


e S e 8 L g, .

SULEYMAN DEMIREL UNIVERSITY
FACULTY OF PHILOLOGY
ELL DEPARTMENT

LITERATURE

(Collected Lecture Notes)
by

MURAT KAPLAN

ALMATY-2000

the university
Suleyman Demirel

Ln/lpfg/)aﬁ,;\




BbK 83.3(0)s73
K20 :

K20 Myba;r Kanna “Shakespearean Literature (Collected

Lecture Noes)” Almaty-2000, 242 pages
ISBN 9965-9126-4-5

K 46030(_)0000 BBK 83.3(0)a73
ISBN 9965-9126-4-5 © Murat Kaplan, 2000

CONTENTS

Chapter One - Introduqtion

Willlam Shakespeare

Autobiography

Marriage and Life in London

Honored as Actor and Playwright

Death and Burial at Stratford

'Did Shakespeare Really Write the Plays?
Secrets of the Sonnets

Shakespeare as an Elizabethan
Elizabeth 1 Symbolizes the Age

Drama in Elizabethan Age

The Stage Influences Shakespeare's Methods
Shakespeare as a Dramatist
Shakespeare’s Plots and Characters

His Poetic Greatness; Examples of His Poetry
How the Plays Came Down to Us?
Critics Rank The Plays

Reasons for His Popularity

New Shakespeare Work Discovered
Chief Known Facts of Shakespeare's Life
Shakespeare’s Four Periods

Chronology of The Plays

. oP



Chapter Two - Comedies

As You Like It
The Globe Theater
A Midsummer Night’s Dream

Chapter Three - Historical Plays

Henry 1V, Part 1
Julius Caesar

Chapter Four - Tragedies

Hamlet
Othello
Romeo and Jullet.

Chapter Five — The Sonnets

Brief Note on Sonnets
Shakespearean Sonnets

A Paraphrase of SONNET 116
Selections from ‘The Sonnets’

Shakespearean the-rature.

31
48
59

89

- 106

137
177
204

232
234
236
237

PO

%

Shakespearean Literature

Chapter one
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Shakespearean Literature

Out, our, brief candle!
Life’s but a walking shadow, a poor player,
"That struts and frets his hour upon the stage,
And then is heard no more. Itis 2 tale
Told by an idior, full of scund and fury,
Signifying nothing.
E—," 7 S—

Excerpt from Macbeth -

WILLIAM SHAKESPEARE
1564-1616

William Shakespeare is an English playwright and poet
whose body of works is considered the greatest in English
literature. His plays, many of which were performed at the Globe
Theatre in London, include historical works, such as Richard II,
comedies, including Much Ado about Nothing and As You Like It,
and tragedies, such as Hamlet, Othello, and King Lear. He also
composed 154 sonnets. The earliest collected edition of his plays,
the First Folio, contained 36 plays and was published
posthumously (1623).

For more than 350 years, William Shakespeare has been
the world's most popular playwright. On the stage, in the movies,
and on television his plays are watched by vast audiences. People
read his plays again and again for pleasure. Students reading his
plays for the first time are delighted.

Shakespeare's continued popularity is due to many things:

His plays are filled with action, his characters are bel.ievabie, and his
language Iis thrilling to hear or read. Underlying all this is
Shakespeare's deep humanity. He was a profound student of people
and he understood them. He had a great tolerance, sympathy, and

love e, good or evil.
for all people, g gedy, the audience is

While watching a Shakespearean tra
moved and shaken. After the show the spectators are calm, washed

clean of pity and terror.
g/ comedy is full of fun. The characters are

A Shakespearean
lively; the dialogue is Witty: In the end young lovers are wed; old



Shakespearean Literature

‘ I I re Ise men are i

AUTOBIOGRAPHY

His Boyl‘llvpod in Stratford-upon-Avon
England ir:"‘fs"“;fl}%lfesmare was born in Stratford-upon-Avon
Elizabeth 1. He was choips the sixth year of the reign of Queen
his birth is' unkr‘::a;nChI'rtls:gge? on.Aprit 26 of that year. The day of
feast of St. George. ong been celebrated on April 23, the
Arden Shgie‘:::artge'rth'rd.c“"d and oldest son of John and Mary
was born. The otte wo sisters, Joan and Margaret, died before he
Richard, and Edmu eg children were Gilbert, a seco'nd Joan, Anne
e e eaamund. nly the second Joan cutlived wiliam.
was an alderman of St ather was a tanner and glove maker. He
high bailiff, or mayer __Fatford for years. He also served a term as
lost most of his f?!éne. 3vward the end of his life John Shakespeare
little real estate Noz: hen he died in 1601, he left William only a
except that she c'ame-f".'.‘.”‘:h is known about Mary Shakespeare
Stratford-u po:_’:‘ a wealthier family than her husband. '
England. In Shakespear \(en is in.Warwickshire, called the heart of
wooded. The town feelf €s day it was well farmed and heavily

: The town wa Was prosperous and progressive.
Shakespeare went t as proud of its grammar school. Young
known. He may haveobltl althouqh when or for how long is not
years. His studies musteehn a pupil there between his 7th and 13th
was probably good i f!ave been mainly in Latin. The schooling
Shakespeare's boyhood our schoolmasters at the school during
Nothing definltwere graduates of Oxford University.

content of his plays, h e Is known about his boyhood. From the
and fields, about b)ilrés € must have learned early about the woods
outdoor Sports, and ;b'"sef-'f-sl and small animals, about trades and
with such good' s t_)rut the country people he later portrayed
amazing stock of Taus hen and later he must have picked up an
music, and other arts aagqut hunting, hawking, fishing, dances
must have learned ab "t sports. ‘Among other subjects, he alsc'o
and law. As good wrltou alchemy, astrology, folklore, medicine
ers do, he must have collected information

both from bg
him. oks and from daily observation of the world around
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Marriage and Life in London

In 1582, when he was 18, he married Anne Hathaway. She
was from Shottery, a village a mile (1.6 kilometers) from Stratford.
Anne was seven or eight years older than Shakespeare. From this
difference in their ages, a story arose that they were unhappy
together. Their first daughter, Susanna, was born in 1583. In 1585
a twin boy and girl, Hamnet and Judith, were born.

What Shakespeare did between 1583 and 1592 is not
known. Various stories are told. He may have taught school, worked
in a lawyer's office, served on a rich man's estate, or traveled with a”

company of actors. One famous story says that about 1584 he and
oaching on the estate of Sir- Thomas

some friends were caught p:
Lucy of Carlecote, near Warwick, and were forced to leave town. A
less likely story is that he was in London in 1588. There he was

supposed to have held horses for theater patrons and later to have
worked in the theaters as a page.

: By 1592, however, Shakespeare was definitely in London
and was already recognized as an actor and playwright. He was
then 28 years old. In that year Robert Greene, a playwright,
accused him of borrowing from the plays of others.

Between 1592 and 1594, plague kept the London theaters
closed most of the time. During these years Shakespeare wrote his
earliest sonnets and two long narrative poems, Venus and Adonis'
and ‘The Rape of Lucrece'. Both were printed by Richard Field, a
boyhood friend from Stratford. They were well received and helped

establish him as a poet.

Shakespeare Prospers

Until 1598 Shakespeare's theater work was confined to a
district northeast of London. This was outside the city walls, in the
parish of Shoreditch. Located there were two playhouses, the
Theatre and the Curtain. Both were managed by James Burbage,
whose son Richard Burbage was Shakespeare's friend and the

greatest tragic actor of his day.
Up to 1596 Shakespeare lived near these theaters in
Bishopsgate, where the North Road 'enteret?' tt_}i a%tzé :ic‘)l:'cfttlcr,n:
ved across the Ihaf
between 1596 and 1599, he move e ose and the

i kside. There, two theaters an
district called Banksl o e e e oe Burbage's

Swan, had been built by Philip He
in London as a theater manager. The Burbages
et ko, th and built the famous Globe

also moved to this district in 1598
Theatre. Its sign showed Atlas supporting the world. Shakespeare
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was associated with the Globe Theatre for the rest of his active life.
He owned shares in it, which brought him much money.

- Meanvihile, in 1597, Shakespeare had bought New Place,
the largest house in Stratford. During the next three years he
bought other property in Stratford and in London. The year before,
his father, probably at Shakespeare's suggestion, applied for and
was granted a coat of arms. It bore the motto Non sanz droict--Not
without right. From this time on, Shakespeare could write
“Gentleman"” after his name. This meant much to him, for in his day
actors were classed legally with criminals and vagrants.

-Shakespeare's name first appeared on the title pages of his
printed plays in 1598. In the same year Francis Meres, in 'Palladis
Tamia: Wit's Treasury', praised him as a poet ‘and dramatist.
Meres's comments on 12 of Shakespeare's plays showed that
Shakespeare's genius was recognized in his own time.

Honored As Actor and Playwright

Queen Elizabeth I'died in 1603. King James I followed her
to the throne. Shakespeare's theatrical company was taken under
the king's patronage- ard called the King's Company. Shakespeare
and the other actors. were made officers of the royal household. The
theatrical company was the most successful of its time. Before it
was the King's-€oimpany, it had been known as the Earl of Derby's
and the tord Chamberfain's. In 1608 the company acquired the
Blackfriars Theatre. This was a smaller and more aristocratic theater
than the Globe. Thereafter the company alternated between the two
playhouses. . '

Plays by Shakespeare were also perform f
court and in the castles of the nobles. A?ter 16§g ggatl?:sggz:
probably acted little, although he was still a good actor. His favorite
roles seem to have been old Adam in 'As You Like It' and the Ghost
in ‘Hamlet'. In 1607, when he was 43, he may have suffered a
serious physical breakdown. In the same year his older daughter
Susanna married John Hall, a doctor. The riext year Shakespeare's
first grandchild, Elizabeth, was born. Also in 1607 his brother
Edmund, also a London actor, died at the age of 27.

The Mermaid Tavern Group
: About this time Shakespeare becdme one of the group of
now-famous writers who gathered at the Mermaid Tavern located
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on Bread Street in Cheapside. The Friday Street Club (also called
the Mermaid Club) was formed by Sir Walter Raleigh. Ben Jonson
was its leading spirit (see Jonson). Shekespeare was a popular
member. He was admired for his talent and loved for his kindliness.

Thomas Fuller, writing about 50 years later, gave an
amusing account of the conversational duels between Shakespeare
and Jonson: "Many were the wit-combats betwixt him and Ben
Jonson; which two I behold like a- Spanish great galleon and an
English man-of-war; Master Jonson (like the former) was built far
higher in learning; solid, but slow, in his performances.
Shakespeare, with the English man-of-war, lesser in bulk, but
lighter in sailing, could turn with all tides, tack about, and take
advantage of all winds, by the quickness of his wit and invention.*®

Jonson sometimes criticized Shakespeare harshly.
Nevertheless he later wrote a eulogy of Shakespeare that Is
remarkable for its feeling and acuteness. In it he said:

Leave thee alone, for the comparison Of al
that Insolent Greece or haughty Rome  Sent forth, or
since did .from their ashes come. Triumph, my Britain,
thou hast one to show To whom all scenes of Europe
homage owe. He was not of an age, but for all time! . .
................ Sweet Swan of Avon! what 8
sight it were  To see thee in our waters yet appear,
And make those fiights upon the banks of Thames,
That so did take Eliza, and our James!

Death and Burial at Stratford ,

Shakespeare retired from his theater work in 1610 and
returned to Stratford. In 1613 the Globe Theatre burned. He lost
much money in it, but he was still wealthy. He shared in the
building of the new Globe. - .

On April 23, 1616, Shakespeare died at the age of 52. This
date is according to the Old Style, or Julian, calendar of his time.
The New Style, or Gregorian, calendar date is May 3, 1616. He was
buried in the chancel of the Church of the Holy Trinity in Stratford.

~ o
Did Shakespeare Really Write the Plays?

The oul:wa_rd events of Shakespeare's life are ordinary. He
was hard working, sober,-and middle-class in hig ways. Hg steadily
gathered wealth and took good care of his family. Many people have
found it impossible to believe that such a man could havg written
the plays. They feel that he could not have known such heights and
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depths of passion. They believe that the people around Shakespeare
expressed little realization of his greatness. Some say that a man of
his little schooling could not have learned about the professions, the
aristocratic sports of hawking and hunting, the speech and man'ners
of the upper classes.
Since the 1800s there has been a ste [
that Shakespeare did not write the plays or th:tdztﬁgrosrtditg ?’L?—V:
long time the leading candidate was Sir Francis Bacon. Books on the
Shakespeare-Bacon .argument would fill a library. After Bacon
became less popular, the Earl of Oxford and then other men were
suggested as the authors. Nearly every famous Elizabethan was
gg%elg.ezgr? crlr;?rs\:f t't-\eactegghhis been Christopher Marlowe. Some
b hole grc')_iup of poets and pl:y ;ggﬁge Is an assumed name for a
. owever, . sofme men ar : -
Meres in 1598 and Jonsori in 1623-did r::légzem?zaerehéo:v:égrggleé
man and as a writer. 7o argue that an obscure Stratford boy could
not have become the Shakespeare of literature is to ignore the
mystery of genius. His knowledge is of the kind that could not be
learned in school.’It is the kind that only a genius could learn, b
applying a keen intelligence to everyday life. Some great it Y
have hadT?nve'r;l les:h schesling than Shakespear'e great writers
e idea that Shakespeare's plays and i
by another is an interesting POSsibilit‘:,_ Ltﬁgggﬁ’\o‘iatm\:agegsgggstizg

as far back as the middle of t
author, this belief has diminishgc?. 19th century that Bacon was the

Secrets of the Sonnets
People want to know m
life. They have searched his '.;;g;ﬁ
However, he left 154 sonnets, pub|
wishes, in 1609. Many readers pe
important part of his life.

The sonnets have att .
else he wrote except Hamlet. Argc,gf,gt,"‘f';ﬁ;“:"tw" than anything
SP;?};'E %‘;‘:ymg;g '"t:?fe;'i'eg in them because tﬁsurﬁ?.tg?ge;iz
. ry is hinted a
Shakespeare's feelings toward a ;'our:;h:;bgrzgn t‘?,:f It concerns
by steal_ing the affections of a sweetheart and b 0 wronged “".“
friendship to another poet. In the end th y transferring his
forgiven. € young nobleman is

about Shakespeare's private
for hints, with little result.
ished, probably against his
lieve that these reveal an

10
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‘Whether this really happened or was only invented makes
up the "problem of the sonnets."” People have tried to find out who
the “friend," the “dark lady," and the “rival poet" actually were. One
theory is that the friend was William Herbert, earl of Pembroke.
Another is that he was Henry Wriothesley, eari of Southampton. The
best opinion is that the sonnets are so full of detailed passion they
probably refer to some actual happening. However, this cannot be
proved.
Shakespeare's other nondramatic poems include 'Venus
and Adonis' and 'The Rape of Lucrece'. Both are full of gorgeous
imagery and pagan spirit and very obviously the work of a young
man. There are also about 60 songs scattered throughout the plays.
The songs show the finest Elizabethan qualities in their orighmality,

melodies, and rhythms. -

Shakespeare As an Elizabethan

The English Renaissance reached its peak in the reign of
Queen Elizabeth 1 (1558-1603). In this period England was
emerging from the Middle Ages. It changed from an absorbing
interest in heaven and an afterlife to an ardent wonder about this
world and man's earthly existence. It was an age when men were
curious, active, and brave. They boldly explored the past, the Earth,
and themselves.

At its best the periocd showed an intellectual and physical
daring. It produced such adventurers as Walter Raleigh and Francis
Drake. It had such statesmen as Lord Burghley, and such scholar-
gentlemen as Philip Sidney. Philosophers such as .Francis Bacon,
scientists such as Willlam Gilbert, and poets such as William
Shakespeare belonged to this period.

At its worst the age was extravagant and brutal. Its
extravagance showed in the general population’s dress, manners,
and speech, which were elaborate and omate. The language was
growing fast. It was suited to magnificent poetry. Shakespeare's
vocabulary was large, but its size is less remarkable than its
expressiveness. English spgsch reached its peak of strength
between 1600 and 1610. Then the King James Versiop of th? Bible
was being made, Bacon was fwritl:gr_a h,lesd ief:i;mous Essays', and

s composing his great tragedies.
Shakespe_'?hr: ‘::gple oﬁhe gEngligh middle class were stern, moral,

and independent. London's citizens held fast to their r_ig ts. They
did not h’:asitate to defy the royal court if it became too arrogant.
Nobles, citizens, and common people all loved ‘the stage, its

11
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pageantry and poetry. _Wealthy people encouraged and supported
the actors. They paid for the processions, masques, and
tc;urrzaznents,t evéhicri‘ththe public loved to watch. Men of the royai
cou ompe wi one another in d i

fattery of the aucen. ress, entertainment, and

Elizabeth I Symbolizes the Age
The queen herself was the symbol of
1€ € the glory of England.
To her people Elizabeth I stood for beauty and greagtngs. Histgrians
do not agree on her greatness or her flaws, but to her subjects, she
SSZeS'IOﬁana’ as Edmund Spenser portrayed her in 'The Féerie
During her"reign the country i
grew in wealth
despite plagues and other calamities. The queen's freed?)r:: v;::;’ ?1:;
g;zagig .t-,hé]: rstggt"?(f all Englishwomen. Like her, they talked, joked
Somedies.) e men. (Women do exactly this in Shakespeare's
] Moralists felt it necessary to ; i
B 5 preach against the loweri
mObl'lalS: Etr?el Qgprhessloq of the poor, and tr?e greediness ot? gttg
nobles. England, however, was still Merrie England. It had the best

inns and the richest and most : ;
were the best clothed and house;?ried foods In Europe. Its people
Drama in the Elizabethan Age
high SOIQE nt:.l;t;‘eavg of ‘the Spanish Armada raised English spirits

9 ‘e believed th eré convinced that England’ was great. Young
SEOFe the V 15’at one Englishman could beat six Spaniards.
uring etyeap"ls 90-1600 the nation became intensely interested
"]'1 fts lpas - hgywrights catered to this patriotism by writing
chronicles, or history plays. These were great sprawling dramas
telling the storleg of England's kings. 'Shakespeare wrote ten of
tErx‘J?-glr;eThe same interest spread to the history of other nations of

When Shakespeare came to London
he f
alive and strong. People enjoyed going to the th::tg? t:l: tsh?»«aéﬁg
shrewdly written for the public's taste. The theater was asy opular
then as movies and television are now. Thz first puplic theagef had
been opened in 1576. A group of talented men, the University Wits
had already developed new types of plays out of old forms and had
learned what the public wanted.
Playwrights of the time were practical me

making a living. They may have been well educated, bur;' thlgntvec:z

12
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more eager to fill the theaters than to please the critics. The result
was that almost from the start the drama was a popular art. It was
not, as in France, a learned and classical art.

Shakespeare did not have any fancy notions. He listened to
what the public said, and he was quick to detect changes in popular
taste.- He wrote his plays to be acted, not read. He took whatever
forms were attracting attention and made them better. To save
time he borrowed plots and put down other men's thoughts in his
own words.

A dramatist in those days was also likely to be an actor
and producer. He joined a company and became its playwright. He
sold his manuscripts to it and kept no personal rights in them.
Revising old plays and working with another writer on new ones
were common. Such methods saved time. The demand for plays
was great and could never be fully met. -

No manuscripts of Shakespeare--with the _possible
exception of a scene from 'Sir Thomas More'--and very few
manuscripts of other dramatists of the period have survived. The

* dramas were written to be played, not printed, and were hardly

considered literature at all.
A company of players was a cooperative group that shared

the profits. Its members had no individual legal or political rights.
Instead the company looked for a patron among the rich nobles.
Members became his “servants,” or "men,” and received his
protection. A company was usually made up of eight or ten men
who took the main parts. Other actors were hired as needed. Boys
took the female parts, for women did not appear on the stage.
Public theaters were usually round, wooden buildings with
three galleries of seats. The pit, or main floor, had no roof. There
were no seats in the pit, and its occupants were called "groundlings”
because they stood on the ground. Admission to the pit was usually
a penny. The galleries, boxes, and stage cost more. Plays were put
on in the afternoon. Private theaters were of the same general
design, except that they were square and entirely roofed.
Shakespeare wrote most of his plays for the Globe Theatre.
Historical research indicates that its main stage was about 40 feet
(12 meters) wide and that it projected 27 feet (8 meters) into the
pit and had a roof of its own. Behind it was a recessed inner stage,

i , curtains. Above the Inner stage was a
W o D e, with curt d a balcony. Above this was a

curtains an
second inner stage, with I for dramatic action. On top of

music room.. Its front could be used for
the stage roof were hoists for raising and lowering actors and

13
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pageantry and poetry. Wealthy people encouraged and supported
the actors. They paid for the processions, masques, and
tournamengs,; which the public loved to watch. Men of the royal
court competed with one another in dress, entertainment, and
flattery of the queen. ’ . ’

Elizabeth I Symbolizes the Age :

The queen herself was the symbol of the glory of England.
To her people Elizabeth I stood for beauty and greatness. Historians
do not agree on her greatness or her flaws, but to her subjects, she
was Gloriana, as Edmund Spenser portrayed her in ‘'The Féen‘e
Queen’'.

During her reign the country grew in wealth and power,
despite plagues and other calamities. The queen's freedom was né
greater than that of all Englishwomen. Like her, they tatked, joked
and even cursed like men. (Worfien do exactly this in Shakespeare's
comedies.) - -

Moralists felt it necessary to preach against the lowering of
morals, the oppression of the poor, and the greediness of the
nobles. England, however, was still Merrie England. It had the best
inns and the richest and most varied foods in Europe. Its people
were the best clothed ahd housed.

Drama in the Elizabethan Age

The defeat of the Spanish Armada ralsed English spirits
high. Sober men were convinced that England was great. Young
people believed that one Englishman could beat six Spaniards.
During the years 1530-1600 the nation became intensely interested
in its past. Playwrights catered to this patriotism by writing
chronicles, or history plays. These were great sprawling dramas
telling the stories of England’s kings. Shakespeare wrote ten of
them. The same interest spread to the history of other nations of
Europe.
g When Shakespeare came to London he found the theater
alive and strong. People c_anjoyed going to.the theater., Plays were
shrewdly written for the public's taste. The theater was as popular
then as movles and television are now. The first public theater had
been opened in 1576. A group of talented men, the University Wits,
had already developed new types of plays out of old forms and had

learned what the public wanted.
Playwrights of the time wére practical men, bent on

making a living. They may have been well educated, but they were
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more eager to fill the theaters than to please the critics. The result
was that almost from the start the drama was a popular art. It was
not, as in France, a learned and classical art.

Shakespeare did not have any fancy notions. He listened to
what the public said, and he was quick to detect changes in popular
taste. He wrote his. plays to be acted, not read. He took whatever
forms were attracting attention and made them better. To save
time he borrowed plots and put down other men's thoughts in his
own words. . v ) :
A dramatist in those days was also likely to be an actor
and producer. He joined a company and became its playwright. He
sold his manuscripts to it and kept no personal rights in them.
Revising old plays and working with another writer on new ones
were common. Such methods saved time. The demand for plays
was great and could never be fully met. -

No manuscripts of Shakespeare--with the possible
exception of a scene from 'Sir Thomas More'--and very few
manuscripts of other dramatists of the period have survived. The
dramas were written to be played, not printed, and were hardly
considered literature at all.

A company of players was a cooperative group that shared
the profits. Its members had no individual legal or political rights.
Instead the company looked for a patron among the rich nobles.
Members became his “servants,” or "men," and received his
protection. A company was usually made up of eight or ten men
who took the main parts. Other actors were hired as needed. Boys
took the female parts, for women did not appear on the stage.

Public theaters were usually round, wooden buildings with
three galleries of seats. The pit, or main floor, had no roof. ‘Ijhers
were no seats in the pit, and its occupants were called "groundlings
because they stood on the ground. Admission to the pit was usually
a penny. The galleries, boxes, and stage cost more. Plays were put
on in the afternoon. Private theaters were of the same general
design, except that they were square and entirely roofed.

Shakespeare wrote most of his plays for the Globe Theatre.
Historical research indicates that its main stage was about 40 feet
(12 meters) wide and that it projected 27 feet (8 meters) into the
pit and had a roof of its own. Behind it was a recessed inner stage,
which could be hidden by curtains. Above the inner stage was a
second inner stage, with curtains and a balcony. Abqve this was a
music room. Its front could be used for dramatic action. On top of
the stage roof were hoists for raising and lowering. actors and

13
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properties. On performance days
ol ys 8 flag was flown from a turret
The Elizabethans may have used no ) i
e Elizg _ scenery, but their
zl;ar?;nzzs 2:; eglgll;ely ?ar?.‘They_ used good-sized propl;:yrties heavy
» ane ‘€laborate furniture. Their costumes lly copi
from the‘fashionable clothes of the d ich. ‘The outer stage
| ay, were rich. The outer stage
;ths generally- ‘used for outdoor scenes :amd mass effects. The innger
lovgrs w_;}s used for indoor scenes and for cozy effects, as between
- Ihe upper stage was used for scenes at windows or walls.

au Sgene. Th
lence, encouraged Speechmaking. This may be the reason for

the long and impassfoned speéches of the plays

With o women "3
natural somtghg:, w&%e“ actors, men made up as women seemed
above, the Suther o ?o stage lighting and with the daytime sky
and weather of the plav. Tt Speeches about the time, season
'‘Macbeth'. The ac&;g%" _The'" € are more than 40 such sbéeches ir;
were close to the aristo ecraretggps‘e to the audience; the groundlings
all. He mixes horseplay with . r?rakeSpeare had to appeal to them
poetry. T Philosophy and coarseness with lovely

For th y
chief sources G;Shge'c:;g Shakespeare wrote at least 37 plays. The
Men', Raphael Home h were Plutarch's 'Parallel Lives of Iilustrious
Ireland", and soma [ t: ed's Chronicles of England, Scotland, and
plays from older c?ra alian novelle, or short tales. He borrowed a few

' ' fas and from English stories. What he did with

the sources is more impor \
original gave him whatpﬁga:ete?;; tt?e sources themselves. If his

orgnai g _ o :
changed it. These changes show hjs geniuuss:g ;tdgﬁglt);étlf not, he

Shakespeare As a Dramatist

but mey?h;gaﬁg about Shakespeare are Interesting in themselvés
wrote b e to do_with his place in literature. Shak ’
by i is plays to give plqasure. It is possible to Spoil. th at‘ eispeare
Y fg‘) ving too much attention to his life, his times, and I? pleasure
?ormgughghou:hwhtat he actually wrote. He can be ae?ijot'e?ﬂ e:logfonlz
’ e theater, isi ;
these things, or on television without oy knowing any of

14
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Some difficulties stand in the way of this enjoyment.
Shakespeare wrote more than 350 years ago. The language he used
is naturally somewhat different from th= language of today.
Besides, he wrote in verse. Verse permits a free use of words that
may not be understood by some readers. His plays are often
fanciful. This may-not appeal to matter-of-fact people who are used
to modern realism. For all these reasons, readers may find him
difficult. The worst handicap to enjoyment is the notion that
Shakespeare is a "classic," a writer to be approached with awe.

The way to escape this last difficulty is to remember that
Shakespeare wrote his plays for everyday people and that many in
the audience were uneducated. They looked upon him as a funny,
exciting, and lovable entertainer, not as a great poet. People today
should read him as the people in his day listened to him.-The
excitement and enjoyment of the plays will banish most of the

) difficulties.

Shakespeare's Plots and Characters o

Shakespeare's knowledge of men and his poetic skill
combined to make him the greatest of playwrights. The world has
finally made up its mind about this greatness. Many people spend
their lives studying Shakespeare.

His plots alone show that Shakespeare was a master
playwright. He built his plays with care. He seldom wrote a speech
that did not forward the action, develop a character, or help the
imagination of the spectator. The plays should be read twice. The
first reading should be a quick one, to get the story. The second,
more leisurely, reading should bring out details. The languag_eritself
should be studied.” It has great expressiveness and concentrated
meaning. An edition with good explanatory notes is helpful. i H

Many of Shakespeare's plots are frankly farfetche. 'h e
Belonged to an age, which was romantic and poetic. People still had
the power to make believe. They did .not go to the theater to see
real life. They wanted to be carried away to other times andfpla::s
or to a land of fancy. The imaginative reader today loves him for the
same reason. There were really no such places as his Bohemia or
Illyria or Forest of Arden, though the names were real. He has
never been equaled in the. invention of supernatural creatures--

d fairies.
ghosts, Mggihgrsrél?:speare’s art is realistic in the sense' that it is true
to life. His plots, as in King Lear, A Midsummer Night's Dream, and
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The Tempe i
ctormaiy truc, JiY Seem fantastic. Actually, they are powerfully and
They "ves;gatf‘isfrﬁﬁ:je S people are alive and three-dimensional.
areNthosa"SF s nd as warmly as close friends. His best portrayals
almost as good Fgreat heroes. Yet even his minor characters are
young women, ”or example, he created in his plays more than 20
ol the' all about the same age, of the same station in life
however, same social background. They are as different,
» as any 20 girls in real life. The same can be said of his olé

" ’ f I
r ’ g i v r

His Poetic Greatness

N iter i 3
beauty or power. Ir th eep thoughts and feeling in words of great
P L ‘;’ e te,chmca_l skills of the poet--rhythm, sound
oS immensep IO!‘-- he remains the greatest of craftsmen. His'
from the speach of cé extends from funny puns to lofty eloquence,
= el Orl‘?_'rvnm men to the language of philosophers.
called blank verse. Thi is. plays is the unrhymed iambic pentameter
English poets. in -th IS was first used in Italy. It was taken up by
SRl ot he réign of Henry VIII. The University Wits
form. Shakes pher Marlowe, developed it as a dramatic versé
peaye perfected it. With John Milton, he made it the

Examples of His Poetry

To gain an im i
ressi :
pression of Shakespeare's power and variety,

read such passages as P .
Scene I: rospero's speech in_The Tempest, Act 1V,

Our revels now are-e
-ended. These ou

If’c::t—gt?'.:;i yqr{, were all spirits and Are r;eft:?rfr;toA;irr
o ;uguéa gg% Tc:fv the baseless fabric of this w‘sr‘on’
- ers, the gorgeous ;
’s:’?zn?p temples, _the great globe itself, Yea'vo a;’c f:!"ﬂcjf;hﬁ
rit, shall dissolve And, like this ineubstantial
Pageant faded, Leave not a rack behind. We afea;ugl
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stuff As dreams are made on, and our little life Is
rounded with a sleep.

And then read Lorenzo's speech in the last act of The Merchant of
Venice:

How sweet the moonlight sleeps upon this bank! Here
will we sit and let the sounds of music Creep in our
ears. Soft stiliness and the night Become the touches of
sweet harmony. Sit, Jessica. Look how the floor of
heaven Is thick inlaid with patines of bright gold.
There's not the smallest orb which thou behold'st But in
his motion like an angel’ sings, Still quiring to the
young-ey'd cherubims; Such harmony is in immortal
souls; But whilst this muddy vesture of decay Doth
grossly close it in, we cannot hear it.

Then compare other great passages, such as Shylock's (in
The Merchant of Venice) "Signior Antonio, many a time and oft";
Mercutio's (in Romeo and Juliet) "0, then, I see Queen Mab hath
been with you"; Richard II's "No matter where; of comfort no man
speak"; Hamlet's "How all occasions do inform against me';
Claudio's (in Measure for Measure) "Ay, but to die, and go we know
not where"; Othello's "Soft you, a word or two before you go";
Jaques's (in As You Like It) "A fool, a fool! 1 met a fool i’ the forest";
and Cleopatra's (in Antony and Cleopatra) "Give me my robe, put
on my crown." Each speech could come naturally from the speaker
and from no one else, Each is very moving. Each has great rhythmic
flow and force. Yet each is in the same basic pattern. :

Shakespeare's love of words sometimes leads him to r.ant
and bombast, pun and quibble. In haste he sometimes .wrltes
nonsense. At times his minor characters talk with affectation or
without taste. He can be coarse, and he sometimes shocks the
reader by his lack of feeling. Yet most of his faults were na'tural _to a
writer of his time. This age was not ashamed of man's animai
nature, and it did not doubt man's divinity.

How the Plays Came Down to Us
Since the 1700s scholars have worked over the text of
Shakespeare's plays. They have had to do so because the plays

w nd no original manuscripts of thern survive.
S badiipilE i 4 ere not usually printed under

In Shakespeare's day plays w ' -
the author's superﬁrislon. When a_playwright sold a play to his
e c?ng not. sell mlggam)to a

company, he lost all rights to it. WNIVErSity
Suleyman Demirel

; ;T i :?" {;i: R

ol
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publishgr without the company's consent. When the play was no
longer in demand on the stage, the company itself might sell the
manuscript. Plays were eagerly read by the Elizabethan public. This
was even truer during the plague years, when the theaters were
closed. It was also true during times of business depression.
zronrgstl:l%s} p_leilys eémere taken down in shorthand and sold. At.other
” smissed actor wo i
and sell It. uld write down the play from memory
. About half of Shakespeare's plays were printed during his
lifetime in small, cheap pamphlets called quartc?s. Most of these
;?_rme made from fairly accurate manuscripts. A few were in garbled
collectedmlamZB' seven vyears after Shakespeare's death, his
the Fi plays were publtsh,ed_ in a large, expensive volume called
<lé irst FO'IIO. It contains all his plays except two of which he wrote
only part--'Pericles’ and 'Two Noble Kinsmen'. It also has the first
engraved porirait of Shakespeare.
the Kin ";hés edition was authorized by Shakespeare's acting group,
aCcuratg > LOMpany. Some of the plays in it were printed from the
cortaim thq:artos and some from manuscripts in the theater. It is
handwriti : moanv of these manuscripts were in Shakespeare's own
man g. Others were copies. Still others, like the 'Macbeth’
uscript, had been revised by another dramatist.
Shakespesai:%kesci’earean scholars have been determining what
language staa ually wrote. They have done so by studying the
carefully ex 9,9‘;"3&, handwriting, and printing of the period and by
modern‘i,zedamm ng and comparing the different editions. They have
explained di%%ﬂ:é“ga::: eDunctuation, supplied stage directions,
modern reader to undor stga nsé. and made the plays easier for the
Another hard task has been to find out when the plays
::V:r:‘emgg;t:n:rhAboqt half of them have no definite date of
Other books h e plays themselves have been searched for clues.
events 1ave been examined. Scholars have tried to match
ents in ihakespeare's life with the subject matter of his plays. .
worked v.vrltgse| scholars have used detective methods. They have
int clues, deduction, shrewd reasoning, and external and
nternal evidence. External evidence consists of actual references in
other books. Internal evidence is made up of verse tests and a

study of the poet's imagery and figu i
from year to year. gures of speech, which changed
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The verse tests follow the idea that a poet becomes more
skillful with practice. Scholars long ago noticed that in his early
plays Shakespeare used little prose, much rhyme, and certain types
of rhythmical and mietrical regularity. As he grew older he used
more prose, less rhyme, and greater freedom and varlety in rhythm
and meter. From these facts, scholars have figured out the dates of
those plays that had none. :

Critics Rank the Plays

The nine plays most often read in American high schools

are: 'Macbeth’, 'As You Like It,, "Julius Caesar', 'Hamlet’, "The
Merchant of Venice', 'A Midsummer Night's Dream', 'Romeo and
Juliet', 'The Tempest', and 'Twelfth Night'. It is a good list for new .
readers of Shakespeare. .
- Another useful guide for reading and studying the plays is
the list given here. It shows how the critics have ranked them
throughout the past 350 years. The plays are numbered in the
order of their excellence within each group. It is a general summary
of criticism only. Individual critics have departed widely from some
of these estimates. -

Tragedies: (1) 'Hamlet', 'Macbeth’, 'King Lear', 'Othello';
(2) 'Antony and Cleopatra’, 'Coriolanus’, ‘Romeo and Juliet!, "Julius
Caesar'; (3) 'Richard II', 'Richard III', "Timon of Athens'; (4) 'King
John', 'Titus Andronicus’, ‘Henry VI'.

Comedies: (1) 'The Tempest', 'As You Like It', ‘The
Winter's Tale', ‘'The Merchant of Venice', "Twelfth Night', 'Much Ado
about Nothing', 'Cymbeline’, 'A Midsummer Night's Dream'; gZ) The
Merry Wives of Windsor’, ‘The Taming of the Shrew', Two
Gentlemen of Verona', 'All's Well That Ends Well', ‘A Cor[ledy of
Errors', 'Pericles’, 'Love's Labour's Lost', “Two Noble Klnsn"len . '

Histories: (1) 'Henry IV', Parts 1 and 2: 'Henry v',
'Richard II', 'Richard III', 'Henry VIII,; (2) ‘King John', 'Henry VI,
Parts 2 and 3, 'Henry VI', Part 1. ,

Seri::us glays, “or Bitter Comedies: ‘Measure for

Measure', 'Troilus and Cressida’.

~

Tests of Greatness ‘
"Greatness" Is a hard word to define. A "great® play is one

tha the audlence deeply. For example, “King ‘Lear’ has a
VEI'; a&zﬁ silly plot. It has obvious faults of taste. Yet it is
f Shakespeare's greatest tragedies. It moves the

re one of .
au%?éﬁﬁg aafud the reader profoundly. It has sublime ‘poetry, deep
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experi i
scaplzl.‘lelﬁg'gf-g:?g% Pgéggg, and characters created on a grand
appreciation. o S€ one can read it over and over with
'Kin i .
design. Tt :3 &ﬁ?: Is complex. in detail, yet simple in plan and
arouses similar pow"gfftti’ible In its effect. Each of the tragedigs
a critic's decision as tg t‘:ﬁmt%s' Th;se g form the basis for
N ran ;
general fﬁeelwgr et':drlch fun decides the rg::la( g;a&%déeosr}l:d?ge caually
;zould read the plg;ss rt"gﬁhrgrt gf;tgw"d py such jUdgmer.'ts' They
e a poor play better th . people, and poetry. One ma

about in this. an a great one, There | i y

The honest thing is to be true to o:epsog‘:'v':‘gtatgt;orz

time, if one cont
nues to st
than another will show tue r#s%\'/ et;xe reasons why one play is better

Reasons for Hig Popularity

Shakespe

be felt but mot 22‘:2;};‘335 a magic of speech and fancy, which
his mind is fe 5l'€#y N - His tolerance and sympathy ar'e great cag
his c|ear~ﬁut vision éf~e?/il°n:nglf\?sl:gshhis e atiety: his warn?trtz
e believ ' gnh regard for heroism. '
says, "We are rﬁfxm man can overcome the evil in rtr:imself He

astonishing reglity " ureS Of good and evil.” His people h
foolish, bad and yet like real peopie, they can be g'Peatpe d yet
the world Is made u fab'e’ good and yet faulty. He beli Jes that
P of all kinds of people. He ﬁn&s fools, ce:rerfintahlgt

and madmen fas
Cnating. Shakespeare's people are painted larger

than life. The
y have superhuman energy and grandeur. They stand

for mankind in j
evil, Its greatest passions and powers, for good or for

Jan. 13, 1 .
? 1996: New Shakespeare work discovered.

Donald Foster,
identified a 5 , @ professor of E
Inftials "W 55"78 line elegy published in 112_;1!;5 D e oonede,
complex C.or.n as a lost work of Willia and signed with the
puter program that indexed all the words that

Speare's 36 plays, Foster

word 4
s that Shakespeare employed in hlst';?gy‘;ssvcr"itraeann};togtsgﬁtrg::

same period. Elizab
. ethan schol.
confidence olars gave F
Association ;;,dtl)e annual meeting ofosttneer.swflg]c‘ljmgs ovonage
the first newly disconere | ae  December 1995 i the cleny
Y discovered piece of writing to be generally attributay
ute!
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to Shakespeare since parts of the play 'Sir Thomas More' were

credited tg him in 1871.
The elegy had been bound as a 21-page pamphlet and

stored in the Bodlein Library at Oxford University. The work was
composed for the funeral of william Peter, an Oxford student
working in the London Theater when he was murdered after an
afternoon of drinking. Several Elizabethan scholars said that they
believed Willlam Peter to be the young man Shakespeare addressed

in 126 of his 154 sonnets.

's Life

Chief Known Facts of Shakespeare
probably April 21~

1564. Born at Stratford-on-Avon, Warwickshire,
23, and baptized, April 26

1582. License Issued for his marriage with Anne Hathaway of "

. Shottery

1583. Daughter Susanna born

1585. Twins Hamnet and Judith born

1592. First alluded to in a book, by Robert Greene

1593. 'Venus and Adonis' published

1594. 'The Rape of Lucrece' published

1596. His son Hamnet dies

1596. His father is granted a coat of arms

1597. Purchases New Place in Stratford

1598. Is praised by Francis Meres, who mentions his poems and
sonnets and names 12 of his plays

1603. He and his fellow players are honored by James I; appointed
Grooms of the-King's Chamber

1607. Daughter Susanna marries

1609. 'Sonnets' published

1616. Daughter Judith marries

1616. Dies April 23 and is buried April 25

Shakespeare's Four Periods
period of writing was his

Shakespeare's  first
apprenticeship. Between the ages of 26 and 30 he was learning his
craft. He imitated Roman comedy and tragedy and followed the
styles of the playwrights who came just before him. He may have
collaborated with Christophelr r«:larlowe-ar:g c;ttt;?gs.a:’hih ger:;zn

" f blood," was st .
tragedy, or g te s fashion. Later-he wrote

Shakespeare too wrote plays in thi
chronicle, or history, plays when these became popular.
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Merchant ;)Sf “:Vegg?ingrpermd.'s highlighted by 'Romeo and Juliet’, ‘The
tried the comed C‘—'f L HET‘W IV'. He had mastered his alit H
Mo oraTe s r W Cdle-class: people only-once, fn The
was the romantic c"; SO;' His heart was not in it. His favorite stylg
and maturity. The rI;ng. Erurmg this period he shows ease, power
poetry. € generally sunny and full of joyoué
begins. For ei + Written in about 1601, hi i i

r eight years he probed the problem 0} :\I,ﬁ iﬁhlt?e a%?%d

At times he reached
; an alm =
comedies of this period are bittgit desperate pessimism. Even the

In his f :
ourth and last period Shakespeare used a new form.

It was the i

Cotiomey daicmeshor o oo e, In his hands the
perhaps ti\lctehrgl?s; beautiful a’nda gergr:]eleect:?(alllor\:ieslglalTSh salvriiiae
i5! oD hqu é?:ﬁ;qse date of many of Shaiespeare’s plays
periods: (1) the period I career is generally divided into four
1600, (3) the yeare fr Up to 1594, (2) the years from 1594 to
1608. Because of the 3“,}1500 to 1608, and (4) the period after
the lack of conclusive 1’ ICyllzof dating Shakespeare’s plays and
abhiroximate ahd ond acts about his writings, these dates are
which to discuss t;is dee used only as a convenient framework in
plays were frequent| dvebpment. In all periods, the plots of his
fiction, as were the pl\g ysrg:"gtrg‘:fgo '?Fronicles, histories, or earlier

emporary dramatists.

A. First Period (Up to 1594)

Shakespeare’s fi ;
early plays, unﬁke f].; first period was one of experimentation. His
more mature work, are characterized 'to a

degree by form
verse. 4 al and rather obvious construction and by stylized

Chronicle histo
ry plays w
o four s dramating e ngisn 0
The Lancas}lﬂa:aakedspeare's carliest dramatic works (see England:
IT, and III (1590?n fgg‘;’“ Kings). These plays HenryeS'I 2232 T
. i ?) and Ri : % <
resultin ' ichard IIT ? i ;
for selfighf:a%rgsw$ﬁk fleaderSh'p and from nat(i;?rz?b)iéfﬁi?; vrvc;tsr;e?g::
11 and the asce te our-play cycle closes with the death of Richard
T b Wewe o e e IRRRSDRHeny VIL, tie found of th
these plays a“ll-é.' l?elv;the'gh El;tziabeth befonged. 1n style gﬁg set:u?:tut?ee
works of . ed partly to medieval dra s
earlier Elizabethan dramatists, e;;Zc?aI}Ic:r p?:rff:'\i!sttgpgé?‘

popular genre of the time,
Vil strife of the 15th century
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Marlowe. Either indirectly (through such dramatists) or directly, the
influence of the classical Roman dramatist Seneca is also reflected in
the organization of thesz four plays, especially in the bloodiness of
many of their scenes and in their highly colored, bombastic
language. The influence of Seneca, exerted by way of the earlier
English dramatist Thomas Kyd, is particularly obvious in Titus
Andronicus (15947?), a tragedy of righteous revenge for heinous and

bloody acts, which are staged in sensational detail.

Shakespeare's comedies of the first period represent a wide
range. The Comedy of Errors (1592?), a farce in imitation of
classical Roman comedy, depends for its appeal on mistaken
identities in two sets of twins involved in romance and war. Farce is
not as strongly emphasized in The Taming of the Shrew (15937), a
comedy of character. The Two Gentlemen of Verona (1594?)
concerns romantic love. Love’s Labour’s Lost (1594?) satirizes the
loves of its main male characters as well as the fashionable devotion
to studious pursuits by which these noblemen had first sought to
avoid romantic and worldly ensnarement. The dialogue in which
many of the characters voice their pretensions ridicules the
artificially ornate, courtly style typified by the works of English
novelist and dramatist John Lyly, the court conventions of the time,
and perhaps the scientific discussions of Sir Walter Raleigh and his

colleagues.
B. Second Period (From 1594 to 1600)

Shakespeare’s second period includes his most import_ant
plays concerned with English history, his so-called joyous comedies,

and two of his major tragedies. In this period, his style e;nd
nd-period historical

approach became highly individualized. The seco
plays include Richard II (1595?), Henry iV, Parts I and. IT (15977),
and Henry V (1598?). They encompass the years immedlately before
those portrayed in the Henry VI plays. Richard II is @ study of a
weak, sensitive, self-dramatizing but sympathetic monarch who

loses his kingdom to his forceful successor, Henry I_V. In the two
his own guilt. His fears for his

parts of Henry IV, Henry recognizes i
own son, later Henry V, prove unfoundeg, as trgek_your?s Dli'lnce
displays a responsible attitude toward the duties o ingship. In an
it oo v cenes, the fat knight

alternation of masterful comic and serious S =
Falstaff and the rebel Hotspur reveal contrasting €XCesses between
ition. The mingling of the tragic

which the prince finds his proper pos
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and the comic to suggest a broad ra
) nge of hu i
became one of Shakespeare’s favorite devices, aniy subsequently

Outstanding among the comedi
) " es of the second period i
:\:Cd;zmmetl;v Night’s Dream (1595?), which interweaves se%ii:aofpllit‘:
unconsc?duglo cgai;s of noble lovers, a group of bumbling and
ot Pucky = r:n c:0 ?;wnspeople, and members of the fairy realm,
atmosphere, 'of thge sortrt(:)l:‘a;l:e::l:grggt:ee!1 'ntarr: o iy, & oo o of
the & : erizes this play, is also found i
ragicomedy The Merchang of Venice (1596?).yln this play, th'2

understandinig an ‘

warm, and ':_gsgggs[\%ml?my, The character of the quick-witted,

Portia, reappears in. m,-.V ung woman, exemplified in this play by
he joyous comedies of the second period.

THe wi
marred, in m%’mﬁﬁ'ﬁ?ﬁ% Much Ado About Nothing (15997) is
its femalé characters Hme critics, by an insensitive treatment of
comedies, As You Like It owever, Shakespeare’s most mature
characterized by lyricion, (1599?) and Tweifth Night (1600?), are
strong-minded heroineg [k ambiguity, and beautiful, charming, and
between the manmes §s like Beatrice. In As You Like It, the contrast

o OMERS of the Elizabethan court and those current in

love is illustrate, :

lovers and of ad rﬁrmg‘: Misadventures of two pairs of romantic
characters in the supp) I of realistically conceived and clowning
The Merry Wives of W?n%goﬁ?gg‘gg?comedy of the second period Is
in which Falstaff Feappears as the co)r;u?; agtci?n about middle-class life

~ Two majo es. di
the beginning agdrt:gg::ées, differing considerably in nature, mark
(1595?), famous for its poy of the second period. Romeo and Juliet
: ; Poetic treatment of the écstasy of youthful

24

Shakespearean Literature

C. Third Period (From 1600 to 1608)

Shakespeare’s third period includes hic greatest tragedies
and his so-called-dark or bitter comedies. The tragedies of this
period are considered the most profound of his works. In them he
used his poetic idiom as an extremely supple dramatic instrument, -
capable of recording human thought and the many dimensions of
given dramatic situations. Hamlet (1601?), perhaps his most famous
play, exceeds by far most other tragedies of revenge in picturing the
mingled sordidness and glory of the human condition. Hamlet feels
that he is living in a world of horror. Confirmed in this feeling by the
murder of his father and the sensuality of his mother, he exhibits
tendencies toward both crippling indecision and precipitous™action,
Interpretation of his motivation and ambivalence continues to be a

“subject of considerable controversy.

Othello (1604?) portrays the growth of unjustified jealousy
in the protagonist, Othello, a Moor serving as a general in the
Venetian army. The innocent object of his jealousy is his wife,
Desdemona. In this tragedy, Othello’s evil lieutenant Iago draws him
into mistaken jealousy in order to ruin him. King Lear (1605?),
concelved on a more epic scale, deals with the consequences of the
irresponsibility and misjudgment of Lear, a ruler of early Britain, and
of his councillor, the Duke of Gloucester. The tragic outcome is a
result of their giving power to their evil children, rather than to their
good children. Lear’s daughter Cordelia displays a redeeming love
that makes the tragic conclusion a vindication of goodness: .This
conclusion is reinforcéd by the portrayal of evil as self-defeating; as
exemplified by the fates of Cordelia’s sisters and of Gloucester's
opportunistic son. Antony and Cleopatra (1606?) is concerned with a

different type of love, namely the middie-aged passion of Roman
een Cleopatra. Their love is

general Mark Antony for Egyptian qu
glorified by some of Shakespeare’s most sensuous poetry. In
Macbeth (1606?), Shakespeare depicts the tragedy of a man who,
led on by others and because of a defect in his own nature,
succumbs to ambition. In securing the Scottish throne, Macbeth
dulls his humanity to the point where he becomes capable of any
amoral act. ) - : ,
Unlike these tragedies, three other plays 'et this period
suggest a bitterness stemming -from the protagonists’ apparent lack
of greatness or tragic stature. In Trollus and C/}e!sslda (16027), the
most intellectually contrived of Shakespeare’s plays, the gulf
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between the ideal and the '
1 real, and both ivi itical i
:lr(::'l;l:.lilzy gé‘caek?d. In Coriolanus (1608?), igggltlg:f I't?nd golltlcal n
portrayed as _fr?ae&gacty Roman hero Gnaeus Marcius acgfﬁéaiit i
s & 1 o) theombg;]%o :!mse;f either to woo the Roniallf
) Ce. Timon of Athens (1608?) i
?)is a

The two comedi i
are sometimes cafm deg:'?)i l:';:h‘l)sia;;esrigd are also dark in mood and
ecause they do not fit into

clear categories or
present ea .
(1602?) and Me - €asy resolution. All’s W
patterns of moraﬂsure for Measure (16047) both ‘ell That Ends Well
; ty without offering solutions. | o ooooPred

D. Fourth Perioq (After 1608)

The fourth pericd of
romantic tragicomedies, To-?«:w"«-zs
created several plays that
compassion, or grace, ofter,

peare’s work includes his princi

: principal

térl'l;c(!) l}hs end _of his career, Shakespe:re

often sug gh the intervention of magic, art,
! ‘gest redemptive hope for the human

el
PPeal upon the lure of a distant time or

Shakespeare’s earlier works, usly symbolic than most of

sighify a final ripene To many cri ;
ss - itics, the tragico
authorities believe that ti'llg ;hakesmare’s own outlook,gbutmggt:?-

in the drama of the Périod. ange reflects only a change In fashion

is reuni
eunited with his loved oneq. Many exotic adventures, Pericles

Winter's Tale (16107), charact In Cymbeline (1610?) and The

s e
reunited. Perhaps the most succrs Suffer great loss and pain but are

es
of creativity, however, is what maiﬂllal Panduct of this particular vein

play, The Tempest (1611?), in whic

his usurpin o
g brother by employing magica?dpgjv:?sisalggdfu?ﬁ:%gd:
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- 1598 The Taming of the Shrew (C),

love match between his daughter and the usurper’'s son.
Shakespeare’s poetic power reached great heights in this beautiful,

lyrical play.

