’ he source of which 1s magic not his
rersonality. ,

Prosper i
as they Sgg_}ﬁl wants revenge, and his eneimies
which servpgcll, j(he 1sland, start a conspiracy
know that ”thle(11 dly any dramatic purpose. Ve
But his tl"uugp}iu‘?' POV{GI.'leSS under his Sp%]]l-
T 1S onk hvsical i+ har y
T1ses y physical raral]

ses to a spiritual ].eve],y physical ; 1t he

X

What is the 1 i |
Gl (dth 1631 gh(», 1:0] e of Nature in T'he Tempest {
and the stran Ariel (Air) and Caliban (Barth

Strange beautiful island :

The fr
resh sprine. by ;
pring, brine-pits, barren placeo
and fertile : [T * 2]
e ing thee where crabs
ATL() I Wlth an 101] , gro\v ;
v r 11 < . 0
Show tn g mnails will dig thee .
€e a jay’s ionuts ;
0 Snare JAY’S nest. and ; ot
B thee a nimp). and instruct thee hoW
€ not afe le marmoset ;  [11 : 2!

Sound ar’d . .
UDGs, and‘sw’ethe isle

I Drithee, 1ot wie hy

g is full of noises .
airs, that give delight and
hurt not. [1IT : 2]
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B

Here are the eyes and ears of an explorer,
ﬂl}‘ detailed and delightful Renaissance 1mages
of voyages and discoveries. DBut, Tagore points
out, we do, not find in Te Tempest anything
like the spiritual intimacy hetween Man and
Nature which is one of the loveliest things in
Kalidasa’s play. In a sense, there is something
really hard and cold in both Prospero and
Miranda ; it 1s their lack of feeling towards
their island environments, & spiritual deficiency

which. makes them aliens in spite of their long
o has, there-

residence. One feels that Prosper
fore, no moral right to rule, and, as he and his
daughter leave the place without any regret zpld
feeling, the island also breathes a §1g11 of 1:elief.
The island setting 18 decorative ; 1t 18 & pictur-
esque hackground which, according to Tagore, 15
necessary for the plot, but not essentially 1'e]'ate_d
to the characters. To Shakespearo the full signi-
ficance and possibilities of the relation betiveen
Man and Nature wer

e not revealed.

XI

L]
Miranda is simple and innocent, butv:sl‘ice 12
placed in unusual circumstances. Her virtues

are, therefore, more circumstantial than natural.

Her in i : lack of experience,
nocence is ignorances < ce,
2 SQhe has nevel

lack of contact with S.ociety- DI real
R n s trial ; ghe is 1n an unre
nonage. Tagore Says -

Miranda grew up only
her ch

in the company of

qracter never haci an
Besides

rst stage of her life. ..

else 11 Shakespeare’s
da which Tagore has

her father, and s0 o
opportunity to develop naturalty . -
we see her on

There 18 Somethi_ng

characterization of Mi

ly in the

ran
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not noticed. It is a kind of inconsistency 9:1'
improbability which is fairly frequent ,t.
A X .
Shakespearean drama. Prospero proudly say>

Have I, thy schoolmaster, made thee mor(‘z
pro

: e
Than other princesses can, that have I?i(;;e

For vainer hours, and tutors not so C“reﬁ})}j

o 5=

And such is the success of Prospero the care’fuil-
tutor and father that when Ferdinand appears:

Miranda asks -

_ What it 1 a spirit

Lord, how it looks about ! Believe me, SIT;
t carries a brave form : hut ’tis a Splll[‘lt")'l
[ ST

Prospero explains :

No, wench ; it eats, and sleeps, and hath su%];
sense:
As we have, such.12 [1:2]

And Tt e : ¢
yet in course of three hours this ‘wenell

falls 3
Fersdixr;alg:l]e, 21111(111 ounces her intention to marr}l’ne
Says : ‘Sweet, 1oa a8 she plays at chess, S

Dresence of th; *d, you play me false” In the
Young map ¢ ROCent maiden who calls the

erdinand pot fclo qs PN, Progpero  instructs
marriage, Preak her virgin-knot’ befor®

In th
€ Sﬂme <
fCene 1
M‘randa says

Is the s
¢ third p, Thi
an 18
L that eer T saw ;

13

Hence bash:

Dt me, plyiy 5, oumming !

nandh

ne

wife, i ly i
S ey !