Two final plays, sometimes ascribed to Shakespeare,
presumably are the products of collaboration. A historical drama,
Henry VIII (1613?) was probably written with English dramatist John
Fletcher (see Beaumont and Fletcher), as was The Two Noble
Kinsmen (1613; published 1634), a story of the love of two friends

for one woman.

CHRONOLOGY OF THE PLAYS
The approximate date when Shakespeare wrote each play is given

before the title, the date of first printing after the title. Many of
these dates are in dispute, and scholars differ about some by as
much as ten years. The letters (C), (H), and (T) show‘ whether the

play is a comedy, historical drama, or tragedy.

First Period (1590-94) Apprenticeship

1590 The Comedy of Errors (C), 1623

1591 Two Gentlemen of Verona (C), 1623

1592 Henry VI, Parts 1, 2, 3 (Hor T), 1623 -

1593 Titus- Andronicus (T), 1594 Love's Labour's Lost (C), 1598
1594 Richard III (H or T), 1597

Second Perjod (1595-1600) Great Comedies and Histories
1595 A Midsummer Night's Dream (C), 1600 Richard II (H or T),

1597
1596 Romeo and Juliet (T), 1597 The Merchant of Venice ©),
1600 King John (H or T), 1623

1597 Henry 1V, Part 1 (H), 1598 Part 2 (H), 1600
1607 Much Ado About

Nothing (C), 1600

1599 Henry V (H), 1600 The Merry Wives of Windsor (C), 1602
Julius Caesar (T), 1623

1600 As You Like It (C), 1623 Twelfth Night (C), 1623

DINEHIENS
ood

riod (1601-08 rea ,-'-"_:.:1:

1601 Hamlet (T), 1603 (pirated edition) 1604 o
edition)

1602 All's Well That Ends Well (C), 1623 Troilus and Cressida (C),

1609 .
1604 Measure for Measure (C), 1623 Othello (T), 1622

r 1605 (g
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1605 King Lear (T), 1608’
1606 Timgg of Athens (T), 1623 Macbeth (T), 1623

. 1607 Antony and Cleopatra (T), 1623 Pericles, Prince of Tyre (C),
1609

1608 Coriolanus (T), 1623

1609 Cymbeline (C), 1623
1610 The Winter's Tale (C), 1623 The Tempest (C), 1623

1613 Henry VIII (H), 1623 Two Noble Kinsmen (C), 1634 *In a

mutilated version, 'Henry VI, Part 2' was published in 1594
and Part 3 in 1595, Perhaps a collaboration. a
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AS YOU LIKE IT
1600
INTRODUCTION

. Like most of the major characters in *As You Like It
William Shakespeare experienced life in both the country and the
city. His birthplace -Stratford, on the Avon River- was a bustling
country town. He arrived in London, the social, commercial, and
intellectual center of England, during the reign of Elizabeth I, at the.
height of the English Renaissance. All classes of Englishmen,
including artisans, the new middle class, and the nobility, shared a
keen desire to be entertained. The influx of wealth from the New
World had given many of them money to spend. Since
Shakespeare's plays were -and still are- crowd pleasers, he quickly
became one of the most successful playwrights of his time.

1t should be helpful to examine a few ways in which ‘As

You Like It' reflects the interest of the audience for which it was
written. For example, Elizabethan audiences took great pleasure in
by Rosalind, Celia, and

the type of complex wordplay practiced

Touchstone.

During the Renaissance, the English had begun to take
their own language seriously for the first time. It had previously
been considered too coarse for the expression of subtle ideas or fine
shades of meaning. (“Serious” writing was still done in Latin.)
Shakespeare probably - shared his audience's enthusiasm for
exploring the potential of their native tongue.

: bethan genre (type of

‘As You Like It’ draws upon an Eliza
ce. As escapist literature,

literature) known as the pastoral roman )
the pastoral romance (a love story with- a country settn:ng) was
extremely popular. Its conventions were as fixed and artificial as
the formula plots of today's romance novels. These love stories
were set in idealized country locales, where life was pure and
innocent. The rustic settings were populated by shepherds and
shepherdesses who thought only of jove and spoke of their passion

ve at first sight was

in elaborate (and sometimes awful) verse. Lo
commonplace. The characters suffered the pangs of unrequited

love. In the forest settings of these stories, you -might encounter a
lion, a magician, or a band of thieves. Elizabethans would have

recognized the poetic rustics silvius and Phebe from ‘As You Like It'
as stock characters out of such @ pastoral romance. They would

1
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have enjoyed seei i
another l;\)lesick Y%Egg'::zul?l?e séa”\‘/,?USOrlando from becoming just
such as Tozgsfgggéefshzabetha_n households kept professional fools
for Robert Armin wh%r ;.'ntertamment. His role was actually written
Shakespeare's actin ad been a professional fool before joining
Elizabethan society QTCOTnDany. Jesters occupied a special place in
AS long as thay o hey could mix with both kings and servants.
anything they' xisg edased their masters, they could say almost
when nobody elsee "IIO&en' Shakespeare's fools tell the truth
pretension and foom Will. ‘As you will see, Touchstone exposes
Thenm;?ohshness wherever he finds them.
against a bucky rggqgfagd humor of ‘As You Like It’ are played out
Orlando both flee th danger and political intrigue. Rosalind and
the "enyious court € City under threat of death. Much is made of
flatterers are alwa's' where nobody can be trusted and where
side Of life was );*s?eking to add to their own power. This darker
Elizabeth became qu @ part of Shakespeare's England. When
tensions ang- graveq f}’-‘en in 1558, she inherited both religious
shrewd politician nd nancial difficulties. Fortunately, she was a
other, so that no ngi skillfully played her noblemen against each
her. ndividual could gain enough power to threaten
A v . ‘
of Scots. Unet'i'ly h?;al 'tshreat to Elizabeth was posed by Mary, Queen
fear that the Romarnyc €xecution in 1587, Elizabeth lived with the
rebellion, In thie o atholics might rally around Mary and mount a
will remind the peo IYl Duke Frederick fears that Rosalind's graces
So ar \f e of her father and cause them to revolt.
Shakespeare's au dIOU Like 1t does mirror the concerns of
Shakespeare the m(;m’:?e' But what about the author, what of
Neither he nor anybg d"- Very little is actually known about him.
life. A few facts yar' Ykelse of his era ever recorded the story of his
English country tou : nown. He was born in Stratford, a small
1564, Since infame won the Avon River, and baptized on April 26,
date may have bean :re 9generally baptized at three days, his birth
prosperous Stratforg pril 23. His father was John Shakespeare, a
William's mothar rd businessman and town council member.
landowner. William Mary, was the daughter of a well-to-do
almost  certain| was the eldest of their six children. Shakespeare
y attended the local grammar school. There, his

studies would h
av
and literature, © included Latin, rhetoric (grammar, composition),
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In November 1582 he married Anne Hathaway, eight years
his senior. Anne's age, combined with the fact that their first child
was born only six months. after the wedding, has led some scholars
to believe that the marriage was one of necessity. That may not be
the case, however, because at that time it was socially acceptable
for an engaged couplé to sleep together. William and Anne had two
girls, Susanna and Judith, and one son, Hamlet, who died young.

Nobody knows what work Shakespeare did while in
Stratford. He may have been a schoolteacher or a private tutor in a
wealthy household. Like Orlando in ‘As You Like It’, he had to leave
his birthplace to find his future. Unlike Orlando, who fled to the
country, William headed for the big city, London. (Legend has it that
he had to leave Stratford after being caught hunting illegally on a -
large estate, but no records exist to verify that story.) In London he
became first an actor and later a playwright. Along with success, he
found envy. The first mention of Shakespeare In London is in a
pamphlet by a rival playwright, Robert Greene. In "A Groatsworth of
Wit” (groat: an old English coin worth four pennies), Greene warned
fellow university-educated playwrights of an upstart actor
(Shakespeare) who had the gall to write plays. Nevertheless,
Shakespeare became the most successful playwright of his day. He
was an actor (of small parts), a playwright, and a partner in the
Lord Chamberlain's Men, a theater company favored by Queen
Elizabeth. Her successor, James I, elevated the company to the

rank of King's Men in 1603. .

Although plays were a popular form of entertainment, they
weren't highly regarded as literature. To secure his artistic
reputation, Shakespeare wrote poems. Between 1592 and 1601, he
penned three long narrative poems- Venus and Adonis, The Bape_ of
Lucrece, and The Phoenix and the.Turtle- as well as a famous series

of sonnets.

‘As You Like It' premiered in 1599 or 1600, about the same
time that Shakespeare's company moved into the Globe Theatn’e,
across the Thames River from the city of London. Sha.kespeares
reputation had been firmly established by nineteen previous plays.

great tragedies-

Among the eighteen to follow would be his four
Hamlet, Othello, King Lear, and Macbeth. By 16i\2, Shakespeare

had returned to live in Stratford, where he owned. a fine house
called New Place. He died there, _presumably on his -b1¢h‘day, Aprii

23, 1616. :
' ‘As You Like It" was rarely performed in th_q ﬂrst century
In 1723 an enterp_nsmg London

after Shakespeare's death.
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zgig?rfgelfaﬁ%n??&e.g the play with Shakespeare's ‘Much Ado About
Love in a Forest :3 summer Night's Dream’ to create a collage called
become. ona of.s r:.ltkby the n'meteenth century, 'As You Like It’ had
The Romantic sp; 'ta esDeare.s most frequently performed works.
new favor with g!rcl’ . of that ttme‘probably helped the play to find
to play the show. udiences. In addition, many leading ladies wanted
today, Audiencetsiaessjgol?t:fbl’?osalind. ‘As You Like It' is still popular
love with Rosaling just );s Orlai%% %fo:zmor and romance, and fall in

THE PLOT

up. Sinceogi:nfi(zﬁ;h'e youngest son of Sir Rowland de Boys, is fed
to give Orfanda e't:] s death, his oldest brother, Oliver, has refused
Rowland intende d! fer the proper education or the money that Sir
that Orlando inte dOr him. Oliver hates Orlando. When he learns
named Charles b?ivs to try his skill against a professional wrestler
_ The céunt er'mcates Charles to kill Orlando in their match.
throne from his Owr:olsd ruled by Duke Frederick, who seized the
Duke Senior, has be der brother by force. The wronged brother,
his lords. Hia dov A en exiléd to the Forest of Arden with many of
She and Duke Fv?e dter" R'osalmd, however, has remained at court.
sisters, erick's daughter, Celia, love each other like
Observi
Rosalind anjeall?g fgrlando and Charles preparing for their match,
everybody's surpris ar that the wrestler will hurt Orlando. Much to
Frederick finds oﬂt tﬁl Orlando defeats Charles. But when Duke
once his enemy. 1 at Orlgndo is the son of Sir Rowland, who was
ladies offer Orl);’ndi caoldly dismisses the young man and leaves. The
is clear that Rosalird word of congratulation, and as they do so, it
Duke Fre'g and Orlando have already fallen in love.
affection away fromeﬁ?k accuses Rosalind of stealing the people's
leave the city or b |ts own daughter. As a punishment, she must
than for her wicked F;u to death. Celia, who cares more for Rosalind
the Forest of Arden ?:thelj, resc'olves to run away with her cousin to
peasant girl, named A°" safety's sake, Celia disguises herself as a
assumes th’e nam liena, while Rosalind dons a boy's outfit and
court fool (cl € Ganymede. They convince Duke Frederick's
WheOr:NB).kTouchstone, to go with them.
missing, he assul;-; e Frederick discovers that Celia and Rosalind are
Oliver t6 find th es they' are with Orlando and angrily commands
em and bring his daughter back. Meanwhile, warned
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by his father's old servant Adam that Oliver intends to murder him,
Orlando has fled with Adam to the Forest of Arden.

After a long, hard journey, the ladies and Touchstone
arrive in the forest. Rosalind arranges with Corin, an old shepherd,
to buy a cottage for them and a flock of sheep.

Orlando and Adam finally reach Arden. Tired and starving,
they find a haven in the camp of Duke Senior (Rosalind's father)
and his lords.

Orlando now turns his thoughts to love. He writes
passionate but amateurish poems to his beloved Rosalind and hangs

them on the trees. He doesn't know, of course, that she is in the
forest. She discovers the poems and is thrilied that Orlando is near. _
Rosalind finds Orlando in the-

Disguised as Ganymede,
forest and strikes up a conversation with him. He never suspects
her true identity. Adopting a cynical attitude toward women,
Rosalind tells Orlando that his lovesick behavior is foolish. She
offers to cure him of love by playing a game with him. She will
pretend to be his Rosalind. If he will woo her, she will demonstrate
how impossible women are. Although he doesn't want to be cured,

Orlando agrees to play along. They plan to meet the next day to

begin the "love cure.”

While waiting for Orlando to keep their appointment,
Rosalind observes a young shepherd named Silvius wooing Phebe, a
shepherdess. Phebe scorns Silvius, who swears that her rejection
will kill him. Rosalind soon has heard enough. She steps in and
berates Phebe for her cruelty. Thinking that Rosalind is @ man,
Phebe immediately falls in love with her! Rosalind, of course, rejects

Phebe and quickly leaves.
‘Orlando finally arrives for his first dose of love cure. After
difficult women can be, Orlando

Ganymede demonstrates how
shortly.

leaves, promising to return : -
Silvius shows up with a letter from Phebe to Ga_nyrnede. Hg
assumes that it's an angry message. But when Rosalind reads it
aloud, he's dismayed to Iearn‘hgt;s bbroughlt a love letter. Rosalind
send over back to Phebe. |
) thiﬁgﬂsggér, Orlando's brother enters, bearing a message
for the “"youth" Rosalind. It seems that Orlando has just saved
Oliver's life by fighting and killing a fierce lioness that was ready to
attack. As a result, Oliver has seen and renounced the évil of his

ways.
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increasesc%lsaﬁggl Oliver fall in love at first sight. Their joy only
Ganymede offersts sadness at being separated from Rosalind.
The fotle v?i make Rosalind appear the next day by magir.
camp. - Touchston ng day, all the lovers gather at Duke Senior's
decided to marry. Rosaling with Audrey, a country ‘wench he's
for a joyful Cgl;)y;., t_:sallnd reveals her true identity, paving the way
Oliver and. con usuﬁn to the story. Rosalind will marry Orlando;
woman, decides s":’é Iov:/ed; Phebe, seeing that Ganymede is a
Audrey will marry, es Silvius after all; and Touchstone and
B .
Duke Fredee':-ci)gi t::% 0celel:»ratmg_; can begin, a message arrives that
Killing Duke Serior. & set out into the forest with the intention of
been converted 6’u fs met an’ old religious man along the way and
restored to him. Aftergmies?go;nsd Ignds' R oaling msks. th lovare
in the audience to-bid her farewell V\?i't];l?hge'ing;gil‘c\n:s: sks the lovers

THE CHARACTERS

ROSALIND

Ro H [ . . y
Once circe :‘asggci fulr:ctlon in the plot of ‘As You Like It' is vital.
Forest of Arden Rs ave driven all the major characters to the
major conflicts ft' osalind either causes or contributes to all the
She's a cgfnSf;e who resolves them all in the end.
are first struck by her e’i‘ and deeply human character. In Act I, you
as love and luck. At ;hw tas sh‘*’: and Celia joke about such subjects
Rosalind is an out d € same time, Shakespeare reminds you that
Her father, the ris H tefr'l even in the court where she has grown up.
missoe horn whe Mlghtful duke, has been exiled. Although Rosalind
sake., Y. she will laugh and joke for her friend Celia's
Rosali . .
emotions, Oszyn'gvhasf the ability to rise above her own deeply felt
lovesick a dOlEScente or Orlando makes her feel as giddy as any
Orlando is in the‘ gLook at her excitement when she learns that
temptation to ru orest.) She could easily surrender to the
love. Instead Shn arounq reciting poetry and swearing to die for
both of ther staedadmim.sters a love cure to Orlando that makes
many conventio nd back and take a good look at how ridiculous
avoids confuel nal ?ttitudes toward love really are. Thus, she
Sho ‘l;lg ‘the idea of love" with love itself.
on the spot ancja > remarkably clever. She makes up the love cure
quickly invents an uncle and a magician to justify

Shakespearean Literature

the stories she tells. And she's practical enough to be sure that she
and Celia acquire a place to live as scon as they reach Arden.
Rosalind is a good judge of character. She appreciates the
skill of Touchstone, the court fool, and immediately sees through
the pretensions of Jaques, Duke Senior's melancholy attendant. She
has only to observe Silvius and Phebe for a few moments in order to

size up their situation-accurately. .

Finally, you should take note of her courage. She boldly
tells the usurping duke that her father was no traitor. It also takes
spunk to go on a dangerous journey disguised as a man because

highwaymen would probably attack the man first.
ORLANDO )

Readers' opinions about
camps. Some view him as the em
Renaissance gentleman should possess.

and even stupid.

Even his brother Oliver, who hates him, admits that
Orlando is well thought of in the community. He's considered gentle
and naturally noble. Although he's physically strong (as his defeat
of Charles the wrestler proves), he will not harm his brother. He
should respect his older brother, and he does. Later, even after
Oliver has plotted to kill him, Orlando only hesitates a moment
before risking his life to save Oliver's. When Orlando and his faithful
old servant Adam are starving, Orlando will not eat a bite until he
has seen to the old man's needs. Such courtesy must be a product
of his nature, because he's been denied a gentleman's education.

So, Orlando is strong, gentle, and noble. Is he witty and
intelligent, too? He does outsmart Jaques in a contest of words. But
nobody would read his love poems and find much to praise in them.
As a lover, he tends to be a bit sappy. Without Rosalind’s help, he
could be another Silvius. Does that make him a fool? Rosalind must
see hope for him. Under her guidance, he does improve. .

Do you see Orlando's weaknesses as indications that he's
noble but not very intelligent? Or do you regard them as the kinds

of imperfections that make him more human?

Orlando tend to fall into two _
bodiment of all the virtues a
Others consider him dull

CELIA i
Sh In Act I, Celia has just as much to do "'23‘5331:{ gRg::hgﬂ
e fad however, as the ¢ .
es into the background, hy readers find her a

Although she remains undeveloped, ma
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charmi
friendsgi% gl‘rl‘grgcteir. She and Rosalind share a deep, loving
F’irst, . he;' mpqrtance is a function of that relationship.
Rosalind con”talk serves as a confidant, a person with whom
her true emotionsogfnyiy about her ’feelings. While Rosalind hides
honest with Celia €r scenes with Orlando, she is absolutely
Wha i i
merely to he'tpl’tal;sées’geha} from dramatic device (someone serving
her own right '&S‘herp iV along) to a character that is interesting in
Rosaling in her oos eW t._tl;lrom their first appearance, Celia matches
until nearly the o dwl words. Since Celia doesn't fall in love
judgment. ' Thirs nh of the play, she also retains her cool
feelings, Celia | + When Rosalind expresses her own romantic
. S there to undercut them with pointed jests.

JAQUES

Jaqui " .
the focus o?lr’ris:c%pﬁcé%m{med Jake-ways" or "Jake-weez") has been
social critics Shakes: ate. Is he a caricature of the many self-styled
of soclety who voicepega € saw around him? Or is he a genuine critic
readers see Iadues ass . k?s"e"a" e's own cynical view of life? Many
melancholy pose. Is h a "railer," a professional griper who adopts a
such questions is.a i g profound or foolish? That you can even ask
major charatters Yo:: ute to Shakespeare's genius in portraying his
can of real peOplé, can take different views of them, just as you

Duke i i
amount of res feecrélog atnd his followers treat Jaques with a certain
instruction  from ,mu they clearly derive more amusement than
Jaques, although ) S pronouncements. Touchstone patronizes
Jaques that he hate:qhqes doesn't realize it. Orlando plainly tells
traveler who pret, IS company. Rosalind accuses him of being a
attention. ends not to like his own country only to get

A .
sp@kespea;ig’:;gka%essme,?ts correct? Readers who see Jaques as
of Man. If Shakes €sman point to his speech about the Seven Ages
weuld he have Ja 5§a'e wanted to satirize Jaques's cynical views,
other hand, doesqths express his sentiments so beautifully? On the
Would shaKESpeareehplay as a whole support such a viewpoint?
must make up your Migzeb picked Jaques as his spokesman? You

Jaques is what pased on your interpretation of the text.
the Elizabethans, hy at Elizabethans called a "humor" character. To
ased on.ap ex'a mor meant temperament. A humor character is
that a person's te%gllerated personality trait. Elizabethans believed
Perament (mood or personality) was regulated
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by the balance of four bodily fluids: blood, phlegm, choler, and
rne‘lancholy. According to this theory, if the balance of your bodily
fluids changed, your mood would alter. If a person was constantly
sad and gloomy, like Jaques, Elizabethans believed he had tco
much melancholy (also called "black bile") in his system. That's why

there are references to "the melancholy Jaques.”

TOUCHSTONE

s Many noble households in Shakespeare's time kept

licensed fools." These fools were essentially entertainers. They.

wore “motley," a patchwork coat of various colors. Touchstone, the
lind and Celia's

fool of Duke Frederick's household, becomes Rosa
he Forest of Arden. Like

traveling companion when they escape to tl

Feste in Shakespeare's Twelfth Night or the Fool in King Lear,

Touchstone is a "wise" fool. Under the guise of spouting amusing

nonsense, he reveals the truth about the people he meets.
Touchstone's name describes his function. A touchstone

was used to test the purity of precious metals- that is, to determine

the genuineness or quality of a thing. This fool unmasks pretensiqn
and foolishness wherever he sees it. His primary technique is
mimicry. For example, the first time he hears Silvius carrying on
about Phebe, Touchstone does a funny imitation of the lovesick
shepherd. He accomplishes two things: He makes the audience

laugh, and he points out the absurdity of Silvius's behavior.
h on the melancholy Jaques,

He uses the same approac
who finds sad morals ‘everywhere. Touchstone mimics him by
delivering a gloomy but meaningless sermon about the
consequences of time passing, making Jaques believe he's found a
kindred spirit. Touchstone reveals that Jaques's pronouncements
may not be as profound as Jaques would like people to believe.

Touchstone doesn't always mimic the person he's talking

to. With Corin and William, he imitates a learned man from the city.
" are all nonsense, but the

His manners and his "learned examples

Shepherds are fooled. Shakespeare uses Touchstone to clarify one

f'); the satiric points of As You Like It- that real shegherds are not
oetical,” like their counterparts in pastoral romances:

. Touchstone's cour'gship of "Audrey parodies_ the pure,
Spiritual love that Silvius talks about by demonstrating the op%:os::e
extreme. Silvius sees love as something poetic and marriage as the -
fulfillment of a great spiritual longing. Touchstone ‘regards
Marriage as a way to fulfill one's sexual UMGeS: He purposely
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chooses an ugi
once he t;,.esgofy hwe?.man and clearly states his intention to leave her
As you read each of T
"W . 3 ouchstonr’ .
Whom is the fool mimicking? What point is zes;(;i?séﬁ“ yourself:
OLIVER
you ﬁrstof:f:;o:;ibmthef Oliver starts the play as a villain. When
Orlando's inherita m, he is arrogant and cruel. He has stolen
education or the' mnce by refusfng to give him a gentleman's
When Orlando Winsogﬁéat?na\t;hec;r flalte father intended for Orlando.
j : ] efeati
jealous Oél;er plots to murder Kis bre trtllgf Charles the wrestler, the
Vi - : . .
means he re:r';aelct:ts'me§ in Act I, Oliver is called "unnatural." That
God, according to Egg}t,her his dead father's wishes nor the laws of
brother. His il . tr of which he should love and care for his
demonstrates hj eatment of the faithful old servant, Adam,
... .Some rZ antempt for all the Old World virtues.
says in a s‘olikaqua ers believe that Oliver is motivated by envy. He
conseguence, ny (moqologue) that peopie love Orlando and, as a
Senior calls 'thg ?ersv?llver. Thus, he's an example of what Duke
Psychological motiagiosS COUrt." Other readers hold that Oliver's
a good mah ruined ?,t'°"s are beside the point. He is not a study of
him to be. (The samg ie"VY- He's evil because Shakespeare needed
vilain- Iago in Othello,) - 0 ©f @ much more fully developed
Underg‘on‘zhaer::o%o‘: tS(-:e Oliver at the end of Act IV, he has
evil serves two plete and miraculous conversion. His forsaking of
conversions found Il:'urposes: It parodies the types of sudden
pastoral romances, and it allows Cella to fall in

love with him ,
wedding scene. thus providing another couple for the climactic

SILVIUS AND PHEBE

shepherds e::d tvsvg rustics, or country folk, are the typical
Uneducated, Silviyg gpgefdesses of pastoral romances. Though
wandering loose som nd Phebe speak in verse. Their sheep must be
The roles thGWhere’ because their only concern is love.
proudly scorns gj) ey play are determined by convention. Phebe
eternal love, He se: us, who constantly pursues her, swearing
m, and he's alwa sms actually to believe that her frowns can kill
With Ganymede YS ready to die for love. When Phebe falls in love
» She expresses the same sentiments.
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ence appreciate these characters? .Of
e ever been in love can identify with

). Can you? If you regard them as
they become

h love can drive

Can a modern audi
course. Most people who hav
Silvius (and late~ with Phebe
people (rather than as literary parodies),
embodiments of all the ridiculous extremes to whic
almost anybody.

CORIN, WILLIAM, AND AUDREY -

These three rustics are very different frpm §1|V|us and
Phebe. Instead of speaking in elaborate verse, Corin, Wllllan'], gr!d
Audrey express themselves simply and have very Ilm_lted

vocabularies. -

Corin befriends Rosalind, Celia, and Touchstone-when they
first arrive in the forest. He arranges for Rosalind and (;elia to
purchase a cottage, some land, and 2 flock of sheep. Since he
knows a lot about tending sheep, Rosalind and Celia hire him to
look after their flock. Corin is a good, simple man. Touchstone's
nonsense philosophy confuses him, but the fool cannot make Corin

doubt his own values. ‘

Audrey is as earthy as Phebe is “poetical.” Before
Touchstone can woo her, he has to promise to look after her go?ts.
She understands very little of what he says and believes that he's a
courtier (a member of the royal court). If Touchstone telis the truth,
she is extremely unattractive. A great deal of humor IS derived from
her coarseness and lack of sophistication. At one point, for examqle,
Touchstone has to tell her to "bear [her] body more seeming
[properly]” (Act V, scene iv, lines 72-73). After a distinctly
unromantic courtship, she marries Touchstone.

William is a country bumpkin who may have once been
engaged to Audrey. When he comes to discuss the matter w'i1tih
Touchstone, the fool confuses him utterly and sends him on |s
way. Many readers consider William's one scene a classic example
of Shakespeare's skill in comedic writing.

DUKE FREDERICK AND DUKE Sl;l\jIIOR (som
Duke Frederick is a usurper

illegally). He has taken the throne from his older broti:\er,dnt%ki
Senior, and banished him to the forest. Ehzabe_thans bel ev'c;:f dad
God placed rulers on their thrones. Therefore, 8 usurrzaer*gf egx Ie

God as well as man. Frederick lives in constant fear er:g
overthrown himself. (In that way he's similar to another l.LSl.;‘rper r;
Shakespeare, Macbeth. Unlike Macbeth, however, Frederick has no

eone who seizes power
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Eg;r:;“et;e:ng' urdcéser.) As a consequence, he is capable of swift mood

he fears thata h of te"'b!e cruelty. He banishes Rosalind, because

own daughter, scelils stealing the people's affection away from his

the rightful rule € Ra. He probably also fears that, as the daughter of

cares about i r, Rosalind might inspire the people to revolt. All he
58 o tk's Preserving his own power.

i uke Senior, on the other hand, is gentle, generous, and
gg;jg{fpggg;& H,? treats the lords who have joined him in exile like
He gladly welcg they still show him the respect due his position.
find good in esmes Orlando and Adam into their group. He tries to
the forest is d":rerylthmg, even their banishment. Although living in
and dece 'C}J t, he claims to prefer that life to the lies, flattery,

s|3tion he-had to deal with in the city.
as much ag%: ;‘:ad?‘,,s question whether he really enjoys the forest
to the city at th ys he does. They point out how willingly he returns
at the end of the play. Is he trying to convince himself

that he fikes t : 1 _
C6fnpani6§s§$:e;°re5t? Or is he pretending to be cheerful for his

ADAM

of the o.gf:f,g‘,’,‘c’,s :’aithfm old servant, Adam, represents the virtues
now just as Clevo'tede Clearly loved his master, Sir Rowland, and is
far as to give Orl to Sir Rowland's son Orlando. He even goes SO
his nobility b :ando all the money he has saved. Orlando proves
Oliver, on they tl:e ating Adam with love and respect. The wicked

’ other hand, mistreats Adam, thus proving his villainy.

AMIENS

The Lord of Ami
enga iens is one of Duke Senior's men. He
Jages in conversation with Jaques but, unlike the duke, does not

dispute with hj e
forest fife, h him. Amiens's main function is to sing songs about the

LE BEAU

He is a é:ng)e,au, 3 courtler, is one of Duke Frederick's followers.

Mmatter how ri&ionle who always dresses in the latest fashion, no

Touchstone bandcu ous it, or he, may look. Rosalind, Celia, and

Merely 3 figyre fare together to make fun of his posing. He Is not

his own safet of fun, however. After the wrestling match, he risks
ty to warn Orlando that the duke may harm him.
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SIR OLIVER MARTEXT .
Sir Oliver is a priest, who shows up to marry Touchstone

and Audrey. His name provides a clue to his character- he will mar
(ruin) his text (the wedding ceremony). By hiring this inept priest,
Touchstone underscores his attitude toward marriage- that it is like
the mating of animals.

OTHER ELEMENTS

SETTING I
The first act of ‘As You Like It’ takes place in ghe city. Here,
a man-made order has been imposed. Oliver owns his house. The

duke lives in the palace and rules the land. The wildness of .nature
has been tamed. Trees grow in an orchard; grass is neat!y ‘tnmmed
is found in the city’s social

into a lawn. The same rigid order i
structure. People know exactly whom they have to please in O er

to get iaht deception are commonplace.
get ahead. Flattery and outrigh p O et of

Almost all the action in Acts II to V occurs
Arden. There, no such man-made order exists. Except for the
Modest cottage purchased by Rosalind and Celia, ownership is
Never an issue. One scene is distinguished from another simply by
its taking place in "another part of the forest." Duke Senior never
gives commands. His lords treat him like a respected older
gentleman.

There are similarities between this forest and the woodiand
settings of pastoral romances. It's a rather magical place. In no real
forest does the animal population include both sheep and lions. An
old, religious hermit lives there, and so, it seems, does Hymen, thg
god of marriage. Yet, there are realistic elements. The shephe.rh
Corin has a hard life, and the duke and his men must contend wit

Cruel winter winds.

AEHES ike It’. Some

Here are some major themes of ‘As You Like It.
appear to contradict each other (like the first two). ?g-YOU study the
Play, you should decide which ones you consider vahd..

~.

1. THE PASTORAL LIFE . -
In Elizabethan pastoral romances (love storiei cfite;rl‘t I:i';?-
country), rustic life was idealized as simpler; happler, @ ealthier
than city life. Some readers believe this play.exp_resses e same
attitude. In the city, Rosalind's and Orlando’s virtues arou
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much en

country, \t?{ege‘a:w 2oth must flee to avoid being murdered. In the

séems to be happ noble characters prosper. Virtuous Duke Senior

-orin and Audreﬁ;;pai;'n. exile than he was at court. Country folk like

may seem silly, but mS'mp'e' hardworking people. Silvius and Phebe
4 ey are harmless and rather charming. Finally,

both villains (Oliv
, er i
they arrive in the forggg Duke Frederick) renounce evil as soon as

absurdity of thergg?frf believe that As You Like It exposes the
Arden as if it were tra) led pastoral ideal. Duke Senior speaks about
the first chance h e Garden of Eden, but he returns to the city
shepherds. They eXiest gets. Silvius and Phebe- aren't even real
are portrayed in past only to demonstrate the absurd way rustics
William, ace &im_wm/oral fiction. Real shepherds, such as Corin and
the winter winds “'ed clowns. Arden isn't Eden- it's a place where
first. inds viill freeze you, if the wild beasts don't kill you

. ‘As You Li ras
meanings. »‘Thré'u;'r'ﬁét is a love story. The word "love” has many
the play comme various characters and their relationships,
nts on several varieties of love.

_‘l’_'-‘ :"Mantic Love
that love mue:tse'%ce of romantic love, as portrayed in literature, is
distance, Circumst’anm~ain unfulfilled. The lovers are separated by
quietly pine awa ;:e, or some unkind act of fate. Therefore, they
popular in me dievgg t0r each other. This romantic Ideal became
of romantic love had Ig\es' By Shakespeare's time, the conventions
romantic prose and een refined into a formula by the writers of
nd poetry. Silvius and Phebe act out those

conventions Rosal
- Ros,
ultimately rise aboa\:Ien?t. and Orlando flirt with the formula but

_ :’n Sexual Love
Sexus
Touchstone ex)l()llja?ilns'ove’ fulfillment Is the only consideration. AS
socially acceptabla o coP/e have needs. Marriage Is an efficient,
means to satisfy those physical needs. The love

object need
: n
available ang wilﬁ:g.be beautiful, noble, or inspirational- only
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c. Balanced Love
Rosalind and Orlando occupy a middle ground between the
They both feel the joy and

romantic and the purely sexual.
excitement of romance, as they do inspire each other. But they
want their love to lead to fulfillment. Rosalind has only just met

grlanqo when she tells Celia that she wants him to be the father of
er chnld.ren. Is their love the most complete love found in this play?
What evidence can you offer to support your opinion?

d. Love as Friendship
, Rosalind and Celia enjoy an i
gthers pain and enjoy each other's go
REtWeen them. Such friendships were frequently po
me'b?-rl:aissance fiction, but the relationship was genera

4 TUNE AND NATURE

be The play can be viewed as
tween what people deserve and
according to the Elizabethans, referred to ;
born with. "Fortune" was thought of as a force that determined a
Person's worldly position. By Nature, Orlando is honest, virtuous,

and noble. Fortune, however, has deprived him of his birthright. His
has given him

brother Oliver is petty and jealous, but Fortune
weaith and power. All the nobie characters suffer in this play. In the

end, the imbalance is corrected.

deal friendship. They feel each
od qualities. There is no envy
rtrayed in -

lly between two

a study of the difference

what they get. "Naturef"
the qualities a person is

=N L VS. ART. L
f Affectations (pretensions) have always
or satire. In As You Like It, Shakespeare exposes several forms of
artificial behavior. The affectations of cqurtiers are parodied by
Touchstone. Corin, William, and Audrey provide realistic examples

of count i ‘fieial characters portrayed by
ry folk in contrast to the artifi ] olains how the

Silvius and Phebe. Rosalind systematically € _ t
conventions of romantic love do not agree with the realities of life.
While ridiculing pretense, Shakespeare oelebrates\genulne nobility
and real love. ) ’

been good targets

N

6. ROLE PLAYING N
"The entire world's a stage,” sa¥s Jaques, "and fgﬁt'heEc;en
and women merely p'ayers“ (Act 11, scene Vil, lines 149- )- ry
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person pl ; .
enemy,pa?-,)és Sao"g:eg' of roles in real life-parent, child, friend, lover,
playacting as Well' gme of the characters in this play engage in
results. Rosalind's di ome of the role-playing produces positive
valuable lesson Cel-s?“'§e as @ man enables her to teach Orlando a
of her wicked fe;therla‘l§ (ieguise aliows her to escape from the court
various roles at will -oouchstone amuses and instructs by assuming
act out the fimited c ther roles cause problems. Silvius and Phebe
help, their re,ationshc,’”ventions of romantic love; without Rosalind's
Jaques a COnsumma'tp would remain static. Some readers consider
come not from L oie. Fole player. They hold that his criticisms
ue feeling but from a desire for attention.
. RS, DISORDE
iza :

rank of peopleeat:gﬁibeheved that God established the order and
a sin. Duke Frederickngs' Whoever disturbed that order committed
brother's throne. O upset God's plan when he stole his older
his late fathér'; w-'v:'” committed a wrong by refusing to respect
Characters myst énésu o Thes? sins cause suffering. The noble
Power and weaith th re hardship, and the villains can't enjoy the

er is re €y've stolen. By the end of the play, the natural

again prevails,

STYLE

You :
by examiningcatrI;elea’n a lot about the characters in ‘As You Like It’
Orlando's use of | 3y they speak. For example, if you look at
statements are bold ar o0¢ M Act I, you will notice that his
that he's a nople and direct but always respectful. That suggests
Oliver, in contrast iYOUng man, forced to stand up for his rights.
often gives comménz Snide and deceitful. The tyrant Duke Frederick
Rosalind and Celia h S- His speeches contain neither wit nor poetry.
that no hardship canasv eba natural optimism and enthusiasm for life
Wit and good humor. ubdue. Their speech accordingly bubbles with

In the
mode of expr:zs;?;eSt' when Orlando's thoughts turn to love, his
talking abouyt R05a|'n changes. He becomes fanciful and poetic in
is all that matters'rt‘d' Silvius and Phebe speak only in verse; love
Corin, William and 0 them. The severely limited vocabularies of

y Audrey tell you that these are genuine rustics-

Uneducated a o
goats, « and familiar only with matters pertaining to sheep and

-
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Some of the dialogue is written in verse (Silvius and
Phebe's, for example). For these passages, Shakespeare used
unrhymed iambic pentameter- that is, lines of ten syllables each,
with every second syllable accented. Other characters, like Corin
and Audrey, speak less formally in prose. Most of the others
alternate between two styles. d
Shakespeare's language is loaded with imagery- words an
Phrases that make you see a picture. The imagery tells you
Something about the speaker's character or his emotions. A good
example is Jaques's famous speech about the Seven Ages of Man
(Act 11, scene iii). Jaques paints a picture to describe each age, frorm
Ehe "mewling and puking” infant to the old man who has entereg_ .
second childishness.” Each image refiects Jaques'’s melancholy an

Overcritical nature. .
" As you read, ask yourself: How is each character u:;‘n%
language? what does his or her language reveal about tha

_Character?

FORM AND STRUCTURE
- - —— r ive acts, which are
As You Like It is divided into 7 nted that almost

Subdivi i ders have comme
ded into scenes. Many rea ethe first act and a half. The

all the major events of the play occur
City characters are Introduced and the necessary history is
€xplained (exposition). Each of the ma
reason to go to the Forest of Arden. After
short scene takes place in the city- ic
charace [ the country, nothing F2bPeie T "plot
aracters’ falling in love. The tension O F il
Rosalind's disguis%. When will she reveal her true ldentittg: :Iowérwtc:
appen when she does? In that sense, A the
end the play whenever she chooses. She takes tlmt;: :: :;‘?é%’:an y
Consequences of her disguise while discussing m? I:vers are added
Philosophy. More confusions and additional pairs 0] time to unmask
until Act Vv, scene ii, when Rosalind decides that ittli repentance’ of
herself. The four marriages in Act V, Scene .iv;.s e cadom all give
b:th riuains, and the restoration of zu‘s‘; sa‘:"""’ follow, after
€ play an entirely happy ending. MU N rt epllogue.
Which Rosalind tur:s to Ft’:ﬁe audience and delivers 8 sh eQ\Og\

Act 11, scene iil, only one

Ky except the
grows out of

a2
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THE GLOBE THEATRE

: One of
Theatre. It wae t;,nee ﬂ;?st famous theaters of all tire is the Glob
career and many of th several Shakespeare worked in durin 0h'e
performed there, Built i st Plays of English literature were
Thames from London, i in 1599 for L600 just across the I;v ver
cannon in a battle sce it l?urned down in 1613 when a spark fi ol
thatched roof, The cue1ne In Shakespeare's Henry VIII se??’irre ggTh:
33?3;,,'.“,?;“9 Knows ::atgaywsiacéugﬁkly rebuilt and survived until
e o ol e ey g0
SESIgn. It was a thregi s& the Globe was the latest thing in theater
overed galleries sy ory octagon (eight-sided buildin ith
Three sides of the ocgoundmg an open yard some 50 feet Tros
areas. The main sta gon were devoted to the stage and bacicsrtzssé
center of the yard 9€ was a raised platform that jutted int tﬁ
the backstage areé t:vrhprt. Behind the stage was thge tiring hguse?
cues. It was flanked b ere the actors dressed and waited for their
a curtain used when t¥1tw0 doors and contained an inner stage with
(Some scholars think the Script called for a scene to be discc?vered
that could be moved be inner stage was actually a tent or avilion
the upper stage, a about the stage.) Above the inner sta%e was
battlemients in Ha'mletCUrtained balcony that could serve as the
or for the balcony scene in Romeo and Juliet.

Most of the .
actio
stages. N of the play took place on the main and upper

The third s
tory held the musicians' gallery and machinery

for sound eff
which a flag 3:;2 gnd Pyrotechnics. Above all was a turret, from
. (tlhe shadow) COVerec:jwrrr‘, to announce “Performance today." A roof
?ayers from sudden sh uch of the stage and not only protected the
Or special effects, M owers but also contained machinery needed
Where several traﬁdo ore machinery was located under the stage
'n a play and allowegrs Permitted the sudden appearance of ghosts’
script "eq'gired, . actors to leap into rivers or graves, as the

FOr a penn '

;?nnr? Wwith the "g'muynéﬁnda}f§ wages for an apprentice), you could
Woulg would buy yoy ags in the yard to watch the play; another
in theget You a cushionedS eat in the upper galleries; and a third
court house. The aygi seat in the lower gallery- the best seats
appreer.s' and merchantence would be a mixed crowd- scholars,
ntices and yoqne - 2nd their families in the galleries; rowdy
9 men looking for excitement in the ya’rd; and

.
i

§

s -
.3:"’
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tage of the crowds to ply
the Globe could probably
an ordinary performance

Dic‘fpockets and prostitutes taking advan
:1:('1" g‘ades. And crowds there would be-
woul /000 to 3,000 people, and even
uld attract a crowd of 1,200.

daylight The play you came to see wou
Shake du.rmg the warmer months. In colder' weather,
Lord sPear_es troupe appeared indoors at court or in one of

on's private theaters. There was no scenery as we know it, but

there are indications that the Elizabethans used simple set pieces
ndicate location. Any props

i:zz ads trees, bowers, or battle tents to i
call ;f. were readied in the tiring house by the book keeper (we'd
time im the stage manager) and carried on and off by actors. _If
som or location were important, the characters usually said
im ething about it. Trumpet flourishes told the audience that an
S,Portant character was about to enter, rather like a modern
(g°t'!9ht: and a scene ended when all the characters left the stage.
W 0d|e5. of dead characters were carried off stage.) Little attention
Mas paid to historical accuracy in plays such as Julius Caesar or
d_aCbeth, and actors wore contemporary clothing. One major
:ffereﬂce from the modern theater was that all female parts were
gcived by young boys; Elizabethan custom did not permit women to
it If the scenery was minimal, the performance made up for
o Costumes and spectacle. English actors Were famous
roughout Europe for their skill as dancers, and some
Performances ended with a dance (or jig). Blood, in the form of
animal blood or red paint, was Javished about in the tragedies;
ghosts made sudden appearances amid swirling fog; thunder was

id be performed in broad

Simulated by rolling a cannonball along the wooden floor of the
sheet. The costumes were gorgeous-

turret or b i

€ y rattling a metal )

?nd expensive! One "robe of estate” alone cost L19, a years wages
Or a skilled workman of the time. But the costumes were 2 Iar:g :

Part of the spectacle that the audience came to S€& and the%t "

:::? look impressive in broad daylight, with the audience right up
ose,

You've learned some of the conventions of the GI%I:E
Theatre, a theater much simpler than many > O'IJi:is for
Nevertheless offering Shakespeare @ wide range of possib! Sls<e cl,t
staging his plays. Now let's see how specific parts of AS You
A S~
You Like It at the

might have been presented at the Globe. ne
If you could slip back in time and seé
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Globe YOU .
« YOU might be i
production of S surprised at the
b s
that's with pa rt'g;’-‘&?eafe takes at leas‘zet?:ooafn?e D e
Plays took only about twer g Sl Pack in Shakeaptaras doy
sha; no real break betwo hours. This could be done iSpeare s
ifted. Instead, diff een scenes, and n ecause there
: e'g:‘t Parts of the stage cguf(;:%nery fad to be
is co A e used.
ke placl;zk:)r:v g:k in "As You Like It'. The first
inner stage. The N rooms in th e main stage; then the second
acts) would beebfgs': scene of Act ne(f,):r':;evbcould be acted on the
sce =- 0ac ) moer,
e?reénaengi?er room 'o: ttmh: prgl?g stage for then?ogfta.kT?mzh’:aeei?
Olivert e of the maj €, could use
Cé"i’:"' ;nzo_l'{:e, hrem.es:"]ze'ztags i?\u'd serve for nggn:aii'ﬁgyfrzt:tg gt;
s uc i e door. . .
RO Ao e Cold et o s s S o
ﬁl’a_"e would follow on 'Zf,uncer “This is the Forest 'oferz e Each
Y would moy he heels of th f Arden. Each
] _ e very quickly. e one before it, so that the

‘ THE CRITICS
every taste Ou Like It', as its ti
dis €. On one | ! title asserts, h .
guised princesses e;r:] it serves as stock r:ri:r?g::ethmgdto offer
"eno tniustly deposed ruler, andcgr?lzngsﬁz
4

leading ¢
. ouple
traditionally e But the pl
Y entertaj play aiso
country Jife, Ancﬁ::';'gég Subject, tggeESSS':;.tcs)d afoc'; fjhougbht kon af
dedic nd drawbacks ©

Play’s relationghi ated
Te tionship to a fayg, student of literature can consider the
Greece. Fu,-r? mance, a form ol’fite RE’YAISSANCE literary mode, the
With mgre her, the play is escapist writing with roots in ancient
diverting songs than any a sparkling theatrical entertainment
pmcessio,}sgt,'; sﬁi’riteqes: an ogf:ggzhakespearean play and severai
carca UV Singing h wrestling m
5S; though a sgt gfntaenrts In 4.2 (tf‘aditio%allyatg:'r;?nglézaeaer’z
lers has’been generally substituted in

“|°dem tilll andH e in 5.4
es Hym m u
)l Yy en'’s cha 'ng masq i

Thes
Uﬂdmma e featu;-es enli
Duke Se:i;c : After Act 3 222'9'" a work whose plotting is strikingly
:htr!klné chgr';’sgg rando, angd ;lojg:ﬂes the separate banishments of
he exjleg duké':dam seems nea:‘ ?j'e‘-ﬁf,tsf 254, set in Arden, lack

in 2.3, but we know that

My admj comforta
dam’s p"l'?‘tlon for Orlangk? establishment is near, and we feel
' t. Orlando o's devotion rather than anxiety for

invad
e€s the Duke’s banquet, but we know

e
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and we are not chilled by any
peril and salvation offers no
d to tell us abnut it.

m?; he will be graciously received,
th ‘IE“t of violence. Oliver's tale of
thrilling tension, for we know he survive
differe tlnsteaq of a plot, the play presents conversations among
"Oman?' combinations of characters. They talk mostly about
shim ic love, country living, of both. Their remarks weave a
and mering pattern of agreements and contradictions, harmonies
em counterpoints that constitute the substance of Acts 2-4. There
view s from this fobric of ideas an opposition of two points of
a W: responsiveness to love and life, represented by Rosalind; and
Jawnthdrawal from complexities and commitment, represented by
thgufes. The play’s climax in Act 5 produces a resolutionin favor of-
affi ormer. Jaques, although no villain, must be defeated if the life-
rming spirit of the lovers is to triumph, for his doctrine of
Passivity and retreat is ultimately antisocial. .
Ja Shakespeare neatly and subtly presents the opposition of
di:_;cl ues and the lovers by having first Orlando and then Rosalind
3 miss the melancholy courtier from the stage
2,289 and 4.1.36 respectively, before each .
wooing scenes. This is a bold instance of the dominant technique in
the play; the development of the dramatic tension not through
Plotting, as we have seen, but by juxtaposing encounters among
the characters. For the most part, we are not expected to judge the
Speakers but rather to enjoy their meetings and gradually
appreciate their differences. '

For instance, the pastoral world of the panished duke in
the forest of Arden is described, even pefore we see it, as one in
which the exiles ‘fleet the time carelessly as they did in the golden
world’ (1.1.118-119), a reference to the golden age of ancient
Mythology, analogous to Eden in the Judeo—Chr!stian ‘traditlo?.
However, once the play’s action moves to Arden, this proposlt:%n Is
undermined. The duke’s praise of his exiled court’s woodlancfjo rl eth:
‘f:,’"owed immediately by an account of aques’

ounded deer, which critiques human intefer
Jaque’s Comm:ents also present 2 cynical, dssvubsotgul oi;ngguen rsf
h_uman society, as he invectively - pierceth a y air;
a ! Frederik’s villainy Is oncé ag

ty, court’ (2.1.58-59). In 2.2 Duke Fr ilainy 15 0 frming
displayed, supporting Jaque's dark viewpoint go s e peare
the essential virtue of the exiled Duke senlor’s court- BB o
ost ral world In which chara ]

s._ab"Shes Arden as of | .r characters criticize them, both
criticise the real one, but then other character S o , Doth

explicitly and by implication- Further
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and Touchstone ' or
Y Uunenthusiastic, with Rosalind weary in Splrlt' 322
the fool comments that ‘at home. ' 2
Thus we can ponder several points
from the central situation of the drar::':s
gs a song that illustrates the Dtt]ition
€ pastoral life, that those ‘who doth tahn;r ot
happy to have no enemies but the wea e
comically insulting parody. In 2.7 ; ectlw e
desire to be a jester like Touchstone, ICk o
arp reprimand fron:n the dq eself.
€ world’s vices when he h'as su_nnecﬁj h:qns] the
Scene Jaques’ position is again reJeCt: - As the
I completes his sardonic account of ub i
elpless old age, Orlando be 5
is entirely unaffected .by Jaqther
reverence. The scene closes .Wlth anoong
diction. Amiens sings at :1 it
- ingratitude’ and asserting tha b
ving mere folly’ (2.7.174-193). A
pitality is enabling Orlando to eo‘f) ot
endship and loyalty. 't(ge basis
idealization of rusti " e
towards sophisticated societ)’ted :nd
just as persistently contradic

in a better

place’ (2.4.149),
view withoy

t being diverted
) 5 Amiens sin
attitude towards
shun’ (2.5.35) are
Jaques responds
delightfully’ expressed
to satire'everyone
wishing to correct
Later.in the same
melancholy courtie
with a morbigd de
Adam, whom the

Provokes a sh

scription of h
duke, who

of such g
condemning
friendship is
the 'rnomgm; ;
his gratitude
-Pastoral oon
¥Ing  cynicism
but they are

ubtle contra

lghing, most io
the duke’s hos,
for Adam’s fri ife and an

; of
. Most telling in this respect are the play’s C°m,paf;§ogrshey
different Iov. € central figures are Rosalind and or'a"a, éilvius
ic variations: the ridiculously convention ous yet
+ and the equally prepos ter) on the
Y (with an assist from WI"';‘;’(T herdess
shepherd and the hard-hearted s tﬂre and
re standard figures in pastoral liter“ait :
are absurd manifestations of d'realism
asized by Rosalind’s own overStateot for all
ebe, *Sell when you can, you are n

are flanked b

the one hand

rthy Touchstone ang Audr

Slivius "ang
©xaggeration |

. i : stone’s
sentimentality is countered in Tquchin ne’s
doring Audrey, or bem? 0 ond
y that ‘man hath his dgﬁ ;g). s
Id be nibbling’ (3.3.7 ‘on}cally
n to human instincts is ir

- So far from a
Jester finds on|
+ SO wedlock wouy
resigned Submissio

as. pigeons p,

-
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uchstone also

dea] woman. Towhen Silvius’

i ni do.
the worship of a r Orlando. When =2
e & o ol e T
A H the . (q ’
Dlaln‘twe lament reﬂ;'tf“jyset having am\{ed rglposterous love forh%r;
Passion (Orlando n by saying that his p that her pretty C
immediattiely‘rréomsnhg. kiss ‘the cow’s dugs
Jane Smile le

f rustic
Mead? -47). i t sort O
hands had mllkeﬁghg“‘;‘e‘ge:gd theme, dd'fgle::;e are est:senii:gl‘{_
In another T Silvius " an vaguely by
characters are cont"aks)t‘;fr's' countﬁﬁedhe?s:;ss swain Wnlhzli-g vs;f
stereotypical Iiterarl"yrds Audrey and her heb  earean C ds the
pccupation as Shef? oens ‘instances of thsv ho fully unders:;:"frankl-y
typical rustic bllj-feo|1ke ‘peasant, a ma ?and- In 2.4.73'8.4| falseriess
And Corin is a I ing a living from A& |70 1 2 ecsentia time, he
realities of extracti and, by implica tion. At the same and his
discusses his DOV"‘”Wthe p'astoral conven t less honest "feéhe most
and sentimentat':‘ty ggurtie"s their eai'eg3bgon5titUte one :fod d holds
does not envy the ein 3.2.11- he country Wor T nd
exchanges with Togﬁgs;gztoral in the play. ,T,et its hardships
telling critiques C::f courtly sophistication,
its own agains

£ OWT ted.
~ difficulties are é';a;‘lzos%agures that :eo n;;?r?:edlv di
E"e’;smne and Jaques, "i‘s we hear in Ja
g't:tr:grs,_r‘rll‘gscﬁrst meet offstage, i;3) Touchstone’s
r. .

' (2.7.
report on the ‘motley fool” (2

eal g
en rot app
to ripen and th er r
the human tendency he jest

- er, t - to a pe
Melancholy couLt|er;lvtl;|if>eW?;’qu “s is ﬂig'iﬁfd 7
has no philosophy, kery to ‘clea s him to
of Iilfcel anzd 7|oGocl)<)s fg,;‘“}éjdea attitgde lea
world’ (2.7.60). s en
human (society at the plays Bfi

: ith u
) ships with @ try oY for other b
_L;Iay'i swirl O\teﬁ‘:l":;ly joins th%ei?:r?ng himseg'fecftosrthe play’s two
ouchstone e rts, st re

a
Marries, while Jaqyeg 3"3{’92).
dancing measurfsve(a;‘ | withdrawal. e
o a . 4
o ey’ TP eral oton abou love and the GO0
temperaments comSﬁwtst:ar has an opin resents ad\g:i:‘h has some
o in its title. Each characte’ "0 o ey Preed, and each ha
ife, but then 3;;;7228.2 Each idea is A o
contradicts or mo

itiac of the
activities O
iy St rom e
s’ enthus
o servations :2
reatly to t
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merit. In the e
dominan ",d' as the multi :
e
€ most telling ;i sents thi )
herself in teh':'-.:rr?gdJilsttaposition in if;eem;athrfughoutl and perhaps
grlando’s love is a sﬁ'];ii,e as Ganymede. yGaSn;I:;d:f oot that
i tacle of Rosalind s e can cure. The delightful i is the
conf-dl-ove is merely r'nadnee madly in love with Orlando tell‘;' 'Sht'he
how'nlwna?n"1 efraizve to Celia -550(3633;82) and then "JUite’m/stlgl?ica'l’l‘;’/l
?relgrs' in 5.2, w,?g,]] cé“;enp I am in love!’ ?2_21:1;2?5;2?‘1-?;?5': ,k now
witne :ve PEtween Ce”;ln;en%e S masquerade can no Io'ngerfe sfnl‘fq::?ax
prete S without pain; he | _Oliver is too much for Orlando t'
pret nce that Ganymede | insists that he cannot go on with e
tea her lover has outgro is Rosalind. The disguised heroi g '_the
He sing him about, and V\;:' the conventional attitudes Shgiggabnzes
Hyrrn g:\";nt?s Tagic . reprisseed ‘;’g et?)?er eaS to resume her true identei:t(;r.I
et o2 e s S o
been Invisible thOUghr of affairs. Disguised as Gan mS gccupled -
aZc the solemn maglc.? nf,'f'e'y in control. She retur:s gcgc’mih:n?eag
bloss the & and recanciliation me®, masdue, casting epell of
e }_;:)?#gflwith humor a'nsvvf?s ;:%ues, despite his withdrawal,
S - S nat H .
ng’:z??tural being oru;eco's problematic, but whether he is 3
play’s meOrtant as his rolesmmed human recruited by Rosalind is
religio appy ending. This as a symbole of divine approvai for the
bt S references, Sgo suggestion has been prepared for by
the ra?/’;:l'sreflé%ign, such argeAdaa":'sqtgiteh‘touching evocations Of
. - uching prayer, '
S(a):/nsf’c’:vtitto my age/' (Yzeg EQ?Zldently Catersgfcfr t\r,ler's;;?'rg::t /d 0;2
thers h times when ‘bel] 5), and Orlando’s equation of ‘better
touches 7€ Mmore prosaic s have knoll'd to church’ (2.7.113-114)-
Unclor (S)"on the parable 01:atllusmns to biblical episodes. Orlando
e expul"e", in 1.1.37-39. Ihe prodigal son in describing his lot
plagues sion from the Ga dn 2.1.5 DuKe Senior likens his exile to
way to !r? f Egypt in 2.5 58r en of Eden, and Jaques refers to the
FrederICkeaVe" / by doing Corin assumes that one may ‘find the
Rosaling i, converted ng deeds of hospitality’ (2.4.79-80). Duke
e entirVENts an ‘old Y an ‘old religious man’ (5.4.159), and
Other issyecr S0d€ Of Sir religlous uncle’ (3.2.336) for Ganymede.
€S of churchi liver Martext, however ridiculous, raises
Y doctrine. These references subtly s:uggest

- Wo
rid. But the Forest of Arden is no mi
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the a
parallels between Christian ideals of pity and loving-kindness

and t .
he play’s themes of love and reconciliation.
ike It Commentary,

-Charles Boyce, From As You L
Dictionary of Shakespeare, 1996

ON THE PASTORAL SETTING™
...Externally th i
play. y the setting is that of a
y. The forest is full of shepherds, foresters, and other creatures

who .
could live together only in an Elysium of escape from the real
rage of wish fulfiliment. It

n pastoral romance, not a country in
bored with city life weré realized. It
d through which real winds blow, 2@
What creat: bin Hood and his merry men...
elong to the | do they find there? They meet characters who
romance.” e most artificial of all worlds of fiction, the pastoral
the obsti Silvius, the sighing lovesick swain, is there, and Phebe,
neither inately chaste shepherdess. So are william and Audrey,
oF an of whom has ever been washed by the romantic imagination
ass g‘ other known cleansing agent. They are the shepherd andrhis
r\othins they really are, ignorant dirty louts-simple folk who know
Shakeg but what Nature has taught them. "
cteropeare, "are two suthentic children of Nature.” This is the
be|0n°g.ene°u'5 company to which Rosalind ane =
thus 3 dlf they prefer Arcadia to the artifices of civilized life. The piay
is, a icules the bellef that life close to Nature IS best. The comedy
» @s Joseph Wood Krutch says, @ splayfully satiric fantasy on the

dea of the simple life." .
-Oscar Campbell, Shakespeare's S

conventional pastoral

is ;
not like the world of Italia

atire, 1955

ON ROSALIND
happie ...Rosalind loves Orlando WithoU a
‘Cuck st of many happy persons in Arden. Her criticism
She ?,°'a“d is unremitting, yet she has not annihilated the e
That l‘:Stgres'c,’erved them by rem_ovln? tge t,f,'af'f,'.? :fgi‘:h

Jnat Is the duty of criticism- @ simple du ,
!‘Tagmati(’” angy a healthy heart. As Arden emerges fro th?l g;g; ::
St: You Like It" a perfected symbol of the golden 89¢/ s%bl saling
ro Ps forth not burned but brighten€s, a. ed sym o
c Mantic heroine. Romance has been gested In her until we cnow i
annot shatter; laughter has made it suré of itself. There s oniy € ne
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thing sillier
than b i
love. Rosali being in love, and is thinki
ind skips through both erf-?)?; 'tz tx:gg ing itis silly to be in
; ) om.
Mark Van Doren, Shakespeare, 1939

ON TOUCHSTONE
. Touchstone'
licensed f ones role is th
00l." It is at of the Court "

l<1:ourt:, using the F. O:l?ssll'mh that he first appears at f:efif:r'p t'zje i al'l—
his honor that the pancakes pen, mock at the Knight who Swore by
me time with a si es were good, and i i o th

i ' n i
Knight. He is thff e thrust at the Duke wlhcc’, l:(l)gvmg thr:_mself o e
EuSt?ma"Y penalty fgtened' to be sure, with aeswh"s oo the
d:ars warning to his Jre t: e Fool who ove'rstepped his g:)pmg, t';fe
& nger at Court, and o: er btft he is clever enough to sidggt . th :
the forest air. Here he jce he is in Arden ali dangér blows av(?/p 'r?
na?n :fpgsure of folly Ti :: ef; to practice, unchecked, his vocaé::i);:r
. . ’ re H . . !
metalf € is the touchstone tsuma'?'y,, is 'the significance of his
at distinguishes pure from base

-Tho
mas Parrot, Shakespearean Comedy, 1949

ON JAQUES -
In this utopi

g,e mglancholy Jaqﬁ::sn aastoral world the fugitives also come upon
entirely Shakespea o e has no counterpart in Lodge's novel; he
comedy is to stand alorefs invention. Because his only part in'the
upon all that happens of from the action and make satiric comment
thhakespeare's mouthéi:c? tics have been tempted to regard N7 20
e famous soliloqu e. Many readers have therefore mistaken
succinct revelation oty t,,? eginning "All the world's a stage" for @
mind about 1600. Life t: ﬁessimism which captured Shakespeare's
pageant of futilit im, they say, had then become just the

This is g (:lfthe melancholy Jaq;les' vision 1

ive vi ; ;

'c_me that had become a view of a highly effective dramatic figure-
epresentative of the t popular stage type. Jaques is Shakespeare's
the continent, laden “l,‘glveller recently returned from a sojourn on
;Tlelancholy is artificial ith boredom and histrionic pessimism. HiS
pose, . and his disgust with everything at home Is
-Oscar Campbell, Shakespeare's Satire, 1955

[Jaques
g;s;;aSte for life ig Vg?ggc? t be wholly dismissed. A certain sour
e time or other. If he through him, something most of us feel at
were not there to give expression to it, W€
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ure of life in the forest too sweet.

f,‘i'sg'::n'l’e tempted to find the pict

AUdreyY :CEOH is to interfere in the marriage of Touchstone and

appears. and this he merely’ postpones. His effect, whenever he
, is to deflate: the effect does not last and cheerfulness

soon breaks in again.
.-Helen Gardner, "As You Like It,” 1970

A FEMINIST VIEWPOINT
giVe-and"'In court, Celia and Rosalind have a completely equal,
their di -take relationship. However, once they enter the forest in
Rosa“nc"?g‘-','sesl Celia's part diminishes. partly this is because
Pty fumrolvement with Orlando is central to th
assertiv unctions to allow Rosalind to live out a freer, mor
tenden ¢ and independent role than she could otherwise. This
‘Orlan dCY_ is observable in 11, iV, pefore the women aré aware that
beco,no is in the forest too. In male garb, Rosalind automatically
the oute the dominant figure of the two. It is <he who deals with
act utside world, who can meet and converse with men, speak and
Serioassemve'yl even authoritatively. And she IS listened to
and usly, bantered with, without tial, complimentary,
geht"ZSSentially trivializing address that
demonnen 1" Shakespeare's plays. She is ¢
the nstrate areas of her personality that could not, according to
reve stage conventions Shakespeare adhered 1o, be gracefull'y
ar.-c,aIed if she were in female apparel. She restrains Touchstone's
and gance and disparages Jagues melancholy; she chides Silvius
Phebe; she is flip with her father. Apbove all, she i able to

Speak to O ncealment
. rlando about love without coyness of co ’
Without having to defend aga ic attitudes O

dem : inst romantic or erot
onstrations. In short, she can be

more

a person.
Marilyn French,
Division of Expe

Shakespeare's
rience, 1981

e design, but
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A MIDSUMMER NIGHT'S DREAM

‘ . 1598

INTRODUCTION

Shakesp:;s we might expect from the rarge and vitality of
changing ';e s writing, Elizabethan England was an exciting and
know muc%ace‘ Though we know little of Shakespeare's own life, we
a period about his world. For England, the sixteenth century was

of growth and exploration, contributing to a renaissance in

Cultu A
ral and e e Under the reigns of Elizabeth I (1558~
one of the artistic

16
and03r?1:,-ncd James I (1603-1625), London became
half-timb antile centers of Europe. We can still se€ the beauty of its
all, the I_ered houses, its bridge-towers and churches. But above
readers iterature of the period continues to excite the minds of
, offering great riches of imagination and language.
langua For Shakespeare and his contemporaries, the English
Solidiﬂge was changing and growing. Dictionaries had not yet
seem ed spelling and meaning, and sometimes Elizabethan poetry
s to be possessed of a great unrefined power. POEts and

| .
Playwrights -among them Edmund spenser, Ben Jonson,
peare- reveled in the riches

h .
of Rf’-mphe" Mariowe, as well as Shakes
Is emerging language and created @ brilliant new drama.
ber that in Shakespeare's time theater
attended

was g o ¥ IS Well to remem
by botﬁ"""'af pastime (something like movies are today),
an int common folk and royalty. It was not merely the. A
hrig ellectual few. Folk traditions of ballad and song, as well as the
DOet.t'a" miracle and mystery plays: had accustom
EIiZaE drama, its speeches cast in rhyme and m
Pro ethan theater highlighted the s
Perties and almost no scenery. Its
e. The characte

s
Ieur;ﬂ;l:ndefd 2 bare 2D e h stagid indicated W
a fast pace, and what they said ind / N
t“"‘sy were. Thg Elizabethan audience was attentive “taon ;h:ds;ggs?:
rd. A playwright might as easily ‘pres eas tione 10
or narrative speeches, for the‘\thea er
‘W dazzled\.rAnd this

the for
m of poetic images
2 place | e, Was ;
n which the ear, not merely the eye: d >
wa:kthe kind of environment especially well suited fa .\_:\{\l@am
espeare . S he
’ Night's Dream” - _how
You in ‘A Mldsummer v
appropriate thrsv“;!)o esgg method is. The fairy world comes alive not
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from stage tri
poetry. Detail;;cé;’:s’f’ elaborate cost
i a3 s umes, ;
rgab%estﬁé afpowerfgtlaassg If:_'esctrr’ptiorns, czggager: ci;fe tnse bué Hrocgh
ai ; ysterio med flower:
'af‘guagefh ry world vivid. Theusmnaa;‘::ra"iv"‘ézr'?‘; tgﬁse are whjf
The world _ akespeare's
extrao of h i+ _ ;
Shakesrdmar}.l Character[ss writing is filled with cul '
town OfEares own life w' and historical tural riches;
{own of Stratford n e e know little. He was g of
mel'rha-? tells us that I_:rdi"'aund the 23rd of Aor'T m-the SfT‘a”
Shapésn and COUﬂCiln.'ra & E5MEY s @ Eom pril. His baptism
tooleadpe‘_:’re grew older ]n whose fortunes seEWhat well 15 9
Stratfor;intage of the p.ubri]-'{_a” probability he sawegef tﬁo slip 83
1A this ekrty GO ubiic education available to Lo e of
we have iry period is «:onjectL of what we know about Sh s
years ]d_-' his marriage, in ure. The only other certain i akespeere
jater, the by than he. Sinc 1582, to Ann Hathawa i
1585 :-:we bride was arrealde a child Susanna was yt; g e By
, the twins Ham y pregnant at the ti orn Six months
legend Fox the restneta?nid Jugih, wore boerrE”.ne of the: wedding. 15
il SDmc. 1 east r : .
at t say Sha egardin 3 ;
tha? naerlgmjc"'i”?-j eStatZ?nghare was bootegd izrtag‘otrgw tf;ere b
ODPO!'tuﬁil;;dto le87 Shéke”;g;;rga% he taught schooln\f\?e ch)aalir:l];v\gl
th e fo (I eft S ’ :
ife, SSOT? as that of g:g :ﬂ 4= Blg ity of t[gfrfgc;ﬁ ;(t)r lthe R e
il itical power-broki etropolis today: a rich émds ure would be
thea?erOd life. Perhaps hgg, history in the makin ;aried Sl
became Companies right awapprentjced himself tog,oﬁegg;'ﬂrlﬁry,‘ o |
alread su-Ch an accompli ay. But in truth we don't kn he %55
Belndieln i, acked %IShed writer so quickly. By 1592 howwhg
the writin upstart crowe “ya a local playwright Robert Greenz far
famous g of plays to real n actor who would be better Off | <A
EOndeeraabcngf:;ion shows péﬁ;?rg:ti- The furor that forlow:c? \::If:]lg
0 a utati ake i
f:ern fﬁigkuasntﬁg tKFiOWT?HW?i‘Ee[—}thglteh it szse?v:’?tt:;? st s;iznﬁgfgeri
is. lif Shak E & aecusation, |
S sty ined e s acté’faat_c,"’v’la';”;‘;"? av:r]:ilgéraliﬁ
acted andm!d of theater, jt wo vocations, giving him special e;Ttry
commandi written word s nuances, and the interplay between the
Adonis follng poet with th By 1593 he'd also rov\éd himself 2
« followed the next € publication of the P Vi mes
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Fo .
produced arsut(:f next eighteen or twenty years Shakespeare
and playwright Qefsil:on of plays that mark him as the premier poet
hes seen. Thro 'S age- perhaps the finest the English language
his time and ugh CDmfadles, histories, and tragedies he speaks of
d&neration aﬂ:world with an authority that makes them seem,
fortunate to h er generation, completely contemporary. He was
with which h ave a company of actors throughout his writing life
the abi““‘{ ofe COyld w_ork, gaining from the traded insights an
the resourc seeing his work produced. He was able to benefit from
Globe, so thes of the finest Elizabethan outdoor playhouse; the
: at his work had a state-0 er in which to be
to help him a

perform f-the-art theat
ed. He had noble patronage t the beginning -
en ro when his patron

(the

becanEmzrI of Southampton) and v
ir_"Drisénegm?m"e‘j in an unsuccessful coupP

time James: nstead of trouble, shakespeare found grace: D
I assumed the throne in 1603, Shakespeare's players,
ain's Men, weré now called the

form
K‘”ﬁrg associated as the Chamber!
s Men, receiving royal patronage and favor.
m London and the

theater ?mu”d 1611 Shakespeare retired fro .
his |ife o return to his family at Stratford. He presumably lived out
fact. A fDEECefu”y' dying in 1616. But once again legend obscures
' amous tombstone inscriptions him, seeks to gain
it reads, wplest be the man that

V% pones." No

him
a peaceful death as well;
t be he that moves M

Spa
Onerﬁs these stones, / And curs
as moved them.
Shakespeare was unique among the world's _great
st examples of beth

dr‘a .
Comn;?jttsts in his ability to create the fine
Lear’ y and tragedy. That the same writer coul ' K
Tempear)d ‘A Midsummer Night's pream’, 'H mlet’ and The
Iso het . has been a source of wonderment £ .
Points Is complex English-history P h their mu
e wi of view, have influenced the way we thin
in thel,?e range of Shakespeare's achievemen a
Dublis} irst edition of his complete ramatic works In 1528 Folio
into égersddiwded what has come do pe known as the i
© Comedies, Histories, and Tragedies- : ' :
i i i in which King Lear
4 ke varlety,bt t?\r:aiﬁovrvi ‘A Midsummer Night's
ch r's perspective is

cou

id only have been written e
n 4

n both plays merely understanding @

ation of another

rea v s
sufﬁC?;r"tOtne way is that i PRy
Uma o judge everyone else's / i

1, pro [ it without 2 transform i
ort, & gen?J‘iig‘ é’}'q'gn';%t;owe 1.-t And throughout his comedies, this
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m i ; o
adfgu;vtgtz writer kept vivid the sense that wit alone is not an
A €sponse to people and situations.
is Love's néigz comedy, almost overflowing with witty wordplay,
characters is thatrs Lost. The lesson learned by its principal
others' feelings. A v:gords and wit must be tempered by -concern for
is setin a s g ial nd as with most of his comedies, part of the play
freely outSi% caah place where transformations can take place more
Night’,s Drea S the busy world of court or city. In ‘A Midsummer
romantic re ranré the lovers expend great energy speaking in witty
surrounds fh tee. And the fairies' forest is the magical place Fha’t
another earl eir transformations. In ‘The Merchant of Venice,
place: in* y comedy, Belmont, where Portia lives, is the special
o IAs You Like It it is the forest of Arden.
Wel’l ‘Tro;}ughe so-calied "dark” comedies (‘All's Well That Ends
Wher'e peopl and Cressida’, ‘Measure for Measure’) the magic place
Leche Ple can be revealed and healed almost disappears:
transfg-' Sg'tefu'ne.ss' and selfishness are exposed rather than
"romancrge--' But in the later comedies, sometimes called‘the
Winter's %l flealmg \magic returns: ‘Pericles’, ‘Cymbeline’, ‘The
Tempest’ take, and ‘The Tempest’. In fact, the whole of -
the knowl ?j es place on a magic island ruled by a sorcerer who hag
exiled hi edge and power to transform the rational forces that ha
and hi M years before. Prospero is a wiser, more mature Oberon,
Is a‘l'tenglant Ariel is a more spiritual Puck.
1594. S A Midsummer Night's Dream’ was probably written aroung
noble ome scholars suggest it was written to be performed at &
Denb wte dding ceremony, perhaps that of William Stanley, Earl (:
fues C\ll,bo Elizabeth Vere in 1595, This is pure speculation, h'ow.eve,r;
i ed by the importance of marriage to the play. Its similarity 1
™ guage and theme to ‘Romeo and Juliet’ also helps date the piay:
:)ugh one is a comedy and the other a tragedy, both deal with t_hi
gfe'"{? of love, its impulsive judgments and vows. Romeo and Jullef
Oberr cked by their fate, ending in death. But fate, in the form t?s
oberon, Interferes on behalf of the lovers in ‘A Midsummer Nigh
eam’, ?l'?ld thﬁ:r trials end in marriage. A
ough it comes early in Shakespeare's career
gt‘rgit:jmmer Night's Dream’ shov:s his comma’r)ld of the different
court S that combined to make great Elizabethan drama In e
demozst subplot of Theseus and Hippolyta, ShakesPe es
mythic rates hijs familiarity with classical subjects. He mt{arweas ing
royaj st:tn d hIStPrica' material to give his characters an impo
ure. With the lovers, Shakespeare shows his commar
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:;ng.ant'c poetry, the formal language of love developed centuries
wit"h'e" by the troupadors of France. Though he is mocking in tone
and the lovers, he gives romantic poetry a free reign with Oberon

Nd Titania, who draw on folk ballads and pastoral traditions to
ggeate the magic of high poetry. And with Bottom and his fugﬁc
folrl:"‘ades, Shakespeare develops a realism based on Christian
into ?]!ays thf:nt enables him to bring all kinds and clas§es of people
of is art. ‘A Midsummer Night's Dream’ offers a unique blending
of agles, characters, and realms of experience into a unified work

Peopl Shakespeare's life in London was filled with a similar mix of
bUrsptie and types. It was a throbbing metropolis for its time,
tempeng the bounds of its medieval walls. But its modernity was
streamreg by the folk traditions and beliefs of the people who
myth;ce to its streets. In the life of the English countryside thef
ancient |eg§ndary fairies and elves- known from centuri€s f
combin Celtic traditions- still had a place. Shakespeare was able to
landsc € this magic imaginary world with the contemporary urbzn
a kingpe of London. Watch the ways in which he is able to inclu t‘é:
a pict S of people, and different dimensions of experience, to pain

ure that in the largest possible sense parallels the world in

& Which he fiveq

THE PLOT

In the ancient ding is about to take
plac nt city of Athens a wedding
warsol:etween Theseus, duke of Athens, and Hippolyta, the
duke's queen whom he has wooed and won. They meet In e
Storms plalace to discuss their marriage festivities. SuddenlY, Fget
' N, extremely upset. He wants his daughter, Hermia, to
' her. Hermia,

Marry :
rower L e e duly i ove M B, e
ather's Ve with Lysander and refusersn an tghey both love

ands. The two suitors and the wo
iS on the s.ga Se before the duke. Theseus explains that Atheniafnl:gx
her own degre’ the father: Hermia must heed his wishes: not r
 In fact, Hermia must obéy the IaW,_remau;:eaget vurr;gew
g‘éo?n- the ""edrc‘linegry ey diel Hermia IS gi;'/'e . l|Jyta 1':10e make- her
Cision. s , ay of Theseus and HIppOIYIa” =, == athens™
and live ou?s?da Lysander secretly plan, insteads to flee Athfr(:‘; ;
Woman, Hel > Of town wit, an aunt of L;'sander‘s. Another g'eo ind
have none o??1a' Artives, She js in love with Demetrius: but he
er. The lovers tell her of their plan to €loPe:

63
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“In .
Workingmenth,:egf utse of Quince, a carpenter, several Athenian
entertainment f o discuss their plans to present a play as
Flute, Snout ar?g tshe wedding of the duke. Quince, Snug, Bottom,
most Iament’able tarveling have decided on a play entitled "The
Thisby.” Parts arecom?dy' and most cruel death of pyramus and
full of boundless e assigned to each player, but only after Bottom,
all the parts‘himse':fe rgy and enthusiasm, shows how he could play
in a wood Tl(:UtSi doof b :xﬁy agree to rehearse the following evening
players are%fsacne ';e shifts to that Athenian wood, but now thé
of the fairies, his ntirely different order. They are Oberon, the kind
spritely attendant of Titania, and Puck (or Robin Goodfellow), 2
quarreling o\,era r;t of the king. Oberon and Titania have
want, but the Q he possession of a young Indian boy that both
Puck, plans his ueen will not hand him over. Oberon, with the aid of
flower into-the eyes of his Titania. He will drop the juice 0 ic
will fall in lov'eyes- of his sleeping queen. When she awakes,
preferably "SOmg vY;nth Wh?mew:‘r (or whatever) she sees 'l t
: Meanwhil el e thing.” Then she will forget about the boy!
Helena's loveless of Demetrius and Helena enter the wood- seeln?
Demetrius : plight, Oberon instructs Puck to charm the eyes 0
Noaws wLe il, so that he will love Helena. ,
elopement. Mi tYSa‘nder and Hermia arrive, en route (O thelr
eyes of L');Sanls aking Lysander for Demetrius, Puck anoints the
Hermia awakeser' who awakes and declares his love for Hele"aé
eating her heart,ln the woods alone, having dreamt of @ serpe"
the WOodo:ngrg:gfi?nrtthelr rehea:sal, the workingmen '?lsq arrl\\lleo :5'
Puck jumps at th o sort out "Pyramus and Thisby. Mischiev® 4
places an ass' he chance to cause trouble. He catches Bottom a':,
Titania's reac: ead on him. The other rustics flee in terror. Bhe
immediately fa:?n- is different. Charmed by the love Juice s
The To s in love with Bottom, ass's head and all. nd
Demetrius prorverS regroup in confusion. Now both Lysander &
flare up and s ess love for Helena instead of for Hermia. An9=..
circles $o no rwords are drawn, but Puck leads everyone in maga .
taken place hea’ harm comes. Oberon, seeing the mistake that h 0
that his love as Puck remove the charm from Lysander's eyesed..'
With his Helena. turns for Hermia. Demetrius remains wenchant
Titania is
with also released fri enchantment. Re
Oberon, she surrenders the Irf]:i)iamn ?:::/ to the king. The lover®

hoas

-
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start! . .
ed by the arrival of Theseus and his court, awaken as if from a
ther, but startled as

m .

toyitg‘zo‘tﬁedfeam, properly in love with each o

worked 0utyV§] gotten there. Theseus, finding that things have

three Weddi,—:a er neatly, overrides Egeus and announces that the

his ass's h gs will take place simultaneously. Bottom s relieved of
ead and returns to Quince's house to continue rehearsing

Wedding 12 the palace of Theseus, preparations commence for the
comedy. " Ast'v't'es- Bottom and company perform their nlamentable
MUch jastine omedy it is, and though the duke and the others offer
well pleag "‘? commentary about the production, they are uitimately
adjorr ocd With the entertainment. The three sets of newlyweds
rn to their beds.

enchantr: uck arrives to sweep away the last grains of sleepy
ent. Oberon and Titania offer blessings upon the houses of

se. After all,

the loy
e SUQZ":;éuck, with a glint in his eye, asks for applau
dream.» , these proceedings may have peen nothing "hut a
THE CHARACTERS
THESEUS
rtant social

occupies an impo
haracter. Though he

oits and romantic
estab!ishment,
in contrast to

As duke
and of Athens, Theseus
had p: "::ii\$2|' position that is at the heart of his €
conquests ’l','PaSt, filled with heroic war expl
Upholding the e 15 3 figure of the Athenian
the volatjle loe social order. As such, he represents;
The vers, the stabilizing force of marriage: ;
Mentioneq seus is a traditional Greek mythic hero: He is
Plutarch, anén many ancient texts, including Home EU”P;d&Se'
thor rous MiOvld. He is probably most famous for having kille
ore notaur, in the labyrinth of MIneS on Crete. ThoudL
re's 19"3' mention of his former deeds: the l?e"5°s he
ary f h:feus is as much the playwright‘s invention @

.. ith hi .
Praise of his upholding of the social order ¢
e an

untoucheg feason 5 ‘

b S a prima wer.

Ut you might g Y l'eglm. %eﬁeém to be above the mag;":é
Also see them as being ‘outside of it. ~s:;fca|

N reas

realms of On blocks him off from some O t

COmparison t;):ntc\?n experience. In Act V, he draws a famots
een the lover, the lunatic, and the poet.
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they are all under the sway of their imaginations, which blinds them
to reality. In consequence, some realms of passion and art aré
closed to him. :

Theseus may be trapped in his position, or he may b;
filing it grandly. In either case, he has a kindly awareness of h
subjects. Though he may not be appreciative of art per se, o
understands the good intentions of the actors. He knows that hlr
position alone has a certain power and seeks to use it with a clé2
and just mind.

HIPPOLYTA ind Oof
A warrior in her own right, Hippolyta maintains a kmdee ;
aloof dignity. She too is a Greek legendary figure, ap Amazon QU
of fierce pride and strength. In the beginning of the play ool
counters Theseus's impatience for the wedding day with a Ctely
imperial rationality of her own. Yet she doesn't rely so comp 'SerS'
On reason: she is charmed and a little disturbed by the l?Mhile
stories. She's not willing to discount their tales completely. to beé ..
viewing the performance of the rustic workingmen, she seemSh she
Impatient with the amateur nature of the production, thouds %,
warms to it by the end. Perhaps she too feels the necesso ce.
temper her natural passions with stateliness proper to he-rht her
Compare her to the emotionally stormy lovers. How mlghe and
reserve be seen as a more mature kind of relatir_lg? Both $||ars o
Theseus bracket the play, beginning and end, like the p!

society between which the Midsummer Madness occurs.

HERMIA inning- .
Hermia shows her spunkiness right from the tr,g;\r/‘ily 0
Though the force of familial and social power is brought defenSe
bear upon her, she sticks to her guns. Her first words arg Zus a
of Lysander against the accusations of her father, EGEU=
Theseus. She asks that her father look with her eyes,
her viewpoint. She stands up for what she believes In .e_ bu
it may mean her death. It's easy to side with Hermia
could you say in defense of her father's position? roug”
Hermia is unswerving in her devotion
all his changes and always gives him the benefit
loves him with an authenticity that goes ﬁe\l’fe’gf ing
Pain at being betrayed by him seems equally . . d be
She is de:cribe‘c{l as having a dark Complix'? nHaer: temP?”
small, but you don't get more physical detail than that.
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is as fierce as her love; when it's kindled by jealousy t_oward
Helena, she turns into a real spitfire. Although, especially in tpe
beginning, Hermia speaks the, proper courtly romantic poetry wqh
Lysander, she shows that there is something beyond propriety in
her character. But when it comes to defending her virgin modesty in
the woods, she's quick to make Lysander keep his distance.
Hermia's combination of passion and judgment is set off
from the feelings of all the other lovers. She knows what she wants,
is willing to make great sacrifices for it, will fight like a lioness in
defense of it, and ultimately trusts in her power. She's not above
love-foolishness, but she gives to the romantic comedy a sturgy

foundation.

LYSANDER :
} It's hard to get a grip on the character of Lysander.
Indeed, because of the frustrating interference of Puck, it's hard for
him to keep a grip on himself. As you read the play, you may have
difficulty telling him and Demetrius apart. They both seem Fo be
defined more by the object of their desires than by any qualities in
and of themselves.

Lysander has the unlucky distinction of professing his
undying eternal love for two different women, one after the other. It
Certainly makes us suspicious of the steadfastness of his character.
Consequently, the beautiful, flowery, romantic poetry he speaks
rings hollow. He's made the butt of Shakespeare's ironic comedy of
fickle lové. He goes through all the right motions, says all the right
words, but doesn't show any depth of ¢haracter. He defends his new
infatuation with Helena by swearing it comes from reason. But since
you know it.comes fidm Cupid's magic flower, both Lysander's love
d reason Seems suspect. His normalcy is his main characteristic;

's just a lover, doing the foolish things. that lovers do. Therefore,
don't be-too hard:onhim. Look at him through Hermia's eyes; why
doyou think shi€ loves him? We see marny ways in which his love
seems false, but in what ways do you view his love as true? '

HELENA o
Helena is primarlly defined by her relationship to love, but’
unfortunately that love is lacking. The unhappy experience of
unrequited love seems to have penetrated to her very core.
Although attractive, tall, and willowy, she questions her own virtues
because being unloved makes her feel unworthy 6f love, ™
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It's true that Demetrius originally loved her, and she has
cause for being upset that he now seems to care for Hermia. BUt .
Helena is a prime example of the ill effects of "doting" too much:
she loses respect for herself and, consequently, some of ours for
her. Her running after Demetrius seems foolish and shallow to many
readefs. Do you think she is a prime target for some femninist
consciousness-raising? She's throwing herself away for a man you
have reason to believe isn't all that worthy.

Helena is so used to being rejected that she might not bi
able to recognize real love if it came her way. When both Lysandet
and Demetrius turn their loving gazes on her, she can only SusP€c
that they're making fun of her. Though you know she's right t0
doubt their sincerity, what would have happened if one of the’g
were sincere? Even at the end, she feels that Demetrius is hers, an d
yet somehow is not. Since he's the one Holdover with chal’meia
eyes, she's more correct than she knows. Neither she nor Herrl?at
speaks in the last act. Perhaps they're both wondering about W
they've gotten, having gotten what they supposedly wanted.

DEMETRIUS . t by
Like Lysander, Demetrius is difficult to identify excep oné
his relation to the one he loves, or, more particularly, to tf’l; her
who loves him. Helena's chasing after him and his irripatnoﬂ V"’:arme
are the primary marks of his character. Since in his unc off 85
state he even threatens Helena with bodily harm, he comesu may
not quite the gracious courtly lover he means to be. And YO from

wonder, too, about how easily Hermia distracte& hiser‘f?gfmance
Helena in the first place. His constant remarks agutin‘;ybe a lilrt;?

of "Pyramus and Thisby" show him to be clever, |
rude, too. In any even){, as the one person still under th: rgg‘; it
fairy magic and therefore not seeing with true eyes, he sesn,t knoW
foolish laughing at the acted “lovers" in the play. He doe

it, but he's still in a play of his own.

. werfu!
As king of his magical réalm, Oberon is the ;?:St g.?,m his .
figure in the play. Everything about him is comméi:t i st?lhe KnowS:
language to his magic spells. He is in essence an a skills to the!
his craft and how it operates, and he can usé his ounters
fullest effect. Since he sets in motion the charmed 1? nt‘l:1e plot. The
are at the heart of the play, he is the author O

OBERON
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characters play out their dramas to fulfill his needs and wishes. He

alone has the overview that an author has.
At times Oberon seems to be aimost an elemental, natural

-force. Because of his quarrel with Titania, the world of nature is

completely out of balance: Only a primal power could wreak that
kind of havoc on nature. This doesn't mean he is a perfect, all-
powerful being. His anger toward Titania has overtones of both
jealousy and revenge. You may feel that-she has become obsessed
with the Indian boy and is neglecting her royal duties as consort of
the fairy king, but doesn't Oberon's response seem petulant, maybe
a little mean? He is, after all, quite willing to humiliate her and
seems to take inordinate joy in it. Yet from the start he is touched
by the lovers' plight, and. his aim is to unite them, as it is to unite:
himself and Titania. He knows the power of concord over discord.
He isn't all-seeing enough to prevent Puck from making the mistake
that brings about the confusion for the lovers, but he knows how to

right the wrong that's been done.
" Oberon's brilliant poetry is the key to his importance in the

" play. His speeches contain some of the most extravagant writing lp
. all of Shakespeare. Oberon raises poetry to the level of magic, as if

his words were part of his fairy magic lore. He has a commanding
krowiedge of flowers, which seem to be at the heart of the fairy
realm. The .dangerous love juice is contained in a flower, as is its
antidote. His famous description of Titania's favorite resting place
calls out the names of flowers as if just to speak them were to
induce a spell.'And, indeed, he does induce a spell of poetry. If he
describes something, like the Arrow of Cupld striking the flower, or
the dawn rising, he does so with such command of detail and
sensuality that the scene comes to life before you.

When @beron finially. restores harmony to his relationship
with Titania, he seems to do’so for everyone else too. Bottom has
his ass's head removed in a twinkling, and the lovers are reunited.
The wedding of Theseus and Hippolyta can now proceed. The outer
edges of the play aré held down by the orderly Theseus and
Hippolyta, but its Inner core burns with the conflict, passion, and
magic of the falry fulers. Theseus meritions that all theater is made
up of shadow plays. When. Puck refers to Oberon as the “king of
shadows," he's letting us see that as poét and playwright, Oberon is
a master of the art. T )
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TITANIA : ic not
Titania is a regal and commanding person. She IS ing
readily willing to give in to the king, and her insistence on ke-‘Bﬂec
the changeling shows both her strong personal will and the re,s%ge
she has for her priestess. Though she may lack Oberon's know eowﬂ
of magic, she is certainly a primary power like him and has herense
court of fairy attendants. She's not about to take_anV. “0",3;] his
from him, and she throws his past romantic exploits right !
face. Try to put yourself in her position as well as in Oberqn s.?
do you think her rights are, especially as a partner in marrlaﬁe-faw

Though she may not know the spells, she has t eagica
charm. The worid she moves in seems to have a special tr: have
grace. She lives among flowers; even her fairy atf:endar;]er cairy
floral names. Song and dance seem to be the nature ofl to pu
business. She's not a match for Oberon's magic- he's aﬁis& seeé
the doting charm on her. But her world, even more than d”;_lensior?
to be an enchanted one, delicate, strange, of another
and size.

Titania, like Oberon, has the power th p?;?gtl:yb
description of the natural world in disarray is one of t ?forces with
of the play. She seems to invest the disturbed nlaltul'rr';‘cj mud saen;
her own emotional distress, so that the waves, aif, athe range ?,Tgr

Pl ; ings. She knows
to be living, breathing, personal thing She may not see that o

importance of her and Oberon's power. ¥Ry, put
ob?essio.-’r is.as equally to blame as Oberon’s Jgalous&/érre‘ H(?g
understands the fullest dimensions of the resull_t;'ral?v; of poét
description of the changeling's mother is @ «"woman and 8
imagery. The comparison between the Pregnafh g with a f mé
sails filled with wind makes the world seem fille

creative force. Titania embodies that power.

He
Ojnts

R
! as
herwise known < clan:
Puck,d C::i,ember of the fairy * g,

rt
f another Soreflated to

PUCK
Jester and jokester,

Goodfellow, is like a wild, untame reobe
A . IIS I
Though Oberon tells him they ared apnd folklore, seems

with his connection to English !e?en 't make
a slightly more dangerous kind of sprite. h his tricks " ont
Not that he is truly malevolent. A!thO‘(-j'g any perma"'e,s,

to do ecople fo?m

im-

people uncomfortable, they don't seem inking P _
damage. He casts an ironic eye on humanity. T:ot tears, is N7 a
he loves to make fools of them. B.ut laUtheréent on fun.

He delights in mischief making, like a boy

T —
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childlike antidote to Oberon's seriousness; that's why he's jester as
well as jokester.

¢ With his quickness, ventriloquism, and shape-changing
ability, he clearly has magic fairy powers of his own. Meddling in the
affairs of lovers and administering Cupid's love juice, he's
reminiscent of Pan. And like him he seems to have some animal
nature. He even tells us that he likes to take the form of animals
and that he communicates with them.

He is also reminiscent of the Greek god Hermes, the
messenger. Like him, he's a go-between for higher powers. Most of
the magic he does in the play is at Oberon's request. He's more the
instrument or administerer of magic than the creator of it. He is
definitely in the service of Oberon, regarding him with respect and a
little fear.
As the liaison between the various groups of characters in
the play, Puck is also the character who communicates directly with
us, the audience. His swiftness (he can fly around the earth in forty
minutes) may give him the ability to cut through dimensions, too.
He steps out of the play at the end to suggest that all we've seen
may be just a dream- and you can be sure he says it with a wink!

BOTTOM

_ Clown, actor, weaver, even romantic hero- Bottom is a
complex character. He's able to attract sympathy in the midst of his
absurd Suffoonery and to elicit concern even though he exhibits
some obnoxious qualities. This mix of characteristics has made
readers feel many contradictory things about him. Some say he is a
boor, that he treats his fellow players with a lack of respect; others
nete his large ego and need for being in the spotlight. Still other
readers find him a perfect clown and take his posturing as harmless
joking. He may, of course, reflect all these things. What is your
analysis of Bottom?

He is certainly filled with energy; it seems to stream out of
him sometimes in ways that he can't stop. He never uses one word
when two will do; in the same way, he'd rather not play just one
part when he could play them all. Bottom is a ham. He's also a bad
actor. The two qualities together make him' inevitably funny to us.
His enthusiasm trips him up again and again. He is enamored of
words. If he misuses or misprenounces them he doesn't notice-
though we do. He thinks he knows more than he does know, and it
can make him seem arrogant, just as his overabundant energy can
make him seem like a bully. But the testimony of his fellow workers
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Trri"rae';eie'g::eg that they take it all in stride; in fact, they adore him.
even a little b.’a.p preciate his energy and his acting ability. They're
apparent. Wh I in awe of him. And his fondness for them is equally
"hearts e Th en he rgturns to them at last, they are his "lads,"_ his
especiall e affection these men share is real and touching,
play. Yy amid all the confused feelings of love in the rest of the
possessezhoglfgh ne's a bumbler, Bottom also seems to be
unaccustomed a special grace. As a working-class tradesman
fairy Séii)a ; ' to finery and delicate manners, his treatment of h:s
interested 7& tlz a model of courtly behavior. He's not just kind; he's
another | hem. He may look like an ass at first glance, but
er gok reveals something deeper.

alone of the mars, SPECial quality is indicated by the fact that he
That Bottom does:'tai:\t:a"y becomes involved with the fairy world.
Preposterous means he igk Titania's love or dalliance with him is
else is. He may cut a rigi open to the fairy power in a way no oné

idiculous figure, wearing an ass's head, but

. What's interesting :
sting is that these strange little creatures don't look

ridiculoys to hi
him and he's at ease with them as with other persons.

en he wak, .
of his experie:(fefrszhls dream, he's unwilling to completely let g0
but he also senseq o eels somehow a joke has been played on him,
not atta Son;gg:).ng 3 eeper at the heart of the joke. He

attached to rs it, releases it, and calls it back. He's
3?3 st In him':e::'c;nv:lli:(ne Theseus, and he does have something of
ON and et jt find it Ng to absorb his magical experience like a

Sh :
akes"?ggs ows us h:'son‘-m amfgg?lng. He acts like a fool, but
. Bottom jg .
father eng larger than life, He has a huge appetite. He'd

age so
about bot| is’re;?e;g-i?g than let it go by. He's unself-conscious
--nat €, 3 sense 'c:?ehs and his foibles. That gives him, in the
all ure that humilfty j¢ umility. And it's a peculiarity of human
' S ennabling. Bottom's not such a joke, after

. QuUINnce .
+ S
with _hlgtslg 'sfé,‘é,’ffs OUT, AND STARVELING
cervi Cottom gt the frgIk carve out their own realm in the play,
3s a sh Nt. Shakespeare has them speak Pprose

amp co )
906d-natyren 'epre:ér?t to the poetry of the lovers and fairies.
' tured, and we Ntatives of an innocent real world, plain,
attempts a Meaning. Theijr preposterous bad acting and
Poetry are made fun of, but their good

- SETTING
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intentions and shared fellowship are always apparent. Shakespeare
may use them to satirize elements of his theater, but he does so in
a way that makes their theatrics, not them, the objects of his
comedy. Their burlesque may make them look ridiculous, but as
characters they fare better than the more articulate lovers do. They
are a necessary adjunct to the other worlds of A Midsummer Night's
Dream. They counteract the duke's stiff reliance on reason, the
lovers' high moral flights of fancy, and the fairies' elegant and
Primal poetry. All of these realms together make a recognizably. -

human world.
. OTHER ELEMENTS

Though ‘A Midsummer Night's Dream’ takes place in and
around Athens in ancient Greece, you will be hard-pressed to find

m_any details of Greek life. Instead, you will iearn much about
Elizabethan courtly and country life. While it professes to draw a
to take place In England.

Picture of Athens, the play really seems
Puck's descriptions of t?leytricks e plays on people are filled W::h
details of English village life. And when Titania describes the
Pestilence and floods that have befallen the countryside sincehl}g
Quarrel with Oberon, she Is clearly talking about England, wit

Manicured gardens and country games.

The real exploration of setting in this play has not so m_'lfgg
to do with place as with realms or dimensions of experlenci:l the
beginning and the end of the play take place in the cty, b C
Courtly urbane atmosphere of the palace of Theseus, therder e of
Athens. It is daylight, and the mood is one of social loce T the
reason. The whole middle of the play, however, takes p?s one of
C";’igod& during a moonlit night. The ztmoggi?::er%.here

order, i Igence and magit. b
E“Zabethar? fwgzoft(;?r"'?rlla?,g‘;g Demetrius observes I'.'\‘, as p:.—r; )p\ﬁ:l e“r:
@ characters enter the woods, thelr emo!;iona! ! O sander, for
Upheaval. Despite their protestations of rat.onallt;" (rg\mantic side
€xample, pleads this continually), it is the irration attings -are not
Of their natures that is revealed. So.the tWo mai]n > two different
Just backdrops for the action. They symbolize T R

®Motional and psychic spheres of experience:
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+HEMES

Here are some major themes explored by Shakespeare in

this play. You will fird them explained in greater detail in the scene-
by-scene discussion of the novel.

1. TRUE AND FALSE LOVE

The overriding theme of the play deals with the nature of
love. Though true |ove seems to be held up as an ideal, false love
is mostly what we are shown. Underneath his frantic comedy,
Shakespeare seems to be asking the questions all lovers ask in the
throes of thejr confusion: How do we know when love is real? HFJW
can we trust ourselves when we are so easily swayed by passion
and by romantic conventions? Some readers sense bitterness
behind the comedy. But you will probably also recognize the truth
behind Shakespeare's satire. Often, love leads us down blind alleys
and makes us do things we regret later. The lovers in the play-
€specially the Men-are made to seem rather shallow.-They change
the objects of theijr affections, all the time swearing eternal love to
One or the other. Though marriage is held up at the end as a kind of
unifying sacrament, and so gives a picture of a true, sensible, and
socially sanctioned [o

hollow. The confusion that precedes the weddings seems, somehow,
much more to the point.

. SEET D BET,
From the openin
be at the core of how w
“love logks not with the
terms, when lovers are
seeing Correctly; theijr ey

BLIND
g scene, "eyes" and "seeing" are shown to
€ perceive things in love. Helena says th?t
eyes but with the mind." In Shakespeafe'S
led astray by their feelings they aren't
€s are "blind," in the same way we now
W that love js blind. Lovers frequently see what they want to, not
what js really there, when lovers look with such self-charmed eyes,
*¥ are said to pe "doting," a key term in the play. Do you know

ANy such doting lovers?

WA N
Us Bottom and Titania, fall asleep in the
all wake up to have themselves or their
nged. An Opposition between waking and dreaming is
Y enforceqd, Starting, of course, with the very title of
their ay After Waking from their final sleep, the lovers feel thét
Perences were ot dreams. Puck also offers us this

! ND prE,
All four lovers, p)
COurse of the play, am'dp

Situationg cha
Continuaj)

4. REALITY AND ILLUSION

V€, some critics have found its order a little
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i - the play itself was a
SXD!aﬂatiog ti!:athi\ien?g:a ?u%r}gll'locgefe\.;'etrzaitts sll‘.rmber.i;?ﬁ;iianrg.egsé
Mrg;m, I?tnis associat’ed with dreaming, and day“ght'l:'}glmoonlit ot
It th gf iry experiences that take place during leavés Tt Foryol
?"I\a i:?e ‘aul?é dreamlike hallucinations. Shakespeta;g el
to (;l/ecid(]a. Which of the experiences do you wan

i reality.

he oppositions point toward our per'cepltlc::r;icolied th?n

£l ort eth‘;t perception be more mtergstmg {ween illusion

g Aeyhere canh' h is entirely built on the tension ethe audience

and ramiiy ahadow and light. Shakespeare . He makes fun of

and reality, shado at the same time he tests it. nce between a

about its gulhb‘lht\llj‘ k we'd be able to tell the differe Hence Wit a

those who don't t He simuitaneously charms *“ek.i” them want to

real or fake Ilo?r;taking in its magical beauty, ma e:IIgd a place of

falw wor‘]d brea reposterous. The theater is ¢ into a life of its

Delleve: in the th the right lighting it can come real and what
i'lfnd‘”wﬁg,.‘;”ntg?ﬁ'g all our notions about what is

ko

illusionary.

5. REASON AND IMAGINATIO with reason. Sometimes he

. i igned ;
eemis cc;r;tl;\ ur?ﬂltla\f:l;“?or; social man, r:lear-;u%t;sgsi(t?g;
seems to be held Upible He intentionally sets hlmseignlgtic e
dOtlng)' ol res'pon»ihenl he compares the lover, the ! frorn' o
to the :maglgagéﬂgr. Their similarity, he says, coLmogking iakeed
E:)ett 1;'? ¥ a“ SWaVEd by thelr imaglnat|on2hsl5 conclusions, But
ph‘thF of the lovers, we might ag"e‘ie‘;';,f,‘nmskes Theseus blind in a
s thatﬁoiﬁila:fci;en fairies, of magic, Tfte{z}oﬁgﬁ
different way. Thi?_; closed to him. Shakgspea": 1;:;/‘ b iaton
f}reatwe power, oet "gives to airy nothing / oot IS
aEZSEUS‘ Uj'asrhtgsg?\ Theseus seems to say it r:sle:\ting ik iy
exactly what Shakespeare does for that case, the workings of
giEcal ity e in deta“egnfoggl';gmethlng va!uablte, higlgefﬁé
€ imagination can be se ms somehow able to _
: is dream, seer to make his
oo gt 1 i 15,5, 1
i 5, BISIh S i om says this
ii:r?gnolfnfga:o:c):r?c'l S:thggrlfd of the imagination. Bott 4

'S the power of "vision."
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. CHANGES AND T FORMATION

P : "
images m?:ﬁsllio?&etﬁhangmg their minds, their hearts, and their
which these chan e play. The woods become a special arena in
change the obje ctgesftake- place.'-Demetrius and Lysander both
agent of change, th ? their affection, triggered by that excellent
agent of transférme love juice of Cupid. So love itself is seen as an
makes asses of ation. It turns people around, and sometimes
Bottom, though it em";.yT:ea: IS, °f,C0urse, exactly what happens to
has m,adi:n ass of herself m at times that Titania is the one who

da -
Y changes to night and back again, the fairies present

a world transformed b .
e Y magic, wher ina i h
verything may evolve into somethineg Z?sfglng 's what it seems, and

" STYLE

Sha
experience a';e:gﬁa;e'; understanding of a wide range of human
s different levels of consciousness enables him

to adapt his styl
Night's Dl‘eanitlyseuto his characters and their worlds. A Midsummer

in differe
them. - nt ways. And their styles of speech tell us things about
The

conventional cgﬂfﬁ' court and the romantic lovers speak a
rhetorical gamesmaynp;? etry, filled with mythical allusions and witty
the characters as as ip. Its conventionality tells us as much about
speak of complace nything else. The lovers' well-fitted rhymes
feelings. Note L. My, not a creative fire, at the core of their
‘ Yysander's first words to Hermia:

"How n
oW, my lovel Why is your cheek so pale?