[0 : 1
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* XIT B
Let us consider another ill@on.SISt?&(g’ér hi};
magic Prospero brings his eneniies
control.
If by your art, my dea
Put the wild waters 11s

; have
rest father, you .
this Toar, allay them.

lown stinking

The sky, it seems, would pour € piteh,
g the We]kin’s

But that the sea, mounting to el

; [1:2]

Dashes the fire out. 1
But why didn’t he exercise 2 in a
was banished and lay helpless
As he says :

In few, they hurried us a-b::e

Bore us some leagues 10 &

' he
yower when Dé
1O boat

ard a bark,
(g. where they
t) 5 prepare(

oo'd y

A rotten carcass of & buztf ]tl]?g lvléoy ratd
Nor tackle, sail nor 1.11a.St 2 AT 2]
Instinetively have ql-ut s h rescued Al‘if;l
But when he reached the 1sl_a-n§1W‘f} ere the spirit
¥y magic from ‘a cloven pine twelve years DY
had been kept confined ,f q ‘blue-eyed hag
yeorax, a ‘damn’d witeh a.nl son he later
the mofher of Caliban: TFlsr twelve years
Punished—also byd m-?lglcil"' igland but tried

rospero remained 1M VU T cange.

peith:gl, to 90 hack nor to take reveng
1S one of the most impOl"C By nsistency
but ity use shows an ln(’é(l)le moral v

Weakens the plot and affects e
the pattern.™® As DPros

* Caliban says : . books s 1
First to possess his b0 nor hath 1ot s
He’s but a sot, as Ia :énf they all do hate

OngiepitiiolLs com.mbum but his books-

As rootedly as I
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sfrikes one
But it u}.so
10n whieh

every event and every chavacter, it
as a necessary dramatic device.
affects the spirit behind the reconciliat
15 hardly a necessity.
i ¢ oonery of 2
TxinL(;C u:tconm.dm:, again, the butfoonery © ; lt]-q(’
menlo-Stephano-Caliban episode. 1§ COA-S 1
phano-Caliban episode. It There

fun which does not' befit a serious play- i
s elsewhers

1\8’}}%“’“91', more serious coarseness ¢os Than's
Which 1s an unnecessary emphasis on (alibal'
of Pros

nehaov L i ; 3
1;,?}.1610115 attempts. Tven the dignity :
pero the master is very seriously affected :

e o The thou didst seek to violate
y 1e honour of my child. : !
Caliban : rO ho, O ho : \\foul,}(fl’t had been tlg];fed
Thou didst prevent; T ha 125 1else
o 1. 9]
s This isle with Calibans. (L
‘orget }Egnlca_hban meets Stephano he

it lLXelte the new-comer :

Srrl’d (})}rd 5 she will hecome thy bed,
ring thee forth hrave brood.

Thig . '
: Sensuality j ; s . e st Lol
defloration, .. comnection with vn‘gllllﬁ of

a > ; , ' g
) akespeare_ Pbears in geveral play

('l()(ns llot

s ~ant
1 wallﬂlo]’

(1L #

XII1

]C'(?“S The Tempest the last ]11
eg)gyz In fact, each of the p)
e iniequ“.neffl’he Tempest, CYM>" -
Driately caljoq o L@le—may be quite apl 40
nds ip each olf Compresged trilogy. Tillyat a
PPy an ])G,we?“]l a tragic pattern W' ,ULO
of Reendinio) - This 1= Tl

G Grl"le];'s()nlr.
2 Greek tpi

Ymbels
Svu;:?' 3G oy Mbeline ang e Winters :
Ueent : erson - th
.C\SVMH’{‘Y' n CrO_sS Currents in the Literatur®
- Tillyarg : ‘Sha
@kespeare’s I,qst Plays.
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both of which ,reveal full patterns of sorrows
and sufferings which, in spite of gross 1MPLo-
Babilities, add dignity to these plays. The
Tempest is different ; it has no pronounced
tragic pattern because there is SOITOW only at
moments of recollection :

What see’st thou else

T the dark backward and abysm of time ¥
Twelve years since, Miranda, twelve years
sinee,

Thy father was the Duke of Milan, and
A_prinee of power. [E: 2

X1V

There are ecertain points 1n Tagore’s

estimate of The Tempest which are to be care-

fully noted. Omne of the main objects of his
essay was to explain the difference between two
cultural traditions, the difference between the
East and the West. The Tempest and Shakun-
tala are, as he considers them, representafive
works. The following passage is significant in
this connexion :
Such restraint'” we have not noticed in any
other play. The poets of Kurope become
excited whenever they have an opportunity
to express the urgency of the senses . .. Such
examples are in plenty in Shakespeare’s plays
like Romeo and Juliet. There is not a single
play of Shakespeare which can be compared
with Shakuntala in depth, sublimity and

diseipline. e

The difference between the cultural tradi-
tions of India and Europe 18 the subject-matter
of many of the social essays whieh Tagore wrote
in the first two decades of the twentieth century.

3 Tagore refers to Shakuntala,

¢: sMp—9
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These essays sought to interpret the civilization

a:nd greatness of India and to recover au

ilieStO.re the lost prestige of a nation which Was
ghting against a foreign power.