How chance th
(A 128-1'29)e roses there do fade so fast?"

Conside .
the rose meéapggf Hermia has just been threatened with death,
emotions of the situsgems a little flip. The deeper, threatening
because Shakespeara. o 2r€ Masked by the poetic rhetoric. But
gures, we cap enjore tg"es.ents the lovers as comic, not tragic,
while w.eéaugh at the‘;r shealigt\;i;ac\’ of their metaphors and rhymes
XCept for the ess.
porkingmen speak t";eif acted parts in the play at the wedding, the
elng down-to-earth o Coc: Shakespeare gives them a sense of
+ appropriate to their occupations and simple

Nlque in that its different sets of characters speak °

-
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hearts. When they try to speak poetically, the results are laughable.
They continually misuse and mispronounce words, but Shakespeare
treats them gently and their simplicity triumphs over their
Drgtensions. Similarly, the silly verse they spout in "Pyramus and
Thisby" satirizes bad acting but will probably leave you agreeing
with Theseus that the actors' intentions are what matters.

The most eloquent and beautiful poetry in the play belongs

to Oberon and Titania. Suddenly you feel the force of real poetry,

nc?t its false representatives. Shakespeare clearly aligns his poetry
with magic, and Oberon's use of language seems to work like a
magic spell. He names flowers with full recognition of their magical
potentialities-including the power of the sound of their names.

"I know a bank where the wild thyme blows,
Where oxlips and the nodding viclet grows,
Quite overcanopled with luscious woodbine,
with sweet musk roses, and with eglantine.”
(II, }, 249-52) N

This famous passage Is really just a list of flowers, but
Shakespeare is able to infuse the naming with poetic magic,
highlighting the rhythmic and sensual qualities of the language.

POINT OF VIEW )

Though a playwright does no
or subjective voice to speak from, he does have characters to
represent various points of view. But can you always tell what
Shakespeare himself feels about things in A Midsummer Night's
Dream? Do his characters speak for him? Or do you feel that he
sometimes disappears behind his characters, making the reader
decide what to feel about the Issues? 7

Theseus is the voice for reason, for civil order and the

mature subjugation of romantic passion in marriage. The four
lovers, on the other hand, speak out for romance. Since their
and since they are all

interactions are the basis of the comedy, I
married in the end, they too make us feel the frivolity of romance.
But Oberon, Titania, and Puck -keep things from getting too
structured or domestic. In them we feel authentic wild powers,_a
force of nature (we might call it magic) that need not be tamed.
This natural force Is also aligned with art. These different forces
keep us from settling too easily into judgments about love and
reason.

t genel;ally' have an all-seeing
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B s "
T ofyo:?dr:fean::jngthus with two distinct worlds - the courtly
thelRectesitifona b e wild woods- Shakespeare also shows us
o RS A a balance between the two. Neither one will suffice
HFivEH BT seems too cgnstricted by reason, the lovers too
thit differant Czd:ed by emotion. You may feel sympathetic with all
ShakBsnos-tia afcrﬁiggi!';ir:nd levels of experience of the play.
necessary for & oAty Viewsg;ar&sr ?orESlSt that all together are

FORM AND STRUCTURE

Th v
acts and scgﬁgg tsrz:skespeares plays are now divided for us into
do not really know he are very likely the work of later editors. We
The Elizabethan staw ere Shakespeare's players made their pauses.
to/stop frequentl ge was so bare and fluid that it wasn't necessary

y for scene or costume changes, as it is today. It's

more interestin :
structure. g to look at the play itself to get a sense of form and

THE FIVE-ACT STRUCTURE

ACT I: Exp
They each SSSIT ION. .The problem with the four lovers is revealed.
ACT I1: msﬁﬁetﬂ be In love with the wrong person.
intensifies, | CTION. The quarrel between Oberon and Titania
ACT III: é&:ﬁ;ﬁer is given the love juice.
Titania humiliated, Oberon's plan works: Bottom is transformed and
ACT 1V: FALLIe,\Cc"';The lovers are in complete disarray.
up from their "dre ACTION. The lovers, Titania, and Bottom wake
ACT V: RESOLUT;mS' Oberon and Titania are reconciled.

ON. The three couples prepare for marriage, and

the play within
. £ - ek
in favor of the CO’:ﬁiglaY is performed, exorcising the tragic element

J The
action tak
apens at ¢
duke. The
woods outs
Day has re
bonds of th

s ":l':g’e hdalf very simple time architecture. Most of the
brief Spateflnfg one long frantic night, framed at either
UG i theo day. And time parallels place. The play
bl COL“’ssunny, rational, social world of Theseus the
s, of towneT?-r the play takes place in the Athenian
ahd human. ere it is night- a mysterious world filled
turned, the %E;%Sé?nsf. At thg enc‘! we are in court again.
e social world are recjstrrgg;rtrﬁgse:js' triumphant, and the
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You might also find structural beauty in the way
Shakespeare juggles the four realms his characters inhabit. By the
way they speak and the kinds of characters they reveal, the people
in the play seem to occupy distinct realms or zones of existence,
which Shakespeare interweaves throughout the play. Theseus and
Hippolyta, as members of the royal court, live in an extremely social
world and stand for the orderly workings of society. The four lovers,
in their travels from court to wood and back to court again, exist in
a realm governed by the passions, and so come to stand for man's
volatile emotional life. The rustic workingmen, with their simple
trades, physical comedy, and earthy sensibilities, represent the
material world. And the fairies- delicate, mysterious, elemental,
with creative power and poetic art- represent the world of the spirit.
All these worlds exist simultaneously. Shakespeare means us to see
that the structure they combine to create is the human universe.

THE CRITICS -

Scholars generally agree that ‘A Midsummer Night's
Dream’ was written to be performed at an aristocratic wedding.
Everything in the play is related to the theme of marriage. Theseus
and Hippolyta’s nuptials (wedding) are the goal towards which all
the action is directed - the fairies have come to Athens to bless the
occasion: the artisans’ performance is intended for it; Hermia’s
judgement, and thus the climax of the lovers’ story, is scheduled to
coincide with it, and finally the young lovers are married along with
the ducal couple. The very first line emphasizes the importance of
the forthcoming ‘nuptical hour’ (1.1.1), and the denouement is a
blessing of the three weddings in terms that suggest a performance
within a dwelling, as Oberon orders the fairies to distribute

blessings ‘through this house’ (5.1.388).

The play suits such an occasion well, for it has the
formality of a MASQUE, an entertainment often performed at noble
weddings. Like many masques, this comedy presents a world of
magic and metamorphosis in brilliant  spectacies involving

picturesque supernatural beings. It also makes much use of music
elike. It is given over to

and dance, and its finale is itself masqu

celebration, with further dancing and @ comcomical performance

(Pyramus and Thisbe) similar to an anti-masque - the realistic farce
tself. Like a masque again,

that was commonly part of a masgue i
s tted, moving from the court of

Acts 1-4 are very symmetrically plo
Theseus to the woods and back again. In part, this reflects an
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archetypal plot pattern of withdrawal and returm, common in the
romance literature preceding Shakespeare and in his own work, but
the arrangement here is particularly formal. '

As is natural in such a formal context, the characters are
stylized and unrealistic: they do not interact as people normally do.
Theseus and Hipplyta are remote ideals of classical calm; Puck is a
typical goblin; and Titania and Oberon are distant in their regal
immorality, elemental forces of nature with the power to influence
the climate and to bless marriages. Only Bottom and his fellow
artisans represent ordinary people, and they are plainly character
types with little personality beyond their buffoonery.

The lovers, too, are static; although Lysander and

Demetrius are transformed by Oberon’s magical herb, they are
-a[tered only in their stance towards another character, and in
Lysander's case the change is only temporary. Demetrius is left in a
position he had held before the opening of the play and thus is
ultimately unchanged also. Change occurs only in the pattern of the
lovers’ relationships, which has often been compared to a dance:
first the two men address one of the women while the other woman
is alone; then one man’s affection is changed, and a circular chase
unfolds. Lysander woos Helena, who is still pursuing Demetrius,
who continues to court Hermia, who still wants Lysander. Next,
when Demetrius is put under Oberon’s spell, the two men face the
other woman, and the first woman is alone. Finally the only stable
arrangement is achieved, with Lysander and Demetrius each
returned to his original love interest,

Such intricate masquelike plotting is appropriate not only
to a festive occasion but also to the world of dreamy confusion that
is central to the story. Much of the action, from 2.1 into 4.1, takes
place at night; the lovers assert several times that they are looking
at the stars (e.g., 3.2.61, 3.2.188), thus drawing attention to the
night-time setting (which was usually enacted in afternoon sunlight
in an Elizabethan public theatre). The nocturnal universe of
shadowy strangeness is further evoked in the play’s imagery. The
moon is referred to prominently, beginning in the very first few lines
(1.1.3,4,9): Moonlight is mentioned three times more often in 'A
Midsummer Night's Dream’ than in all of Shakespeare’s other plays
combined. In many different contexts the moon is used in figures of
speech: to indicate time of day (1.1.209-210) and of month
(1.1.83); with reference to catastrophic flooding (2.1.103) and to
the speed of fairies (2.1.7,4.1.97); cuckoldry (5.1.232) and in
connection  with chastity (1.1.73, 2.1.162) and opposition to
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Chastity (3.1.191-193). 'Moonshine’ is even a u_:harag:t;er clgd tlr;s
artisans’ play. The eerie quality of moonlight is hreln or
frequent evocations of the beauty of the woods at night. S

Flowers are frequently mentioned as we?l,’ as in .ﬂ. 4
and 2.1.110, and of course the magical aphrodus_nac is a 'dz\;ea
(2.1.166). Even the doggerel of Pyramus and Thisbe prz::u oy
floral motif (3.1.88-89). Birds, too, are alluded to tllj'\lroug e
play. Afoot (5.1.380) and in flight (3.2.21), as emsin';az) e b
(2.2.113, 3.2.142) and of sound (1.1.184, 1.2.78}, E\"hl 'I pind
sing (5.1.384) and soar (3.2.23) in the play’s hig r:/t vditty
language. Even Bottom, when he sings, brings forth a country
about birds (3.1.120-128).

Anif‘nals also inhabit the enchanted woods, thoughthtrlgz\é
lurk ominously, for the most part. Even a beg poses fa L
(4.1.15-16), however slight. Helena invokes tl‘_\e image o tpius -
carnivores to describe her desperate pursuit of Demetr il
2.1.232-233. Dead sheep are part of Titania's vision of cﬂso; o5
nature (2.1.97). Theseus evokes a nigr'\ttwne fear thgt a hl:I?TIOI'OUZ
be a bear (5.1.22). Potential tragedy is presented in a e
context only, in the artisans’ lNTERLUDE,. but in th?;h e%lries‘
tragedy is wrought by a ravening lion. Puck, introducing : ealso =
blessings with a reminder of the cruel wor{d that they mdythe i
associated with, remarks that ‘lg\e hungry lion roars, / An

*(5.1.357-358).

e tl';?hglag?rtlht(fdream worlt):! of the play involves se\fera:N:I;é;
of nightmare, providing contrast harmonies qf ch\.fe.I He;‘cr)maaas 12555
from a nightmare at the end of 2.2, and the ‘dropp ngL g’nder i
as Acheron’ (3.2.357) summoned by Puck todeceive ;S?s bl
Demetrius carries a hint of terror, though its purptgsr e .
Shakespeare never lets the fairy wou_—ld searm ai.tcxge‘:a 3 % i i
”ght; g e tOUChf Ofi m'aml:lleaig?:ehltso F;!i:_rsfr;)?:\lﬁr\grs ?n the speech,
- f the fairies’” a i )
tfi?tzdauadblgcgt'e Ehat introduces the final ritual, the blessing of the
IR, One of the functions of that bless_ing, inde::cl, is aoae:?r:;;sai
all potential evil at last. The interlude has Justf g_fi gmece il
task in rendering a lovers’ tragedy as farce. In fa o il = il
and the boys act as an earthy counter\fvelghbecgusé - unreayl
airiness of the fairies. This is like an exorcrsm,| A
world of Puck and Oberon, Titania and Peasieb OSSOB; man? Ulate;
alien and potentially dangerous. The mortas can e %elieve
and never know it: the lovers returning to '
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themselves to h

Bottom (4.1.2041,&)We awakened from dream (4.1.197-198), as does
But i .

compelled togeansfagzns of viewers and readers and critics have left
enchanted woods as éither Shakespeare intends us to take the
related to ‘midsummer oo or 25 reality. The title-of the play -
suggests that the mo?tr ]n']adness.' proverbially a lovers’ sickness -
perhaps that the wh a[s éxperience in the woods is but a figment
witnessed it ourse[vesoe play is. But we the audience, haviné
the night told over, - may agree with Hipplyta that ‘all the story of
(5.1.23-26). Unlike +h -~ grows to something of great constancy’
things unknown [th €seus, who sees only lunacy in the ‘forms of
Hippolyta recognize at] imagination bodies forth’ (5.1.14-15)
*. unknown’ have whzr::he- essential reality, or constancy, that ‘thingé
and a name’ (5.1 16_19"’9” by the poet’s pen ... a local habitation
c 7). We the audience can realize even more:

that the play, th
I e poet’ i ¢
FRENinpas) i poet’s embodiment of imaginary things, has made

; We must
which the pl g
audience, qu
r.ea“tYJ just a
ritval at its cJ

n to our starting point, the occasi
i ; ; jon for
35¥5 V;?Sw:c\;:jqemy written. Shakespeare’s original
s modern aud'mg' was removed from the world of
B8N The lences are, and then returned to it by the
the play: indeed L exacF definition of reality is not addressed by
The experience i4 all play’s ambiguity on the point is deliberate.
knew, is a profoung othat matters, and the experience, as Bottom
woods and observes T]$h When he wakes from hs experience in the
man hath not seen ’m e eye of man hath not heard, the ear of
conceive, nor his h' man’'s hand is not able to taste, his tongue to
212). Bottany (s, €At o report, what my dream was' (4.1.209-
the depths of mysteXDerrenced, though he is unable to express it
By evoking such 3»32:- that underlie all things, real and unreal alike.
function as a celebrat eness, the play fulfils its original and primary

-Chgriy hymn to the beauties of married love.
C" es Boyce, From A Midsummer Night's Dream
Ommentary, Dictionary of Shakespeare, 1996

THE PLAY

Midsu e
mmer Night's Dream" shines like "Romeo and

Juliet" in d

ark :

E\:nentitieS whrr]_re;?—'e ?:St 'fhlnes merrily. Lysander, one of the two
e brevity of love's Coursg"oes. complains at the beginning about

S
0 quick bright things come to confusion
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This, however, is at the beginning. Bright things will come
to clarity in a playful, sparkling night while fountains gush and
spangled starlight betrays the presence in a wood near Athens of
magic persons who can girdle the earth in forty minutes and bring
any cure for human woe. Nor will the woe to be cured have any
power to elicit our anxiety.... There will be no pretense that reason
and love keep company, or that because they do not death lurks at

the horizon.
-Mark Van Doren, Shakespeare, 1939

CHARACTERIZATION
-In A Midsummer Night'

his characters according to what the
labels. The lovers are not individuals, they -are "lovers,” and the

definition of that word will determine their behaviour; Puck's actions
too are predicated by the definition of "Puck.” Nor is the process
restricted to characters; even places stand for something, are
labels. Athens, established in literary tradition-as the legendary seat
of reason (in Boccaccio's Teseida and "The Knight's Tale") is here
almost a byword for rational order. The wilderness outside Athens is
called a "wood" and not a forest, as is the corresponding locale in
“As You Like It”, because it must also be a label for "mad," and in
case we miss the point, Demetrius is made to pun on “wood" (fqr
"mad" and "forest") and "wooed"; "And here am I, and wood within
this wood...." With everything so clearly defined and with the
infinite complexities of realistic character and "real life" settl‘ngs so
firmly excised, no wonder those who came looking for realism go
away convinced that the play is a little too simple.

Shakespeare: A

-Stephen Fender,
Midsummer Night's Dream, 1968

s Dream, then, Shakespeare defines
y represent, according to their

THE END OF THE PLAY | :
If ever the son of man in his wanderings was at home and
n the house of Theseus. All

drinking by the fireside, he is at home i

the dreams have been forgotten, as 4@ melancholy Qream
remembered throughout the morning might be forgotten in the
human certainty of any other triumphant evening party; and so the
play seems naturally ended. It began on the earth and‘lt ends on
the earth. Thus to round off the whole midsummer night's dream in

an eclipse of daylight is an effect of genius. But of th_is comedy, as 1
have said, the mark is that genius goe€s beyond itself; and one
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touch i i

24 :ﬁi?:gegr;vs?;:;h nf1_akes the play colossal. Theseus and his train
22k HiGhE, SRda) g finaie, full of humour and wisdom and things
Eoand of'iittle fz‘e‘zl?ce falls on the house. Then there comes a faint
the house, asking | ahnd for a moment; as it were, the elves ook into
andsthiey ’the 3 hga;v IChHIS the reality. "Suppose we are the realities
modern man wouldo;:esél SI!:aihat ending were acted properly any
home from the theatre througheg gguﬂ’[’?‘yr};anrerzow Sl

-G. K. Chesterton, Chesterton On Shakespeare, 1971

SHAKESPP.;EARE’S POETIC SPEECHES
Bt of t?_;ehg;;eajgt was in these passages of verse, and so the
refutation of all decte in them. And the secret of the play- the
they may offend aCtr!nasre criticism of it- lies in the fact that though
inmost Spirit of it gainst every letter of dramatic law they fulfil the
They are THstinat ,.Iﬂasmuch gs they are dramatic in themselves.
B & metonal ov;vrrrs that excitement, that spontaneity, that sense
constructed for eff OW which is drama. They are as carefully
Greek drama Onee ective speaking as a messenger's speech in a
monster is in loye Piassage in particular, Puck's "My mistress with a
and rounding off ,a t5 both in idea and form, in its tension, climax,
was from the ﬁrét 3 ﬂ;e me_!ssen‘ger's speech. Shakespeare, I say,
seems to sacrifice d Playwright in spite of himself. Even when he
rama to poem he- instinctively or not- manages

to make th i
SHCHflcas. € poem itself more dramatic than the drama he

-Harley Granville-Barker,
More Prefaces to Shakespeare, 1974

B0 TTOM'S "VISION"

B | IRy gy
code wodefg?r;thrzsg vision," as it is introduced into the play, is a
Often the user doeg feam understood, the drearn correctly valued.
play's thematic l:'attcg1 ot know that he knows; this is another of the
above the merely r s, supporting the elevation of the irrational
type always presen talt!onal. As a device it is related to a character
later plays, that Df'rlhshakespeare, but more highly refined in the
'mmediately and int the wise fool. Thus Bottom, awakening, is
‘dream,” which we clyjfltwe"” impressed with the significance of his
rather a fiteral reality wf?hl:rzsfhgeﬁgmze g e

~Marjorie B, Garber, Dream In Shakespeare, 1974
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THE FAIRIES
What is true of the moon applies to the fairies. They are a

curious mixtur~ of wood spirits and household gods, pagan deities
and local pixies. They inhabit the environs of Athens and follow the
fortunes of Theseus and Hippolyta, but they are clearly the spirits
whom we can consider "almost essential to a Midsummer Play,"
detectably English in character and habit. Through Titania and her
train, Shakespeare emphasizes their innocence and delicacy; in
Oberon and Puck, he expresses their darker side, potentially
malevolent in the lore of the time.
-David P. Young, Something of Great Constancy:
The Art of A Midsummer Night's Dream, 1966

THE COMEDY OF LANGUAGE ;
The Dream's comedy of language attains its peak of

extravagance in "Pyramus." One favourite effect is continued from
the play proper: the misassignment of sense-experience- Pyramus
sees a voice, hopes to hear his Thisby's face, and bids his tongue
lose its light. In the rehearsal-scene he-is supposed to have gone
"hut to see a noise that he heard,” and the effect has been taken to
its highest point in Bottom's garbling of St. Paul: "The eye of man
hath not heard...." That parody would not have been possible in
anything but comic prose; and prose, as is normal In Shakespeare,

he scenes of plebeian comedy. Bottom's

is the vehicle for t )
adherence to it in fairyland, while Titania speaks verse, adds to the

characterization and the comic effect, emphasizing how
unshakeably he remains himself, and how out of touch, inhabiting

still their disparate worlds, they are with each other.
-Harold F. Brooks, Introduction to Arden,

‘A Midsummer Night's Dream’, 1979
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HENRY 1V, PART 1
1598
INTRODUCTION

William Shakespeare was born into a tradesman's family in
4. When he was eighteen,

Stratford-upon-Avon in late April, 156
Shakespeare married Anne Hathaway, ten years older than he. The
Susanna six months later on

young couple had a baby girl named
May 26, 1583. In 1585 the birth of fraternal twins, Hamnet and

Judith, completed the new family. But shortly afterward,
Shakespeare left Stratford and-moved to London, leaving his family

behind. .
No one kriows what Shakespeare did for a living before he
arrived in London. We do know that Shakespeare established

He had become both an

himself in the London Theater by 1592,
actor and a playwright with London's most prestigious theatrical
troupe, the Lord Chamberlain's.. Men, . headquartered in the first
professional theater building built since the fall of the Roman
Empire. It was called, simply, The Theater.
Open-to the sky, The Theater had a large platform stage
bounded on three sides by the audience. The stage was large, and
was divided into upper and lower acting levels. Entrances and exits
were made through two or three doors at the rear of the platform,
into the "tiring house” where costumes were changed and speeches
mum- a table and two

rehearsed. Scenery was kept at a-bare mini
benches might suggest a scene indoors or a tree represent a whole
splendid costumes, however, and the acting

forest. The actors wore
style would have been broad and lively, Teenage boys played the
women's parts. A gallery of musiclans accompanied the .actors, and.
the sound of battle was reproduced with effects backstage.
The audience would have been a cross-section of
he grotind around the

‘Londoners. Unruly apprentices stood on t
stage, while merchants, fashionable women, and courtiers sat in

three tiers of seats.

In the palaces along the River Thames Queen Elizabeth 1
ruled England amid a magnificent court. In an age when monarchs
held absolute power, England was Jucky to have such a queen.
Elizabeth was a brilliant,. outspoken, strong-wllle'd woman, and a
crafty politician who loved her country. Elizabeth I's reign was long
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(1558-1603) and dynamic, if not always peaceful. England had
recently-under the reign of her sister, Queen Mary ("Bloody Mary")-
been a Catholic country. Now it was Protestant and Puritan. But
Elizabeth still had many Catholic enemies, such as northern
England’s powerful lords, and her cousin Queen Mary of Scotland. In
1569 the northern lords had rebelled against Elizabeth. They were
defeated, but in the following year the Duke of Norfolk
unsuccessfully attempted a coup to depose Elizabeth and place her
Catholic cousin on the throne.

Although these rebellions failed, they worried Elizabeth;
thereafter her subjects were required to listen to sermons on civil
disobedience three times a year. The sermons followed a strict
doctrine that the monarch was God's deputy on earth, and no
subject had a right to oppose her. Rebellion against the monarch
was rebellion against God, a terribly grave sin, to be punished by
chaos on earth and eternal damnation for the rebels,

In 1588, King Philip II of Spain had sent the Armada, a
huge flotilla of warships, to invade England. Elizabeth sent her navy
to attack Philip's fleet, and after a week of merciless fighting the
Armada was roundly defeated. Elizabeth's subjects rejoiced, and
celebrated their country's greatness with an unprecedented patriotic
fervor. One product of this burst of nationalist pride was the history
play, which celebrated England's past and, like the sermons,
instructed audiences in good civil behavior. Henry 1V, Part 1 is one
of ten plays Shakespeare wrote to celebrate England's history.

Shakespeare died in Stratford on April 23, 1616. He left no
male heirs to continue his name. His only son, Hamnet, had died at
age eleven. Susanna and Judith both married, but Susanna's only
child Elizabeth was Shakespeare's last direct descendant. She died
childless in 1670.

But Shakespeare left another kind of heir- thirty-seven
plays and three major poems. In 1623, seven years after his death,
two of Shakespeare's former colleagues in the theater published
thirty-six of his plays, eighteen of them for the first time. We refer
to this as the "First Folio." In a prefatory poem, Ben Jonson praised
his old friend and rival playwright as "the wonder of our stage."
That verdict has stood through the centuries.

Shakespearean Literature

THE PLOT
ACT I

King Henry 1V is holding a political conferer:jce nv:LtSt‘t r;:
advisory council. His preparations for a holy tcrua:ja 'El?he gt
postponed because England's bprders are threatene -fter iy
general Mortimer was taken prisoner by Glendower a e e
battle in Wales, and another English lord, Ho;spur, who 5 ]1
won a battle in the north against the Scottish leac{er ouglas,
refuses to send the king the prisogersthe cLeIlrpt)tured. King Henry is

i and summons him to court. ‘

L Wltgriﬂgés?—liﬂ: who should be helping his_ father Kl‘ng Hen%
govern the country, is somewhere in London rolstell'lng wuthdag gns
friend, the disreputable Sir John tl;als;e:lffé ?fyct);mgomlrifitnaamiighzay

nd arranges Wi alsta . :
pg%%?rytgirg'ad?s Hill. Halgrefuses to jpin t'h.em, until Po;?s p;_w:tili;,;
tempts Hal with a plan to play a practical joke on Falstaff, whic
i himlrl;1 ptﬁz apg?;vczrdﬁotspur, Northumberland, and Worcester
argue with King Henry. The Percies, powerful northern 10rdsl,-st|;eg
plot to rebel against Henry, with whom- they repe!led twq yea; emige ]
against King Richard II. They intend to en_hst HenrYy sket i
(Glendower, Mortimer, Douglas, and the Archbishop of York) to help
them overthrow the king.

ACT IT

i iscuss the condition of England and Gadshill
(a membz\:%;: ani‘ﬁg"s gang) finds out twhf:nn dsg:eral rich merchants
i i 's Hill on their way to Lo . :
R paFS;ll;gf? :?15 the band of thieves meet vgnth Hal and fo.mt?1 at
Gad's Hill. Falstaff and the thieves rob the passing me{cﬁaf;l;,f ec:in
Hal and Poins (in disguise) steal the stolen money. I:akf3 athe 9:5 i?or}efl
himself briefly and unsuccessfully. Hal and Poins ta
don. . .
g tOM!E:Oal:Mhi!e at Warkworth Castle in thg norﬁh, Hgts”[:i;ur
receives a letter from a lord who -refuses to :JOI‘F;U t1 e rebellion
conspiracy. He rides off to meet the rebel leaders Im_ E;es.F St
In a London tavern Hal and Poins are wa ting for Falstaff to
arrive. Falstaff and the thieves burst into. the tavern, ancl. tell an
exaggerated story about their encounter with an army o; thieves at
Gad's Hill. Hal exposes Falstaff as a liar. Then news of the Percy
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rebellion

prepares rfeﬁ-Chrﬁ: tfhaihta"’erf‘- Hal, who's been summoned to court

Falstaff the meeting v::lt'hs inevitable scolding by rehearsing witt;

argument, a sheriff arri Henry. At the height of their play-acted

hides, and Hal | mives to arrest Faistaff for theft. Falstaff
es to protect him from criminal punishment.

Falstaff falls !
court. asleep, and Hal picks his pocket before returning to

ACT 111

In a3 ca
leadership of B Sltaledln' Wales the rebels meet to divide the
quarrel; but pea cg sr:-:tt 'mto three parts. Glendower and Hotspur
bye to their wives. Thgi arl);ong the rebels while they say good-
against Hlentrz will s hortly takle ?)l atge Shrewsbury, where the battle
n the :

- disappointing hispiéamciel Henry accuses Hal of wasting his youth and
Richard II and with H Y. Henry compares Hal unfavorably with King
and vows to gain ho:tspur. Hal promises to turn over a new leaf,
Egme' Father or equal to Hotspur's by fighting a glorious

m

manclinofﬂc‘age;third of the royal army.
picked. his DOCKetvepggl Falstaff quarrels with the hostess over who
dispute by a dmitt{n Y arrives dressed for battle, and settles the

troop of foot Soldig e did it. Hal gives Falstaff command over a

s, and returns to court to help with battle

Preparations. F
profit. alstaff plots ways of turning the war to his personal

ACT Iv

Hotspur
Shrewsbury, aai;ingwf"meﬁer, and Douglas are -camped at
with news that Northor the rest of their allies. Messengers arrive
them in battle, Hbtspulrlmbeﬂand and Glendower won't be joining
anyway, despite theijr and Douglas resoive to carry out their plans
Hal Is leading a3 gloriougreat'y reduced forces. Hearing that Prince
swears t%:'i;'t:;fm in Sing}(eag"r:gatarmy toward Shrewsbury, Hotspur
m .
arches his foot soldiers toward the battlefield.

Thelr ragged
y a
the realities of war ¢ SNOcks Hal, but Falstaff lectures him on

and
Son are reconciled, and Henry gives his son
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Sir Walter Blunt arrives at the rebel camp with an offer of
and

pardon from Henry. Hotspur airs his grievances against Henry,
sends Blunt back to the royal camp withcut an answer.
At York, the archbishop is very worried pecaué‘e the king's

army outnumbers the rebels three to one. .

ACTV

Worcester and Henry try to reach a peaceful settlement,
and Hal intervenes to offer himself in single combat to Hotspur, in
place of a full-scale battle. Henry forbids this, and sends Worcester

back to the rebel camp with-an ultimatum.
enry's peace offer, and

Worcester lies to Hotspur about H
During the battle Henry .fights

the battle challenge is given. D
Douglas, and Hal fights Hotspur. Hal rescures Henry from Douglas,
and kills Hotspur. Falstaff, meanwhile, leads his soldiers into the
thickest fighting, yet he debunks honor, and pretends to fall down
dead when challenged by Douglas. Standing betweeén the bodies of
Hotspur, his greatest rival, and Falstaff, hfs-best friend, Hal praises
Hotspur and teases Falstaff, then walks away. Falstaff jumps up and
defends his seemingly cowardly behavior. Hal returns, amazed to
find Falstaff still alive. Hal allows Falstaff to take credit for killing
Hotspur, a lie on which Falstaff stakes his future reputation.

The king's army wins the battle. Henry orders the
executions of the rebel prisoners, but Hal insists on freeing Douglas.
Henry divides the royal army, proudly giving his son com_mand of
one-half. The two halves split to the north and west, marching away
to fight the remaining rebel leaders.

THE CHARACTERS

ubling King Henry, you

KING HENRY IV
ding the deposition of

In order to understand what Is tro
should be familiar with the events surroun
Richard, and Henry's rise to power. .

These events will be described four times in Henry 1V, Part

rcester. Each account of

1: by Henry, by Hotspur (twice), and by Wort
how and why Henry became king differs, just as newspapers or

history books today often disagree about a single event.
Shakespeare never makes Henry's motives entirely clear,

and Henry s relatively quiet about them. You.d'on't know if Henry
rose to the throne on a-tide of popular opinion that he never
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antici|

o err:g::’:d“ :Irg:t?oge" ;er::grnled from exile, or if he carefully planned

cousin Richard. , always meant to steal the crown from his

B ' i

perfectly fzgg;ﬁe Henry's motives aren't clear, you could form two

see him as Hotse'ubl:jt en.tirely q'ifferent, portraits of Henry. You can

move up the lad?!e: ?es. as a "vile politician" who calculated every

country into. mak (o) sgccess, and manipulated his friends and his

beneficiary of i?r Ing him king. Or you can see Henry as the

knew how to tak:s;s;:,t:ﬁtapgc:ltlcfal forces: a good politician who

of opportu

how to USEev(IeJOWer Most effecaively. pp nity and who understood

n though Henry is a usurper, he wants to unite his

kingdom and uph
ol
a better ruler tl?an gi:;arrlaws. He may not be a legal king, but he's

PRINCE HAL

Hal i :
e:'d:‘ t:'v?ll Prince of Wales, Henry's son and heir. When
Henry V. But to hi flnherlt the crown, and rule England as King
Instead of living atls ather, Hal doesn't seem like much of an heir.
carouses in the l:avgourt and helping his father govern England, Hal
petty thieves, ms of Eastcheap with a band of drunkards and
twelve, '_‘ii::r;\isufather, Hal wasn't born to be a king. When he was
suddenly found hS;Urped the throne from King Richard, and Hal
Henry's coronatic mself next in line to be king. Immediately after
joke with Falstaffn Hal moved into the tavern world, to drink and
he's only preten:j.and to rob for him. Hal tells you early on that
stunning I‘eformat-mg to be dissolute, and intends to stage a
better to the eye Ion of character that will make him look even
excuse, but whe : of the unexpecting court. This may sound like an
and returns to the war breaks out Hal does leave the tavern world,
Whereas %Ourt to fight with his father against the Percies.

equally at home in enry never seems at ease anywhere, Hal is
perfect knight Withcourt and tavern. At Shrewsbury he fights like a
he mingles eagil lgreat courage and magnanimity. In the tavern
hail him as th’ey ,,‘:’( th the commoners, and even the lowly waiters
twenty, Hal has beeing of courtesy.” As a nobleman aged about
and military sl o r2ined in the arts of chivalry, good manners,
Some readers beiie ut he's still learning the art of being a prince.
serions.,.esponslb“mve Hal goes to the tavern to escape his new

litles. Others think that he goes there to adjust to

.

Henry di

* to the cool, enigmatic-Hal. Even King
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his new role, and learn something about the lives of the people he’
will one day have to govern. . .
Hal has inherited Henry's flair for politics, as his plan for a
spectacular “reformation” shows. Unlike Henry, Hal will inherit an
untainted crown. The combination of political skill and rightful claim
will make Hal the perfect king. Lo ‘ :
. Most readers judge Hal as a person, not as a king, and find
him lacking on several counts. He's cold and detached from his
companions, whom he vows to banish. He uses people for personal
advantage, whether as part of his self-help course in kingship or for
sheer amusement. He enjoys cruel practical jokes. Honor is a
commodity to Hal, something he must win for his kingly image, not
something he feels is necessary for leading a virtuous life. His
favorite imagery Is borrowed from the accounting profession. He
counts men's attributes’like coins in @ change purse. His behavior
toward people is capricious: One_moment he promises them the
earth, the next he cruelly upbraids them.
Other readers sympathize with Hal, recognizing that a
prince is different from other men. We may value spontanelty and
warmth in our friends, but we require senisible planning and @ cool
head in our leaders. When asked to join a highway robbery, Hal
dispassionately weighs the pros ‘and cons of the scheme before

agreeing to participate. He learns about vice from Falstaff, but
ultimately he rejects the criminal life as completely as he rejects
Hotspur's wild romanticism. Hal seems more in control of himself
than anyone else In this play. Every other character makes grand
promises he doesn't keep. Hal promises to fight loyally for his
father, and he does. He promises to win honor from Hotspur In
battle, and he does. In a world given to lying and stealing, Hal

proves he's no counterfeit, but a true prince of England.

HOTSPUR 7
Northumberland's son Hotspur is gften seen as the
romantic hero of this play. Many readers respond to filim more than
Henry wishes Hotspur were his
son. The very embodiment of military courage and virtue, Hotspur
Is a quick-tempered, energetic young man whose straightforward
approach to life is both attractive and dangerous.
On one hand, Hotspur Is @ knight in shining armor whose
reckiess and passionate nature makes him more attractive than the
calculating, hypocritical politicians who surround him.



».f"

Shakespearean Literature

Ho i
blinds him Egpumra': cornp}gtely dedicated to winning honor, but this
life. He's impatienty lj::ahttes. He values honor more than' his own
to an ideal of kni h\gl:h anyone who can't understand his devotion
scoffs at Glendowge ! y behavior; he ridicules Hal's tavern life, and
than winning hon S interest in magic. To Hotspur, anythin ) less
their endless ta"C:l' ;.; 3 waste of time. Politicians elfirage hin? with
greatest knight on eann compromises. He dreams of being the
his rival in battle. , and challenges anyone who claims to be
Hots i
honor like ang‘:’l‘(’j ? cttmr';St for battle is self-destructive; he pursues
Stopping to think sk e allows events to give him direction without
committed to & caue ut the consequences of his actions. Once he's
Northumberland des E,I nothing and no one can stand in his way
son might ruin their pla rs of Hotspur's rash nature, and fears hi:;
his overconfidenc plans. He refuses to listen to good counsel, and
e blinds him to the guile or weakness of other's. He

" may love his wi
ife, but he doesn't trust her to keep quiet about the

rebellion pla
and dies 5 fan:a'tﬁ:t.ssg;ggfbuw he refuses to wait for reinforcements
King Hen , @s a pawn in Worcester's political game.
sees himself in Hgst'SSees Hotspur as a model for Prince Hal. Henry
ambitious and ca lg’ur- both are rebels against a king, both are’
both Henry and Hgt?s le of leading great political revolutions. But’
and Hal alone see thpur fail to see their moral impostures. Falstaff
dead body is simp| rough Hotspur's glamorous facade: Hotspur's
steal a good milltan. morenouse of honor from which Falstaff can
requires for kingshi ‘;'Y reputation and Hal can steal the honor he
Hotspur is ¢
gfaltor be ap‘l‘(';r:;?caléed the "king of honor,” but can a rebel and a
apprehending a w is own uncle Worcester accuses him of
leader of real men7° :.',d of figures”; is this a man you'd want as a
his family and too n otspur may be heroic, but he's- misguided by
for military glory an?-_irrow in his thinking. He dashes off on a quest
personal insylt," In i rushes his country into civil war because of a
makes a good king Hstplav Shakespeare is trying to define what
we judge his leader otspur may be an attractive person, but when
rship qualities, he falls short.

FALSTAFF

Sir John F,
al ;
icsaan endless streams tg;f , knight of the realm and stealer of purses,
Psule description; he contradictions. You can't sum him up in a
i he seems to evade categorization as deftly as
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he evades Hal's verbal traps. He changes roles and moral postures
as easily and as often as anyone else changes clothes.

) He's old and young; fat and limber; cowardly and fearless;
sinful and virtuous. Falstaff is a liar, a drunkard, and a thief- but
he’s a brilliant conversationalist, well educated in thé Bible and
classical and contemporary Elizabethan literature.  --

Although clothed in a mountain of fat, Falstaff seems to
strip the world naked, and laughs at the court's pretensions about

abstract ideals like honor and goad government. He mocks all the
serious pursuits in the play- honor, law and-order, re

asonableness,
and justice. He even makes himself look ridiculous, and then asks
you to agree that his view of

the world Is great fun.
Falstaff's name is.8 contraction of t

he words “false staff,”
which ‘can mean a cracked or brittle cane, and a misleader. A false
leader is a oounterfeit king. -Falstaff Is. King Henry's comical
counterpart who disto g | imade like the trick mirrors
in a carnival funhouse. Whereas Henry.symbolizes authority and
civil order, images of disorder cluster around -Falstaff- anarchy,
gluttony, and faiseness surround the old knight like dancing figures

of the Seven Deadly Sins. .
Falstaff Is also a substitute father for Hal. He preaches a

kind of revolutionary politics to the young prince. Falstaff begs Hal
to make thieves respectable, and to abolish capital punishment. He
tries to tempt Hal into committing highway robbery. But Hal refuses
d by Falstaff's “temptations. He calls Falstaff a
h* and “that old white

"villainous abomina
bearded Satan.” He banishes Falstaff and his reign of misrule.
Falstaffs view of life is realistic and hard. He sees that
friends are disioyal and money i$ hard to come by. The reality of
war is that men are killed. It's easier to sin than to pursué the
devout Christian. These oplnions are cynieal
f life with goodf;

plous virtues of a

perhaps, but Falstaff tempers his harsh view O

natured enthusiasm. When confronted with -adversisy ;

understands that a good hearty laugh is healthier than crippiing

anxiety, such as that which plagues humoriess King Henry.
OTHER ELEMENTS

> = land. There are seven scenes
The setting for the play Is England. e ar :

in London and seven scenes at Shrewsbury- There are also two

scenes in Rochester and one each at York, wales, and Warkworth
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Castle in No
covers almoghtl:'lr:be?:t'iargdéo‘qs you can see from a map, the action
kinds of social settings untry. You also move through different
In Lo ' , ; |
tavern in Ea stggggpy%' spend time at the king's palace and in a
London and from Lo dou pass along .roads leading from Dover to
hear about Henry's 'n g_n to Shrewsbury by way of Coventry. You
Percies at Doncast::l Ing at quenspur and his meeting witi1 the
mysterious castle in .w:lou visit @ hotel in Rochester and a
Scottish and Welsh borderses. You hear about battles along the
Engt ;
like anothe?- agﬁa:_)aegtomes more than a physical setting; it is almost
giepends on power er. You _are shown how much her welfare
important It is far ¢ k.and political wisdom. You are shown how
‘ The time pe:_(lgéto-be to know all levels of life in England.
June 1402 to ly 1 4!8 of the play is the early fifteenth century-
really are drawn 3 to be exact- but the characters onstage
Shakespeare Wroteom the late sixteenth century- 1596-97, when
time. Hotspur bur the play. Each character has his own sense of
its passing, and P? it, Falstaff wastes it, King Henry worries about
elastic Sens’e b rince Hal carefully counts and measures it. This
historical time o ‘ljne is matcped by Shakespeare's flexible sel:lse of
a timespan that rama; he compresses’the events of one year into
seems to amount to no more than a few weeks.

Some scenes

such as the l;a?::')-tre‘cially those at court, are tense and brisk; others,
the world, Sc§nes, roll along easily, taking all the time in
THEMES

Many them.
are some of the mosii;:grzgzc;ugh Henry 1V, Part 1. The following

Shako QRY

es RY

period of Englisl?ef?irsio is dramatizing an important and insecure

by civil rebellions andr% when King Henry IV's reign was plagued

safety of the successio rince Hal's dissolute behavior brought the

and childless, was in d: into question. In the 1590s Elizabeth, old

candidate was chosen gger of dying without an heir. If the wrong

gsta:es'aeare turned to Kizg'a:d was bound to erupt Into civil war.
ority and rebellion so C"UCi:lrFo}'Vh?st;Tvi t;)gzxamme the issue of
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2. AUTHORITY AND REBELLION

In Shakespeare's time it was taken for granted that a king
had absolute authority. over his country. But if the king does not
rule by hereditary right then political power becomes important-
how to win it and how to use it. The question of how to maintain
order also becomes crucial, because the king's duthority may not be
accepted by everyone. When treason threatens the-court, all of
England is thrown into doubt and confusion. The very harmony
between man and nature seems to be affected, and brother fights

brother in an endless struggle for power.

3. THE EDUCATION OF A PRINCE
As King Henry V, Hal will be called "the mirror of all
Christian kings." Prince Hal's education in becoming the perfect king
ust steer a course between Hotspur's

is portrayed in this play. He m
virtues and Falstaff's vices, and satisfy the double demands of

royal authority and political pewer.

LAP T

ts of the play teck place in 1403, the
Elizabethap men and women. You hear
Shakespeare's own soclety: thieves,
scolding wives, apprentices,
sheriffs, soldiers, lords,

RAT] ENGL
Although the even
characters are modeled on
or see a cross-section of
prostitutes, ballad-singers, innkeepers,
carriers, merchants, pilgrims,

Jadies, and royal princes. You see the Welsh and the Scots as well
as the English. You learn a i rink and their
prices; you learn about Elizabethan political ~conferences,

military weapons, and

transportation, communications networks, )
plays. These all contribute to a rich and lively picture of Elizabethan

dally life.

The Pursuit of honor is one of the characters' chief
motivations. Hotspur seeks military glory and fame above all else,
and recklessly gives up i his honor. His courage Is
thrilling, but his single-mindedness blinds him to the weaknesses of
he strays from court and

others. Prince Hal seems to lack honor;
robs for sport. He speaks of horor as a mere commodity. Yet he
he is valiant in battle and generous toward

shows true honor later;

both friends and enemies. Falstaff, on the other hand, scoffs at
honor itself. He prefers to live in sin rather than die for honor. But
Falstaff doesn't scoff at the rewards of honor. Like Hotspur, he's
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a':nbitious to win titles and respect. Falstaff, who steals for a living,
Cheats to win honor at Shrewsbury. Yet, though his friends call him

. @ coward, his brilliant wit and expansive view of humanity win him

another kind of respect.

honor Tt}ese different uses for honor lead you to wonder what
o or's ultimate valug really is. People talk a lot about it, but what

Place can honor have in a world ruled by a usurper, where a rebel is

called the king of honor?

. COUNTERFEITT
one of Trying to decide what's real or counterfeit, true or false, is
ang of the major concerns of the play. Characters ask each other,
differ‘e'g‘t" v'f ideClde on the accuracy of news and reports, on
rsions of hi X A
reputation. istory, and on the reality of a mans
ulsu The idea of counterfeiting is bound up in the king's
for rpation pi:‘ the crown- since his claim is dubious, all other claims
o authenticity begin to be doubted. The idea is emphasized in the
sy;%%rly :ff zitolen and cracked crowns (both the coins and the
ngshi i legal and
legitimate. p) that are passed off as being leg
Z. FATHERS AND SONS
emulat Throughout the ages fathers have wanted their sons to
nd ate them, and sons have displeased their fathers by showing
; tel:iendence of mind. Each son in this play has two fathers- one
Ha |.u ral and one moral. Henry is Hal's natural father, and Falstaff is
Hal's moral father. Whom shall Hal imitate? The false King or the
leving knight? Hotspur has two fathers- Northumberland, who
scolds Hotspur's quick temper, and Worcester, who leads him into
;ebelllon and lies to him to protect his own life. Whom should he
ollow? Should the sons imitate their fathers, or are they right to
reject them as models and pursue their own courses of action, no
matter what the consequences may be?

STYLE

styles: T:he worlds of the court and the tavern speak in different

in the. tave court characters use stately verse, and the commoners

worlds, is ?r:n world use lively prose. Hal, because he spans both
' Shaekonly chaaracter to speak in both styles. o

bOth Poetry el care’s writing style manages to sound realistic in

Iy and prose. His characters sound like real people with

‘Most casual ribaldry to the boldest rhetoric, re
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vivid imaglnations. Shakespeare varies the stresses and sound of
the words and the length of sentences to create different kinds of
verbat music, which gives you an illusion of real s’peecht

FORM AND STRUCTURE S

- The structure of the play is episodic; that is, scenes do not
follow one line of action, but alternate from one set of characters to
another. This allows two plots to develop at the same time, with
connections and contrasts between them drawn continually. One
plot concerns the Percies' rebellion against Henry; the second plot
concerns Falstaff's life in the tavern with Prince Hal. The tavern
scenes mirror the court scenes: Whatever happens in one plot

happens in the other but on a different scale. ’
Individual characters, too, are contrasted in pairs. Hotspur

and Falstaff, Henry and Hal, Henry .and Falstaff, Hal and Hotspur,
Worcester and Falstaff, are the most important character contrasts.
They parody each other and thus you can see how \they see each
other. Hal parodies Hotspur and Henry, Hotspur parodies Henry,
Glendower, and the king's messenger; Falstaff parodies Henry and a

host of other men.

THE CRITICS

‘Henry IV, Part 1, was a highly innovative work in 1596 for
precisely the reasons that make . it one of the greatest 9f
Shakespeare’s HISTORY PLAYS. It marks an advance both in
Shakespeare’s development and in the growth of English dama, for,
by repeatedly shifting its focus between affqirs of state and bawdy
irreverence, the play presents a composite image of a whole
soclety, something that had never been attempted before. In
addition to the quarrels and alliances among the aristocracy, the
principal interest of the earlier histories, here Shakespeare offers

;he scruffy circle of common laborers alzd petty rcerici\\il?glgo rv::g
requent the Boar's Head Tavern. Both worlds are mo
nsion Is established between them.

Contrats, and a dramatic te Ny
Groundbreaking in its own day, 1 Henry 1Vd'5| still i;lpr?fjr';etrzg
ours, le, events, and language,

due to the range of peobe, alistically presented

on the stage.

Prince Hal belongs to
Such boldly drawn figures as the vo
Wife, the talkative Hostess, and the m

both worlds; surrounding him are
Jatile Hotspur and his charming
any personalities evoked by
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E?,Ethfszn%aL"d'es and imitations: churchmen and highwaymen,
et mala be?-,?\;ES' The Prince’s significance lies in the choice he
other. bigk ;’ en worlds, anc! his'dilemma emphasizes, as in the
Falstaffian dr;’roays, the question of order in society. Both the
by Hotspur h inquents Pf the Boar’'s Head Tavern and the rebels led
King ien bal\{e contributed to the decay of the social fabric, and
revenge frgr ;;leves that both groups have been sent by heaven in
Richard II Hal’s own dls_tulrbance of society, the deposition of King
OF cotras. Sh iChmce IS indeed pivotal for the future of the realm.
to becom'e tr? espeare’s original audiences knew that Hal went on
suspense ab € highly successful King Henry V, so there is no
_about the Prince’s choice; the tension lies instead in the

presentation of the alternatives. :
divertingAIttr?gurﬁh~ the sub-plot concerning Falstaff is highly
as HOtSp[Jr‘s i TJC’?‘ concern is Hal’s decisions to embrace his role
leader. This ceat’ abandoning the life of a barfly for that of military
Henry 1V When ral issue is not fully resolved until the end of 2
phase OF'HaI' r(l:[Hal rejects Falstaff, but Part 1 presents an initial
et s development, his acceptance of his role as princely
and HotsETJ(ar p'tﬁlv’s climax is the hand-to-hand combat between Hal
climax throu ah Shrev"?bury. Not only does the play build to this
Hotspur’s rebg”. a series of episodes depicting the progress of
both by the k? ion, but Hal and Hotspur are repeatedly compared,
king regrets t'rr:g - as early as 1.1.77-90 - and by Hal himself. The
the rebel lead at his gwn son seems so feckless in comparison to
playboy he s er. Hal assures his father that he is not the dissipated
the time is riEems and that he will prove superior to Hotspur when
e EE- This motif - the potential readiness of t_he Prince -
(1_2.190_212 een established in Hal’s famous ‘reformation’ speech
Prince will ing' Shakespeare makes it abundantly clear thz—;t the
and in the ceed prove himself I the traditional terms of chivalry,
playwright rorom’at at Shrewsbury, an episode devised by the
promised to be. S purpose, Hal becomes the hero whom he has
virtue, ;SOtzpc:gsS defeat attests that chivalry is not an un‘alloyed
impatience and a his outsised personality, which consns’cs' of
temperamental d:j‘ exaggerated sense of honor. Hotspur is a
'eputation for b’r.a\,,e“‘re'--I man who is concerned only about his
as is Falstaff’s |j ry in battle His fixation is as excessive in its way
centiousness. This leads to his own destruction, as
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he cannot bring himself to postpone the battle at Shrewsbury until
his side has a better chance.

Hotspur has his redeeming features as well. Hal admits
that his military accomplishments are worth aspiring to, and the
Prince’s eulogy over Hotspur’s corpse (5.4.86-100) is genuinely
admiring. Moreover, while the rebellious noblemen are certainly
self-serving to various degrees, Hotspur's own motive is not
personal gain or power; he is driven by an ambition for honorable
action that one could admire if it were in better balance in his life.
Hotspur’s loving marriage to the engaging Lady Percy is presented
in 2.3 and 3.1, and we recognize that he is not simply a ‘wasp-
stung and impatient fool’, as his father calls him in 1.3.233, but also
a husband who credibly inspires affection. His domestic bliss does
not in any way negate the problem of his flawed values, but it
makes him a multi-dimensional character.

Falstaff embodies an opposite weakness to Hotspur's, that
of an anarchic refusal to accept responsibility. His world of food,
women, and wine has no need for ‘redeeming time’ — as Hal vows to
do in the 'reforation’ speech (1.2.190-212) - for time is of no
consequence when one refuses to acknowledge any obligations.
Falstaff staves off all demands and sresponsiblities - the stuff of
history -  with humor, continually devising witticism and
propesterous excuses for his behaviour. We are as delighted with
his inventive comedy as Hal is in 1.2, but, like the Prince, we can
see that a ruler must live a more orderly life. In addition, the fat
knight displays a chiiling disregard for ordinary values, in an
episode that Shakespeare plainly intended as a satire on a military
abuse of his own times, when he callously offers the soldiers he has
recruited to be ‘food for powder, food for powder’ (4.2.65-66),
meaning that they will be quickly consumed by gunpowder, i.e.,
combat. He later announces coolly that he has abandoned his
troops under fire, where ‘there’s not three of my hundred and fifty
left alive’ (5.3.37). Falstaff’s anarchy here has an unpleasant,
faintly evil edge to it. His crimes and misdemenours may be
forgivable in a comedy - and 1 Henry IV is somewhat comic — but
they are unacceptable in the domain of history, where the hard

realities of peace and war are at stake. .
Just as Hotspur has an unrealistic VIEW of the world, so
universe where one’s

does Falstaff. Falstaff lives in an immature univers
appetites are gratified immediately and the inevitability of age and
death is denied. He has been seen as a re-creation of ancient

that traditionally enlivened

figures of European folklore
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holi i
norii‘fﬁf'?g:g%%“ by behaving in perversely loose ways that are
heHavictr e te[-r: These figures, which returned to ordinary
drinking to éx e fest:val,'made a great show of eating anc
Promisoulty Thﬁes_:[;i,_ _of flogtmg authority, and, often of sexual
atishied w‘ithoui Iciqt cravings were acknowledged and vicariously
prominent in pre- 'SfUDtlng. t_he society. Such customs were
o il modern societies and were still well known, if not
(BRRSR, aniie . In Elizabethan England. Falstaff's gluttony, his
’ Howeve:eri-:y Ifatnes_s are e'asily associated with such figures.
Beia;richative less,Onafstat’f is not simply a temptation to be resisted
P S s e or Hall. Falstaff’s world is also in itself useful
ahd ot 1o lrmd-e'“'ng him an arena in which he can test himself
he'is Kind* and !e::stand the_peop[e who will be his subjects when
WIes b et r;:about himself as well. At the Boar’s ‘Head, Hal
OtHEF Words of 1h of robber, of tavern servant, even of king. The
Henry's tensewo Ejplav - Ijlqtspur's inflexible, hnor-bound world or
temporary attitud:i of political calculation - do not permit the
Bormedy i h 25 and stances necessary to learning. The world of

as virtues that the world of history cannot provide.

-Charles Boyce, From Henry 1V, Part 1 Commentary,
Dictionary of Shakespeare, 1996

ON KING HENRY v
a Hen;’}:dzﬂz s&erlous flaw in a brilliantly arranged usurpation
to take the Croxl?vnnfenc-e on powerful men for the support necessary
maintain the ind rom Richard, while at the same time seeking to
ndependence and inherent power of the office.
-Moody E. Prior, The Drama of Power, 1973

ON PRINCE HAL
part, is aTcguelg”fﬁr who is the hero both of the comick and tragick
sentiments are i r?tn of great abilities and violent passions, whose
are obscured by ,? ; though his actions are wrong; whose virtues
by levity. In his id]‘:zgi:geﬂCE, and whose understanding is dissipated
the occasion foree ours f_le is rather loose than wicked, and when
effort, and brave \:itr? ut his latent qualities, he is great without
and the hero again . oLk tumult. The trifler is roused into a hero,
original and just. eposes into the trifle. The character is great,

-Samuel
Johnson, The Plays of William Shakespeare, 1785
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Very conscious of the way that men respond to the image
pf royalty, and no less instinctive a politician than his father, Hal
is the creator as well as the creature of political mythology. the

author as well as the hero of his legend.
-Robert Ornstein, A Kingdom for a Stage, 1972

ON FALSTAFF
[At Gad's Hill] What he leaves behind is not jeering

contempt for a butt or a coward, but affection; an affection
compounded of many simples: laughing sympathy for one who has
"more flesh than another man, and therefore more frailty",
astonishment at the quick dexterity with which he nevertheless
carries his guts away, merriment at the turning of the tables upon
him, delight in the sheer absurdity of his predicament, and above
all- quite illogically, though inextricably- biended with the rest,
gratitude to the player for the cleverness of the whole

entertainment.
-John Dover Wilson, The Fortunes of Falstaff, 1943

ON HOTSPUR

Hotspur's speech [Act I, Scene lii, lines 30-71], by far the
most sustained in the play to this point, is so full of detail, so quick
in elaboration,... so varied by

and apparently spontaneous ‘
impersonations of the "popinjay”, and yet so strong and lively in

rhythm that his character is strongly established in its own right
by this one manifestation. The speech glistens with light and shade
and is charged with energy. Given the active performance implied

by the language, Hotspur usurps all attention.
-John Russell Brown, Shakespeare in pPerformance, 1976

ON THE MEANING OF THE PLAY

Analysis leaves us then, with symbols of Power and
Appetite as the keys to the play's meaning: power and Appetite, the
two sides of Commodity... Those who see the world of Henry IV as
some vital, joyous Renaissance England must do behind the facts
Shakespeare presents. It is a world where to be normal is to be
anti-social, and to be social is to be anti-human. Humanity is split in

two. One half is banished to an underworld where dignity and
e in brutality and riot. The other

decency must inevitably submerg ,
half is restricted to an overworld wheré the same dignity and
decency succumb to heartlessness and frigidity.

-John F. Dandy, Shakespeare'’s Doctrine of Nature, 1949
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JULIUS CAESAR

1599
INTRODUCTION

Julius i
question it askscei]s-sir is a play about a political assassination. Th
from power? You éss it ever right to use force to remove - I ’
your own experiénce {'eadersf can answer that question in t ee of
you're going to figu in the last quarter of the 20th centu errgs &
know something ab;? out what Shakespeare thought you'lrl’yl; o
world in \:r!hich o Iivetjjt the values and concerns of t'he Elizatfc:tiatﬁ
isto !
(1564-1616) t?écl;f:: were popular during Shakespeare's lifeti
men and women wer: this was the Age of Discovery, and En Ilmﬁ
own. But the Elizab ‘?hhungry to learn about worlds other than ?hls'
discover themselve o also saw history as a mirror in whi hetlr
A play like Julius Scand find answers to the problems of theirlf i
politics; it also off aesar taught the Elizabethans about Rolr:;es'
Shakespeare tryin ered an object lesson in how to live. What "
: To answegr ttohteach his contemporaries? ' by
attitudes toward at question, let's take a look at Elizab
(a) monarchy and (b) order: e

(A) MONARCHY

Toda ; 2

anyone who Ze;‘r{es believe in democracy and are suspicious of
when a Hitler or gnllmlted power. We know what can happen
know just how cor talin takes control of a government, and we
contemporaries ha:;thIng power can be. But Shakespearé and his
queen, Elizabeth 1 no such prejudice against strong rulers. Their
1558 to 1603) yétnrj,lecj with an iron hand for forty-five years (from
her rule the ar’ts flo er subjects had great affection for her. Under
ll;tist of Europe was e”,:,:zhe_d a"!d the economy prospered. While the
stg?gsta,?tsl England er:Q(lJEd in war, mostly between Catholics and
e Elizabeth's FEign_J yed a period relatively free from civil
& I:"ng with Henry VHa'l'ld the reign of other Tudor monarchs
84) Tad been Englang’ in 1485- brought an end to the anarchy;
&) To Shakespeare s fate during the Wars of the Roses (1455-

- only a strong, b and his contemporaries the message was

+ Denevalent ruler could protect the peace and
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save the country from plunging into chaos again. Shakespeare

would probably not have approved of the murder of Caesar.

(B) ORDER

In 1599, when Julius Caesar was first performed, Elizabeth
was old and failing. She had never married and had no children to
succeed her. Shakespeare and his contemporaries must have
worried greatly that someone (like Brutus? like Cassius?) would try
to grab power and plunge the country into civil war.

When the Elizabethans spoke of order, they didn't just
mean political or social order. Though they lived during what we call
today the English Renaissance, they still held many medieval views
about man and hi the universe. They knew the world
was round, and that the earth was on€ of many planets spinning in
space. And they knew from explorers that there were continents
besides their own. But most believed, as people in the Middle Ages
believed, that the universe was ruled by @ benevolent God, and that
everything, from the lowest flower to the angels on high, had a
divine purpose to fulfill. The king's right to rule came from God
himself, and opposition t0 the king earned the wrath of God and
threw the whole system into disorder. rulers had responsibilities,
too, of course: if they didn't work for the good of the people, God
would hold them to account. No oneé in this essentially medieval
world lived or functioned in isolation. Everyone was linked together
by a chain of rights and obligations, and when someone broke tlhat
chain, the whole system broke down and plunged the world into

s the divine harmony

chaos. What destroy in Juliu 3
e ambition, oOr the fickleness of t

jealousy, Caesars
something you'll have to decide for yourself. But whf.atever the
cause, the results offend the heavens and throw the entire country

into disarray.
e of hopelessness and

Today a sens

a mistake, a simple misunderstanding', and l
destroy life on earth. Our fate, W€ feel, is out of our control. But
the Elizabethans
something went wron
laws of the universe.

would be punished an 1

Julius Caesar begins Wi
infects the body of the Roman state. No
grow sick, some die. But in time the paison

, then som ;

gMany would suffers ut in the end the guilty
tored.

o n act that, like a virus,

th a huma
one is untouched; some

works its way out of the
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system and the stat
e :
health, not sickness, i the. healthy again. In Shakespeare's world,

Ss, i ;
plan. + is the natural condition of man in God's divine

THE PLbT'

The worki
has beaten p INg people of Rome are overjoyed: Julius Caesar

ompey” P

off from work t% ‘é;lestc))ns in battle, and everyone's getting a day
Roman officers, Flaviy rate Caesar's triumphant return. But two
dare the citizens gy s and Marullus, chase the crowds away: how
:undreds e Ofpg‘;;tu;_t‘/rant who threatens to undermine
now tha(t: Caesar wants to be'fi’;‘ggrel)resentative) SHley: Dyt-they

aesar e
celebrate the racparades by in full glory, just in time to help

" es on

sﬁgxaf:f HiVicies of Matrtz:?q [Feast of Lupercal. A soothsayer bids him
ar i IO e

Passes b ' oaohc dismisse

S(Tﬁgch 15), but Caesar- anxious not to

: Y, leavin ; man as a dreamer. The procession

time political ene?nbehflnd two Roman Senators: Cassius, a long-

uovtr?er Mmembers of gfhg SCaesar’ and Brutus, Caesar's friend. Like
O fear that Caesar i enate, Brutus and Cassius are aristocrats

i S Cassius nowWl iale away their ancient privileges.

deTlnd{ng him of hisgoes to work on Brutus, flattering him,

Wi"grm,ne just how unhnOble ancestry, trying all the while to

B NG Brutus is tg ig: appy Brutus is with Caesar and just how

diassss"-_‘s is leading mrjnc’,”} the conspiracy. Does Brutus know where
attsﬁ%d’ T dhegreis ttosclrilsard to tell. Brutus admits only that he's

aesar cuss the matter furthe

tha , now T

|00f( he doesn‘t tryst aback from the races, tells his friend Antony

. Hechas good l‘easgnna?olg(: Cassius, with his "lean and hungry

asca t suspicious. '

th : ells B

reFEe times offereq CrutUS and Cassius how the Roman people

friensgd it. Perhaps Caea esar the crown, and how three times he

on the vould argue; buiatr doesn't want to be king- that's what his

€ gullibilj ! 0 his enemies, Caesar was merely playing

Wik ty of the
their support, People, pretending to be humble in order to

On 3
conve stormy p
cons rts Casca to his c!ght full of mysterious omens, Cassius
Will‘ﬁgahtg;'eto throw a mi‘;iiga“t?, arranges for Cinna, a fellow-
A S; Wi e thr P
! Hi mnhylge noble Senatofgf?hg{r‘ﬁfje window. The note
a : .
out to play in the mguar:jden' Brutus tries to justify the part he is
er of his friend, Caesar. He decides finally
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that Caesar's ambition poses a grave danger to the future of the
Republic and that Caesar should be destroyed, not for what he is,
but for what he's likely to become. Th= conspirators arrive at
Brutus' house and agree to murder Caesar the next day at the
Capitol. They would like to murder Antony, too, but Brutus, anxious
to keep his hands clean and to preserve his precious honor, insists
that Antony be spared.

After the conspirators leave, Brutus' wife Portia enters. She
wants to know what's happening. Brutus worries that the news may
be too frightening for her to bear, but nevertheless confides in her.

Caesar has had a restless night, too. His wife Calpurnia
tries to keep him home- she senses evil in the air- and at first he
relents.: But the conspirators arrive and persuade him to go to the
Senate as planned. What would happen te his reputation if his
public thought the mighty Caesar was swayed by a superstitious
wife!
Calpurnia's fears turn out to be more than superstitions,
for the day is March 15, the ides of March. Caesar ignores two more
warnings and, after delivering a speech full of extravagant self-
praise, he is stabbed by the conspirators and dies.

Antony, learning of the murder of his dearest friend, begs
the conspirators to let him speak at the funeral. Believing that right
is on his side, Brutus agrees, OVer the objections of his mare
realistic friends. Left alone, Antony VOWS to revenge the death of
Caesar, even if it means plunging his country into civil war. In the
meantime, Caesar's adopted son and heir, Octavius, has arrive;! on
the outskirts of Rome, and Antony advises him to wait there till he
can gauge the mood of the country.

Brutus' funeral oration is a measured, well-reasone_d
speech, appealing to the better instincts of the people and to their
abstract sense of duty to the state. For a moment he wins them
over. But then Antony inflames the crowds with an appeal to their
emotions. Showing them Caesar's bloody clothes turns them into an
angry mob, hungry for revenge. Blind with hate, they roam the
streets and tear apart the innocent poet-Cinna. !

Antony and Octavius now join forces with Lepidus to
pursue and destroy the conspirators, who have fled from Rome.
Anyone who might endanger their cause is coldly put to death.
Brutus and Cassius await this new triumverate at their camp near
Sardis in Asia Minor. Should Cassius let an officer tgke bribes?
Brutus, standing on his principles, says no: and vents his anger on
Hls frica. At the root of his anger, NOWSYSEES his unspoken sorrow
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at the death of pj
Withicuct o his _beroved wife Portia. Apparently unable to deal

-1l an unsettling sityati
g situation, she went mad and took her life by

At night Brutus js vici
ULUs is visited by the ghost of Caesar, who vows

to meet him agaj
again
day the two In on the battlefield ilippi i
SEria at Philippi
of Antony and Oc;fasvif;:? army of Brutus andpgalsr;n?;eg?}% tTh}:aeaI:EXt
gfg&m's battle each Otizl:dwl_r;hreadiness at Phllipp; while the fcrx?rl
s' troops Ith words, '
Cassius', Cegsiugemat Octavius', and Antg:iyi? etr:rst s
friend Titinius to f’fn?treatlng to a nearby hill senc{:-i);j sh_ov?rcome
LC:ZS. Is Titinius Captu?g(g?wﬁether approaching t’roops are ':rie;lcj:lfst?)?’
sent his b e Rpearsiso; ' ievi
takes his jife, 9ood friend to his deattfoéniingh(a:? stsr:gs,babtet:;e\{m? hte
: If Only 2 . . IS 10St,
his life. assius hadn't a
Brutus,' ng{ the reporte o OUtcttecr So rashly he might have saved
th 0 be false and Titinius still lives.

e enem , arri
UnWiIIinng-:'Je tide nm’i nﬂ?ﬁ’f Sg,ga:ig mourns the death of his friend.
S endure the HisHoro, Ofs‘icaBprtl;IJtrLés.hSensing der:eat, and
, he runs on his sword

Like ca
not esar an [
Of power or personal d Cassius, he thinks in his final moments

"the nobjrmnto”y delivers gfry’ but of friendship.

Brutus' ESt_Roﬂ'lan of theeUfog\{ over Brutus' body, calling him

waliF men into hig servj M all." Octavius agrees to take all of
orthe future, . ' '-r @ gesture of reconciliation that bodes

THE CHARAC;
ACTERS
JULIUS caEsaR - b

In order i
ha to discu
Ca;e t? make up yoyr minijs Shakespeare's play intelligently you
& asars threat to the Rom about (1) Caesar's character, and (2)
Ssassinated, or he doeszf:; Republic. Either Caesar deserves to
y - YN your answer hangs the meaning

Brutus, On
: the ot
he ig the other hand Ga
e 2
together only ruler strong engﬁghm?g It:e[ vain and arrogant, but
old the Roman Republic
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Whatever your position, there's no doubt that Shakespeare
wants to show us the private side of a public man, and to remind us
that our heroes are, like the rest of us, only human. In public,
Caesar is worshipped like a god; in private, he is superstitious,
deaf, and subject to fits of epilepsy (falling sickness). Caesar's
public image is like a mask he wears to hide his weaknesses from
others and from himself. Yet at the moment of death his mask slips,
and we see another Caesar who values friendship above all.

Let's look at Caesar in three different ways.

1. Caesar's personal shortcomings are one reason to remove him
from power. Another is his ambition, which threatens to undermine
the power of the people and their elected representatives.

It's true that Antony calls Caesar “the noblest man / That
ever lived in the tide of times" (Act III, Scene i, lines 256-257), but
why believe Antony- a man blindly devoted to his master, who is so
bad a judge of character that he says of Cassius:

Fear him not, Caesar, he's not dangerous;
Act I, Scene ii, line 196 L .

Caesar's refusal to accept the crown is no more than a

cynical political gesture to impress the masses. His speech
comparing himself to the North Star is the height of arrogance and
blasphemy. His refusal to pardon Publius Cimber is the mark of a
man incapable of justice or pity. Such a man is a tyrant who knows
no limits and deserves to be destroyed.

but what of it? Ambition in itself is
in our democratic age, we are

suspicious of politicians who seek unlimited POWer, but the
Elizabethans in Shakespeare's time lived under a strong monarchy
and would have had no such prejudice against strong rulers. If
Shakespeare had wanted to show that Caesar was unfit to rule, he

could have found evidence to support that point of view in
Elizabethan history books; but nowhere in the play does he show
is forced to admit:

Caesar suppressing civil liberties. Brutus himself

2. Caesar may be ambitious,
neither good nor bad. Today,

..and, to speak truth of Caesar,
T have not known when his affe
More than his reason.

Act II, Scene |, lines 1 9-21

ctions swayed
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For let the gods so speed me, as I love
The name of honor mere than I fear death.

Act I, Scene i, lines 88-89

Brutus thinks he is telling the truth- but is he? Would a .
truly honorable man need to call attention to his honor?
: One point is indisputable: Brutus believes in his principles,
and his principles do, to some extent, control his behavior. He
stands apart from all the other characters in the way he is
influenced by ideas, rather than by feelings or the wish for personal
gain. Cassius assassinates Caesar because he is jealous of him;
Brutus acts only for what he considers the best interests of the
state. Antony is @ man of action who pauses only to consider the
best way of getting from A to B; Brutus is a man of ideas who
weighs his behavior in terms of Right and Wrong. Antony believes
that brute strength and passion rule the world, and manipulates
people accordingly; Brutus believes that reason rules the world, and
that people can be swayed by the power of truth and logic. Cassius
and Antony see life as a game or competition in which rewards go
to the strongest or swiftest; Brutus sees life as a confrontation of
ideas in which rewards go to the just. He is such a private and
self-contained man that he won't even share the news of his wife's
death with his good friend Cassius.

Brutus is high-minded, but his principles do not seem to
prepare him very well for dealing with a corrupt world. He cannot
recognize motives that are less noble than his own,_and is therefore
preyed upon by unscrupulous politicians. As Cassius himself says
behind Brutus' back:

well, Brutus, thou art noble; yet I see

Thy honorable mettle may be wrought
From that it is disposed; therefore it is meet
That noble minds keep ever with their likes;
For who so from that cannot be seduced?
Act I, Scene ii, lines 308-312

to spare Antony's life and to let

His own speech lacks power
s that people can be led

Brutus' principles force him
Antony speak at Caesar's funeral.

(compared to Antony's) because he assume €
by reason. An honorable man, he uses language to communicate

; i f the people; he
the truth rather than to stir up the emotions O !
doesn't understand that people want to be led- if not by Caesar,

then by someone else.
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function onlye ; rll'eaders see Brutus as a bookish man who can
politician; byt is"taf World of ideas. True, he is not much of a
the clouds? Cass;uSa'r to describe him as a man whose head is in
advice. It is Brutys 1. after all, Is constantly asking and taking his
at Philippi; and it isvél:g tlt;.alls for action and who takes the offensive
does mak S, not Antony, who wins the battle. Brutus

€ some unwise isi ;
incapable of functioning in u?fasoﬁggf but does that mean he is

Aimo i : -

better than thzi' le!ethe characters in Julius Caesar struggle to be

of his ideals, Athoo: li:nd Brutus is no exception. He, too, falls short
ssius gets him ut% jllein'"tS:‘Sts on living by the loftiest principles,

appealing to his sense of famils pf'?;: Piracy by flatering him and

Brutus trj
night, and is Sotll:.ll:;fzgive by reason alone, yet he cannot sleep at

appears tg : by a guilty conscience that Caesar's ghost
reduced to gig‘]‘;';;bﬁream. In his argument with Cassius, Brugus is
(though he tries not ?g child- perhaps because he is mad with grief
end Brutus takes h; O show it) over the death of his wife. In the
which deman ds thats own life, in violation of his Stoic philosophy,

he accept whatever fate holds in store for him.

Is rutuS a he
both lights, 70, then- or is he a villain? Let's ook at him in

1. Brutus is a

Who uses pﬁ,,dnlfl'gs‘”ho cares more about principles than people-
blinded by ideals thto Justify the murder of a friend. He is so
recognize the needs ?bt he cannot see into his own heart, or
debate or Comprorniso the world. He is a moral snob who dislikes

This Brutusg ia"d always insists on getting his own way.

himself pe |eg in omnowS exactly what Cassius is up to, but lets
hypocrite who hides €r to keep his own hands clean. He is a
Despite hjg reputati behind lofty principles and pretty phrases.
concerned aboyt on for honor, he Is easily flattered and
Cicero- a potentia |5 Feputation. His pride causes him to dismiss
the times, rival-even though Cicero Is the greatest orator of

In his rg
vain and dangeroefgsaa; ‘gagg;gpt his human limitations, Brutus is as
sacrifices. hig ﬁ:-sig:,‘g'éa?sg noble for the worfd he lives In. He
remains, faithful to py; " to do what Is best for his country. He

S principles to the end. Everyone, even .
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Caesar, admires him and seeks his friendship. He is a tragic figure
only because he tries to be better than he can, and falis.

Hero or villain- could Britus possibly be both? Does the
world need more men of principle, or less? Shakespeare forces us to
ask these questions, but lets us find answers for our_sejves.

CASSIUS .
There are many sides to Cassius. This makes him difficult

to pin down or sum up in a phrase- but it also makes him true to

life.
Here are two opinions of Cassius. From Caesar:

Yond Cassius has a lean and hungry look;
- He thinks too much: such men are dangerous.
Act I, Scene ll, linés 194-195

From Brutus:

The last of all the Romans, fare thee well!
It is impossible that ever Rome "
Should breed thy fellow [equal].

Act V, Scene iii, lines 99-101 -

Both judgments are true- and false, for Cassius is 3
different man to different people. Depending on how a person treats
him, he can be loving or ruthless, gentle or hard, passionate or
aloof. One moment he is deceiving his dear friend Brutus; the next,
he is craving affection from him. .

When we first meet Cassius, he is busy lying. ﬂatt:r';'"gdr
forging letters, and subverting the principles of his good | ?:c‘)t
Brutus. Caesar's opinion of him seems right on target'd:sieri for
motivated by the best interests of Rome, but by the i
revenge on a man who doesn't like him, Jealousy mo\;eos more
jealousy of the fame and power of a man he eonsiders
worthy than himself. - -

: Caesar calls Cassius a "lean and hungry” r%arﬁte?'ggezgﬁ
may want to take this as the final word on Cassius anthe only one
his actions in this light. But Caesar's verdict is not the genuine:
Casslus' love for Brutus, for instance, seems @ admirers and
particularly after the assassination. Casslus has Tég!the argument
friends who are willing to fight and die for hlm.nce T the Poot. AS
with Brutus, Cassius shows good-natuned tglemt e e meacure o;' a
death approaches, Cassius realizes that he is no
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things, and that

. there are f

understanding a orces at work in the uni i
9 and control. He takes his life, nf?tw;;gut;\:y%gdhr;z

lost the batt|
€, but bec :
caused the death of a frizgrze he believes (mistakenly) that he has

Almost e . 4
verything Cassius says and does, both before and

after the assassinati

) ssination :

:;’amoﬂ to peop;ug:’rggn be interpreted as a direct, emotional
Ideas. Whether he js ¢ Ponds to people as Brutus responds to

I Fps nspiri i
Ove, Cassius js mOtiVatedpbl;ng ég kill Caesar or asking for Brutus'

boyish hatred
of those
seem to be strictly persWh

yish need for affection, and b

0 refuse it. His reason il L

' ' - Hi s for killing Caesar

;?ﬁ,tzd him, "Caesar dcg)t’;a:iegra-?-ﬁzrh his lcllose boyhood friend, has
against me and therefore mustagg'dggiri?éz_ 1

When Cass;

absence of "that ggl#tsl meets Brutus, he is disturbed by the

[ECCustomed] L eness / And show of love as I was wont

scene, Cassius tells g (Act 1, Scene ii, lines 33-34). In the guarrel

(BAct IV, Scena i “;‘étusr like a pouting child, "You love me not"

er:‘étus'"accusation's i &i).f What upsets Cassius most are not
Ugh" to bear with him act that Brutus does not have "love

) Cassius' gpj
. i
childlike. He ge Pitefulness and his craving for affection are

ems i

;tronger than himselfge”“*”ely perplexed that Caesar, a man no
tﬁy who discovers thétcgqu become so powerful. He behaves like a
an live with jts jroror s 100! has clay feet, and destroys it rather
heart's ease" (Act I mperfections. "Such men as he bg never at
it s IRV reréacsjcgne li, line 208), says Caesar. -l
gacl;\nes 90_-161), you'll aSS;IUS' speech against Caesar (Act I, Scene
3 traditionally g € how Cassius equates worthiness with
h;‘dUl’ance. Perhaps becsacui:ne traits as physical strength and
hifn OWNn worth, he suffgse he has so little sense of himself, and of
Brutsuegl,fdnot against some ;Sbsftrom S onen, And PRl
0es), but a gainsk othe;:Ct standards of right and wrong (as

Cassius b
ames hi
©s himself for giving Caesar so much power:

The faujt, g,

€ar Bruty i :

But in oy; us, is not i

Act I Saurse’ves; thattwe are g ?tars’
v >cene i, lines 140-745 underlings.

\ These
him _are the
Self alone in the um\:‘v ords of a spiritual outcast, who sees

recogmz erse,
mEaSure himself ag part of Only as death nears does Cassius
€ of peace, OF a divine plan, and achieve some
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Cassius, we learn from Caesar, "hears no music." Here's
what Lorenzo in Shakespeare's play The Merchant of Venice says

about his type:

The man that hath no music in himself,
Nor is not mov'd with concord of sweet sounds,

Is fit for treasons, stratagems, and spoils;
The motions of his spirit are dull as night,
And his affections dark as Erebus.

Let no such man be trusted

Act V, Scene i, lines 83-88

To Shakespeare, an inability to hear music was, quite
literally, an inability to hear the harmonies of the universe. The fact
that Cassius hears no music does not in itself make him evil, but it
does reveal a lack of inner harmony, and a restlessness that can

never be satisfied.
Cassius and Caesar are enemies in life, but the two are
almost indistinguishable at the moment of death. Both let their
| the gentleness that lies beneath. At this

masks slip, and revea
ere is no masculine_talk of revenge- no war

moment of truth, th
le lament for the betrayal of friends.

cries or curses- but a simp

ANTONY

There are many vAntonys." One of them is passionate and
impulsive; the other is in complete control of his emotions. One can
cry over the death of his dear friend Caesar; the other condemns
his associates to death without batting an eyelash. One makes a
powerful political speech with perfect understanding of human
nature; the other can be so mistaken about human nature that he
calls Cassius "not dangerous.”

Can such opposites exist within the
possible that Shakespeare couldn't make up his mind about Antony,
and painted an unfinished portrait of him. It's also p_ossibfe that
Shakespeare was trying fto portray  the many sides of an
opportunist. An opportunist is a person who adjusts his values to
suit his purposes; who uses people and events to get what he
wants, regardless of principles or consequences. If Antony is such a
man, it is understandable that, like a chameleon, he would change

Uf

colors from one moment to the nex | Bids o8RG verind

How different Antony is from Brut :
his principles, refusing to pe swayed by circumstance; Antony never

lets principles stand in the way of success. Brutus' conscience keeps

same man? It's
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him up at night;
concern Antony,

A modern man, Ant i
u ’ ony takes the world as he finds it and
his;si:v : E;taexg_ ?:r?gssa? {lecessary to get what he wants. Life for
player wl:\o knows how to lv:vi :. game nonetheless- and he is a skillful
at his worcrllsto an;rd': an opportunist, yes, but is he evil? Look closely
point of view, In '::ti 0ns, and you can find evidence to support that
. is famous funeral oration, for instance, nothing

tactics, manoeuvres, schemes- these are what

death and ay he unleases the "dogs of war"- bringing
o tamlcton 5 Intocent and gty alike

motivated not ‘;:ys Cynical, callous and unprincipled, yet he is
the death of 3 frien?jer;?nal ambition but by the desire to revenge
a deep capacity for | IS almost dog-like devotion to Caesar reveals

rutus, Completely h°yalty and affection. He is cunning, but, unlike
but he Speaks with onest With himself. He may manipulate people,
funeral oration ig conviction, and what he says is deeply felt. His
from the heart, more effective than Brutus' because he speaks

In
Shakespearethseu end,. Antony (with Octavius' help), triumphs. Is
the future? Pemggemng that realists like Antony are the hope of
and his king are ?: Shakespeare is merely pointing out that Antony
the ore we live in ore likely to succeed in a world as imperfect as

OCTA}@US

:'L:-,s;; Caesar's adopted son- is more important a
te, si aPpearances (only four) and his lines (only 30)
e cz'zﬁsn?e the fate of Rome rests in his hands after the
to decide wheth RIrators. From such fimited information, we have
What :; Rg[ng has been left in good hands.
Capable soldjer whs ould be able to agree on is this: Octavius is a
Means are neggey goac‘:‘?mpllshes the work at hand by whatever
dangerous; perhans achieve It. Honorable men like Brutus can be
reestablish order. PS Rome needs pragmatists like Octavius to

Octa
Character tha
:io.uld indica

The f
IS busy ch'émf;',';‘gf Sire Octavius appears (Act 1v, Scene |, line 2) he
brother, f I friend ,_2';;23 of people who must die- including the

Pechags. Byt ho o e idus. Is he a cold-blooded murderer, then?

. ardened soldier, who knows that it is
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sormetimes necessary to sacrifice individuals for the sake of victory.
Like Brutus, he kills for what he considers the greater good; but,
unlike Brutus, he has no qualms about it. o

Moments later (gct 1V, Scene i, lines 27-28), pcta'vaus‘ tries
to save Lepidus' life. Since he showed no mercy to Lépidus brother,
we can assume he is not just being a good guy, but that he‘
recognizes the practical value of having a “tried and valiant soldier”
in his ranks. ) )

Yet Octavius lets Antony decide Lepidus' fate. Is this a sign
of weakness? Or is it the wise decision of a practical man, who
knows the Issue isn't worth fighting over?

The second time Octavius appears (Act V, Scene i, lines llx;
20), he ignores Antony's wishes and insists on keeping has‘:’ forcets o
the right side of the battlefield. "I do not cross you, he"ke s
Antony, "but I will do so.” Octavius seems to be behavingﬁ tﬁer
willful young Caesar, insisting or-his natural .rlght to rule. V\[de joul
his tone is spiteful, or firm but politg, you'll have to decide

ourself. R
yours Only moments later (line 24), Octavius-asks Antony if they

is ti i i 's wishes. Once
should attack, and this time he gives in to.Antony's w
aggin you'll I;ave to decide: is Octavius incapable of importan':
decisions-or is he simply smart enough to listen to someone wit

mere exlgl_er:zer}gii; generals now confront each ot.rier before the
battle (lines 27-66)- Octavius and Antony on one side, Brutus and

d Cassius squabble like
us on the other. Antony, Brutus and

gr?ifgni'em only Octavius keeps his perspectn'/e. "cOme,t corge,etthtg
cause," he says-let's keep our sights on what's important and g

the matt?r;\:tt';l?t%d'time we see Octavius (Act V, scene v, "“eb 60),
he offers to take all of Brutus' men into his service. T,':;s,:':’r'obg;g
act of charity, but from what we know of OCtaV“:jsbrmg ot sides
motivated by the practical need to end the war ?ga‘ not matter so
together under his single rule. His lntenﬂQ": they bloodshed and
much as the fact that he is trying to en

reeStab"Tso:ﬁgréuccessor to Caesar, Octavius Is gti)\'/en e ?f?at'
words of the play. It is as a soldier, not a:":v ngctgv;::: ns'eerrans
Octavius praises Brutus, for nobility is a qgt be genuine- he is
indifferent to. His tribute to Brutus may; ’:im- but whatever his
probably only doing what is expected O
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m

reﬁmltgséhhe seems to have no interest in revenge. His desire to
(_?_hcé“:?tf’v bodes well for the future of Rome.

Blie b Jitggi Qc*awus did restore order. -He also restored

s ese !g name than in fact. The Senate retained its

controlled the armg . ut the power. resided in Octavius, who

Sl becamat e ﬁ\:tn 27 B.C. Antony took the name of Augustus

DeRcibailtias. 5 o [Sd. Roman Emperor. Shakespeare portrays him

interested in peac °t 'er, yet during his reign he became more

SOl e h.?n in war, and his rule became known as the
g€ of Roman literature and architecture.)

the Repu
forms a

PORTIA
Th 4
€re are two ways to view Portia. Let's look at them.

1. Portia is
feminist !i\.ringff'leer| et today as a champion of women's rights- a
R dinarlz four centuries ahead of her time.
equality with he? ho this view, Portia is a woman who demands
individual, not as usband. She insists on being treated as an
Brutus as “"one" (‘:\” object or an idea. She speaks of herself and
himself as "your s I<f:t I, Scene i, lines 261-278), and of Brutus
however painfy ite » Your half." She demands to know his secret,
will not be treateq ETZVCE% She will not be condescended to; she
Thi e
tender. She. ispzrtn‘a is strong-willed but modest, dignified but
language to <:t:1mme of the few characters in the play who uses
has an innate sen umc&-‘te.the truth rather than to hide from it. She
the very heart of tsl;a of wisdom that lets her see through words to
bad health, for instlngs. (Whe_ﬂ Brutus attributes his moodiness to
protect her.) Thoy :nce,.qutla immediately knows he is lying to
9h Portia is high-minded and independent, she is

also a lovin a
n :
alone, 9 and devoted wife, who kills herself rather than lives

2. That is one vi
View i A
According (t); Portia- there is another.

mistake of tryi this less flattering view, Portia makes the

brings aboutrf\{g:go:v% 325?3&3_ than a woman, fails miserably, and
Portidh o ion.

Scene i, lines 2383%92 proudly to her self-inflicted wound (Act II,

of functioning in a 3 ) to prove to Brutus just how capable she is

the daughter of Catoorld of men. She also prides herself on being

» @ man famous for his integrity, who took his

Shakespearean Literature

own life rather than be taken prisoner (in the civil war between
Caesar and Pompey). Says Portia:

Think you I am no stronger than my sex,
Being so fathered and so husbanded?
Act II, Scene i, lines 296-297

Brutus takes her at her word, confides his secret to her,
and what happens? Portia goes mad with grief, and eventually takes
her own life.

Portia's mistake is to confuse her private self with her
public image as Cato's daughter. Like Brutus and Caesar, she tries
to live up to her name and be someone she is not- with disastrous
results: In her death- as in Brutus' and Caesar's- we see the danger
of wearing a public mask, and forgetting whom we are underneath.

Note that Portia wants to be Brutus” equal only so that she
can be more a part of his life; nowhere does she suggest that she
expects him to be part of hers. The very fact of losing him drives
her mad. Portia thus sums herself up best:

Ay me, how weak a thing
The heart of woman is!
Act II, Scene iv, lines 39-40

Is this Shakespeare's unhappy view of women, and the
final word on Portia? Or are the other critics right- the ones who see
her as the ideal, modern woman, who dies for love?

Either interpretation can be correct- dependin

choose to view her.

g on how you

CALPURNIA
Caesar's wife speaks only 26 lines, so We never get to
know her very well.
There are at least two ways to view her- one of them more
flattering than the other. ' i
rvous, and weak. She is

On one hand, she is undignified, ne
also superstitious and haunted by upreasona
cannot be blamed for treating her like a child. ¢

On the other hand, Calpurnia Is 2 devoted wife- as
concerned about Caesar's well-being as Portia IS about Brutus'.
True, she has strange dreams, but all of them come true. Perhaps
in her intuitive, female way she is closer to the truth than Caesar.

ble fears, and Caesar
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Whichever way you view Cal i i
! purnia, you will have to admit

that her 'ga'at'°"§hjp with Caesar is less than iéeal.
meeting witlgu?as talk with Caesar follows closely on Portia's
the diff rutus, as if Shakespeare were drawing attention to

ergnces between the two relationships.
Scene | l‘i?’rl"gazg3reets her husband with respect as "my lord” (Act II,
wants, but ot 4). She may be flattering him to get what she
concern g € at least follows the forms of courtesy. Brutus is as

ed about her health as she is about his.

How does Calpurnia greet Caesar? With an order:

Think youy to walk forth?

You shall not stir out of
our house today.
Act II, Scene i, lines 8-9y o

" And Caesar replies:

Caesar shall forth,

Calpurnia is foolish '
of wills. Sh enough to turn her request into a battle
the m':‘, rtsa:'e g‘?ske: tgecmlstake of treating her husband in public as
» and Caesar., i i
take a stand aga'inst her ,» to preserve his public image, has to
aesar, of course, has been e | i
anno , qually tactless or unfeeling-
is stel;";-ligng to all the world (Act I, Scene ii, lines 6-9) that his wife

Can you blame a wife
an e for treating her husband as a mortal
m:s'?";iais @ god? The fact that she can see the man behind the
Points up her strength- or her weakness.

OTHER ELEMENTS
SETTING .

All scenes through Act IV, Scene 1 are set In Rome. Act IV
?:te"::;:_ atnhd ill, take place near Sardis in Asia Minor. Al of ActVis
February 1se Plains of Philippi in Greece. The play begins on
the assassln't B.C., on the Feast of Lupercal; continues through
Battle uf Phal lon of Caesar a rfionth later; and concludes with the

flippi in 42 B.C., when Brutus and Cassius commit
of couree, ' -@esar's heir, Octavius, assumes power. Shakespeare,
Urse, was a dramatist, not a playwright, and in order to
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preserve the dramatic unity of the action he telescoped a period of
three years into six days.

THEMES

Here is a list of the major themes of Julius Caesar. They
will be studied in depth in the scene-by-scene discu:agion of the
play. Notice that some themes contradict each other- since critics
disagree, it's up to you to decide which ones are true. This bock will

help you find evidence to support your position.

4. A PORTRAIT OF CAESAR OR OF BRUTUS

- why else would
Caesar: The play is a portrait of Caesar- w
Shalfeasp'eare naﬁng the play after him? Though Caesar is killed in
the third act, his spirit- what he stands for- dominates the action o:
the play until Brutus' death, and then lﬁ reborn in the person o

Octavius. ‘

: lay is a portrait of Brutus- why else would
g;‘allt(::pe:rge e'rjmdythe play with Brutus' déath, andd wit: . lShe
opposition's tributes to him? Brul;us Is studied ln greater dept t l?in
any other character, and the action of the play revolve?s "arou.g: ‘ i
role in the assassination. Shakespeare called his.p@%‘ ulius hgisa
only because he was writing about the period in. Roman history

when Caesar reigned.

= enter of Shakespeare's vision of an

Friendship is at the ¢ »
ordered, harmonious world. Disloyalty and distrust cause this worid

to crumble. Relationships suffer when pecple ’I‘Wlt :ho?ei; g:“;:mﬁz
ahead of their affections, and when they let their

officials interfere with their private lives. Asadzathaka%%rg:fhng .
characters forget their worldly anibitions, and. spe

loyalty of friends.

T as a way. of sharing our thoughts and

We think of language ) ‘
feelings, and of communicating the truth; but in Jullus Caesar

people use language to disguise their thougl?ﬁ :gigegga%f_' wgrgg
distort the truth. Language Is used to hum 3 ard throw a;\ i
are powerful weapons that turn evil into goo

country into civil war.
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STUDY OF HISTORY

Shake: i .
history, Whensp?g; Is dramatizing an important period in Roman
€ developed from a republic (with a

representative
ruler). Ho i form of government) to a monarchy (with a single

IS not .
portraying the majm!-)l?arg{ng Or praising -anyone, but objectively
ses:atugs ambition; the g_;ssttr’;ﬁ)ggntrfibuted to this development:

; an o a ivi
7 and the needs and wishes of the Ron‘::g'gaeno?leand divided

HE PRIVAT,
VES
We like to think thaUBuc FIGURES

ordinary huma t our politi
n ical heroes are free fi
their masks of fax?';?esses. Shakespeare reminds us that bel:?nrg
Prejudices, physical b € mortals like the rest of us- with the same
gg:tres to live al?: 'Ctaops,t I:’Oﬂes, and fears. When these public
ruction on themselves, anqd oe,:rth‘e"woﬂzelf-images, they bring

. TEAND TH Up TU

A sense
Sense that the asz;::f e hangs over the events in Julius Caesar- a
the characters ave b"atlon is inevitable and that the fortunes of
are foolish to ignoy €en determined in advance. The characters
true; yet they are ferep"ODhecies and omens, which invariably come
They are the playthinc, to act as though the future were unknown
control, yet they ar, NS of powers they can neither understand nor

e he:ld accountable for everything they do.
" Shakespeare | O P, PLE

Eixed Moral standa,-;s's v‘:ﬁmpanng two types of people: the man of
mself; and the pragr 10 expects others to be as honorable as
;’:\nd does everytiing gmatlst, who accepts the world for.what it is
s iless- admll’able, bufc €ssary to achieve his goals. The pragmatist
pointing out the usele more effective. Shakespeare is either (a)
Ssness of morals and principles in a corrupt

world, or (b) d
ramatizi
a in
wor. d less perfect thanghi;h; tragedy of a noble man destroyed by

thuﬁUrCfler Is Just -

h . el forfej

bf}f,"e“’apmlnted limig ? is right to rule when he oversteps the
counts: first, he consic;J his power. Caesar deserves to die on

) ers himself an equal to the gods; and

-~
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second, he threatens to underiine hundreds of years of republican
(representative) rule. Brutus sacrifices his life to preserve the
freedom of the people, and to save his country from the clutches of

a tyrant.

The Murder Is Unjust

Shakespeare's contemporaries respected strong rulers,
who could check the dangerous impulses of the masses and protect
their country from civil war. They believed that order and stability
were worth preserving at any price. Shakespeare's play may
therefore be a warning against the use of violence to overthrow
authority. The assassination destroys nothing but the conspirators
themselves, since Caesar's spirit lives on In the hearts of the

people.

STYLE .

There's not much poetry n. Julius Caesar. Perhaps because
the action takes place in Rome, the characters all seem to speak
like orators. On the battlefield, or even with friends, they're always
making speeches! Read some of the fonger ones aloud; you'll see
how alike everyone sounds, how everyone speaks clearly.- and

simply and says exactly what he thinks. The men in Shakespeare's
play are politicians who avoid flowery fanguage and metaphor; they
rds strung together in

express themselves often in one-syllable wo

simple, declarative sentences. This is the language of people who
are- or who try to be- in control of their emotions, and who use
words not to create beauty, but to manipulate each other and to get
things done. Shakespeare may be using language to mirror the

restrained and formal mood of classical Rome. Perhaps, too, he
wants to show how people use language to mask their feelings from
themselves and from others. As readers, we have to look beneath
these masks and ask ourselves: who are these people? what do

they really think, and what are they really saying?

AN HISTORICAL NOTE

When you think of Senators, you naturally think of elected
representatives of the people. But in anclent Rome the Senate was
made up of wealthy aristocrats and conservatives who sought to
defend their ancient privileges. Caesar was 2 reformer who wanted
to reduce the power of the Senate, and to share théir lands and
privileges with the common people.
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support. %;ngsgamrs and reformers looked to the generals for
Caesar defended {hrep"GSented the interests of the Senators:”
Rublcan and defe '?edmformers_ In 47 B.C. Caesar crossed the
Pompey's sons in Ea Pompey; two vyears later he defeated
Marullus (Act I, S gypt. No wonder the Roman officers Flavius and
from battle! And cene i) are upset by Caesar's triumphant return
Caesar may have no wonder the common people are overjoyed:
the Senators whoV:‘anted to be king or dictator, but it was he, not
that's why in'Shak ad the‘ interests of the people at heart. Perhaps
Romans of their espeare's play we never see Caesar depriving the
they'll do for th civil liberties, or the Senators discussing what
e people of Rome once Caesar is destroyed.

POINT OF vIEW

down in sah%ﬁ:z:are's characters are too true-to-life to be pinned
showing sides of th They behave differently with different people,
They have public emselves to friends that they hide from enemies:
nor evil, but a Xstelves and private selves. They are neither go
unpredictable- eltl ure of qualities. They are often inconsistent and
thoughtless th% ntle and considerate one moment, harsh and-
think about the next. Don't ask Shakespeare to tell you what to;
go. The rest is Lrl';tgeyglfathes life into his characters and lets them

FORM AND STRUCTURE

forward ;::2; '2':\! tells a single story that moves chronologically
to' (c) the res) ‘the plot against Caesar, to (b) the assassination,
assassination taukts of the assassination (the retribution). The
everything lead es place in Act III- the middle of the play;
AS in Is up to that moment, and away from it.
breakdown of ;‘gs': Shakespeare plays, the action begins with the
the Senators are er. Caesar has defeated the sons of Pompey, and
bind a leader to h?"’tﬁﬂg against their ruler. The natural laws that
been shattered. The oPi¢ have broken down. The divine plan has
everyone and e;,eThé result is much like a sickness that infects
heavens themsewrytmng‘the conspirators, the people of Rome, the
exhausted by war Es. At the end of the play, the Roman state IS
controlied ut on fts way to recovery. The sickness has been
‘ s'o?::g order reestablished. '

because the m;:V hlhat Julius Caesar is a poorly structured play
Others argue thatc aracter (Caesar) dies halfway through the play-

even though Caesar dies, his spirit dominates the
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entire play: it is Caesar's spirit that takes revenge on the
conspirators; it is Caesar's spirit that lives on in the hearts of the

people, and in the person of Octavius.
Caesar is well structured, even if you consider Brutus the

main character, since the action begins with his involvement in the
plot, and ends with his death and the eulogy over his body.

THE CRITICS

) ‘Julius Caesar” is a play about moral ambiguity in a political
setting and the personal tragedy that results. It resembles both the

"HISTORY PLAYS, written somewhat earlier, and the great

TRAGEDIES, soon to come. Like the tragedies, it presents a
protagonist who aspires to-heroism and fails because of his own
moral shortcomings. At the same time, ‘Julius Caesar’ also reflects
the political philosophy that had infornied the piaywright’s picture of
English civil disorder and violence are tragic for the entire society,
their avoidance is a higher moral obligaticn than the pursuit or
control of power, even for apparently just. or moral purposes.
Therefore, for Shakespeare, the preservation of the political status
quo is a primary good. '

Brutus, the protagonist of Jullus Caesar, Is an ambivalent
figure who may be seen as both good and evil — an honorable man
dedicated to the good of his country, but also destroyer of its peace.
The play’s central action - murder of Caesar — may seem an act of
disinterested idealism or one of inflated self-love. Twentieth-century
views of the play reflect these possibilities: with the rise of fascism
in the 1920s and 1930s, Brutus was aggrandized as a model of
republican virtues and Caesar identified with Mussolini and Hitler.
More recently, however, Caesar has been defended as a hero who is
destroyed by a neurotically envious Brutus, who pursues glory
without regard for the disaster he provokes.

Caesar Commentary,

-Charles Boyce, From Julius
. Dictionary of Shakespeare, 1996

ON SHAKESPEARE : .

In approaching Shakespeare, We must remember that he
wrote, not for a small group of intellectuals, but for every man,
from courtier to apprentice, for the man in the street, for anyone
who could be lured to pay a penny or @ tuppence to get into the

are wrote with one or both eyes on

theatre to see a play. Shakespe -
the box office. He wanted to be popular and he tried to write in such
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@ manner and on s
uch
efforts- and pay for the mt.hemes that Everyman would welcome his

-Lou :
ovis B. Wright, Shakespeare.for Everyman 1964
ON OMENS

L] e . . . .
dismissing thtlessinci;eamer: let us leave him: pass," says Caesar,
of March.” The ey sayer who called out to him "Beware the ides
Shakespeare wag ent showed that he dismissed him at his peril.
and dreamers at g:owing. more convinced that we neglect dreams
remained one to ther peril. He was a humanist, to be sure, and
greater characters end of his days. But from Julius Caesar on, his
light and " dream.-g nd greater plays are touched with the dream-
merely human,. _n;'irkness of something that... transcends the
say, lies beyon&::. Iif: Zic:veet"ogshx(mn Ii;fe' [Shakespeare] seems to
: N - ithin it.

Harold C. Goddard, The Meaning of Shakespéare, 1960

ON CAESAR

Caesa i
from ambition rﬁ:\? like ather Shakespearean characters who suffer
would it seem’so w‘?"ksavs he wants the crown. But even if he did,
E!izabeth that a ma'c ed to an Englishman, living under the rule of
!(mg? We know f,.on alreaqy at the helm of state should seek to be
it wrong to ygy M the historical plays that Shakespeare thought
usurping one, Wh?t a crown, but Caesar would not have been
outward and visjp the Senate planned to offer him was only the
It has alsg 20”?" of a power he already enjoyed.
an arrogant and un ieen argued that Caesar is shown in the play as
Who could reasq Yielding man who,has the soul of a despot and
liberties of the Ro:-,ably be expected to trample any remaining
3esar's speeches gf';: under his feet. Of course, the pomposity of
Shakespeare intended r's some support for this, but I doubt that
a twentieth-centyry Caesar to be as pompous as his part reads to
himself in the third eye. Tt is true that he sometimes speaks of
n?‘nmonarch, but he gegson, which has a grandilogquent ring in a
s &?kgspea_,-e may have he undoubted ruler of a great empire, and
< ng. He allowg ‘man considered this form of expression perfectly
erlously indeed with Y rulers in his plays to take themselves very
ggmpous‘to‘ us, ac:cl:s?ut seeming to denigrate them. What seems
th‘r OWn political candigmed as we are to the compulsive humility of
'® gravity and majes ates, may have appeared to Elizabethans as
o - ty expected of a chief of state.

" presentation. It gives reality to Caesar,
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Caesar's statements about Cassius and his distrust of thin
men are frequently read as the mutterings of a dictator who cannot
gblde the least independence of. thought. But Gaesar has every
justification for distrusting Cassius, who [s already plotting his
murder, and he puts his finger on Cassius' primary motive, which is

simple envy.
-Louis Auchincloss, Motiveless Malignity, 1969

The essential greatness of Caesar belng thus assumed,
§hakespeare is free to exhibit in him human weaknesses apparently
inconsistent with it. There are many advantages in this method of
the man; it suggests that
Caesar's spirit is mightier than his person, a suggestion which Is

essential’ to the unity of the play; it enables the dramatist to
present him in flesh and blood witﬁmg} reducing in stature the men
dience to sympathise with

who murder him; finally, it permits the aud
Brutus just sufficiently to give poignancy” to the disaster which

overtakes him. SRR

This last point is of major dramatic-importance. The play
could not easily have risen to the level of tragedy if Caesar had
been portrayed consistently in full majesty. The conspiracy must
then have inevitably impressed the audience as no more than a
stupid plot contrived by a group of self-seeking politicians under the
leadership of a misguided political crank. Such, in effect, it was, but
the skillful dramatist, if he is to retain the sympathetic
attention of his audience, will not obtrude the fact, but allow it
to become fully apparent only at the close.