Indig’g Tagove Shakuntale is the legacy of
=y tfmc}ent philosophy ; it is inspired by the
il 1008 of countless sages. It came as the
had deVPiOJeCtlon of an entire civilization that
P i :jpped through great historical forces
Spirituglll(inces and had always emphasized the
S (i%. ement in man. Goethe’s eulogy 1°
A erg to Tagore, an idle remark, for the
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the vista of .a new civilization. But the
spiritual quality or _discipline which Tagore
notices in Shakuntala is not the result of the
restless activity of a rather reckless generation ;
itis a slow; steady and patient achievement.
The Elizabethans did not cultivate it in their
age, and they could not produce it in their
literature. Their work is essentially romantic ;
it is lacking in the balance, depth and finish of
classical literature.
XVI

In a sense, however, the estimate of Tagore
is hardly fair. It is difficult to believe that
Shakespeare wanted T'he Tempest to be taken
as seriously as it is taken by Tagore and others.
Again, a study of the differences between the
two plays which belong to different types has
its limitations.

Shakespeare was a practical and successful
playwright. He knew what Beaumont and
Tletcher were doing in their new drama. Like
others of his age he had a journalistic flair, and
in The Tempest he made use of the contem-
porary accounts of adyenture 1n Bermudas 1n
the form of a dramatic romance which has much
of ‘the new seas and lands’ discovered in the
age of the Renaissance. The Tempest 18 very
good entertainment, probably offered on the
occasion of a marriage, and has snatches of the
purest poetry. But the planes of reality and
fancy are hardly integrated. The pattern of

ideas is feeble and unstable, giving rise to some

oT0SS inconsistencies and improbabilities. The

strength of The Tempest 1s 1ts poetry ; its
weakness lies 1n the dramatic pattern of

incidents, characters and ideas.
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robf&s mingled dvama, The Tempest has its
gear emﬁsggt {1}(1;; )013(,}16(;1;1% correlative. Shakes-
romantic com 1§ the materials of his _happy
which makes ;’(Iles but here is also a differency
of drama S'It i ,,Tem.pes_t a very different kind
Foult butt. ! s dltt,Ot mingling is certainly at
ShakeSDearé) 1\)-0? ry (which is rare even 1B
a certain unit Ly mnearly succeeds in giving it
nity of conception and impression.

XVII

Tl e e e B, :
in Rof;:e;();:;ln tJIZZ&Itt of mingling has produced
full suggestion of et a drama which offers the
tragedy. The sap a CO/medy and yet ends as &
very different i{.ln’l((f art, however, produces 2
ale, Cymbeline nT] o drama in The W iter’s
each of which thep e Tempest and Pericles, 1D
they all en(i h: 16re 1s a tragic strain, although
of the main f(;‘f{lp ﬂy 'Illese plays have some
are. in 111&11y”v\rauf'b of comedy, and yet they
ys unlike a mature Shakes-

- Pearean ¢ ]
voomedy like Much Ado About Nothing

T As You Like It
. Technicy)
: - 1cally L oelely
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or the romantic epic . . . and we shall be
truer to the spirit of these last products of
the Shakespearean muse if we call them
dramatic romances rather than dramas.

s

XVIII

There is in the mature comedies of Shakes-
peare a certain sense of triumph—youth’s
victory and life’s triumph—which we miss in the
romances. This does not mean that these plays
are altogether unrelated to the comedies. The
connexion between the two groups becomes clear
oven from the very raw material of their plots.
The difference, on the other hand, lies mainly 1n
treatment and becomes clear from the principal
characters and from Shakespeare’s view an
interpretation of life. The heroines of Shakes-
peare’s comedies are capable and competent.
But Miranda, Marina and Perdita are more
tender. They are the ‘daughters’ of Shakes-
peare, and there is a_ touch of affection and
even protection 1n his treatment of these
characters.”

These last plays are a separate group,
distinet from the other plays of Shakespeare,
and each has its own art of romantic mingling.
Tn these plays we notice a certain sense 0
regret and SorTOW, of great patience and
restraint, a mood of remInISCENCe and a touch
of wistfulness, a serenity and stillness, and a
kind of poetry which has a strange musIc and a
stranger magic of its own. There 1S, again, in
each of these plays a certain sense of fulfilment
__fulfilment of a pattern which seems to develop

ents and children repeatedly appears
drama but it receives a dramatic emphasis in plays
Lear and the dramatic romances,

20 The relation between par

in Shakespearean
like Hamlet, King
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terms of action. Even the ‘unities’ in The
Tempest bring hardly any real strength to its
structure. These plays of Shakespeare offer
interesting materials not only for the study of

he objective correlative but also

the problem of t
for an examine tion of the relation between

drama and poetry. In the earlier plays poetry
appears as drama ; 11l these last plays we have
at times drama almost primarily as poetry.
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