The infirmities of Caesar are not Inventions of the
dramatist. They are in part historical and in- part derived from
Plutarch's delight in the foibles of great men and his tendency to
find such folbles more pronounced in his Roman heroes than in the
heroes of his native Greece. L

-John Palmer, "The character of Caesar,"
from Political Characters-of Shakespeare, reprinted in Shakespeare:
. Julius Caesar, 1969

‘other figure in history, Jullus
nse In the minds of those who
d not be an exaggeration to

Perhaps more than any
Caesar has evoked a divided respo

have written about him. Indeed, it woul
say that such a response, made up of attraction and repulsion,

admiration and hostility, was the prevailing one among informed
and educated men throughout Antiquity, the Middle Ages, and the
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Renaissance
extending frc'mfoc.':::g:t Wwe can speak of it as forming a tradition
In Plutard?'rs own day down to that of Shakespeare.
admiration mingle ; attltudg_ towards Caesar dislike and
Plutarch's prevaim'q“' owever divided in his attitude toward Caesar,
Were committed ur?d OPinion seems to have been that his offences
better nature and ther the influence of bad friends and against his
influence upon the tat, although his motives were unworthy, his
. i eS E;tle of Rome was largely beneficial.
Views of Caesar énd that Shakespeare does is to dramatize the
sources', and especial the conspirators which he found in his
and. contradictory rasy Plutarch, distributing what are the divided
characters wh responses of a single writer among several
0 take different sides...

-Erne
st Schanzer, The Problem Plays of Shakespeare, 1963
ON BRUTUS

Bru i
his pelT'ormatr?c?el?ar"fumorle.s_sw good. If his duty is to know himself,
himself for pjs ls. Nobility has numbed him until he cannot see
themselves the prmc,ples_ When his principles are expressing
himself he kng\,:re beautiful in their clarity; but when he speaks to
audience, ang fun'sn;alnot who is there; he addresses a strange
done with such a m es.... Shakespeare has done all that could be
not mad, or hauntedan' but what could be done was limited.... He is
Simply confused. or inspired, or perplexed in the extreme. He is

-Mark Van Doren, Shakespeare, 1953

Shake ;
approval of thesrrﬁt?:g S sympathy with Brutus does not imply
finds the spiritya| er of Caesar; it only means that he ultimately
Interesting  thing inplt"::blem of the virtuous murderer the most
theme: Do evil that € story. Brutus best interprets the play's
90od may come, and see what does come!
-Harley Granville-Barker,
Prefaces to Shakespeare, Vol. 11, 1946

In Brutus

gith a tragic flaw, b;htin' Shakespeare discovered the noble hero
398y to reach grentrr. O SCOVery he made it possible for English
di fis tragedies wn?tess hitherto attained only by Greek tragedy-
SCOVGWJ-I en after Julius Caesar benefited by the

ulius ca .
Shakespearean tr:;:cri is a landmark not merely in the history of
Y but in the history of English tragedy. Before
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Brutus there had been no tragic hero on the English stage whose
character had combined noble grandeur with fatal imperfection.

‘William Farnham,

""High-minded Heroes' from Shakespeare's Tragic Frontier,"

reprinted in Shakespeare: Julius Caesar, 1969

ON CASSIUS
Cassius, the man of passion, is set in strong contrast to

Brutus, the philosopher.

An egoist certainly; yet not ignobly so, seeking only his
own advantage. Convinced in a cause- as W& find him convinced;
that Caesar's rule in Rome must be free Rome's perdition- he will
fling himself into it and make no further question, argue its
incidental rights and wrongs na more, 3s Brutus may to weariness.

Egoist he is, yet not intellectually arrogant. He sees in
Brutus the nobler nature and a finer mind, and yields to his
judgment even when he strongly feels that it is leading them

astray.
-Harley Granville-Barker,
Prefaces to Shakespeare, Vol. 11, 1946

ON THE TWO FUNERAL ORATIONS
Editor after editor has condemned Brutus' speech as poor

and ineffective, and most of them have then proceeded to justify
ot meant to be

Shakespeare for making it so. It is certainly n
ineffective, for it attains its end in convincing the crowd. Whether
matter of taste.

it is poor oratory must be to some extent a _
ccepts the musical

Personally, accepting its form as one & :
convention of a fugue, I find that it stirs me deeply. I prefer it to
Antony's. It wears better. It is very noble prose. v
One may so analyze [Antony’s] speech throughout and find
it a triumph of effective cleverness. The cheapening of the truth, the

appeals to passion, the perfect carillon of flattery, cajolery, mocklew
e, all serve to make it a

and pathos, singing to- a magnificent tun s
model of what popular oratory should “bs. ;l:l i?erscirfoeve?;
de i iti is might well be

magogues its critical analysis mig % By another, ot S

examination paper. That is one vie\hé of L lie this; and, on
hothi i i e. An ony I r
thing in it calculated or fals Chts belie N teglinigs, that

these occasions, he never lets his thou ‘
are all. And he I'<nows, without stopping to think, what the common
thought and feeling will be, where reason and sentiment will touch

bottom- and it if be a muddy bottom. what matter!- because he is
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himself, as we said

» the common man raised to the highest power.
So, once in touch

with his audience, he can hardly go wrong.
-Harley Granville-Barker,
Prefaces to Shakespeare, Vol. 11, 1946
b [Brutus' speech] is one of the worst speeches ever made
byl an able and intelligent man. Its symmetrical structure, its
It: ag;:efd Se“te"C?S, its ordered procedure, its rhetorical questions,
subPecr; ully conscious and ornamental style, its hopelessly abstract
subject matter, all stamp it as the utterance of a man whose heart
IS not in his words. It is 3 dishonest speech.
its The cry of the Third Citizen, "Let him be Caesar," measures
_ bractical effectiveness. Those four words have often been
gg;nted out as one of the most crushing ironles in the play. They
o .e|and With the other comments of the populace. show how
d peless the cause of the conspirators was. These people did not
eserve liberty. They were ready for slavery.
th Antony's speech, on the other hand, for all its playing on
€ passions of the people, and for all its lies, is at bottom an

honest speech, because A
’ ntony loved Caesar. Because to that
extent he has Y

abstralct. A sincere harangue by a demagogue is better than the
most “classic” oration from a man who speaks only with his lips.
-Harold C. Goddard, The Meaning of Shakespeare, 1960

ON THE ASSASSINATION

We shall notice throughout it a strong distrust of
subversion and conspiracy. These- were, in the knowledge and
?Xperien,ce of all Elizabethans, the greatest disruptions of the state.
Thé Homilies: appointed to be read in churches throughout the

realm, have already been mentioned. Shakespeare not only knew

these; he apparently accepted their instruction. In them he would
have found the lesson driven home that conspiracy is dangerous,
that it is never to be trusted, and that directed against the king or
ruler it is both against God's commandment and doomed to create
confusion involving both conspirators and the country. It could be
nothing biit evif..., It is probably with a mind made up on these
points that Shakespeare read Plutarch and wrote his play.

-E. F. C. Ludowyk, Understanding Shakespeare, 1962

Sh "'lk' Ceesar's death
_Shakespeare must have seen a parallel to the Wars of the Roses

the truth on his side, he is as concrete as Brutus was

is followed by a civii war in which )
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now that
that had so obsessed his eariier years. Certati':\ilg wgnld( o e
Shakespeare stood for civil order above everything,

i i der.
truction of the existinc order.
death was followed by -tllj:u?sef\uchincloss, Motiveless Malignity, 1969

. He
N CASCiqam going to risk a generalisation al:gu't( ﬂ‘:k;?f:;:hans
was an Elizabethan dramatist, and I do n_ot; n ‘would often alter
were conscientious over their characters; they v Beaumont and
them in the middle in order to get on with the g r¥1e S ecome bad
Fletcher contain glaring examples of this. Goo g vice versa
and then good again; traitors turn into her‘oa > cometimes does
without any internal justification. And Shakespe_ re s play, in the
it too. There is an example- not a glaring onextremelv polite and
character of Casca. Casca first appears as € e e ries. Then
indeed servile to Caesar, 'Peace ho! Caesar speaas, a sour blunt
he shows himself to Brutus and Cassius they speak and is
contradictious fellow, who snaps them up whYeﬂu may sy this Is
grumpy when they invite him to supper. ?ndicating that Casca
subtlety on Shakespeare's part, and that he '5' k Shakespeare Was
is a dark horse. 1 don't think so. I don't theg 5 make the action
bothering about Casca- he is merely concerljd Later on, during the
interesting and he alters the character at need. o walks about with
thunderstorm, Casca becomes different agalr::.h o apparitions, an
a drawn sword, is deeply moved by eounds Caesar in the
utters exalted poetry. At the murder-st:erllﬁsl’\ssefulness is over.
neck, and then we hear of_glr;l’l ngor:\scz‘l:: Two Cheers foE g:;,?c;agcgg,
reprinted in Shakespeare: Jullus '
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HAMLET
1604

INTRODUCTION

William Shakespeare lived in a time of great change and
eographical discovery,

excitement in England- a time of geof
!nternational trade, learning, and creativity. It was also a time of
international tension and internal uprisings that came close to civil

war.
ed 1558-1603) and James I

(reigned 1603-1625), London was a center of government, learning,
and trade, and Shakespeare's audiefice came from all three worlds.
His plays had to please royaity-.and powerful nobles, educated
lawyers and scholars, as well ‘as mérchants, workers, and
apprentices, many of whom couldn't read er.write. To keep so many
different kinds of people entertained, he had o write into his plays
such elements as clowns who made terribje puns and wisecracks;
ghosts and witches; places for the actors to-dance and to sing the
hit songs of the time; fencing- matches and other kinds of fight
scenes; and emotional speeches for his star actor, Richard Burbage.

There is very little indication that he was troubled In any way by
old were familiar ones, from

having to do this. The storles he t '
popular storybooks or from English and Roman history. Sometimes
they were adapted, as Hamlet was, from earﬂerlplays that had
begun to seem old-fashioned. Part of Shakespeare's success came
from the fact that he had a knaek for making these old tales come

to life. ,
When you read Hamlet, or any other Shakespearean play,
the first thing to remember Is that the words are poetry.
Shakespeare's audience had no movies, television, radio, or
recorded music. What brought entertainment into their lives was
live music, and they liked to hear words treated as 8 kind of music.
They enjoyed plays with quick, ll\gﬂg ng§é$g$:V n?e’:f og::;:sl’ggg
wordplay, with strongly rhythmic lines e orite scenes. iplets,

which made it easler for them to remem v 3
learning lines easler for the actors, who
musical effects also made er o 9l S Seoht in thelr: minds. The

had to keep a large numbe! .
very short notice to play some ald
ht be called on ot ¢4 or at @ nobleman's house,

favorite for a special occasion at court,

Under Elizabeth I (reign
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just as the tr ;
Gonzago. Oupe of actors in Hamlet is asked to play The Murder of
The n i
aitheater thatesitdtrl:n? to remember is_that Shakespeare wrote for
reality, like the thea‘g pretend to give its audience an illusion of
a modern play tumé'r We are used to today. When a housewife in
water come out of 3 of e tap. of a sink, we expect to see real
Kitchen sink. Bt gia! faucet in something that looks like a real
onstage anything as of akespeare's time no one bothered to build
of the action had 23 Eaborate as a realistic kitchen sink. The scene
and to avoid movin leep changing to hold the audience's interest,
be used to help theg e amounts of scenery, a few objects would
a kitchen, Shakes EaUdl?”Ce visualize the scene. For a scene set in
come  out mixingp are’s company might simply have the cook
Elizabethan play w something in a bowl. A housewife in an
considered immgr. ??ld not even have been a woman, since it was
like Hamlet's motf-?er(g women to appear onstage. An older woman,
actor who specialisas < (Ude, would be played by a male character
Hamlet's gi”friendzg h‘”_matmnly roles, and a young woman like
Was an apprentice Wpt elia would be played by a teenage boy who
would be given EldultI h the company. When his voice changed, he
not only women, b male roles. Of course, the apprentices played
like. It was usuaff ut also pages, servants, messengers, and the
four leading actor o e“'f’;”/One in the company, except the three or
Play. Shakespear S to "double," or play more than one role in a
theater as parce oe 5 C_dience accepted these conventions of the
SUpPly all the missiae e, eY expected the words of the play to
Way his plays guid 9 details. Part of the fun of Shakespeare is the
of each scene, the wae (a1 12911€ for ourselves the time and place
We hear about but ac\,/ tt'e characters behave, the parts of the story
stage were signifi on't see. The limitations of the Elizabethan
9enius is the wa cant, and a striking aspect of Shakespeare's
Theater‘{s h?j e oave tharm
structures, with ¢ uring the Elizabethan time were open-air
most of the audleﬁmlc'rcma" "pits," or "yards," to accommodate
cock fights ang bearcg' The pit could also serve as the setting for
The aumenceaft'ngf two popular arena sports of the time.
Nobles, well-to-do in the pit stood on three sides of the stage.
teatergoers sat i commoners, and other more "respectable”
During breaks in tt’he three tiers of galleries that rimmed the pit.
berformance was y ‘; stage action - and sometimes while the
Nderway - peddiers sold fruit or other snacks,

Shakespearean Literature

wandering through the audience and calling out advertisements for
their wares.

The stage itself differed considerably from the modern
stage. The main part, sometimes called the "apron" stage, was a
raised platform that jutted into the audience. There was no curtain,
and the audience would assume when one group of actors exited
and another group entered there had been a change of scene.
Because there was no curtain someone always carried a dead
character off. It would, after all, have spoiled the effect if a
character who had just died in the play got up in full view of the
audience and walked off stage to make way for the next scene. The
stage often had one or more trapdoors, which could be used for
entry from below or in graveyard scenes.

Behind the main stage was @ small inner stage with a
curtain in front of it. During productions of Hamlet, the curtain
served as the tapestry (or arras) that Claudius and Polonius hide
behind when they spy on Hamlet, and later it was opened to

disclose Gertrude's bedchamber. :

Above the apron stage, on the second story, was a small
stage with a balcony. In Hamlet this small stage served as a
battlement and in Romeo and Juliet as the balcony In the famous
love scene.

Still higher was the musicians' balcony and a turret for
sound effects- drum rolls, trumpet calls, or thunder (made by rolling
a cannon ball across the floor).

Now that you know something about the theater he wrote
for, who was Shakespeare, the man? ! ot |

Unfortunately, we know very jittle about him. A writer in
Shakespeare's time was not considered special, and no oné took
pains to document Shakespeare's career the way a writer's life
would be recorded and studied in our century. Here are the few

facts we have. . .
Shakespeare was born in 1564, In the little EnQ"Sg country
town of Stratford, on the Avon River. He was the grandson of a
tenant farmer and the son of a shopkeeper w'hok made ?ncg sq:d
gloves and other leather goods. We know that Sha esptzatre s family
was well off during the boy's childhood- his father was Dnedptor;nt
elected bailiff of Stratford, an office something like ﬂ;l?zor- aﬂl 1 at
he was the eldest of six children. As the son of one o : et\rr:eatt ie.—I
citizens, he probably had a good basiC educattlﬁln cv t-: or\:ms
grammar school, but we have no facts to prove this. We also have
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no information on how h

he got involved with the Lopent his early years or on when and how

At 18 he m London theater.
birth to their first ch'l?jrried a local girl, Anne Hathaway, who gave
does not mean asl - a daughter, Susanna- six months later. This
forced into marl-ria §0m§ scholars believe, that Shakespeare was
relaxed as our owr?e' Ec:lzabethan_ morals were in some ways as
couple to sleep t éthan it was legally acceptable for an engaged
Hamnet (notice ?hge 'er. Two years later, Anne gave birth to twins
time  Shakespeare' similarity to "Hamlet") and Judith, but by this
prosperity of counts parents were no longer so well off. The
of London and its ry towns like Stratford was declining as the city
left home to fing glternatlonal markets grew, and so Shakespeare
Says Shakespenrs cv2Y Of eaming a living. One unverified story
without a license) was driven out of Stratford for poaching (hunting
he worked in hig on the estate of a local aristocrat; another says
private tutor j early twenties as a country schoolmaster or as a
Sh; ':l; sthe home of a wealthy family.
theater, becausgeg,re must somehow have learned about the
being ridiculed in ae next time we hear of him, at age 28, he is
writer of comic prospamphlet by Robert Greene, a playwright and
actor who had the el.I Greene called Shakespeare an uneducated
university Ql’aduatga to thlqk he could write better plays than a
popularity is that Gre O,“e indication of Shakespeare's early
publicly apologized t<-3ne S remarks drew complaints, and his editor
Clearly, by 1592 th 0 Shakespeare in Greene's next pamphiet.
in London as an acte young man from Stratford was well thought of
Though_ ey 2nd @ new playwright of dignity and promise.
domestic peace thand at the time was enjoying a_period of
away. From al';roade anger of renewed civil strife was never far
countries like Spain came threats from hostile Roman Catholic
Shakespeare's theatand France. At home, both Elizabeth's court and
growing English f er company were targets of abuse from the
this period, Engla L(ljndamentallst movement we call Puritanism. In
trade, and'Londo;?" was enjoying a great expansion of international
Puritans, who. oars 9rowing merchant class was largely made up of
Pressing either thgarﬁed the-theater as sinful and were forever
there were mem b: Queen or the Lord Mayor to close it down. Then
not aggressive r's of Elizabeth’s own court who believed she was
ol enough in her defiance of Puritans at home or

Catholics abro
abroad. On
s‘&ﬁmpigg tcourt favoeritsel;(:h man was the Earl of Essex, one of
(o}
' storm the palace and overthrow her. This incident

(and possibly her iover), who in 1600 -
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must have left a great impression on Shakespeare and his
company, for they came very close to being executed with Essex

and his conspirators, one of whom had paid them a large sum to
k King is forced to

revive Shakespeare's Richard 11, in which a wea !
paign to justify Essex’s

abdicate, as part of a propaganda cam
attempted coup d'etat.

The performance, like the coup, apparently attracted little
support. Elizabeth knew the publicity value of mercy, however, and
Shakespeare's company performed for her at the palace the night
before the conspirators weré hanged. It can-hardly be a coincidence
that within the next two years Shakespeare wrote Hamlet, in which

\ ccessful attempt to depose a reigning

a play is performed in an unsu
king. ThepEssex incident must have taught him by direct experience

the risks inherent in trifiing with the power of the established

oliti : , .
polfica oéﬁzearbeth's gift for keeping the conflicting elements around
her in balance continued until her death in 1603, and her SUCCESSOr,
James I, a Scotsman, managed to oversee two further decades of
peace. James enjoyed theatrical entertainment, and u:;:ljer :gi re’ig;,
Shakespeare and his colleagues rose 0 unpreged,ent ph!chpe avé
In 1604 they were officially declared the Kirg's Men, whic g

' al household. P
them the status of servants to the roy e g6, about four years

Shakespeare's son Hamnet died |

before the firstpperformance of Hamlet. Whether he Lr:‘sgvlvregomg
character of Hamlet in any way, we probably Wil death OF
scholars have suggested that the aPpma%Jg?er emotional
Shakespeare's father (he died in 1601) was tii:e hero of which is
shock that contributed to the writing vfter death. This Is
driven by the thought of his father's suffeﬁﬂgs': that Shakespeare-
only speculation, of course. What we O know = Stratford, where:
retired from the theater in 1611 and went_te--liver-‘ ncalléﬂ Nev\'r place.
he had bought the second biggest fouse ' W:; T “In 1623. Both
He died there in 1616; his wife A€ i of his death.
Shakespeare's daughters had married t gsgganna's daughter
Because Judith's two sons both died young an ’becarﬁe a baroness-
Elizabeth- though she married twice and ev ?' Shakespeare among
had no children, there are no descendants 0 ‘
us today.

* % o Shakespeare's tombstone 1o ‘ﬁrgtgrislstoig? 'l?ﬁdmi
famous rhyme, putting a curse on anyone |
grave:
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Good friend, fo
, for Jesus’ sake
To dig the dust enclosed her:cfrbear

Blest be'the m
an that s,
A pares thes
nd curst be he that moves my boensé?nes' .

The inscripti ¥
unpublisheq workspv?:n had led to speculation that manuscripts of
may in fact bo emp t;‘ebbuned with Shakespeare or that the grave
ecause the writing attributed to him was

e .
contemporaries ke hands. (A few scholars have argued that

ike i
Shakespeare, but this ::)at?Cls' Bacon wrote plays attributed to
on Is generally discredited.) The rhyme is

a final myste :
ry, remindi
by his work may we kno'v':ghfnf that Shakespeare is lost to us. Only

THE PLOT

' Hamie i :
Germany, whe:' hrl); “’flce of Denmark, is at school in Wittenberg
Elsinore Castie to f ather, King Hamlet, dies. He comes home to
uncle Claudius thenld his ‘mother, Queen Gertrude, married to his
himself crownéd kin ate king's younger brother. Claudius has had
through his friend Hg. Soldiers guarding Elsinore report to Hamlet
the battlements H oratio that his father's ghost has been seen on
speaks to him 'saaf" let goes with them to see the ghost, which
pouring poisay’ i o1n9_ that Claudius has murdered the king b
father's mur der. Ha ni €ar and that he, Hamlet, must avenge hiz
I;Ogee?;y upset at tﬁzsg:ars to do this, but his philosophic mind

hersllf]ostsri‘ble invOl\}emer?tc'i‘n tthf his uncle's treachery and his
e .

happening at thenseaar;timﬁ three related series of events are
Norway have been en sh court. First, the nations of Denmark and
with the neighborin ngaged in border disputes with each -other and
in the eyes of mgscomtry of Poland; King Hamlet became a hero
Fortinbras, son of th people by winning one such battle. Now
present, ailing king e late king of Norway, and nephew of the

through Danish terrftwants Claudius' permission to march his arm
. Second, Clac:;rc}l[ on the way to fight the Poles. Y
roubled by the beha ,us chief adviser, the elderly Polonius, is
sensitive daughter Ov Or of his hotheaded son, Laertes and'hls
acquire polish an d'cophelia. He is sending Laerées off tc; Paris to
g’ SPY on him and re;cl;t ly manners, and instructs young Reynaldo
bphe“a,l both Polonig, rt back if he falls into bad company. As for
ecoming too attached ?"d Laertes are concerned that she may be
0 young Hamlet, who has been sending her
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trinkets and love poems. They caution her to be careful, since it's
not likely that the heir to the throne would marry someone below
his raval station.

Third, Claudius and Gertrude are concerned over Hamlet's
behavior, which was moody before the ghost spoke to fiim and has
become increasingly disturbed, though they of course do not know
why. They send for two of his school friends from wittenberg, the
Danish nobles Rosencrantz and Guildenstern, to try to discover the

source of his moodiness. Arriving at the court, these two try to
of actors on their

cheer Hamlet with news of a traveling company
way to Elsinore. This gives him a solution to oné of his majc.>r
worries- how to determine whether the ghost is really his fathers
spirit and is telling the truth, or is an evil spirit sent to tempt him
into sin. He will have the actors put on a play about a courtier who
poisons a king and seduces the queen. Claudius' reaction to the play
will reveal the truth. .

s her “father about a disturbing

Meanwhile, Ophelia tell ] )
encounter she has had with Hamlet, who was behaving strangely.

Polonius concludes that Hamlet's frustrated love for her has made

him go mad. To prove this to Claudius, he has his daughter confront
Hamlet in a corridor W

here he and the king can spy on them.
Hamlet comes in, musing on death and whether or not he has the
right to take a man's life. When Ophelia interrupts him, he becomes
emotionally violent, denies he ever loved her, and urges'her to go
into a convent. Claudius is greatly upset by the scene, which makes
him begin to fear that Hamlet has found out the truth about his
father's death. , st

The performance Of the play confirms Claudius' WO

fears. During the pantomime prologue, Hamlet s od
double-edged remarks that drive Claudius out, angry and ?5'&5':‘5 r;
when the actors have barely begun to speak. The court s<':a % thle
confusion, and Hamlet tells Horatlo he is now totally convince
ghost was telling the truth. Gertrude, furious with
Rosencrantz and Guildenstern to tell him she wants t:es e audius
private, in her chambers. On the way there amlelé: ks aboui
defenseless, kneeling and attempting to pray. Hami that a man
killing him then and there, but holds back, belieV n'j‘lg ne ultable
killed while praying would go to heaven, l'l':a ofycourse Hear
punishment for Claudius' crimes. Hamlet canr;g o ity to pray
Claudius' thoughts, which are preoccupied with b s e unaing both
and his unwillingness to show true repentance by T
the throne and his marriageé to Gertrude.
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l:lrrlvi?g at his mother's room, Hamlet is harsh and bitter
esp Ite having promised himself (and earlier the ghost) to
gently. He accuses her of murder and incest- her new

with her,
treat her

husband is her brother-i i

? -in-law- attacking her so forcefully that
Polon o 9 ne o y
needslu:’s Who has hidden behind a tapestry ("arras") in case she

Sistance, cries for help. Hamlet stabs wh i
cl h . s what he thinks is
m:‘;g{ﬁg ;é‘d is disappointed to learn he has killed only the
frantic Gertr éna"' Over the corpse, he tries to convince the now-
by the ghostu ehto givg up her second marriage. He is interrupted
and leave i Who reminds him that he has sworn to kill Claudius
Gertrude whos mother in peace. Their conversation convinces
A cannot see the ghost, that her son is indeed mad.
send Ham ete meantime, Claudius has worked out a plan: He will
Guildenstern 'ogua"‘_’“ by his former friends Rosencrantz and
letter that aéksntl? diplomatic mission to England, carrying a sealed
put him to g e English king to arrest the troublesome heir and
Guildenstern eath. After a bitter confrontation Rosencrantz and
for England ct):apture Hamlet and bundle him off to the ship bound
to Poland 1-_hen ?hﬁ way there they pass Fortinbras' army marching
his father, whi Sight makes Hamlet reflect on his failure to avenge
Whe ile Fortinbras is bringing honor to his.
insane, LaeStr:e Ophelia learns of her father's death, she goes
father's mUrdei returns from Paris, swearing vengeance on his
and he allows g The sight of his mad sister deflates his anger,
Hamlet's fayit MaUd'US to convince him that her madness is all
of luck has sa;,edeantimez Horatio learns that an unexpected stroke
by pirates, who ¢ Hamlet's life: The ship he sailed on was attacked
amlet had dj ook him prisoner but let the others continue. Since
replaced it with Scovered the treachery in Claudius' letter and
and Guildenstery . cduesting instead the execution of Rosencrantz
the promise O{";a'éhe two-have sailed to certain death. In return for
Danish coast. nsom Hamlet is released by the pirates on the
take his Eg,:ﬁu:"told of Hamlet's return, persuades Laertes to
With a poisonag 2 formal duel, in which he will wound Hamlet
unexpected clash |$ Wiy Before it takes place, the two have an
herself, i$ being bsﬂtgg graveyard where Ophelia, who has drowned
shocked into anger at Hamlet, who did not know of her death, is
the grave, and the :3., the sight of Laertes leaping emotionally into
coffin. 0 young men nearly get into a brawl over her
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Having received Laertes' formal challenge, Hamlet
apologizes to him graciously before the assembled court and the
duel begins. They are evenly matched, so Claudius attempts to
improve the odds by offering Hamilet a cup of poisoned wine, which,
however, Queen Gertrude drinks. Laertes manages to wound

- Hamlet with the poisoned sword, but in the scuffle that follows they

switch weapons and Laertes is wounded with it, too. Feeling the
effect of the poisoned wine, Gertrude collapses, and the court finally
realizes what Claudius has been up to. Hamlet at last achieves his
revenge by stabbing Claudius with the polsoned weapon. Laertes,
dying, confesses and begs Hamlet's forgiveness. Hamlet has just
enough strength left to stop Horatio from drinking the dregs of the
poisoned wine, and dies in his friend’s arms, begging him to tell the
world the true story. Fortinbras, whom Hamlet names as his
successor, arrives in time to claim the throne and lament the

horrible events. )
THE CHARACTERS

HAMLET ’
Hamlet may be the most complex character any playwright

_has ever placed onstage. Over the centuries critics have offered a

multitude of explanations for Hamlet's behavior, but none of them
has wholly been able to "pluck out the heart of ‘my mystery,” as
Hamlet himself puts it. Eighteenth- and nineteenth-century
theatergoers saw him as the classic ideal of the Renajssance
courtier, poet, and philosopher. You can make a case for this view,
since Hamlet often sees immediate events in a larger perspective.
Ophelia's "O what a noble mind" speech is one of many suggesting
that Shakespeare meant us to think of him this way.

Yet Hamlet is a deeply troubled young man who may strive
for philosophy and poetry, but has in fact, by the end of the play,
caused a good many violent deaths. While the earliest view was
that Hamlet is simply a victim of circumstances, later critics saw

" him as a beautiful but ineffectual squl who jacked the strength of

will to avenge his father. Passages in the play provide justification
for this point of view, most notdbly in Hamlet's own soliloquies.
Detractors of this view point out the cruel and barbaric aspects of
Hamlet's behavior-his badgering of Ophelia, his rough treatment of
Polonius' corpse, his reason for refusing to kill Claudius at prayer,
and most of all the callous and seemingly unjust way he has
Rosencrantz and Guildenstern  put to death. To these
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ESLEEZ?;?%S'HQMEF Shakes_peare had badly assimilated such
Oribicasart Char;o‘ctsgrurce mEftE”al; or Hamlet is himself a crude and
bitter pill. -and his poetic speeches merely sugarcoat the
. As the study of psychology developed into a science in the

::?I;i ”'\""i‘;?:;nthcentury, critics began applying its precepts to the
who;e melangch ?mlet s something close to a manic-depressive
deepened into Ovlfmoods- as his failure to take revenge continues-
support from thse -contempt. This attitude draws some historical
by one of four - E!'Zabethgr_m belief that every human is dominated
dominance in g}e”?’ conditions called humors, each caused by the
Hamlet, the notig Ody of one internal organ and its secretions.
COntem’Doraries an "uns, would have been seen by Shakespeare's
especially assg g2, d V'Pt'm (_)f the melancholy humor, which was
with this inter oo with thinkers and philosophers. The trouble
jokes ar{d hi Pretation is that it does not explain Hamlet's frequent

The hany attempts at action.
twist to th?a a"(:::elnt i reudian psychalogy provided an additional
Jones asserteq the ancholy" interpretation, Freud's disciple Ernest
Oedipus comple 2 Hamlet was a victim of what Freudians call the
mother's affeF::tix’ tatits, a desire to take his father's place in his
feelings of guilto‘?s’ a desire that would naturally trigger intense
partially inSDiredl the father suddenly died. Jones' version, which
made believapje bSIF Lal{rence Olivier's film adaptation (1948), is
mother's actip y th.e intense overemphasis Hamlet puts on his
Wl despite the ghost's commands.

been offeredy‘,—g:.'ar.'y Other explanations of Hamlet's motives have
ghost as 3 cﬂanc g:tng fr_om an excessive ambition that uses the
doing so, to S € 1o seize the crown and then feels guilty abogt
grounds, since al?patr.“/ that makes him hold back on philosophic
Proposed the umil.;‘—h‘;:tmn IS futile. A few commentators have even
been raised as » . POSSIDility that Hamlet is a woman who has
@ Man to provide the throne with an heir, thus

explaining Ha ]
m *
revenge. let's reluctance to commit the "masculine”" act of

W

that Hamle??é fCigSTmentators and interpreters sometimes forget is
a dernonstration ofatﬁharaaer in @ play, and ahfy secondiy (t.grall)
at Hamlet s pot 'S Or that view of human life. You might say
SPecific person, wh @ classifiable type of person because he is a
'Mpulses ang ,’mo{;" "k? ourselves, is made up of many different
Dh"‘USODhy, under % IFS Possible for a soft-spoken professor of
the right Circumstances, to commit murder, just
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as it's possible to be depressed one day and crack jokes the next.
Hamlet is a person of exceptional intelligence and sensitivity, raised
to occupy a high station in lif= and then suddenly confronted with a
violent and terrifying situation in which he must take drastic action.
It's hardly surprising to find him veering between extremes of

-behavior, hesitating, demanding proof, looking for the most

appropriate way to carry out his task.

The fact that Hamlet is a thinking as well as a feeling
person, conscious of the good and bad points in every step he
takes, makes the act of revenge particularly painful for him.
Revenge is not Christian, and Hamlet is a Christian prince; it is not
rational, and Hamlet is a philosopher; it is not gentle, and Hamlet is
a gentleman.

Unlike the typical hero of an Elizabethan revenge play (or a
modern gangster movie), Hamlet does not approach his task in an
unquestioning, mechanical way. He has qualms about it, as any of
us might if asked to do the same thing. It releases violent emotions
in him, the intensity of which shocks and unbalances him. This
questioning of what is instinctive and preordained, the testing of the
old tribal code by a modern, troubled consciousness, is perhaps
what makes the play so great and so universal in its interest.

As you read Shakespeare's play you will discover for
yourself the specific things Hamlet says and does that make his
motives understandable to you, just as every critic, reader, and
playgoer over the centuries has picked the elements he or she most
responded to in the young prince's tragic story. That will be your
interpretation of Hamlet. If you follow the play closely and seriously,
your opinions are likely to be every bit as valid as those of
professional critics or teachers.

OTHER CHARACTERS

Hamlet is the unquestioned center of the play. If he is not
onstage he is almost always the subject of discussion in virtually
every scene. Nevertheless, Shakespeare has taken pains to give the
Other characters as strong and independent an existence as
Possible. They are not mere foils for Hamlet, but distinct individuals
Who coexist and conflict with him, though their stories are told in a
More fragmentary fashion.
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GERTRUDE

Hamlet'

mysterinus rg;e:rsé mether, the queen of Denmark, is a touching and
knows about her h f,’" never learn explicity how much Grrtrude
attached to her n: . znd King Hamiet's death, or how deeply she is
feelings, either abw usband, Claudius. She never expresses her
though this was out the morality-of.marrying her brother-in-law,
expresses her com;oonsme"ed incestuous at the time. But she
plus (in the Closet sel’n for her son and her affection for Ophelia,
the mystery about _C‘;-‘"e) a vague sense of guilt that only adds to
reaches its height o o, A€ ambiguity of Gertrude's position

ght in the final scene, when she drinks from the

Rolsoned cup. wh
. . e a0t . R
will have to decide ftc:-e; oihee:?ows it's poisoned is something you

CLAUDIUS

Th

stepfather’eis ksigg eOJ Denmark, Hamlet's uncle and later his
theatergoers. thep from a stock type familiar to Elizabethan
over his older bmf;re]QIECteF! younger brother who seeks to take
however, is a compl er's title by unscrupulous means. Claudius,
good deal of Inforpex figure about whom Shakespeare gives you a
him has changed ni'!ation. You learn how the public attitude toward
death); yoy Ieamn Denma[k (and changes again after Polonius’
appearance as co about his drinking habits and his personal
him in action m|l?al’8d with his late brother's. Above all, you see
pronouncementsl:‘o a'ticauy- manipulating, placating, and making
Norway or Poland I?d you see how his tactics in dealing with

ere is no questio nK up to the conduct of his personal affairs.
his talent for man; n 'at{out his political ability, which is tied in with
of view, as he dpu ating people and converting them to his point
interpretations of thS With Rosencrantz and Guildenstern. Some
more suited to th: play suggest that we are meant to see him as
hypocritical smilin role of king than Hamlet is. His constant
remorse In tha p r% makes him easy to dislike, yet his genuine
hence more d'fﬁcu[tyfer Scene makes him more sympathetic, and
does he direct} or Hamlet to kill. Note that nowhere in the play

Y express his feelings for Gertrude.

THE GHOST

Barnardo’
rdo’s remarks-in the first scene make clear that the

ghost is identi

WOorTy over wh:ﬂzé: \at‘ﬁpei,'“rance to the late King Hamlet. Hamlet's

an aspect of his intelt S "an honest ghost" is unusual for the time,
L - ectually probing nature. Ghosts were common
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figures in Elizabethan plays- an inventory of costumes for one
theater Included a cloak "for to go invisible." Belief in ghosts and
omens was prevalent in England, and in the theater it was assumed
that they could be trusted. Another long-standing but unverifiable
tradition, incidentally, says the role of the ghost was played by
Shakespeare himself, and was his greatest performance.

POLONIUS

The father of Laertes and Ophelia is clearly a
knowledgeable man. He holds an influential position at court,
though the text never specifies what title he holds- or whether he is
a holdover from King Hamlet's reign or newly appointed by
Claudius, who appears to hold him in very high esteem. We know
from Gertrude's reaction to his death that she Is fond of him ("the
good old man"), and that she has considered a marriage between
her son and his daughter. In the context of the Fortinbras subplot,
Polonius' name, which means “froni Poland," is worth noting.
Though a comic figure at whose bureaucratic doubletalk we are
meant to laugh, he has a visibly sinister side as well, a penchant for
political intrigue and spying. While his tactics are shady, his
intentions are usually good, making him, like Claudius, a mixture of

good and evil.

LAERTES

Polonius' son is one of several young men whose behavior
is explicitly contrasted with Hamiet's. A courtier in training, he is not
a politician like his father, but proud, hasty, sincere, and utterly
devoted to fulfilling the demands of honor- traits that will sadly
prove his undoing when he falls in with Claudius' plot. Apart from
the implied running comparison with Hamlet, the chief interest of
his character is the genuine intensity of his passion for the outward
forms of honor. To get his sister a decent purial, for instance, he
will openly quarrel with the priest; to avenge his father, he will
violate the code of honor and even the dictates of his conscience
with the poisoned weapon. In his own way he is an innocent like his
sister, comparing himself at the end, as polonius compared Ophelia
at the start, to a game bird caught in a trap.

OPHELIA
Ophelia is Polonius' daughter. Her name is generally

thought to be derived from the GreeK word apheleia, meaning
"innocence.® This Is certainly a good description of her outlook on
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life
ap‘;l:‘;gme?_ig::uinlgenuous as her brother's. It may not, however,
suggests - that al activity: The intensity of her feeling for Hamlet
between them :?‘lg“:'t:‘hing more than a flirtation has gore on
sings in her m'adn e bawdy “St. Valentine's Day" song that she
its words should ess must have been learned somewhere, though
their relations sonot be taken as literally describing the state of
coarse |angua§e Hme commentators have expressed shock at the
but aristocratic maamlet jokingly uses toward her in the Play Scene,
than some of tg“ers were looser then, and it is really no worse
Shakespeare's ro e interchanges between courtly lovers in
Hamlet's langua mantic comedies. Ophelia's meek reactions to
confusion overgemPVESumably come not from shock, but from
toward her since th s abrupt change of mood and attitude
the state he is In a:d"!u[mery Scene. She of course has no idea of
indeed been caused b't is possible that she thinks his condition has
refusing to see him Ny her following her father's instructions and
Hamlet and her dyt. ote that in the conflict between her love for
uty of obedience to her father's orders, she bows

to Polonius' wi .
ghost, his fat‘r'::;-t.]es' Hamlet is less obedient to the orders of the

HORATIO

Ha ' . .
mlet's trusted friend Horatio is a gentleman and 2

scholar,

position g:tcgﬁr:s not of the nobility, since he appears to have no
quoted tribute to ?::Cept in relation to the prince. Hamlet's much-
That is not Dassion-‘ before the Play Scene ("Give me that man /
Horatio's Dersonaut{,‘s slave”) points up the balanced nature of
course, Horatio is Lien oocly the quality Hamlet himself lacks. Of
intense as those thatsa not forced to undergo any experience as
temperament, as in hamlet suffers through. In his moderation of
Renalssance v ersion of is intermediate rank, he represents the
enough to live WIthootthe ancient classical ideal, the man fortunate
His vaguely Roma ut either excessive joy or suffering in his life.
Hamlet in death n -name and his Roman-style attempt to join

eath at the end confirm this. '

ROSENCRANTZ AND GUILDENSTERN .

Hamlet'
unmistakably eEnSEmtho fellow students from Wittenberg are
frivolous stud ers of the Danish nobility, and noticeably

Polonlug fearsen_ts compared to the serious Horatio. (The life
similarity to

the
wheirs ln, Wittenberg.) Thelr names, which mean

ertes may be leading in Paris probably has some .
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"wreath of roses" and "golden star," are authentic touches of local
color, since both belong to aristocratic Danish families still in
existence today. (Tradition, as_usual unverifiable, says that two
Danish nobles so named actually were sent on a mission to England
in the late sixteenth century.) They are certainly courtiers skilled at
politicking, and we learn enough from their evasion at their first
meeting with Hamlet to justify his being suspicious of them.
Whether they deserve to be put to death, however, is debatable,
since they can have no idea of the king’s true motives in employing
them. On the other hand, the fact that they meddle in the business
of kings and princes without questioning motives Is a comment on
their lack of principle, and Hamlet, in telling Horatio of their
impending deaths, does not hesitate to draw the moral (Act V,
Scene i, lines 62-68).

FORTINBRAS g
The prince of Norway is a conventienal, correct, ambitious

military man, yet he is more an image in the play's structure than
an individual personality. Fortinbras' chief role is to remind you,-in
the sphere of politics and kingship, of what Hamlet is not, just as
Laertes does in the reaim of family honor. Fortinbras figures in the
play three times: at the beginning, when Horatio and, later,
Claudius discuss his actions; in the middle, when Hamlet meets his
troops; and at the very end. Like Hamlet, Fortinbras is the nephew
of a reigning king, who is physically weak as Hamiet's uncle is
morally weak. The throne of Norway being occupied, he seeks
conquests elsewhere, never questioning their value. When he
assumes the throne, he reverses the military victory that was the
great triumph of King Hamlet's life. Fortinbras displays his inability
to understand Hamlet when he orders a military funeral for him and
declares that Hamlet would have made an excellent king. (He
couldn't possibly know this; in any case, it's.not likely to be true, at
least not by Fortinbras' own standards.) In short, Ft_)rtlnbras‘
soldierlike ability to ignore the moral complexity of life is a sort
of saving grace for him. He is aptly summed up in his name, French
for "strong-of-arm." .

MARCELLUS, BARNARDO, AND FRANCISCO ,

The three soldiers of the Danish King's Guard are all
ordinary, honest men, all suffering in their own way from the sight
of the ghost, and from the mysterious air of gloom 'that has settled
on Denmark with King Hamiet's death. Marcellus is apparently of
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slightly hi
BernaZdol;l-g?IZrigrink than Francisco and Barnardo (also spelled
his Wherea’\bouts Br;tiouable terms with Hamlet and up to date on
elite guard rather s he and Barnardo are articulate officers of an
straightforward pyt an common soldiers. Barnardo is more bluntly
like his religious fa tnth.Iess intelligent. Marcellus' belief in ghosts,
His assumption that' tidre balanced against his honest practicality.
makes him Gl €re is a logical reason for every phenomenon
who speaks blunt| n character to the captain of Fortinbras' army,
¥ to Hamlet about the valuelessness of the land

they are marchi
parts, g to conquer; possibly the same actor played both

CLOWNS

T
"First and hSeetc“c;?;; hg:acte:js usually- and mistakenly- designated, as
resident |ow comediaa Ved'gger_ are a comedy act, the company's
editions of the p N and his straight man, identified in early
Elizabethan pja s‘?tahy as "Clown" and "Other." Although in many
and cfetachableyfrg € material performed by clowns is irrelevant to
their own materiar‘ the story (since they traditionally "worked up"
Make them an or, ), Shakespeare always took unusual pains to
here for the clof:n'lc part of the larger work. The role he creates
gravedigger. His robls a corhic contradiction in terms- a cheerful
argument are aj am ust good spirits, talkativeness, and a love of
works, and are baI;Sanly inappropriate to the cemetery where he
eVeryone is equal be nced by his democratically stoic sense that
exactly how yq Cause we all come to the same end. Isn't that
gravedigger's pojnt ';ﬂght expect human life to look from a
eh?gantly Bl OT view? This simple workingman's philosophy is
the complexity of at exactly the right point in the action, against
Companion, though l:tamht's soul-searching. The gravedigger's
younger work partn 0 ‘€n erroneously played as an apprentice or
Placement g gra €, is a warden or church official in charge of the
clown for the silT'n\l::IeeS In the churchyard. He does not argue with the
agrees with hiy,, 0N that, as he is finally forced to admit, he

THE PLAYERS

: Typically f !
Virtually "Othlnc} thc;rt professionals at work, these actors say

resolutely uninvolved wls Not connected with their job, and are

them is chiefly how Ham|

from a prince who js him et feels about them. As you might expect

self the hero of a play (at a time when the

Ith the events at court. What you learn from
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growth of Puritanism was causing constant protest against the
dangerous influence of theaters in London), Hamlet is an enthusiast
and a friend, ane who believes deeply in the theater's importance *o
society and who has many objections to performers who don't live
up to his high ideals for the art. From Hamlet's friendly greeting,
especially as contrasted with his reserve toward Rosencrantz and
Guildenstern, you can see that Hamlet is extremely fond of this
particular company of actors; he is an aficionado of their less
successful plays and twice addresses the player king as "old friend."

OSRIC, REYNALDO, VOLTEMAND, AND CORNELIUS

Being a neoble in attendance at a Renaissance court meant
a variety of things. It meant a formal skill at elegant conversation,
bearing, and dress; training in such gentlemanly activities as riding
and swordsmanship on the one hand, music and writing poetry on
the other. It meant the ability to use these skills in the service of
the king, on matters ranging from international diplomacy to minor
errands about the court such as the errand on which Osric is sent to
Hamlet. And it meant the cunning to use the same skills for one's
own advancement in the royal favor, which could mean titles,
decorations, and large grants of land or sums of money if one were
successful. Osric is a courtier who is preoccupied with formal
behavior. It is clear from Hamlet's comments, and from Osric's
failure to perceive that he is being mocked, that he is little more
than a foppish, gesticulating fool. (Compare his manner to the
dignified bearing of the anonymous lord who comes to Hamlet
immediately after Osric has left; the lord carries out his mission
with a minimum of fuss in barely a quarter of the time it takes Osric
to deliver a simple challenge to a fencing match.) Some critics have
tried to read into Osric's presence the notion that Claudius’ court is
pretentious and decadent, but this is an exaggeration of both his
foppishness and his importance. Courtiers were under no qbllgation
to behave elegantly; they were members of a hereditary a_rlstocracy
and largely did as they pleased, which is precisely why displays of
elegant manners and fine speaking were so valued by monarchs.
Consequently, every court had its Osrics, and they turn up regularly
in Elizabethan plays. It could more likely be conside(eq a measure
of Claudius' good sense that he confined the trivial Osric to
domestic errands and sent a reliable, well-spoken man like
Voltemand on ambassadorial missions. From Voltemand's brief
report on his meeting with the king of Norway you can infer that he
(and presumably the silent Cornelius as well) is an efficient,

1
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It':)t(gggiﬂg %er-?On of dignified bearing, just the sort a king can trust
molded andui)lfn?ﬁs done. You get a glimpse of how such a man is
mecldle' Bt ti kinds of backstairs husiness he might have to
(Dl’ESUmat;ly 5 e little 'scene between Polonius and Reynaldo
simple errand \Eoung. courtier in training). While sending him on a
BBlbnits fboH 0 bring money and letters to Laertes in Paris,

aches the boy to find out how Laertes is behaving by

spreadi i 7
sl?udemr,]g mild slanders about him. Reynaldo is an alert and eager

PRIEST

Stage traditon has m ie "churli ot
un ade this “churlish priest” an
Sﬂf?f::‘na\;}aaztsshg?aer' What his two brief speeches portray is a
to perform a? Eh professional, compelled under political pressure
SUrpFISing part 1 he regards as distasteful and improper. The only
o queenp h is that he is so outspoken in the presence of the king
is Drotecte:j% ssibly from a wish to underline the extent to which he
y the church from their taking action against him.

OTHER ELEMENTS
SETTING

geo‘;alise the Elizabethan theater used littie or no scenery,
o !e'; ace in a Shakespeare play changes as the characters
indicat;e the stage. Where it is important, Shakespeare
e (as in :hthe- time and place of the scene through a line of
a formal device |-e first scene, "'Tis now struck twelve.") or through
king and his co ike the fanfares that announce the entrance of the
the twelfth chrt' The fact that the story takes place in Denmark in
audience; theméury. 'f”attEred very little to Shakespeare and h!s
realistic accyra radition of reproducing a historical period with
two hundred y:y on the stage did not come into being till nearly
expensive as ars later. Elizabethan costumes were as lavish and
Shakespeare's ocoutq be, but they were the costumes of
or medieval ,\; n time, whether the play was set in ancient Ro_me
communicated tonghnd‘ The image of Denmark is mainly
that the Danes wthe audience by Shakespeare's using the cliche
strongly emphasi €re heavy drinkers, which is one reason he sO

phasizes Hamlet's dislike for Claudius' drinking habits-

the sens
enter a
always
dialogu

The ;
world was just beginning to be mapped at this time, and @ -

Lond :
Denrggrka::c::r}ce probably had only the vaguest notion wheré
ocated: Shakespeare himself was so uninformed
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confused Dansk, the Danish word for Denmark, with the Baltic
seaport of Gdansk or Danzig, at that time a free city-state, which is
how he came to the mistak=n idea that Denmark shared a common
border with Poland. All this proves that Shakespeare's plays are set
"in the mind's eye," in an imaginary world of their own, which is
yours to conceive as you choose, within the limits of the play.

" THEMES

JUSTICE AND REVENGE

All the action of Hamlet is based on the one task the ghost
sets the prince: to avenge his father's murder. This powerful
demand is countered in Hamlet's mind by three questions: Is
revenge a good or an evil act? Is Claudius truly guilty and so to be
punished? Is it Hamlet's responsibility to punish him? Throughout
the play Shakespeare raises questions about whether justice is to
be left to the state or taken into one's own hands, and about
whether it is possible, in a cunning and deceitful world, to tell the
good man from the criminal. These questions are focused on
Hamlet, who must decide whether to avenge his father or not, and
if so, how. They are reflected in the parallel stories of Fortinbras
and Laertes, who also have obligations of revenge to fulfill.

DESTINY AND THE PURPQOSE OF LIFE

Linked to the theme of revenge is the great question of
Hamlet's inner meditations: Is there a point to life at all? Do we
suffer in this harsh world for a purpose, or simply because we are
afraid to find out what may lie beyond it? And if there is a higher,
universal force guiding each of us in a certain direction, how do we
learn what it is so that we can accept its guidance? Much of
Hamlet's anguish is caused by his effort to link even the most trivial
event to the order of the universe. Is he right in doing so? And does
he succeed- does life finally reveal its meaning to him?

MADNESS AND SANITY

The question of Hamlet's sanity is openly discussed in the
play and has been a subject of debate for centuries. IS H_amlc_at
really mad? If so, what causes Hamlet's madness? Is it h!s
reluctance to take revenge? Is it his confused feelings ah_qut his
mother? Is he in fact sane and the world mad for falimg to
understand the things he says? Is he sometimes pretending to be
mad and at other times genuinely unbalanced? Remember, the play
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gives another example of madness in i
Ophelia, and you should ask
some of the same questions about her. - !

APPEARANCE AND REALITY

Allied to the question of Hamlet' i i
ref - | et's madness is a variety of
> F{_';’]Eém\:‘vegﬂtg “:]E Idlea of acting a part or of presenting a false image
honests Mar; ag‘: et demands honesty, but is he himself always
playing partsy 0CI er characters, at various times, seem to be
reminder that j?]" the troupe of players is in the play as an active
always easy to tl"'tleal life a person can play many roles, and it is not
At the very cenf what is true from what only appears to be true.
stage, exDressede'r of the play is Hamlet's view of acting on the
With the pici, In his advice to the players. You can compare it
chafact ure .Shakgspeare gives of Hamlet, and the other

'S, acting in their "real” lives.

WomEeN

emotiona:i,a%‘.::tqs |VIEWS on women are complex and intensely
who are most d nly two women characters in the play are the two
young girl he |§ep"’ attached to him- his mother and Ophelia, the
strong? What 3 V€S WhYlIS his bitterness toward his mother so
attitude towarg Fg the. various feelings -that go into his changing
you'll see tg wh tpheha? As you study the play scene by scene,
truth of his a at extent the two women's responses bear out the
CCusations, and to what extent they do not.

RiGH £ND DUTIES OF kinGsHIP
is to be king‘feosf Ea':ea.n tragedy often turns on the question of who
and the rESDOI'ISibv";'t'O is best qualified to accept both the privileges
these questions. \:Vlhies of rule. As you read Hamlet, keep in mind
ho in Hamlet ha at are the obligations of a king to his people?
to King? [s as the most right to be king? Who is most qualified
peaceful kiﬁg bettn honest king necessarily the best king? Is a
Public have in ch =Ll warlike one? How much say should the
Scene-by-scena dt_:nosmg a king, and how much the nobility? In the
means to each fisc”SSlon we'll also take a look at what being king
Of the four characters who claim the Danish throne-

Claudius,
would ruleﬁamlet’ Laertes, and Fortinbras- and how well each one
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POISON AND CORRUPTION

Corruption, rot, disease, and poison are among the chief
sources of poetic imegery in Hamlet. The poison with which
Claudius kills King Hamlet spreads in a sense through the entire
country till "something is rotten in Denmark." Look for examples of
this imagery as you go through the play. Is the arrival of Fortinbras
at the end meant to be a cure? If so, what sort of cure will it be?

STYLE

The language of Shakespeare's plays tends to frighten
many students and put them off. This comes from being told
Shakespeare's plays are great poetry. To get around this, always
remember that for Shakespeare's audience poetry was a kind of

~game, a way of marking in words the difference between a play and

real life.

For Elizabethans, the poetic imagery and feeling of the
great speeches in Hamlet had the excitement that a big song
number in a musical comedy or a rock concert has for us. Like
music, poetry is a way of heightening the power of what is being
said in a play. It does this with sound and rhythm, with images,
and, in Elizabethan verse, with what we call rhetoric. Rhetoric was
taught to educated people in Shakespeare’s time through the study
of the Latin poets and orators. An Elizabethan gentleman was
expected to be able toindulge in this elegant form of showing-off,
and a gift for it was a way of gaining recognition at court or in the
theater. Courtiers tock for granted that flights of rhetoric would be
part of any play they went to see, and ordinary people enjoyed it as
something special and outside their daily experience. Shakespeare
first became famous for his great rhetorical gift: You can see it in
Hamlet when he makes Hamlet say he loved Ophelia more than
forty thousand brothers could, or when he makes his mother
compare the pictures of his father and Claudius.

Closely tied up with rhetoric, as a field of study for thg
Elizabethans was logic, or the art of thinking in sequence. It is
especially important in Hamlet because the hero is a student of
philosophy, which means he has been learning how to express ideas
in logical form. Sometimes Shakespeare uses logic to show Hamlet's
sense of humor, as when he "proves" that Claudius is his mother. At
other times he builds, out of the textbook Ideas of logic, the great
soliloquies in which Hamlet meditates on the purpose of life and
death. In fact, the line "To be or not to be: that is the question,"
though the most famous in the play, is not original with
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Shakespeare; he is making Hamlet quote the opening of the
standard philosophic debate on whether life is worth living. What is
important, of course, is that these elements are always used in a
human and individual way. Hamlet is a story about people and their
lives, not a textbook discussion of abstract ideas.

At the time it was written, Shakespeare was just beginning
to dEV?IOD the innovative approach of what we think of as his late
style, in which the smooth and conventional rhetoric of his earlier
plays is chopped up and fragmented to reflect the inner rhythms of
a human mind, and not the polish of a system of writing in which all
the characters think alike. When Hamlet bandies words with Osric or
P.OI.C’”'F‘Sr or makes fun of Claudius' proclamations, Shakespeare is
"‘dl_CUl_ing the conventions of rhetoric; and in the soliloquies, with
their jumps from one thought to the next, he develops a lean and

disturbing poetry that has made the play seem alive to every
century. .

POINT OF VIEW

~ The main thing to remember about Hamlet, as about any
play, is that it is not a novel, in which the story is seen through the
eyes of the author or the character who narrates. A play is told by
havu}g the characters present their opposing points of view In
conflict with each other. We call the sum total of what these
represent, when the action is completed, the author's vision. The
great challenge of writing a play, which Shakespeare met more
brilliantly than any writer who ever lived, is to make each character
seem _to take on an independent existence, with his own motives
anq _hrs own approach to life, and yet have all these independent

entities add up to one thing.
y \ Because Shakespeare's sense of life was soO broad and
inclusive, many people have complained over the centuries that he
does not tell his readers how to view the characters: Is Hamlet mad
Or sane, good or evil? Is it right for him to keep postponing his
revenge? Are Claudius' tactics justified? Do Rosencrantz and
g;"!de”SteTn deserve to be put to death? In a general sense,
ow:k?_speare answers all these questions for the audience of his
great m;]e by never directly theatergoer. Because his artistry is SO
their acs_we"er. his characters are so strongly individualized that
actions lOfns can be interpreted many different ways, like the
understar?d real people, whose motives we can never fully
permanenti; As a result, there is no one interpretation, no
ently fixed point of view to a play like Hamlet; its beauty is
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bound up with the fact that it can mean so many different things to
people and be understood in so many different ways.

FORM AND STRUCTURE

Elizabethan plays in general were loosely structured. They
adapted the basic five-act form of ancient Roman tragedy, which
had been revived by Italian scholars of the early Renaissance and
brought back to London by English aristocrats traveling in Italy, to
the needs of a commercial and popular theater.

The basic elements of a revenge tragedy were very simple.
There had to be a hero, who had been violently wronged and was
justified in seeking revenge. His revenge had to be aimed at an
opponent, or antagonist, equal to him in power and in cunning, or
the play would degenerate into @ mindiess series of victories for the
superhero, and so become monotonous. The action had to be
carried on in an atmosphere of gloom and terror, preferably with
supernatural elements. A woman the hero loved had to be involved
in the action, if possible as an innocent obstacle to his achieving his
goal of revenge. And there had to be a counterplot (or subplot),
started by the antagonist to defend himself, which would enguif the
hero just as his vengeance was accomplished. In that way the hero
would achieve what has come to be called "poetic justice” on earth,
and at the same time be punished by Heaven for his sin of
committing murder.

You can see that this simple structure is still very much
with us in the violence of movies, television, and comic books. One
reason we consider Hamlet better than these popular
entertainments is that Shakespeare made his own variation on the
form, fulfilling all its demands and at the same time rising above it
through his brilliant use of language and his creation of complex
characters. By making his hero a philosopher who doubts and
mocks himself every step of the way, Shakespeare is able to
prolong the suspense and devote the first three acts to the question
of whether Hamlet will of will not take revenge. When Hamlet finally
takes a decisive action, at the end of Act III (where the structure is
expected to rise to a climax), it turns out to be a fatal misstep.
Instead of killing Claudius, Hamlet kills Polonius. This act engulfs
him in the counterplot of Claudius and Laertes, which holds our
attention until the play's violent end. Hamlet's hesitation allows
Shakespeare to explore the meaning of revenge on both the
philosophic and the psychological level, and to connect that act with

the much larger question of the meaning of life.
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2 fatherTomrziﬁs sure we never forget that Hamlet's story is that of
subplot of Polo °r, and son, Shakespeare contrasts it with the
are RSt ntII:Js and his children. Both the plot #nd the subplot
BOIGHTIS. it gether at the climactic moment when Hamlet kills
of Laertes asn;‘frf ultimately results in Hamlet's death at the hands
framed in éhe st €r son avenging his father. And both stories are
the hands of Kigw:f Fortinbras, who avenges his father's defeat at
Bamietans, amlet by taking over the Danish throne when
psycho[ogsigf;:|k esi,%i?re $ superiority in such matters as moral and
way two charact, ety is pointed up by his ability to contrast the
same action. H er]s respond to the same event or carry out the
forced to COr;'n Siiek s sQ structured, for example, that we are
Laertact invagiare Hamlet's use of the play to entrap Claudius with
confiding in HOD”_Of the palace with an angry mob; or Hamlet's
Shakespeare a!sratm with Claudius' efforts to manipulate Polonius.
behavior with W‘L utses the play's structure to contrast a character's
show him beha nat we know of his thoughts and feelings, or to
compare Hamlgtl'ng differently in different situations. For instance,
immediately aft S speeches to the ghost with his conversation
compare CIaud'efward_when Horatio and Marcellus find him; or
it, England” SO';:S public behavior in Act IV, Scene iii, with his "Do
and & riaker ;O,qu\( right after. Because Hamlet himself is a wit
these Contrastg Irobn:es, Shake§peare often uses him to point up
iokes heighten txer ally and so intensify them, just as his mordant
you explore Hamle atmosphere of gloom rather than dispelling it. As
balances and, ar et in more and more detail, the way Shakespeare
visible to you- ra(rj?ges the elgr_‘nents of its story will become more
Wl et and more exciting as well, since very new facet of

e you find will reveal another nuance of

Shakespeare's vi : L
of his poctic minglon, another aspect of the seemingly infinite range

THE FIVE-ACT STRUCTURE

The main plot an i
) d subpl med the
story of Fortinbras' avenging his%:tth:i?rres are both framed by th

ACT I: Expo
and the ghost gITION. The rotten state of Denmark is disclosed,
Ppears with his call for vengeance.

II: RISTN
the ghost's accu‘ia‘;ﬁg"”' Hamlet tries to discover the truth about
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ACT IIT: CLIMAX, Hamlet springs his "mousetrap” and catches his
proof- Claudius is guilty.

ACT IV: FALLING ACTION. Claudius, not Hamlet, takes charge of
events.

ACT V: CATASTROPHE. The consummation of everyone's
vengeance is achieved in a bloody ending that leaves only Horatio

alive to tell the tale.

THE CRITICS

Probably more criticism has been written about ‘Hamlet
‘than about any other work of literature in the English language.
The changing views of Hamlet as a character are summarized in the
Characters section of this guide. The following quotes are a
sampling of major views of the play over the past three centuries.
They are intended to open the discussion for you, not end it.

Hamlet is the most notoriously problematic of
Shakespeare’s plays, and questions about it still bedevil
commentators after almost 400 years. Tremendous amounts of
energy have gone into considering its possible interpretations, and
the range of opinions on them is immense. As Oscar Wilde wittily
put it, perhaps the greatest question raised by ‘Hamlet’ is, ‘Are the

critics mad or only pretending to bé so?

‘Hamlet’ was classed with the PROBLEM PLAYS when that
term was first applied to Shakespeare’s works of the early 17
century. Like those dark comedies, this TRAGEDY deals with death
and sex and with the psychological and social tensions arising from
these basic facts of life. And like the problem plays, ‘Hamlet’ treats
these issues without providing clear-cut resolutions, thereby leaving
us with complicated, highly emotional responses that causes both
satisfaction - at seeing basic elements of our own lives treated
dramatically - and pain - at the nagging persistence of these

difficulties, as in real life.

It is precisely through such ambiguity, however, that
‘Hamlet’ offers a robust and vital assertion of human worth, for the
paly is essentially moral drama whose theme is the existence gf
both good and evil in human nature, @ cenFraI concern in
Shakespeare’s work as a whole. Although it anticipates modern

psychological dramas in some respects, ‘Hamlet’ is not it:_;elf such a
tation of Prince Hamlet's troubled

work; the extraordina resen
: AR it a vivid one - for the development

mind is simply the vehicle - albe £
of his acceptance of humanity’s flawed nature. Shakespeare’s great
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accomplishment in ‘Hamlet’ was to express the philosophy that
underlies this realization.

Some of the play’smany puzzles are int=resting but
superficial, such as Horatio’s status at the Danish court, the
identification of Hamlet's inserted lines in The Murder of Gonzago,
or the determination of the prince’s age. These matters chiefly
reflect the playwright’s lack of concern’ for minor inconsistencies, 2
trait seen throughout the plays. Others are deeper matters of
plotting and psychology: Is Hamlet's emotional disturbance real or
feigned? What is the nature of his relationship to Ophelia? Is King
Claudius an unalloyed villain? The ‘problem of problems’, as it has
been calied, is Hamlet's unnecessary delay in executing the revenge
he plainly accepts as his duty. ;

The basic story - a young man grieves for his father while
faced with the duty to avenge his death — came from Shakespeare’s
source, the UR-HAMLET, and its genre, the REVENGE PLAY, but
Shakespeare’s attitude towards vengeance is not the traditionally
approving one. Hamlet's regret when he says, 'The time is out of
joint. O cursed spite, / That ever I was born to set it right’ (1.5.196-
197), testifies to this, as does the existence of a parallel revenge
plot, that of Leartes’ revenge of his father's murder by Hamlet. The

hero of one plot, Hamlet is in effect the villain of the other, casting .

an inescapable doubt upon his heroic role. Hamlet recognizes Fhe
ambivalence of his position when he says of Polonius’ death,” ...
heaven hath pleas’d it so, / To punish me with this and this with
me’ (3.4.175-176).

This paradox suggests the essential duality of human
nature, which is both noble and wicked, and numerous comparisons
throughout the drama stress this point. Several times Hamlet
contrasts his murdered father and his uncle — the former an ideal
ruler, just and magmnanimous; the latter an unscrupulous killer
and lustful adultrer., Similarly, Hamlet juxtaposes his father’s virtues
w'th. his mother's sin in accepting her husband’s murderer an_d
having sex with him. Other polarities abound: the chaste Ophelia
VErsus the incestuous Queen; the faithful Horatio versus the
treacherous Rosencrantz and Guildenstern; the devious duelist
Laertes versus the manly soldier Fortinbras. Each of these contrasts
;?f(izf lls and reinforces the play’s basic opposition between good and
Faced with awareness of evil, Hamlet longs for death and is
d with life, especially as it is manifested in sex, which he
Y sees as the drive behind his mother’s sin but which he

disguste
not onl
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abhors as the force that inexorably produces more life and thus
more evil. ‘Why wouldst thou be a breeder of sinner?” (3.1.121-
122), he cries to Ophelia, ard his rejection of her stems from his
rejection of sex. Shakespeare did not intend their relationship as a
love story; instead, it is an allegory of the condemnation of life, a
point of view whose ultimate rejection is central to the play.

Hamlet's notorious procrastination of his revenge has a
similar functon. Though he accepts the Ghost's orders, he senses
the evil in this duty, sent from ‘heaven and hell’ (2.2.580), and he
resists its fulfilment. Though psychologically true to life, Hamlet's
delay serves primarily to offer opportunities to stress the duality of
human nature: as revenger, Hamlet is both opposed to and involved
in evil. His repeated insistance on postponing his highly ambiguous
.duty emphasizes his ambivalence and stimulates our own.
Emotionally, Harnlet’s procrastination produces in him a growing
rage that leads to his killing of Polonius in 3.4, an act that provokes
the King and Laertes to set in motion the incidents that lead to the
bloody climax and that hastens Hamlet’s exile and his escape from
the King's execution plot. This event, in turn, jars and prepares him
to find the ‘divinity that shapes our ends’ (5.2.10).

Both Hamlet and the play undergo a sweeping change
before the climax, and this change is well prepared for by the
establishement of a dominant tone in the play’s language that is
later varied to quite dramatic effect.

-Charles Boyce, From Ham/et Commentary,
Dictionary of Shakespeare, 1996

EIGHTEENTH CENTURY

...We must allow to the tragedy of Hamlet the praise of
variety. The incidents are so numerous, that the argument
[summary] of the play would make a long tale.... The action is
indeed for the most part in continual progression, but theng are
some scenes, which neither forward nor retard it. Of the feigned
madness of Hamlet there appears no adequate cause, for he does
nothing, which he might not have done with the reputation of
sanity. He plays the madman most, when he treats Ophelia with so

much rudeness, which seems to be useless and wanton cruelty. .
-samuel Johnson, from the notes to his

Edition of Shakespeare's Dramatic Works, 1765

Tender and nobly .descended, this royal flower [Hamlet]
grew up under the direct influences of majesty; the idea of the right
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and of princely dignity, the feeling for the good and the graceful,
with the consciousness of hisg high birth, were unfolded in him
fogether. He was a prince, a born prince. Pleasing in figure, polished
by nature, courteous from the heart, he was to be the model of
YOuth and the delight of the world.... A beautiful, pure, noble and
most moral nature, without the strength of nerve that makes a
hferro, sinks beneath a burden, which it can neither bear nor throw
off....
-Johann Wolfgang von Goethe, from
Wilhelm Meister, Book V, 1795

NINET EENTH CENTURY

One of Shakespeare's modes of creating characters is to
conceive any one intellectual or moral faculty in morbid excess, and
then to place himse, Shakespeare, thus mutilated or diseased,
under given circumstances, 1, Hamlet he seems to have wished to
exemplify the mora) Necessity of a due balance- between our
attention to the objects of our sense and our meditation on the
working of our minds- equilibrium between the real and the
'maginary worlds, 1n, Hamlet this balance is disturbed; his thoughts
and the images of his fancy are far more vivid than his actual
Perceptions. . .. Hence we see g great, an almost enormous,
Intellectual activity, and a proportionate aversion to real action
consequent upon jt,... This character Shakespeare places in
Circumstances under which he is obliged to act on the spur of the
moment: Hamlet js brave and careless of death; but he vacillates
from sensibility, anq Procrastinates from thought, and loses the
Power of action in the energy of resolve.... He mistakes the seeing
Of his chains for the breaking of them, delays action till action is of

No use, and diesg the victim of mere circumstance and accident.
-Samuel Taylor Coleridge, from
Notes and Lectures on Shakespeare, 1808

Hamiet is single in its kind: A tragedy of thought inspired
by continual ang ''ever-satisfied meditation on human destiny and
he dark PETDlexity of the events of this world, calculated to call
forth the very same Meditation in the minds of the spectators....
Respectlng Hamlet's character, 1 cannot pronounce altogether so
fa\{orabie a judgment a¢ Goethe's.... The weakness of his volition is
svident: !"e, does himself only justice when he says there is no
g;lea:ter dissimilarity than between himself and Hercules. He is not

Y impelled py Necessity to artifice and dissimulation; he has a
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nf'::tural inclination to 90 crooked ways: he is a hypocrite towards
h_lrnseif, his far-fetched scruples are often mere pretexts to cover
his lack of resolution... he is too much overwh=lmed with his own
Sorrow to have any compassion to spare for others.... On the other
hand we evidently perceive in him a malicious Jjoy when he has
Succeeded in getting rid of his enemies more through necessity, and
accident, which are alone able to impel him to quick and decisive
measures, than from the merit of his courage.... Hamlet has no firm
beiief in himself or anything else.... The destiny of humanity is here
exhibited as a gigantic Sphinx, which threatens to precipitate into
the abyss of skepticism whoever is unable to solve her dreadfy|
enigma.
-August Wilhelm Schlegel, from
Lectures on Art and Dramatic Literature, 1809

Hamlet is a name: His speeches and sayings but the idle
coinage of the poet's brain. What, then are they not real? They are
as real as our own thoughts. Their reality is in the reader's mind. It
is we who are Hamnlet.... We have been so used to this tragedy, that
we hardly know how to criticize it, any more than we should know
how to describe our own faces.... It is the one of Shakespeare's
Plays that we think of oftenest, because it abounds most in striking
reflections on human life, and because the distresses of Ham|et are
transferred by the turn of his mind, to the general account of
humanity. Whatever happens to him we apply to ourselves, because
he applies it to himself as a means of general reasoning.... [He] is
not a character marked by strength of will, or even of passion, but
by refinement of thought and sentiment.... He is the prince of
philosophical Speculators, and because he cannot have his revenge

misses it altogether.... His ruling passion is to think, not to act; and
any vague pretense that flatters this propensity instantly diverts
him from his previous purposes.... The character of Hamlet is made
Up of undulating lines; it has the yielding flexibility of 'a wave o' th’

Sea
-William Hazlitt, from

Characters of Shakespeare's Plays, 1812

[Hamlet] is not master of his acts; occasion dictates them :
he cannot plan a murder, but must improvise it. A too-lively
imagination exhausts energy by the accumulation of lmage;., and by
the fury of intentness, which absorbs i, You recognize in him a

1+



Shakespearean Literature

poet's soul, made not to act but to dream, which is lost in
contemplating the phantoms of its own creation, which sees the
imaginary world toc c’sarly to play a part in the real'world; an artist
whom evil chance has made a prince, whom worse chance has
made an avenger of crime, and who, destined by nature for genius,
is condemned by fortune to madness and unhappiness.
-Hippolyte-Adolphe Taine, from
History of English Literature, 1866

Much discussion has turned on the question of Hamlet's
m_adness, whether it be real or assumed. It is not possible to settle
this question.... Shakespeare meant Hamlet to be in a state of
intense cerebral excitement, seeming like madness. His sorrowing
_Nature has suddenly been ploughed to its depths by a horror so
great as to make him recoil every moment from a belief-in its
reality. The shock, if it has not destroyed his sanity, has certainly
unsettled him.

-George Henry Lewes, from
On Actors and the Art of Acting, 1875

[Hamlet] is a man in whom the common personal passions
are so superseded by wider and rarer interests, and so discouraged
by'a_ degree of critical self-consciousness, which makes the practical
efficiency of the instinctive man on the lower plane impossible to
hlm,‘ Ighat he finds the duties dictated by conventional revenge and
ambition as disagreeable a burden as commerce is to a poet. Even
his instinctive sexual impulses offend his intellect; so that when he
meets the woman who excites them he invites her to join him in a
bitter and scornful criticism of their joint absurdity... all of which
IS S0 completely beyond the poor girl that she naturally thinks him
mad. And, indeed, there is a sense in which Hamlet is insane; for he
trips over the mistake which lies on the threshold of intellectual
self-consciousness: That of bringing life to utilitarian or Hedonistic
tests, thus treating it as a means instead of an end.

-George Bernard Shaw, from his review of
Johnston Forbes-Robertson's production of the play,
in Our Theatres in the Nineties, Vol. 3, 1897

TWENTIETH CENTURY

One would judge that by temperament [Hamlet] was
o nervous instability, to rapid and perhaps extreme
of feeling or mood.... This temperament the Elizabethans

inclined
changes
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wm.!ld have called melancholic.... Next, we cannot be mistaken in
attributing to [him] an exquisite sensibility to which we may give
the name "moral."... To the very end, his soul, however sick and
tortured it may be, answers instantaneously when good and evil are
presented to it, loving the one and hating the other.... Now, in

~ Hamlet's moral sensibility there undoubtedly lay a danger. Any

great shock that life might inflict on it would be felt with extreme
intensity. Such a shock might even produce tragic results....

-A. C. Bradley, from

Shakespearean Tragedy, Lecture 3, 1904

So far from being Shakespeare's masterpiece, the play is
most certainly an artistic faiiure. In several ways [it] is puzzling and
disquieting as is none of the others.... Probably more people have
thought Hamlet a work of art because they found it interesting, than
have found it interesting because it is a work of art. It is the "Mona
Lisa" of literature.... The only way of expressing emotion in the form
of art is by finding an "objective correlative"; in other words, a set
of objects, a situation, a chain of events, which shall be the formula
of that particular emotion..., and this is precisely what is
deficient in Hamlet. Hamlet (the manj is dominated by an emotion,
which is inexpressible, because it is in excess of the facts as they
appear.... Harnlet is up against the difficulty that his disgust is
occasioned by his mother, but his mother is not an adequate
equivalent for it; his disgust envelops and exceeds her. It is thus a
feeling that he cannot understand; he cannot objectify it, and it
therefore remains to poison life and obstruct action. None of the
possible actions can satisfy it; and nothing that Shakespeare can do
with the plot can express Hamlet for him.... We must simply admit
that here Shakespeare tackled a problem that proved too much for
him. Why he attempted it at all is an insoluble puzzle; under
compulsion of what experience he attempted to express the
inexpressibly horrible; we cannot ever know. :

-T. S. Eliot, from "Hamlet and His Problems,"
" in Selected Essays, 1920

Whenever a person cannot bring himself to do something
that every conscious consideration tells him he should do- and
which he may have the strongest conscious desire to do- it is
always because there is some hidden reason why a part of him
doesn't want to do it; this reason he will.not own to himself and is
only dimly, if at all, aware of. That is exactly the case with
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Hamlet.... The more intense and the more obscure is a case of deep
menta! conflict, the more certainly will it be found on adequate
analysis to center about a sexual problem.... fHamlet's] long
“repressed” desire to take his father's place in his mother's affection
is stimulated to unconscious activity by -the sight of someone
lrjlsurplng this place exactly as he himself had once longed to do.
, gt[g,l this someone was a member of the same family, so that ;he
incest usurpation further resembled the imaginary one in being
deSireuous. Without his being in the least aware of it, the ancient
conscis are nnging in his mind, are once more struggling to find
aqal ous expression, and need such an expenditure of energy
gain to “repress" them that he is reduced to the deplorable mental
state he himself so vividly depicts.

-Ernest Jones, from Hamlet and Oedipus, 1949

defeat, v;(af |? o §oul's adventure, which seemed but to lead him to
high f;latte eroic too. For if men shirk such perils, how are these
mere i rs to be brought home to spiritual freedom? Nor will
stre 't',',te'.'e“”a' venturing suffice, if lively faith, in its health and
u ngﬂ » is to be found and enjoyed again. Hamlet, being called
thp:?,; ings his whole being- mind and affections both, the best and
he W;S'St of him, weakness no less than strength- into the trial. And
his en :r'r]\s 'the issue till he sees eternal life and death, his own and
he is wit% s;;‘ at stake. He will reconcile himself, as he is and in a_Il
that may be ese now unveiled verities of this world and the next, if
beafen-y . In which Promethean struggle towards the Ilgpt he is
but by %Whgvgst"m;"ee"?‘ with havoc wrought, not in hlmhonlyll(,:
struggle. ’ 0 his own despite. It is nonetheless a hero

; Hf' re, for me, is the master-clue to Hamlet's *mystery."
't'l‘:s as:ge world around him has naturally no sense of it, nor the
himself laelﬁhe:o ar of the play. He does not pluck out the heart oft::
fact that it s a mysteny. o - For Pis trouble is rooted in the
‘ -Harley Granville-Barker, in
Prefaces to Shakespeare, Vol. 1, 1946

L What is “Oedipal Complex”?
is basiga?;gm""d Freud's theory as related to the Oedipal complex
a"ifnallsftlcysesay‘ng that we humans are ruled "deep down" by
Sa‘,mngﬁ-that&xual drives. The key here is to understand that he was
T ese drives are derived from our primitive ancestry and

. fantasies, that Is, in ideas that are not destine:
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are hidden deep within our sub-conscience. He believed that we all
have an ID, which is where our instincts and desires are dominant,
then as we evolved, we developed a cofscience, which is
represented, in our Superego, and we all have an Ego which acts as
a regulator between the ID and the Superego. Freud divided his
theory of human development into stages, based on self-

. gratification. The stages are oral, anal, phaliic, latency, and genital.

Freudian Oedipal Complex claims that the son as he grows
up, wants to posses the mother. Every child after he gains
consciousness wants to kill the father and have the mother.

Sigmund Freud believes that the parents’ affection for their
child may awaken his sexual instinct prematurely to such a degree
that the mental excitation breaks through in an unmistakable
fashion to the genital system. If, on the other hand, they are
fortunate enough to avoid this, then their affection can perform its
task of directing the child in his choice 6f a sexual object when he
reaches maturity. No doubt the simplest coutse for the child would
be to choose as his sexual objects thie -same persons whom, since
his childhood, he has loved with what may be described as damped-
down libido. But, by the postponing of saxual maturation, ‘time has
been gained in which the child can erect, among other restraints on
sexuality, the barrier against incest, and can thus take up into
himself the moral precepts that expressly exclude from his object-
choice, as being blood relations, the persons whom he has cultural
demand made by society. Society must defend itself against the
danger that the interests which it needs for the establishment of
higher social units may be swallowed up by the family, and for this
reason, in the case of every individual, but in particular of a
adolescent boys, it seeks by all possible means to loosen their
connection with their family - a connection which, in their childhood,
is the only important one. .

As Freud explains in his Introductory Lectures _on
Psychoanalysis (91; 148-150), It is in the world of ideas, however,
that the choice of an object is accomplished at first; and the sexual

life of maturing youth is almost entirely restricted to indulging in
d to be carried into

he infantile tendencies invariably emerge
once more, but this time with intensified pressure from somatic

sources. Among these tendencles the first place is taken with
uniform frequency by the child’s sexual impulses towards his
parents, which are as a rule already differentiated owing to the

effect. In these fantasies t
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attraction of the opposite sex - the son being drawn towards his
mother and the daughter towards her father. < .

A mar., especially, looks for someone who can represent hic
picture of his mother, as it has dominated his mind from his earlleslt;
childhood; and accordingly, if his mother is still alive, she may we
resent these new versions of herself and meet her with hostility. In
view of the importance of a child’s relations to his pafef]ts n
determining his later choice of a sexual object, it can easily be
understood that any disturbance of those relations will produce the
gravest effects upon his adult sexual life (Freud, 91; 150). .

In a boy the Oedipal Complex, in which he desires hl|s
mother and would fike to get rid of his father as being a "'Vag
develops naturally from the phase of his phallic sexuality (Freud, 89;
160).

The psychology Shakespeare examines In
excitingly deepsyand gcgmplete, l;or it is not extraordinary but
*humanly complex” (Boyce, 90; 232). As a reader or audience v:;ﬁ
find a bit of us in Hamlet's dilemma and his struggle for human truth
and survival. From the very moment we see Hamlet alone an
deceived after his father's death and his mother’s ,'“ceswousl
remarriage with Hamlet's Uncle Claudius. We inevitably feet
sympathy on him, and we are on his side in the play. That is gll’eg
of Shakespeare to draw us directly into the play through Hamie 2
dilémma, in" other words through his troubled mind. The mor
Hamlet’s mind is troubled with the events and the idea of revenge,
th% mgrehWe find ourselves closer to Hamlet in his search for human
nature, sharing the same psychology. re - '
Shakespeare useg zoliloqa}'es to follow ‘Hamlet’s footste;:c:
in his reconcillation of humanity with its own over flown natur
(Boyce, 90; 232). Being taken through a severe but vital jqueYé
the journey of recognition, the audience breathes the same dllemrrl1I
and struggle for the same revenge. Soliloquies were rea ty
successfully used, because these stream of consciousness mome?ﬂz
are supposed to be his most sincere ones and by this he reveals
thought to us. In other words he voices his thoughts, and we clan
understand what psychology he is in at that moment. It helps
Shakespgare to keep the audience the track of Hamlet's dilemma.
Throughout the play we see seven of these soliloguies, and motso
lpt_‘é_eba]zjy theése ‘are the turning movements audiences feel closer !
Hamlet's troubled mind. To understand the dilemma of Hamlet it IS
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necessary to examine these soliloquies. The first of these (1.2.120-
59) occurs before he has seen the Ghost, the second (1.5.92-112)
immediately after it has told its story of incest and adultery. Both
speeches are concerned with memory (in the second, Hamlet
actually dramatizes the act of recording the Ghost’s command in his
brain) and the remembrance of his dead father. The next two
soliloquies are concerned with thought or ‘conscience’. The third
(I1.2.557-616) is spoken after the Player's recitation and is
concerned with the power of thought; which makes the actor pause
for pity. It ends with the decision to catch the King’s conscience. The
fourth is ‘To be or not to be..." 1I1.1.56-90 where thought faces the
fact of death and conscience is said to make us cowards by
restraining us from suicide. The fifth. and sixth soliloguies are
concerned with blood and will; one (II1.2.395-406) is spoken on his
way to his mother’s private apartments, the other (111.3.73-96), the
‘damnation soliloquy’, behind the back of the apparently praying
King. St. Augustine had described the three powers of the soul as
Memory, Understanding and Will. These six soliloquies dramatize
exactly these powers in Hamlet's soul and show how his memory
and understanding are irrevocably opposite to his will. One third of
Hamlet desires to play the part of Lucianus and kill the King but he
is prevented by the stronger, though unconscious, forces of his
memory and conscience (Macmillan, 85;).

The seventh soliloquy (IV.4.32-66) is concerned with all
three powers of the soul but the battle in Hamlet's mind is never
decided at the conscious level. He never steps forward to tell us
exactly what he is thinking and why he is acting in his fashion. If he
did we should not believe him. A man who describes himself as a
villain is probably telling the truth. A man who calls himself virtuous
is certainly a liar, since he is already suffering from the unconscious
sin of pride. In drama, therefore, as in life, it is easier ot a villain to
describe himself than an honest man. Shakespeare’s resource is to
make Hamlet call himself a coward and villain so often that the

-audience is bound to compare what he says with what he does. If

his words stress his conscious doubts and desires, his actions show
how much he is shaped by forces whose power he hardly
acknowledges.

It is the battle within Hamlet's own mind, which causes him
to set the play as a trap for the King. His intention is to follow it with
a brief but bloody revenge. In fact, since the play is also an
instrument of memory and conscience, it has placed that revenge
forever out of Hamlet’s reach. Claudius is no longer a victim but a
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determined and deadly opponent who does succeed in killing Hamlet
- though at the: cost of his own life, and that of his queen. This
dramatization cf conscious and unconscious forces at work in
Hamlet's mind has caused infinite problems for those who prefer
simple explanations (Macmillan, 85). .

Though some critics have assumed that Hamiet
unconsciously desires his mother sexually, as in the Oedipal
Complex hypothesized by Freud, such a theory is not reasonable,
because the play's atmosphere provides Hamlet with real, not
imaginative, parental conflict: his father is murdered by his own
uncle, and his mother remarried with him, the murderer of his
father; and he is the enemy of his mother's lover, but father’s
murderer (Boyce, 90; 232).

If we apply the Freudian Oedipal Complex to Hamlet and
examine it, it will be quite easy to see the sharp differences between
the play and Freud’s hypothesis: .

Firstly, the hypothesis supports the idea that the son as he
grows up wants to posses the mother. Every child after he gains
consciousness, he wants to kill the father and have the mother. AS
we summarized the dilemma of Hamlet, the plot itself demolishes

e existence of the Freudian Oedipal-Complex, for the actual father
Is dead and the mother remarried with the murderer. The idea here
is not killing the father to have the mother but it is killing the
murderer of the father in revenge.

Secondly, the father, according to the Freudian complex, is
supposed to be murdered by the son and the mother is to be
possessed by the son. The son, as he gains consciousness, wants to
kil the father, because he unconsciously desires the mother.
Reasonably, if the son desires the mother sexually, then the son ®
supposed to hate the father. If he does not, how come he is to il
ahe father? Interestingly, in the play there is neither a sign of that

esire nor any hatred that Hamlet feels against his father. On the
g:ntram he sees his father as an ideal man and a great King. He is
a :l];éappa"ed by his mother’s willingness to accept an inferior man;
his mrt:"e and-as is soon revealed-a murderer. Hamlet comes to se€
s 6? her as evil and is devastated by the idea. Although he is the
beds WIg:?”ke father, he is also the son of a mother who readily
Hamiet sh a satyr’ (Boyce, 90; 232). These sentences from the play,

Shows us what he feels for his murdered father:

. - Hamlet,
. ' O, that Is

-y too too sullied flesh would melt,

W and resolve itself into a dew,

' OEDIPUS
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Or that the everlasting had not fixed
His canon ‘gainst self-slaughter. O God, God,
How weary, stale, flat, and unprofitable
Seem to me all the uses of this wond!
Fie on‘t, ah fie, ‘tis an unweeded garden
That grows to seed, things rank and gross in nature
Posses it merely. That it should come to this,
But two months dead, nay not so much, not two,
So excellent a king, that was to this
(Hamlet, 1.2.130-140)

Hamlet. ...

God, a beast that wants discourse of reason

Would have mourned longer - married with my uncle,

My father’s brother, but no more like my father...
(Hamlet, 1.2.150)

Although there are some attempts to do so, Hamlet's
perdition cannot be explained via ‘Oedipal Complex theory, lones
claims (Keppler, 72; 196) that Hamlet loves.-his mother and is
jealous of his father; he has no sound textual evidence as to
Hamlet’s Oedipal Complex. Every one in his plays caught in his
mousetrap, would, similarly be hamletized. First of all, Hamlet has
not hostility towards his father; on the contrary, he loves him,
bemoans his death, and condemns his mother, soliloquizing

(Bosnak, 94; 7):

Frailty, thy name Is woman!

A little month or are those shoes were old,

Which she followed my poor Father's body. Like
Niobe, all tears. Why she, even she

(O heaven! A beast that wants discourse of reason,
Would have mourned longer) married with uncle.
(Hamlet, I. 1.8)

Finally, it is clearly understandable that the Freudian
Oedipal Complex cannot be applied to prince Hamlet.

To compare the dilemmas of Oedipus and Hamlet, Oedipus’
dilemma looks bitter and unbearable. Though the fathers are dead in
both plays, the murders and the murderers are quite different; in
Hamlet, the father is murdered by Hamlet’s uncle not by the son and
the mother is possessed after the King’s death by the murderer,
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whereas in Oedipus the murderer is, accidentally, the son and the
son possesses the mother as his wife. .

Everything starts with an oracle saying that his own son=
hands should perish Laius, the King of Thebes. Laius, being under
the influence of that oracle gave his new born son to his chief
shepherd ordering him to leave this baby on & mountain unprotected
hopping to get rid of him. Surprisingly that poor son is given to
Polybus, the king of Corinth, by the tenderhearted chief shepherd
(Seneca, 07; 64). ;

As the son of Polybus, Oedipus learns the oracle that he is
doomed to slay his own father and marry his own mother. He ﬂe'd
from Corinth fearing this oracle, thinking that he would escape this
‘dreadful fate’ (Seneca, 07; 64). ;

: On the way to north he met an old man who ‘imperiously

. disputed the narrow way with him’ (Seneca, 07; 65). After an

argument he kills that old man, without knowing that the man he
kills was, in fact, his real father, Laius.

The oracle goes forward and he arrives at Theban Iar)d-
Reading the riddle of the Sphinx he ‘destroys the monster which
Juno has sent to harass the land she hated’ (Seneca, 07; 65). As @
result of this service, ‘Oedipus was made the husband of Jacosta,
the widowed queen of Lajus (who had recently been slain upon the
road), and set upon the vacant throne’ (Seneca, 07; 65).

: Though Oedipus tried to escape his dreadful faith, fled from
Corinth, the oracle came true and he realized that the old man he
had slain was his father and the woman he married was his real
mother who gave birth to his children in years. And here similar to
Aeschylus’ Orestia “The hero escapes from fate but as he escapes
he comes closer to it”,

Sending Creon ‘to consult the oracle and learn the cause
and seek the means of deliverance from scourge’. ‘And while he
Waits his messenger’s return, the murky dawn still finds s
kingdom’s wretched plight’ (Seneca, 07; 65). ’

As we examined the dilemma of Oedipus, the bitter result
of accidental father killing and unknowingly done marriage with his
own mother comes forward as a matter of accident. It is quite
different from the death of Hamlet's father, because Hamlet but his
uncle does not do it. After Oedipus learns the truth, he brings gut

his eyes with his fingers, and Jocasta, the unfortunate mother,
learning the oracle came true and her husband Oedipus was, in fact,
his own son, she hangs herself,
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It is different from Zeus’ beating his father Cronos, because
force and conscience do it. Though with the exception of Zeus,
Hesiod has allowed his world of primitive gods and chaotic forces to
remain primitive and chaotic. The general pattern Oedipal Struggle
between generations, with father attempting to destroy son and
mother assisting son to supplant father. Although Laius had given
his son, Oedipus, to his chief shepherd 'to expose on Mount
Cithaeron’ (Seneca, 07; 64), and it is quite the same in oedipal
struggle as it is in Hesiods the Theogony, Oedipus story is,
apparently a different story, for Oedipus kills his father without
knowing that he was his father.

From this point, if we discuss whether the Freudian Oedipal
Complex applies to Oedipus:

Firstly, let us remember the complex; ‘the son as he grows
up wants to posses the mother. Every child after he gains
consciousness, he wants to kill the father and have the mother.” In
Oedipus story there is a father killing, but it is rather different from
the given description of the Freudian Oedipal Complex. The father
killing in the play is done unknowingly: Another difference is that
Oedipus did not want to kill that man to posses his wife, but he
killed the old man as a result of a quarrel.

Oedipus. ...

... Thus spoke the Delphic god.

And still another, greater sin showed.

And can there be a blacker crime than this,

A father slain? Oh, cursed impiety!

‘T were shame to tell the hideous oracle;

For Phoebus warned me of my father’s couch,

And impious wedlock. 'T was the fear of this
That drove me headlong from my father's realm,
And for no sin I left my native land.

(Oedipus, AC T 1.20-29)

Secondly, he married the mother not knowing that the
actual wife was his mother. There is no sign of any sexual desire for
his mother, too. If it had happened to be so, he had to feel it for his
adopted mother, for he thought she was his mother. On the contrary
he fled from Corinth ‘so he might escape the dreadful fate (Seneca,
07; 65)". If he had desired his mother he would not have fled but he
would have got rid of his father Polybus, and had the queen as his

ife. i happen so.
wife. It dq'% ,-?Sfy, vl:g see him blind himself after he learns the truth.

Is not it strange that he brought out his eyes with his hands, if he
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gfetse'::e;"hftshmother and wants to kill his father? Certainly it is! For
children'fr 5 f?,ther ) dead and he had the mother, even he had
iy om that desired mother! We learn what Oedipus did after

arns the truth that Oedipus himself punishes him and brought
out his eyes;

So Oedipus advanced with blazing eyes,

ﬁnd stern, made face, while hollow groans bust forth,

Hnd from his limbs there dripped a chilling sweat.

Ae foams and vents a stream of threat’ning words,

nd fro{rv his heart is mighty grief o’erflows.

He in his madness seeks against himself

:‘Some heavy penaity and like his fate.

“Why do I wait for punishment?” he cries;

Let me guilty heart with hostile sword be pierced,

Or overwhelmed with flames or crushing rocks!
(Oedipus, ACT V.1119-1128)

a matteTO sum up, Oedipus kills his father and gets his mother as
Without s of accident. That is, he does everything unknowingly,
conclusio?-. conscious desire to do so., That proves us a similar
d with Hamlet's story that The Freudian Oedipal Complex
0€s not apply to Oedipus.

CONCLUSION
Both Hamiet and Oedipus experience a long recognition
j*?:r:?:ty’s tc?'I—OUQh their troubled but questioning minds. Though
doubt, m 'ﬁ’“‘?‘a looks bitter at a glance, Oedipus’ dilemma is no
l'eaSOI"Iin i .b‘tte" and hard to bear. Their search for truth and
Oedin, g Emds on the way to reality make both Hamlet and
neith[:g SHno le and renaissance men, but still at the end of the plays
" flamiet nor Oedipus can escape from their fate.
textual As for the Freudian Oedipal Complex; that is, with the
al evidences, proved that the Freudian Oedipal Complex does
not apply to Hamlet or Oedipus.
-Murat Kaplan, From “Freudian Oedipal Complex
Applied to “Hamlet” and “Oedipus the King”, 1997
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OTHELLO

1604
INTRODUCTION

. The life of William Shakespeare has been studied,
questioned, and debated since his death in 1616. Because he is
considered the greatest playwright in the English language- and one
of the world's greatest writers- people have been eager to find out
every possible detail of his life, his work, and his thought.

Shakespeare himself offered little help to scholars and
critics. Men of his time, no matter how famous, rarely wrote
autobiographies, and Shakespeare was no exception.

" Those who look to the plays to discover the man behind
them are faced with an impossibie question: which of Shakespeare's
hundreds of characters represents the author: Hamlet? Romeo?
Cleopatra? Macbeth? Shakespeare created so many different
personalities- from the roughest peasant to the noblest king- that
looking for clues to Shakespeare's personal feeling in his characters
is frustrating.

Yet because he was a public figure, there is a great deal
that's known about Shakespeare's career. Though his private life
remains mysterious, his life as an artist is well documented,
particularly compared to those of his contemporaries in the theatre.

Shakespeare was born in Stratford-on-Avon, England
(about 100 miles from London) on April 23, 1564. The exact date is
open to question, but the 23rd is when his birthday is celebrated.
His father, John Shakespeare, was a prosperous landowner. He was
also a glover (a glove-maker) and owned what we would call a
general store. He was active in civic affairs, and served for a while
as mayor of Stratford. Mary Arden, Shakespeare's mother, was
from one of the oldest families in the area, and of a higher social
class than her husband. In addition to William, John and Mary had
two other sons and four daughters.

Legends abound regarding Shakespeare's early life,
According to one, Shakespeare had almost no school'lng. was an
uneducated "country bumpkin." In fact, Shakespeare's education
was as good as that of any young man of his class and age. In
grammar school, he studied Latin and Greek, put little English, as
that language was considered too young for serious study.
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Shakespeare's formal education was cut short when his
father suffered financial losses. But he never stopped studying, and,
as his plays reveal, he was quite learned in geography, history, the
natural sciences, and cosmology.

When Shakespeare was 18, he married Anne Hathaway, @
woman seven or eight years his senior. The birth of their daughter
Susanna a few months after the wedding suggests that the
marriage might have been a "necessity." Though there aren't
documents that prove theirs was a happy marriage, they remained
together throughout Shakespeare's life. In 1585, Anne gave birth to
twins, Judith and Hamnet.

Since we don't know what Shakespeare did professionally
before moving to London, it's difficult to say just why he left
Stratford. Perhaps a traveling troupe of actors took him on as an
apprentice; at least two of these companies came to Shakespeare's
town every year. Perhaps he begun writing and felt that London
would hold more opportunities than Stratford. Or perhaps he simply
needed more money to raise his family. Whatever Shakespeare's

reasons, it was one of the most successful moves in literary history.

4 We don't know exactly when he left Stratford. But by the
tme he was 28 (1592), Shakespeare was an established actor.
Scholars speculate that he began writing full-time in 1592, when
theaters closed on account of the plague. He published a narrative
poem, Venus and Adonis, in 1593, and when the theaters reopened
in 1594, his play The Comedy of Errors, was ready for presentation.
th Shakespeare's London was both a noisy, rough place and

e leading cultural capital of the world. The age took its hame
(Elizabethan) from Queen Elizabeth 1, who ruled from 1558-1603.
Under her rule, England rose to new economic, military, and cultural
heights. The English defeat of the Spanish Armada in 1588 virtually
assured England's political control of the sea. England's power and
prosperity attracted merchants from all over the world. And writers,
poets, and artists were encouraged and rewarded under the queen’s
intelligent rule.

: Elizabethan London was bursting with color and vitality.
Standing on the bank of the Thames (the river that flows through
London) you could see boat-taxis carrying merchants and craftsmen
from one shore to the other; elegant barges of the nobility; farmers
selling produce on the riverbank; and on the poles of London
?ndge“ the severed heads of executed criminals as @ warning to

iose contemplating a life of crime.
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The cobblestoned streets were full of noise, smells, and
constant activity. Londoners used chamber pots (this was well
before plumbing) and often threw the con‘ents out the window.
Almost everyone drank ale (a heavy, bitter beer), since water
wasn't sanitary and tea had yet to become the national beverage.
Many were tipsy all day, tempers ran high, and street fights were
frequent. Conversations were loud, as they had to compete with
barking dogs, screaming vendors, horses' hooves clattering on the
cobblestones, and rattling carriages.

It's not surprising that entertainment in this boisterous city
tended to be fast-paced and involving. In one part of town you
could see a bear-baiting match, in which a wild bear was tied up
and ferocious dogs attacked it until it died. In another you could
witness an execution; beheadings and hangings, considered public
events, drew enormous crowds. If your tastes were a bit more
refined you could go to the outskirts of town, to one of the many
theaters- the Rose, the Swan, the Red Bull, the Globe. Because
plays were considered "godless” by the Lord Mayor, theaters had to
be located outside the city limits, but this did nothing to hamper
their popularity.

Elizabethan theaters were owned and operated by
"companies”-groups of producers, actors, and writers who stayed
together from play to play, as in a modern repertory company, and
shared in the profits. These companies were sponsored by a
wealthy merchant or nobleman. Shakespeare stayed with one
company throughout his career, the Lord Chamberlain's Men, which
became the King's Men in 1603 when Elizabeth died and James I
took the throne. At one point in his life, Shakespeare enjoyed a
triple income- as actor, playwright, and producer.

There is evidence Shakespeare Was a good actor. He
played small parts in some of his own plays (such as the Ghost in
Hamlet) and roles in those of other Writers. As the years passed, he
began to devote more and more time to his writing, where he
enjoyed even greater success. -

By the time he'd written othello (around 1604),
Shakespeare was considered the greatest playwright of his day.
Among his successful plays pefore Othello® were A Midsummer
Night's Dream, The Taming of the shrew, Romeo and Juliet, As You
Like It, Julius Caesar, Richard 1I, Henry V, and Hamlet. Still to come
were King Lear, Macbeth, Antony and Cleopatra, and The Tempest,

among others. :
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Many feel that Shakespeare's later plays show a darker,
more pessimistic view of the world than his early plays. Under
tames I (his rule is referred to as the Jacobean perioc), England igst
some of its power and prosperity. Too, conflicts between Catholics
and Protestants led to civil strife. Shakespeare's earlier plays
reflected Elizabeth's golden reign. By 1604, when Othello was first
produced, the headiness of the Elizabethan period was recent
history.

In 1612, Shakespeare ieft the theater and retired t.O
Stratford. His investments enabled him to live comfortably with his
family until he died on April 23, 1616. ,

THE ELIZABETHAN THEATER

The theaters in which Shakespeare's plays Wwere first
performed were quite different from those of today. You're probably
accustomed to theaters in which the seats face a square stage with
a proscenium arch (a "frame" that separates the audience from e
actors). Elizabethan theaters were either circular or made of six,
seven, or eight sides. The sides enclosed an open court surroundqd
above by galleries or balconies. Audience members stood or sat in
the galleries or (if they couldn't afford gallery seats) sat downstairs
on the bare ground- these spectators came D) be, o
"groundlings.” Extending into the courtyard was a covered platform;
where the action of the play took place. There were no curtains e
little painted scenery. In order to let audiences know where and
when certain scenes were taking place, Shakespeare oftE e
references to specific cities, rooms, times of day, or weather
conditions. There was no lighting other than that provided by the
sun. Performances in these theaters were held during the day.

The action of the plays was quick and continuous; only
rarely were there intermissions. In fact, the divisions into acts an}i
scenes that are used on stage and in print today were added e
plays after Shakespeare's death.

Theater audiences had to use their imaginations more fully
than we do today. Elizabethans focussed more on character and
language than on "special effects” (although cOStUMES WereyOftE D
colorful and elaborate). Shakespeare captivated (and does to e
day) his audiences with some of the most beautiful and memorable
poetry ever written.

o Since acting was considered immoral for women, Voun|g
oys played all of the female roles. This may be why Shakespeare s
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plays have more male than female characters. It's interesting to
think that some of the greatest roles for women ever written- Juliet,
Cleopatra, Desdemona, Rosalind- were first performed by boys
whose voices hadn't changed!

Shakespeare had an uncanny knack for knowing what
audiences enjoyed (and still enjoy!). He offers not only bawdy
humor and exciting action, but also exquisite poetry and
penetrating psychological and political insight. Shakespeare's still a
hox-office sellout, over 300 years after his death. Perhaps we miss
the special communication he enjoyed with Elizabethans and
Jacobeans who were his contemporaries. But we can share their
appreciation for the elements that have kept Shakespeare alive for
centuries: his splendid language, his understanding of human
problems, and his steadfast compassion for all of us struggling to
cope on this wonderful and dangerous-planet.

PUBLICATION OF SHAKESPEARE'S PLAYS 3

Shakespeare's plays were never published under his
guidance. In his day, plays were considered entertainment, nr:vt
literature; they were part of the’ popular culture as television Is
today. When Ben Jonson, another Elizabethan playwright, published
his collected Works, he was considered a hopeless egotist!

There was another reason that plays were not printed for
general distribution. Plays were the property of the theater
company that produced them. A published play was fair game for a
rival company. (It was a long time before plagiarism laws and
copyrights made play piracy illegal.) ;

Nonetheless, 18 of Shakespeare's did appear in print while

he was alive, proof that he was a very popular writer for the stage.
The plays were printed in single editions, known as guartos.
Shakespeare didn't supervise the publication of these editions, SO
it's hard to gauge their accuracy. There were often many versions of
a single play, as Shakespeare rewrote during rehearsals and during
the run. : :
After Shakespeare's death, two of his colleagues printed
the plays (18) not included in the quarto editions. Th:s collection
became known as the First Folio, and although they're considered
closer to Shakespeare's original versions, no onNe knows h_ow closely
they resemble Shakespeare's own manuscript. No version of any
play in Shakespeare's handwriting exists tog:lé‘/- ;

It's not crucial to know every detail in Shakespeare's plays,
nor what scholars surmise he meant by every obscure word (to us,
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anyway) of difficult passage. You can enjoy the plays anyway. Budt
it's good to keep in mind that there are contradictions an
inconsistencies in the plavs because no single printed version of any
play had Shakespeare's approval. The problems in the texts h_ave
puzzled readers for hundreds of years. But the problems aré minor
compared to the pleasure and -enlightenment to be had from
Shakespeare's plays.

THE PLOT

ACT I

Shakespeare's story of jealousy, betrayal, and !“”’der
begins on a street in Venice in the middle of the night. Roderigo h_as
just learned that Desdemona, the woman he loves, has eloped "?"th
Othello, a Moorish general hired to lead the Venetian army agalnS!t
the Turks. Roderigo is angry with lago, the young Venetian he's
been paying to play "matchmaker-" for him and Desdemona.

But Iago has other problems. He's furious with Oth‘?]IO o
having chosen Michael Cassio as his Lieutenant instead of himself,
who has served loyaily as Othello's ensign. Tago hides an evil nature
under a mask of honesty, and he delights in the suffering of others.
With his jealousy as a partial excuse, he sets out to arrange
Othelio's downfall, .

Roderigo and lago awaken Brabantio, a Venetian Senator
and Desdemona's father, to tell him that his daughter has run off
with Othello. Despite the respect Brabantio has for Othello_as a
soldier, he is suspicious of him personally because he is a foreigner.
lago convinces Brabantio that Othello seduced Desdemona using
charms and spells.

Tago finds Othello at the inn where he and Desdemona are
spending their honeymoon. Tago warns him that Brabantio's angry,
but Othello feels he has done no wrong. A group of men, led by
Cassio, arrives to summon Othello to the Senate for an emergency
war council, Immediately following, Brabantio arrives with his
supporters to put Othello in prison. Othello calmly suggests that
E’?gegt all go to the Senate and let the Duke decide who is in the
In the Senate chambers, Othello explains how he anc
Desdemona fell in love: as he told her of his adventures throughout
the world, she listened with awe and sympathy. Their mutual

:f:ttr-amc’” was undeniable, and it happened without charms oOF
ions. :
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Desdemona is sent for, and she not only confirms Othello's
story but also pledges her love for him. Brabantio, seeing that he's
defeated, is devastated.

Othello is sent to Cyprus to fight the Turks. Desdemona
will join him there, accompanied by Iago and his wife, Emilia.

Meanwhile, Iago formulates a plan capitalizing on Othello's
open and trusting nature and Cassio's good looks. The details of the
plan are still tentative, but Iago's objectives are firm: to see Othello
ruined and to win Cassio's job as lieutenant.

ACT IT

The war ends suddenly and unexpectedly when the Turkis.h
fleet retreats, overpowered by a storm. Othello arrives and is
joyfully reunited with Desdemona. The Moor calls for a celebration
in honor of his marriage and the end of the war.

That night, Iage urges Roderigo (who has come to Cypljus
in the hopes of winning Desdemona- after all) to pick a fight Wlt.h
Cassio and get the young lieutenant in so much trouble that he will
lose his job. Iago gets Cassio drunk, Roderigo starts an argument
that leads to a sword fight, and Montano, the retiring governor of
Cyprus, is injured trying to stop the brawl. Othello is awakened b)/
the ruckus and promptly fires Cassio. The humiliated lieutenant is
encouraged by Iago's advice to approach Desdemona and beg for
his job. Cassio doesn't realize that this is all part of Iago's plan.

ACT IIT !

Cassio goes to Desdemona, who promises to help. Seeing
them together, Othello- prompted by Iago- feels the stirrings ?f
jealousy. When Desdemona asks her husband to give t_)acg Cassio's
job, Iago quickly points out to Othello that her behavior is indeed
suspicious. . -

Othello demands that Iago prove his insinuations regarding
Cassio and Desdemona. Unfortunately for her, Desd:amona“ has
dropped the handkerchief given to her by Othello. Iag;o plﬁnts the
handkerchief in Cassio's room and cites it as the proof O.thello
demands. Casslo, suspecting nothing, gives the handkerchief to
Bianca, his mistress.

Meanwhile, lago tells Othello that he has seen the
handkerchief in Cassio's hands. When Othello asks D_esdemc_)na to
show him the handkerchief, she lies and says she still has it, but
can't show it to him. Othello, convinced of her guilt, resolves that
she and Cassio will die.
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ACTIV -
Though a lot has happened, Iago has just begun. He
arranges for Othello to eavesdrop as he maneuvers Cassio into
talking about Bianca's love for him. Othello thinks he's referring to
Desdemona. In a fury, Othello vows to strangle Desdemona that
very night. He asks Iago to kill Cassio. <o .
Lodovico, a relative of Desdemona, arrives from Venice. He
brings a letter from the Venetian Senate asking Othello to return to
Venice, and giving Cassio control of Cyprus. Desdemona 1S _delighté;d
by the news, and Othello, thinking her joy is for Cassio, hits her in
front of their guests.

. That night, Othello tries to pressure Emilia into admitting
that Desdemona has cheated on him, but Emilia swears that her
mistress is pure and innocent. Othello refuses to believe her.

: - Iago persuades Roderigo that killing Cassio is the best we:jy
for-him to win Desdemona. With premonitions of death on her mind,
Désdemona prepares for bed.

ACTV

Roderigo attacks Cassio, but only wounds him. Cassio, in
tun, manages to wound Roderigo, and lago, hidden in the dark,
stabs Cassio in the leg. Cassio's cries bring Lodovico and others
running from their rooms. Cassio identifies Roderigo as his att:c\cker,
and Ia??‘. pretending to avenge the lieutenant, kills Roderigo to
prevent him from confessing their plot. .

" In Desdemona's t?edroonr:, Othello looks at her sleeping
figure with a combination of love and hate. She awakens, and he
announces .his intention to kill her for her acts of adultery.
Desdemona protests that she is innocent, but Othello smothers her;
certain that the murder is an act of justice.

Emilia comes in with news of Roderigo's death. Othello
admits to having killed Desdemona, but says he had to because she
was unfalthful. The grief-stricken Emilia protests, until Othello tells
her lago told him of Desdemona's affair with Cassio. Emilia cries
out, and Lodovico, Iago, and others come running. s wifa!

‘ When Othello cites the handkerchief as proof of hl.S wife's
infidelity, Emilia finally realizes that her husband's evil. lago
kills her to protect himself, then makes a run for it.

Montano and Gratiano rush out to chase Iago, and when
they return with the unrepentant. villain, Othello tries to stab him.
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He only wounds him, though, and Lodovico orders Othello's sword
be taken from him. )

Lodovi-o telis of letters found in Roderigo's pocket linking
Iago with the conspiracy to kill Cassio. With his last words, Roderigo
also accuses lago.

After bidding those around him to remember him as "one
that loved not wisely, but too well,” Othello stabs himself with a
dagger he had hidden in his cloak. Kissing Desdemona, he dies.

Lodovico takes charge, ordering Cassio to govern Cyprus
and sentencing Iago to death.

THE CHARACTERS

OTHELLO
' Shakespeare's tragic hero is a strong, powerful, dignified

Moor. He has come to Venice as a_soldier-of-fortune, hired by the
state to help Venice win their war against the Turks. He spends nine
months in Venice, where his leadership and kindness have made
him a popuiar general. Although born a pagan (a nofi-Christian) he
has converted to Christianity. T

While in Venice, he spends many evenings in the home of
Brabantio, a Venetian Senator. He entertains Brabantio and his
guests with stories of his travels around the world. He tells
marvelous and exotic tales of strange people with fantastic customs
and unusual appearances.

His stories attract the attention of Brabantio's beautiful
daughter, Desdemona, who listens to his words with such eagerness

_and sympathy that he falls in love with her. She returns his love,

and they elope, knowing that Brabantio would disapprove . of his
daughter marrying an older man of another race, class, and
country. :
To hear Othello's story up until the elopement with
Desdemona is almost to hear a fairy tale- the story of a handsome
warrior sweeping a beautiful young princess off her feet, away from
the clutches of her possessive father, and on to happiness. One
reader has said that it's almost as if Othello has appeared from

" wonderland; his stories of his past are that rich and magical.

Shakespeare, however, has made Othello a human being, not a
character from a fairy tale.

Unlike other Shakespearean tragic heroes, Gthello is not a
prince or a king, aithough he is descended from “men of royal
siege” (rank). In Venice he is seen as a professional soldier, a fine
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and courageous one, but still a hired general. By placing him closer
to the common man, Shakespeare makes Othello easier to identify
with, more sympathetic. His story could be our story, and his faults
our faults. ..

Othello's good qualities easily outweigh the bad. We know

he's powerful, brave, and authoritative; the respect given to him by
the Venetian Senate tells us that. He's also gentle and romantic.
The story he tells of courting Desdemona is rich and poetic, and his
early scenes with his wife show him full of love and devotion.
Cassio's loyalty to him shows that Othello is well liked by his
soldiers, When Cassio feels he has lost Othello's respect, he 15
broken-hearted.
2. There are also qualities about Othello that have a good
side and a bad side. One of these is his open and trusting nature.
Othello believes that others are honest and sincere until he has
proof that they're not. This openhearted love of his fellow man
rr)akes Othello an attractive and generous friend. But it also leaves
him susceptible to Tago's scheming; Iago knows his plan will work
because Othello trusts him and has no reason to suspect that his
loyal ensign would scheme against him.

Othello is also naive, particularly about women. He says:

};?’ since these arms of mine had seven years' pith
ill now some nine moons wasted, they have used

Their dearest action in the tented field;
Act I, Scene iii, lines 83-86

d Having spent most of his life in army camps, Othello knows
little of women and love. This naivete has charm in the first act,
where the strong and powerful general admits to being a shy and
cautious lover. In the third act, however, Othello's inexperier}ce
allows Iago to convince him that he doesn't understand Venetian

women, that they are known for cheating on their husbands.
: _As a professional soldier, Othello has gained a strong
eputation. The discipline he has learned has earned him .the
r(:esm?Ct of the Venetians, who badly need his help. When he fires
Azzs:?' i's to make an example of him to the rest of the soldiers.
ik s? refuses to reinstate him as a matter of principle. Sadly, its
Ot:nr-llontCt code of honor- both military and private- that forces
this Codo kill Desdemona. When a man's honor is lost, according to
Desdem, =t ) he must win it back. For Othello, this means
ona's death, which he sees as an act of justice, not O
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revenge. As painful as it is for him, he doesn't see that he has a
choice. He is a soldier, trained to live by the rules.

The lest of these "double-edged" virtues is Othello's
powerful poetic imagination. The stories he weaves for Desdemona
are rich and impressive. As Othello retells the story of his courtship
in the Senate office, the Duke is so struck that he understands how
his daughter was won by such stories. Othello can weave magic
with his tales and transform the truth into poetry. Yet this rich
imagination has a handicap: it makes Othello vulnerable to Iago's
stories of Desdemona’s infidelities. Othello's imagination runs wild
with Iago's invented details and "proofs."

The most common view of Othello's "tragic flaw" is that
he's a jealous person who allows jealousy to prevail over good
sense. But is jealousy Othello's problem? Or is he, as he says, a
man who is not easily made jealous? Is this the tragedy of a man
not jealous by nature, who is made jealous by the cruel
manipulations of iago? Read Act III, Scene iii carefully, and judge
for yourself whether Othello is by nature jealous.

Othello is also a passionate man, and this makes him
exciting. But he admits that he has a fiery temper (Act II, Scene iii,
lines 207-212). Iago capitalizes on Othello's excitability. Once Iago
has convinced the Moor that Desdemona's having an affair with
Cassio, Othello moves to his deadly revenge quickly and single-
mindedly.

Always remember that Othello is a stranger. Despite his
strength and pride, he is never completely at home, and is
constantly aware that others consider him a foreigner.

IAGO

What is Iago's motivation in ruining Othello's life? This
question has puzzled readers and scholars for centuries. _Iago is a
fascinating, complex character who can't be analyzed in simple
terms. Like many people you meet, lago can be mysterious and
baffling. Just when you think you understand him, he does or says
something completely mystifying. Shakespeare was obviously
fascinated by the man- he gave Iago more lines than any other
character in his work- more than Hamlet, King Lear, or Othello.

Here are some of the facts we know ab?ut Iavlgl;o: He i"s a
28-year-old Venetian who is Othello's "ancient" or "ensign,” a
comparatively low-ranked commissioned officer. He seems to have
no history of dirty deeds; in fact, almost every character in th_e play
calls him "honest." (The word Is applied to Iago 15 times in the
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play.) He's married to Emilia, a salty outspoken woman; theyrsfc?l?
to tolerate each other. If theirs was a love match, we're neve J
end it's difficult to guess. ) ) .

Let's look at some possibilities that might explain 1ago's
behavior.

1. He loves evil for evil's sake. Some Charg(o:tr?\rsth:ar;
Elizabethan drama are just thoroughly bad; they were BOUL 00
way. From this point of view, Iago needs no motive. He simply
to see people suffer.

S
2. He is motivated by jealousy. In the play he ef"g;i:’isss
openly his jealousy of Cassio and Othello. He is jealous o

job and of Othello's success as a soldier and with Desdemona.

t

3. He is seeking revenge. The rumors that Othlelkié Ti'-;hs'ﬁzr
with Emilia and the possibility that Cassio has also slep p
hurt Tago's pride and make him want to see both men ruined.

4. He is motivated by a force he simply doefstt;:
understand. The reasons he offers throughout the play are-SstifV
contradictory. Iago snatches at whatever excuse he can by
his horrible behavior.,

hich of these (or
s motives may
he wouldn't be
d audiences for

As you look over the text, try to decide wr
other) reasons explain Jago. Remember that hi
overlap. If there were a simple way to explain 1ago,
the intriguing character that has appalled and thrille
hundreds of years.

f Iago does have qualities on which everyon
ere are some of them:

1. He is a wonderful actor. For Ye€ars, e hag tt:ionalidf
everyone into thinking he's honest. Even if Emilia suspect seen
being a rascal, she has no idea that he's truly evil. You Veddenl\/
Newspaper reports about the mild-mannered person e s':\ are
is discovered to be a mass murderer; neighbors WhO and
interviewed often say, "He was the nicest person, 50-.p0!lteds of
fIriendly! I can't believe he was capable of such a crime!” Frien

490 would have said the same thing about him.

2. He is amoral. An amora? person has no moral StaTdargz
at il Tago never thinks twice about his behavior. He.Dungnt
ahead without a twinge of guilt or regret. Even when the L

e can agree.
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Desdemona becomes a victim of the plot, Iago has no pangs of
conscience. He moves to satisfy himself, no matter who suffers. And
h= goes to his death without a word of regret!

3. He is highly intelligent. Iago plots his actions knowing

. how everyone will respond. His insight into the behavior of others is

practically perfect; he can adapt himself to the personality of
whomever he is with- from Roderigo to Desdemona to Cassio to
Othello, knowing just how to “"play" him or her. Ironically, the one
person he misreads is Emilia; he doesn't suspect her loyalty to
Desdemona outweighs her feelings for him.

4. He is an egotist. His opinion of everyone except himself
is very low. He laughs at Othello's trusting nature, thinks Roderigo
is a gullible fool, treats Emilia as a shrew, and scorns Cassio's
honest virtues. The only person he respects is himself, and
everything he does in the play is for the satisfaction of his own ego.

5. He is a cynic. He shows contempt for all conventional
standards of decency. He is loyal only when it serves his own needs.
He delights in dishonesty. He doesn't’ believe in romantic love,
attributing it to a sexual itch. His opinion of the human race is so
low that he allows innocent people to die without a word of regret.

6. He is extremely proud. Suspicions that Othello has slept
with Emilia eat away at him. Othello's appointment of Cassio makes
him furious. Tago sees anything that threatens his self-esteem as a
personal insult, which must be avenged. He isn't angered by the
thought of Othello in bed with Emilia because he loves her, but
because another man has gotten the best of him!

Villains in literature are always a source of scary fun.
Shakespeare, fortunately, has created in Iago more than just a
villain. lago is a complex character who combines enormous
intelligence with an impulse to see others suffer. We may get a

vicarious thrill as we watch him operate, but feel a great sense of
relief when justice is finally served.

DESDEMONA A ,

As a young Venetian woman, Desdemona has lived a
sheltered life in her father's home. She falls in love, probably for the
first time, with a man several years older than herself, from a
faraway land, and of a different race. She's captivarted by the man's
stories and wishes she were a man so that she m‘lght also have an
exciting life. Knowing that her father would disapprove .of h_er
marriage to such a man, she elopes with Othello and goes with him
to the war zone.
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Desdemona’s portrait is that of a lovely, courageous,
gentle woman, deeply ?n love with her husband. Is she a perfect
character, free from flaws? Kb

Most Elizabethans wouldn't have thought so. They WCIJUclid
have seen her as disobedient and disrespectful. A nice young havz
simply didn't marry behind her father's back. They would af :
shared Brabantio's disapproval of her marriage to a man £ ith
different class, age, and race. And when Desdemona pl_eadsd\'\;‘er
Othello to reinstate Cassio, Elizabethans would have considere
a pushy, interfering wife. ! L

This is not to say that Shakespeare's audiences Wereg;
moved by Desdemona's death. It's just that their opinion of her w"or
influenced by social customs no longer current. Today, her btih-av;-ner
toward Brabantio, though perhaps insensitive, .siforgyvah e;:” a
begging Othello, even if it comes close to nagging, is hardly
major flaw.

If Tago represents evil in the world, D.ESdemona ]maOy;
represent the good that evil often destroys. She is gutty B yhis
loving her husband too much. She has no defense against d
terrible accusations because she is young and ,nexperlt'ingeo%
There's been no room in her cloistered world for the kin that
thoughts Othello thinks she is hiding. She doesn't even gelieve
there are women who are unfaithful to their husbands!

If you look at what other characters say about DeSdemOEZfr
you'll find that everyone praises her innocence, her goodnessr;,1 s
generosity. She risks her husband's anger because she prot. L
Cassio she would help him. Desdemona inspires such dec"jvo tlgbed
Emilia that she is prepared to die for her. Even on her e; fthe’
she won't betray her husband. Rather than have him accusec o
murder, she takes responsibility for it.

Is Desdemona a believable character? Is there her a few
can be so self-sacrificing? Shakespeare s careful to glve er. tence
minor flaws- her treatment of Brabantio, her stubborn pers Sli tic
about Cassio, her lie about the handkerchief- to make h?r ‘e 3e;ry
But our overall impression of her is highly favorable; ibe he§ uch
innacence that makes her a victim of circumnstance. How could

a person know about or prepare herself for the likes of 1ago?

CASSIO

to

Cassio is an attractive, likeable young man wag)t:;?omind

pe d good choice for Othells's lieutenant. He's ona}I to C ’siOIS
'S crushed when he errs and Othello fires him. It is partly Cas

e anyone who
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determination to make things right with Othello that allows Iago to
succeed: Cassio tries to win Othello's favor by going through
Desdemona: it's this friendship Iago misrepresents to Othello.

Cassio has many youthful faults: he's rash, impatient, and

not very serious about his relationship with Bianca. He aiso can't
~handle his liquor. Yet the offenses Iago suspects him of- sleeping
with Emilia, having an affair with Desdemona- are all in Iago's
mind.

The innocent Cassio almost becomes a victim of Iago's
treachery. Roderigo and Iago almost succeed in killing him. At the
end of the play, however, Cassio is awarded control of Cyprus, and
we believe that the island is in good hands. His survival tells us that
order and decency will survive, despite the price that has been paid.

EMILIA

It's astonishing how quickly -aur opinion of Emilia changes.
When she first appears, she seems little more than coarse, hard-
edged, and world-weary. Her opinion of men Is very low- after all,
she says, it's owing to men's faults that women cheat on them as
much as they do.

We're also distressed when Emilia finds Desdemona's
handkerchief and doesn't return it to her. She's merely following
Tago's instructions, and can't know what he has in mind, but still,
she's being dishonest.

However, she redeems herself when she discovers
Desdemona near death. Emilia's grief and her willingness to die for
the truth tell you that her rough exterior has hidden a good and
generous heart (at least where Desdemona is concerned). As one
critic said about Emilia's last moments: "If she lived forever she
never could soar a higher pitch, and nothing in her life became her
like the losing it."

RODERIGO _

Does Roderigo fall into Othello's clutches because he's
foolish or because he's unlucky?

This Is a difficult question to answer. All we know of
Roderigo's past Is that Desdemona rejected him when he tried to
court her.

There's no question that Roderigo makes some stupid
assumptions: 1) that he can "buy" Desdemona; 2) that she is
having an affair with Cassio just because Iago tells him It is true; 3)
that killing Cassio will make Desdemona turn to him for love. We
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watcn Roderigo with amazement. We wonder when he's going to

realize that Desdemona doesn't love him and never will.

But, in his defense, Roderigo may be just unluckyv to have
fallen into lago's clutches. As we know, Iago is @ master
manipulator. He is able to deceive people who.are stronger aqd
smarter than Roderigo. And remember that Roderigo is @ man “;
love and particularly susceptible to being fooled. If you've ever ha
a crush on someone, you know that people in love don't always
think clearly. As Iago convinces him there is hope with Desdemona,
Roderigo will do anything he asks. He's that fixated on her. o

Do you have sympathy for Roderigo when he's killed? On
one hand, he's played a role in Iago's wicked plot. On the other
hand, he dies because he was fooled by someone he trusted. 1s
Roderigo punished too harshly for his failure to see that 1ago is
wicked?

BRABANTIO I

Brabantio, Desdemona's father, is a Venetian Senator.
When we first meet him, he's terrified that his only child has beerr\l
kidnapped by Othello and seduced with drugs and potions. When %
learns that Desdemona's in love with the Moor, he's b1tger &
resentful. He accepts defeat, but not graciously: he won't allow
Desdemona to stay in his house while Othello is in CyPrUs, and he
warns the Moor that Desdemona could betray her husband if she
betrayed her father.

Yet Brabantio is not a villain. He's disa
daughter marries a man so different from herse
she does so behind his back. So wounded is he by Desdemona,
when he dies in Act V it's probably of a broken heart.

ppointed when his
If, and hurt when
that

OTHER ELEMENTS

SETTING

| It's not surprising that Shakespeare C
setting of a story filled with passion, jealousy,
For the Elizabethans, the Italians were a wicked p ' he
of treachery, murder, and loose morals. When playwrights Oflt.
day wanted to portray wickedness, they often created Italian
characters causing problems in England, or set the plays I Ttaly. >

Venice was particularly exciting to the Enghsh.. The worc’jn 4
there were rumored to be very beautiful, and very intereste :j
making love. Venetian men were considered hot-tempered,

hose Venice as .the
and sexual tension.
eople, living lives
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aggressive, and easily jealous. An Elizabethan audience watching
Othelio would have been highly suspicious of Desdemona and her
b_ehavior. Runring off to get married behind your father's back was
simply not done. Because Desdemona was Venetian, however,
audiences wouldn't have been too surprised. As for Iago, he
probably represented the kind of villain Elizabethans thought ran

rampant throughout Italy!

One interesting note is that the name Iago is Spanish. (The
Ttalian form is Giacomo.) Shakespeare gave his most evil character
a Spanish name, probably because Spain was England's worst
enemy. Italy may have been the home of romantic, exotic sin, but
true evil, according to the Elizabethans, came from Spain!

THEMES

The major themes of Othello are 1) appearance and
reality, 2) society's treatment of the outsider; and 3) jealousy.

APPEARANCE AND REALITY

Can we ever know the truth about a person? Is it possible
to know if someone is lying to us? How can we discover what lies
behind the words someone tells us?

Shakespeare was fascinated with these questions. Many of
his most evil characters were thought by others in the play to be
sincere and truthful. In Othello, this theme has its most potent and
dramatic realization in the character of Iago.

TIago fools everyone in the play into believing he's honest.
No one even suspects him of treachery, until the final act when
Roderigo first realizes how badly he's been fooled. In short, Tago
proves that evil intentions can be masked behind a facade of
haonesty.

The theme emerges in other characters: Brabantio is
deceived by Desdemona's reaction to Othello, assuming she fears
him when she truly loves the Moor. Othello suspects that
Desdemona is unfaithful, despite her innocent looks. Othello also
feels he's being deceived by Cassio, whom he trusts and who
appears loyal. Emilia's exterior suggests salty indifference, but she
turns against her husband and dies in defence of Desdemona. Even
Bianca, who is suspected of dishonesty, is ultimately seen as a
sincere and caring woman. And Othello, considered a barbarian by
many in the play, is gentle and noble until driven to near-madness
by the cruel manipulations of his most trusted “friend."

4 1™
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The inability to judge true from false is a human dile?a\gla
that we have all faced. In Othello's case, the qllemma proveiencef;
Shakespeare -iramatizes the problem by showing the conseq

| to
of trusting someone whose mask of honesty is perfect, almost
the very last.

SOCIETY'S TREATMENT OF THE QUTSIDER ' ) f 5
Everyone has known the feeling of being alienated rofman
group, whether it's as the new kid at school, as a member O lar
ethnic or religious minority, or as someone who holds an unpopu
opinion. i
Shakespeare presents that problem in Othello by rr-lakmi?l
his hero an outsider, one who doesn't quite belong in thel socneéy i
which he lives. From the very beginning, when he's re with
suspicion by a man who accuses him of seducing his daug? er iy
mysterious charms, Othello stands apart from everyone else. s
man of another race and from another country, mue:‘h of -thebccl)on
he faces is due to the reigning opinion that he doesn t qmteh E; Ia%o
Othello’s sensitivity to the issue becomgs clear whe by 4
uses it as proof that Desdemona couldn't be faithful to a |'-na elf-
foreign- such a match is "unnatural," he says. Ot-henobflitf/ to
confidence, once so strong, is easily eroded by _Iagos ?( eare
convince him that he's inferior to the men of Venice. Sr_‘a est?rities
dramatizes through Othello the tragedy of a man whose insecurities
about his background, fed by public opinion, weaken his
and allow his worst instincts to take over.

JEALOUSY icularly sexual

Othello represents how jealousy, particu a; L otions.
jealousy, is one of the most corrupting and ‘}'EStr”Ct'VE 2 fsn’}_ago to
It is jealousy (fed by his innate sense of evil) that ProrI“po uses to
plot Othello's downfall; jealousy, too, is the too_l i ;g onstrate
arouse Othello's passions. Roderigo and Bianca etmates that
Jealousy at various times in the play, and Emilia demonstr io, the
she too knows the emotion well. Only Desde{ntfﬁfll_‘ae: et e
true innocents of the story, seem beyond its clutches.

Shakespeare usrgd the theme in other plays, b‘_-‘tt .goi'::ht?:‘ies
else is it portrayed as quite the “"green-eyed" monster i 1atch i
play. Since it is an emotion that everyone shares, we \;\1: ror
destructive influence on the characters with sympathy and horror
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STYLE

Not only was Shakespeare one of the greatest dramatists
who ever lived, he was one of the greatest poets as well. His
language is so extraordinary that his verse has helped define
standards for English poetry for the past three centuries.

In Othello, poetry not only defines character, but it also

represents Othello's decline from nobility to corruption and his
reascent to nobility.

Many readers point to Othello's speeches before the
Venetian Senate (Act 1, Scene iii) as proof that he is worthy of our
respect. His defense of his love for Desdemona is spoken with such

heartfelt simplicity that we know the language represents a gentle
and generous soul:

My story being done,

She gave me for my pains a world of sighs.

She swore, in faith, ‘twas strange, ‘twas passing strange;
"Twas pitiful, ‘twas wondrous pitiful.

Act I, Scene iii, lines 174-177

She loved me for the dangers I had passed,
And I loved her that she did pity them.
Act I, Scene iii, lines 184-185

Compare Othello's speeches to those of Iago in Act L. In

comparison to the Moor, Iago is coarse and foul-mouthed as he
tries to turn Brabantio against Othello:

Even now, now, very now, an old black ram
Is tupping your white ewe. Arise, arise!
Awake the snorting citizens with the bell,

Or else the devil will make a grandsire of you.
Act I, Scene i, lines 96-99

It's been suggested that Iago needn't look any further than

his own dirty mind and nasty mouth to discover why Othello chose
someone else as his lieutenant. 3

As the play progresses, and as Othello becomes more and

more Iago's victim, he begins to lose the poetic gift that blessed
him earlier. As evidence that Iago is ruining him, Othello begins to
use the animal images that are typical of Iago's speech. These are
generally images of common or repuisive animals- flies, baboons,
goats, monkeys, wolves, wildcats, etc.
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; ss for

Othello also begins to take on Iagotisonfoll‘;%ft‘)ﬁadmits

references to the demonic- hell, "t_he. devil, _damc?i ' A.ct V. scere I,

allegiance to Hell in Act I, scene iii, line 421, a|m i A D ecdemana's
Othello realizes that he, too, is damned. He loo

corpse and says:

This look of thine will hurl my soul from heaven
And fiends will snatch at it.
Act V, Scene ii, lines 321-322
oughout
There are other patterns of imagery thate recfgot‘;orgthese
the play. In addition to animal and demonic Irgadgarrg'witchcraft, the
images as you read: black and white, light an drués “rd DOISONS,
sea (especially as used by Iago and Othello), N
5 a y
o seX.The: richness of Shakespeare's Poftrzm:%s Otwgmsl,}elves
represented by its imagery. The sounds of t 3 by the contrast of
and the metrical rhythms (the patterns create ir own  music.
stressed and unstressed syllables) create o Heard, Hot rea i
Remember that Shakespeare wrote his plays Ito getry comes with
The greatest enjoyment of his incomparable gor Y o recording.
reading it aloud or hearing it performed, on stag

POINT OF VIEW e generally
WHER you read a novel or short st:‘:%rg,st\g?-l\; rt?nfgolds, the
guided by a narrator who telis the story. As the characters and
narrator might offer opinions or judgments on espond. This is not
their behavior, letting the reader know how tObErusive that they're
always the case: some narrators are so Uno roup of them) in
almost invisible. But there is always a na,—ra_tor.(or ?ifiabie they give
prose fiction, and even if they are not readily iden !
the story shape and tone. : jal instances
rVIﬁ dprama, narrators are only ”s.ed . sgfetci:ilal Cli‘?:racters
(such as Thornton Wilder's Our Town, in which OnE!about the people
acts as a narrator). Usually, everything we iearp words and deeds-
and events in a play comes from the characters ffers us several as
Rather than furnish one point of view, a play © g
the characters live their lives onstage. make U
In Othello, Shakespeare stands back and lets Us
our minds about the characters' words and behavio
listen and decide for ourselves if Tago is evil or jus

r. We watch aﬂfi
tifiably angry @
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Othello, if Othello himself is worthy of our admiration. No
narrative voice tells us how to judge the characters in Othello.

Shakespeare's special g=nius was his ability to embrace so
many points of view in his plays, from those of tailors and peasants
to those of soldiers and queens. There can be no final word on his
great characters because they are as complex and mysterious as
real people. In a great play like Othello, there will always be
controversies surrounding the characters' motivations and behavior.
A play that gives you all the answers._is one you're likely to forget
soon after you've seen or read it once. We return to Shakespeare's
plays again and again because his point of view on the human
condition was so large, so inclusive.

FORM AND STRUCTURE

Othello is often considered Shakespeare's most perfectly
constructed play. It is tightly organized, fast-paced, and exciting,
and never distracts the audience with sub-plots or superfluous
characters.

Shakespeare created his plays according to a classic
structure based on exposition, rising action, climax, falling action,
and resolution or denouement. In a well-structured play, the
elements are not independent of one another; they blend logically
and inevitably.

Here are the classic structure elements as they apply to
Othello:

EXPOSITION

Expository scenes introduce the characters and their
relationships to one another. Much of Othello's first act is devoted to
exposition of lago's hatred of Othello, Othello and Desdemona's
courtship and elopement, Brabantio's- mistrust of Othello, and the
impending war with the Turks. Exposition sets the scene.

RISING ACTION

As the characters make moves and countermoves, the pIc_mt
is propelled forward and conflicts intensify. In Act II, Iago is
responsible for most of the rising action. He plans to work revenge
against Othello through Cassio. To this end, he gets Ca;sno drunk,
for which Othello fires him. Iago then convinces Cassio tg seek
Desdemona's help in winning back Othello's respect. Everything, as
controlled by Iago's actions, leads inevitably to the climax.
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CLIMAX . e in
This is the point of greatest excitement and suspens

i e
the play. In Shakespeare, the climax always occurs mo ;;\eCtaIsIIf.eu :"; 5
climax represents the point when the cqnfllcts have t%in up (O tie
possible. Some readers refeg to tg\is ?Oél'-l)t as a knotting
icts. How will the knots be untangled?
Ipains Tl::.‘; ci‘ivr:*laihof Othello comes in Act III, scene iii v;!;gzé:%‘?
succeeds in convincing Othello that Desdemona is Ql_“ftz_g wife. The
By the end of the scene, Othello has vowed to Kill 'l: et
tension is nearly unbearable. What will happen? How wi ‘

ION
FALuNG;nA:gt N of Othello, we see what happens g?nagﬁfc”rftﬂ
the knotting in the climax. Although there is a perio trlxe Hanth of
think- and hope- that Othello will learn the truth, strong that
Desdemona is inevitable, Iago's hold on Othello is so
Othello can't be moved from his mission of murder.

CONCLUSION OR DENOUEMENT

This is the unknotting of the plot threads that 90‘;;:{' 3‘:;’,
in the first four acts, After Desdemona's death, s 1 ghery her
that has to be resolved: Emilia's discovery of 1890 tre;'s sui::ide,
death, Othello's realization of his horrible deceptto"l‘_od:;vico. Evil
Iago's punishment, and the restoration of order by e ik AR
has been conquered and goodness regained, but
terribly high.

TRAGEDY AND TRAGIC FLAW

. ntu
The principles of tragedy were set down in :-:?nglthwﬁ‘k C::
B.C. by the Greek philosopher Aristotle in his se the story of a
literature, The Poetics. For Aristotle, a tragedy is ific defect in
noble hero whose downfall is brought about by a s%es%on from an
his character, a tragic flaw, The hero may face i s ey
outside force (such as Othello faces from lago), but 'T the tragic
the result of his own mistakes. By the end of the paynd accepts
hero comes to some understanding of his error Et' nce of his
responsibility for his doom. The realization and DECEP ahad at the
::Ztei brings him back to the state of spiritual nobility he
ginning of the play, i nd
Shakespeare's heros are usually men of royaltfv,lol}}g?'t‘:)i?thr
Macheth are kings, Hamlet a prince. Othello, although 0
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i; @ general. Some readers have felt that hjs lower social position
disqualifies him from being a true tragic hero. Others feel that
Othello earns the title through his character traits: strength,

Shakespearean tragic heroes. Some readers find it easier to identify
.with someone closer to the common man and empathize more
readily with his problems.

Aristotle felt that identification with the tragic hero was
essential. As we watch a great man ruined by his own flaw-
ambition, greed, or pride, for example- we understand that he is
human, as we are, and that we could suffer the same fate under
similar circumstances. According to Aristotle, our responses should
be pity and fear: pity for the man who has met such a horrible fate,
and fear that the same could happen to us. Yet because these men
recognize their own part in their ruin and because their better
qualities eventually overcome their limitations, we feel uplifted and
moved by their experience rather than defeated and depressed.,

OTHELLO'S TRAGIC FLAW

What is it that causes Othello's downfall? Some have said
that he's simply a jealous Person whose jealousy of his wife gets
out of hand, Others insist that jealousy is not part of his natural

make-up, that the emotion takes over only when Iago pushes him
to the brink of insanity.

the play. Manipulated by Iago's skillful lies, Othello must confront
€motions he can't handle. His jealousy literally drives him mad. His
wisdom and judgment are replaced by anger and hate, and the
power of these destructive emotions leads to Desdemona's death
and Othello’s suicide.,

CRITICS

The most striking difference between ‘Othello’  and
Shakespeare’s other tragedies is its more intimate scale. The terror
of the supernatural is not invoked, as it is in Hamret fnd ,Macbeth /
extremes of psychological derangement, as ‘King Lear’, are NG
presented. Kingdoms are not as stake, and the political
Consequences of the action are not emphasized as they are jn
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F’:cr'.}l’;gg SEQFGES in all of the other tragedies. Here, Shakespeare
Obsessionn personal rather than pubiic life; Othello’s plunge into
happenin occurs mostly in private - only he and lago know it is
bdroo gTh and he murders Desdamona in the seclusion of their
Wrorg Il;st 2 play ]’\E!S_ been described as a domestic comedy gone
ofithe. o ragedy lies in the destruction of the happy personal lives
Toaar F?ed eral and his bride by the preserve malice of a single
quality that "Inan- Yet Othello is profoundly social, for the human
SErdnter ar?O lacks and that he destroys in Othello is trust, the
MOtif, is s I°1d5 people together. Jealousy, the play’s central
THeutrs egnp e8! Darticu'la.rly virulent form of interpersonal distrust.
r6ducedgt Y Of "Othello’ is that a noble man loses faith and is
destroyedo a besirral fren;y. ‘As a result, a love and a life are
combIfa ??.d thls.loss inspires horror in the audience, which,
Betibrdis; W',; our pity for Desdemona, gives the play tremendous
olage 'thatgnri Icantly, *Othello’ stands out as one of Shakespeare’s
Proflcers fo?'sitbeen altered very little over the centuries by its
recognized. S Capacity to overwhelm audiences has always been
O 'I;he central dynamic in ‘Othello’ is the hero’s change in
Diatenad: owards Desdamona. At first the couple are happily
themselv, when they defend their elopement, in 1.3, they establish
bl es as mature_ lovers whose passions is both spiritual and
Othe”(;'sf’ﬂutually satisfying and based on self-knowledge. But
P _Welakness destroys his happiness, as his trust in his wife
Tago Onjir? Ousy and then murderous hatred under the influence of
finally expos Other hand, his trust in his aide never flags until he is
b 4 thpcvsecl. Othello comes to see love through Iago’s eyes
representan Desqamona's. In a sense, Iago and Desc_lamona
e bl internalised features of the hero: he rejects his loving and
eyl self - that aspect of humanity that makes society possible
the fOrceL: Off the dark passions of his self-centered ego. In the' end,
oy trust and love regain their strength as Othello finally
Condemn:d the goodness of Desdamona, and lago Is formally
o + but in the meantime the action of the play has
enstrated the power of evil,

thgo and"g?hmotif of trust destroyed dominates the interactions of
other. Otharcl© 0N one hand and Othello and Desdamona on the
S f)esde 0 is placed between lago - who cannot rust or love i

amona - who offers an ideal, unconditional love. This

situation closely resembles the traditional MORALITY PLAY, whose -

centr;
al character, usually symbolic of the human soul, is placed
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between an angel and a devil who each demand his loyalty. This
dramatic form was still familiar to Shakespeare and his audfience,
and 'Othello’ reflects it in its distinctly allegorical quality. Iago is
associated with the devil several times, and Desdamona - in her
martylike acceptance of her entirely undeserved end - may be seen
as a symbol of Christian love and resignation to the wiii of God.
-Charles Boyce, From Othello Commentary,
Dictionary of Shakespeare, 1996

THE CRITICS ON OTHELLO'S RACE
Shakespeare was not trying in Othello to emphasize any
racial differences between the hero and the heroine, though the
differences in their background provide lago with plausible
suggestions for Desdemona's alleged disaffection.... When enemies
of Othello want to abuse him, they speak opprobriously of his alien
looks and wonder that Desdemona could love so strange a man, but
that is part of the reality of the characterization, not a hint on
Shakespeare's part of "racism.” The unhappy times when men
would read some suggestion of racial prejudice into every piece of
literature concerned with alien characters lay some centuries ahead.
-Louis B. Wright and Virginia A. LaMar
"The Significance of Othello," 1957

The most important feature of Othello is the colour of the
hero's skin. This is superficially obvious enough, but most critics
have avoided treating Othello’s colour as the essence of the play for
two good reasons: first that it is unhistorical to suppose that
'colour’, as we understand the term, had much meaning for the
Elizabethans or early Jacobeans; and second, that to interpret
Othello as a play about race would be like saying that Henry VI is a
play about fatness.... [With Elizabethan audiences] the unfamiliarity
of the colour-problem would even tend to increase its impact:
marriage between Othello and Desdemona must have been very
startling to an audience that had never seen a coloured boy walking
out with a white girl. Professor Dover Wilson goes further and says:
“If anyone imagines that England at that date was unconscious of
the 'colour-bar,' they cannot have read Othello with any care.”

-G. M. Matthews, "Othello and the Dignity of Man" 1971

ON OTHELLO .
...Shakespeare has shown us that his hero is not as strong

or as good a man as he thinks he is, that the hero's flaw is his
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lt-ﬁlfrl:l'i‘to ;ace the reality of his own nature. This Othello, who (I
(*iffe;'er:ts=t e Othello Shakespeare intended to convey, is rather
Before dlrf-?m the modern chello, who is always thoroughly noble-
it Sha'kegrmg' and after his downfall... It is not the hero's nobility
floeh e hgeatres tragedies, but the flaw, the sin or error that all
G r to, that destroys him. It is the close interweaving of
Beeuiiat ,Omere man, and base man that makes of Othello the
o th\ép Owe_lgul and mysterious figure he is. In him Shakespeare
allied in wl? ts'f_" le greatness, the possible baseness not only closely
i at is after all mere man but also so casually connected
one must perforce wonder and weep.
-Leo Kirschbaum, "The Modern Othello”
From Shakespeare and His Critics, 1961

ON THE V[!F%MEN IN OTHELLO

e male characters'] vanity, their preoccupation with
(';af“:fﬁlg:gslr'ﬁputatlon, and ttl1eir cowardice renderpthem as incapable
A e t% as they_ are in love.... The women, in contrast, are
competitiven reputation and partially free of vanity, jealousy, and
mack' is evi ;55. .Desdemona's unwillingness 'to incur a general
R it ent in her elopement and her defense of it, and her
Mistress Igfoc to ‘ClVDFus. Emilia braves scorn to defend her
fact sheht" | ~-assio's description of Bianca corresponds at all to

/ 00 ignores reputation, comically, to pursue him.
-Carol Thomas Neely, "Women and Men in Othello," 1980

ON THE USE OF THE "DOUBLE CLOCK"
the Ca[ensdhaarkgipeare... is not essentially concerned with time_and
must be given Ia"'_T_hESE, as with the actor and his behavior...
processes of thpaus’b'“tV- But the play's essential action lies in the
and the sto P;’ght and feeling by which the characters are moved
|agei timery I!S orwardgd. And the deeper the springs of these the
now concerr'lgjacg and circumstance affect them. His imagination is
demands unen with fundamental passions, and its swift working
his convemenCCUmbered expression. He may falsify the calendar for
the fighting Oféah' but we shall find neither trickery nor anomaly in
light of the t € Intellectual battie for Othello's soul. And in the
ruth of this the rest will pass unnoticed.
-Harley Granville-Barker,
Prefaces to Shakespeare, 1946

202

Shakespearean Literature

ON IAGO

lago stands supreme among Shakespeare's evil characters
because the greatest intensity and subtlety of imagination have
gone to his making, and because he illustrates in the most perfect
combination the two facts concerning evil which seem to have
impressed Shakespeare most. The first of these is the fact that
perfectly sane people exist in whom fellow-feeling of any kind is so
weak that an almost absolute egoism becomes possible to them,
and with it those hard vices- such as ingratitude and cruelty- which
to Shakespeare were far the worst. The second is that such evil is
compatible, and even appears to ally itself easily, with exceptional

powers of will and intellect.
-A. C. Bradley, Shakespearean Tragedy, 1905
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ROMEO AND JULIET

1596

INTRODUCTION

_ There have always been lovers, and we've always loved
Eg?rrl:enog ai?l:]ie? about them. Although it's about 400 years old,
got all the ri l;-,tle-t s one of the most popular stories ever told. It's
witty frfendsgandl?ggeg;ents: teenagers sharing forbidden love, their
nights of love, ublesome parents, fights, parties, murders, and
Natura: Ifg?;‘figﬁal’e's Romeo and Juliet tells us a lot about human
written: and abom? tL;1s about the society and times in which it was
wrote it. e passionate, spirited, witty young man who
made it .ir:ti :torly was popular in England before Shakespeare
Juliet is a deadfp?Y in 1596. The central problem in Romeo and
had been invaly qud between two powerful families. The English
between powervaf N a deadly feud for years. This one wasn't

Elizab l':Jh amilies, but within England's royal family.
Her father Her? I was Queen when Shakespeare wrote this play.
the Church OfrV VIII, had left the Roman Catholic Church to found
denomination Wingland, ‘usually considered to be a Protestant
Catholic eveht en he died, his oldest daughter Mary, who was a
members of th ually became Queen. She persecuted and killed
had used againe tChUl’Ch of England with the same zeal that Henry
Elizabeth becams Cathollcs._When Mary died, her Protestant sister
country. The Ee Queen. This violent tug of war left its mark on the
divided a countngllsh had seen how feuding in one family had
Elizabeth trieg "tV and caused thousands of deaths. Even though
Catholic cousin Mo be nonviolent and tolerant of Catholics, her
take the throne ary, Queen of Scots, tried to start a civil war and
before Shak - Elizabeth had Mary beheaded only nine years
Eveenslzeare vyrote Romeo and Juliet.
and Protestant c::?g in Ireland, Juliet and Romeo could be Catholic
Of Shakespeare's ¢ er than Capulet and Montague. For the English
Both the ;-W, the play was that immediate.
strong feeling th trotestants and Catholics of that time had a very
en SOmethinga God 'Ol'dered the universe in a specific way.
Uibrok eh‘”’r like the feud among the Capulets and
€ the laws of this order, that evil had to be
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checked. In Romeo and Juliet, two innocent lives must be sacrificed
to restore order.

Lpndon, like Verona in the story, was a thriving, busy city.
Because it was crowded and walled in, violence could spread
quickly. PUDI.IC fights were considered a serious offense. Londoners
would have judged the Capulets' and Montagues' street fights very
harshly.

Politics aside, London was a good place to live in the

. 1590s. Europe was in the middle of the Renaissance, which refers to

the "rebirth" of learning. Some of this exciting spirit had reached
London, England's capital and cultural center. Here, Elizabeth had
her royal court; here, musicians, actors, poets, and painters came
to learn and work. Many young artists left their small towns for the
crl:ltural Mecca of London, and William Shakespeare was one of
them.
) Who was this country boy who turned the moral fable of
Romeo and Juliet into a hot-blooded story of passion, love, hate,
comedy, revenge, and murder? :

No biographies of Shakespeare were written during his
lifetime. But what we can't learn about him from public records in
his hometown of Stratford-on-Avon, we can fill in by reading his
plays and poems.

There are many reasons the story of Romeo and Juliet
could have appealed to the 32-year-old Shakespeare. He was
apparently familiar with feelings of passion and forbidden love.
When he was only 19, he quickly married Anne Hathaway, who was
three months pregnant. Anne was eight years older than he,
uneducated, and the daughter of a poor farmer who lived outside
Stratford. She was probably not the match that John Shakespeare
would have chosen for William, who was his oldest son.

In Romeo and Juliet, Lord Capulet is quite a social climber,
and so was Shakespeare's father. John Shakespeare was born fo a
family of tenant farmers, but he wanted to be rich, He married the
daughter of his family's wealthy landlord, and moved into the srna}l
city of Stratford to start a business. In the play, Lord Capulet is
determined that Juliet will marry Paris, a wealthy young man from a

higher social class. ~

William went to school in Stratford, where he studied
literature and learned Latin. But he probably learned how to spea.k
like someone from the upper class from his mother, Mary. The main
characters in Romeo and Juliet (and many of his other plays) have
the proper speech of the gentry. Mary Shakespeare came from a
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g
Cat*iic i
it ',er'nsfasrf?éiytgz Iindowr-'ers- Although it was illegal to be Catholic,
was the only pla %\Irt :‘“”'am_ to respect her religion. Shakespeare
Friar Lawrence, v?r(ith r?e;pgi; th|s dav to treat Catholic characters, like
Drobab!yér]:tg\rrec‘in’ i'ﬁf'am and Anne's marriage, the young couple
sisters. Their da thth his parents and five younger brothers and
years later t e tel'.Susanna was born six months later, and two
es';)oiey ?tad twins named Hamnet and Judith. '
circumstances aTl?érthl-s' William left” Stratford under mysterious
Stratford (much as i IS a legend that he was forced to flee
poaching Vgn & pFivaka :ST;Z‘ fled Verona) because he was caught
London. Hehﬁtt:::‘;i;ethe case, he left his family and went to live in
he wrote Romen a well-l;nown actor and playwright. By the time
successful plays- and Juliet, he had already written six very
In thOSandhe was only at the beginning of his career!
playwrights, and ays, poets were more respected than
make a narae fan hsp Shakespeare decided to take time out and
Romantic poems I{?}SEIF as a poet. He was a success. His two long
became bestsellors He Rape of Lucrece and Venus and Adonis,
forms, such as sony e then experimented with other popular poetic
The storyline fs simH'IEts' Soon after this, he wrote Romeo and Juliet.
just written, Ang h| ar to the stories of the Romantic poems he had
into the dial € wrote sonnets and other kinds of poems right
i °§UE| of the play!
but we do Eﬂo?wntth:?(éw if William and Anne had a happy marriage,
to note that he made hakespeare loved his children. It's interesting
as his daughter g Juliet 13 years old- the same age at the time
Capulets' and Mos?nna. Shakespeare could also understand the
Shakespeare's on| 2 agues' grief over their childrens' deaths.
ROt al:d gﬁ,' Hamnet, died the year he wrote the play.
year, Shakespeare Ullet_ was a hit from the beginning. That very
father a family coatw?s fich enough to buy his money-conscious
Was a rebellioys OF arms. His father, who once thought William,
family." Legend hvoyng man, now called him "the best of the
from him the eartl?s it that he told his customers that William got
Wherever shake 4 hu?‘o" that he put into Mercutio and the Nurse.
Juliet moy; SPeare's talent came from, it makes Romeo and
"9 and unforgettable.
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THE PLOT

It's a hot July Sunday in Verona, and we find the s=rvants
of the Capulets out looking for trouble. What better way to start
something, they figure, than to insult the servants of their
masters' old enemies the Montagues? The plan works, and before
long servants, friends, relatives- and, finally, Lord Capulet and Lord
Montague themselves- are at each other's throats. Verona's Prince
Escalus has to personally break up the fight, and he isn't happy
about it. He heavily fines both families and warns them that if they
fight in the streets again, they'll face the death penalty.

Lord and Lady Montague are glad their scn Romeo wasn't
involved in the brawl, but they're worried about him anyway. They
ask Benvolio, Romeo's cousin and best friend, why Romeo has been
off by himself so much lately, and Benvolio soon finds out: Romeo is
in love. But the object of Romeo's affections, a gorgeous girl named
Rosaline, couldn't care less, and Romeo is nursing his grief. To
cheer him up, Benvolio suggests that'they disguise themselves and
secretly attend the Capulets' bail-that night. Rosaline will be there,
and Benvolio promises to find Romeo a girl who will make Rosaline
seem like a crow in comparison. Romeo has a sudden, mysterious
feeling of danger, but agrees to go along with Benvolio and their
witty friend Mercutio.

Meanwhile, excitement is high at the Capulets' house. Not
only are they preparing for a big party, but Count Paris- a relative
to the Prince, and Verona's most eligible bachelor- has come to ask
Lord Capulet if he can marry his only daughter, Juliet. Capulet
claims that Juliet is too young to be married yet, but he's obviously
thrilled. Thirteen-year-old Juliet is beautiful and full of life. She's
never been in love, and she promises to do her best to like Paris

when she meets him at the dance.
But that night, Juliet meets Romeo, and suddenly Paris and

Rosaline are forgotten. The two see each other across the room,
meet, and by the time they kiss, they are madly in love. But all is
not well. Tybalt, Juliet's quick-tempered cousin, recognizes Romeo.
Tybalt thinks this Montague's gatecrashing is a terrible insult, and
he vows revenge.

only after the evening is over do Romeo and Juliet

separately discover the identity of their new loves.
After the party, Romeo hides from his noisy friends and

unexpectedly finds himself in an orchard beneath Juliet's window. In
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the i
SWedr s C.2nd sexy balcony' scene, Romeo and Juliet joyfully
Fr'aove for each other, and decide to marry in secret,

Romeo, j ;
+ IS Very worried about the suddenness of their passion. He

The couples' secret e i
from = S E_ world of love is soon shattered. Fresh
el h?fczﬁf:ﬁ"g;( Romeo finds Mercutio and Benvolio with Tybalt,
dares him to fi ﬂo 19 for revenge. Tybalt calls Romeo a villain and
swears he lovég tt’ but Romeo refuses. He calls Tybalt "cousin" and
amazed at RQS h? name Capulet as much as his own. Everyone is
Tybalt's chajle MeO's refusal, and the hot-blooded Mercutio takes
Stop the i Nge instead. When Romeo rushes between them to
e fight, Tyba!t kills Mercutio.
i ru::T?O Is filled with guilt and outrage at his friend's death,
and Romen | TOUS, to catch Tybalt. It's a battle of fife and deqth,
rashness of hf‘s' But s soon as Tybalt is dead, Romeo realizes the
hurry hi IS act. "I am fortune's fool!" he cries as his friends
""3' T.ﬁ the streets into hiding.

her nurseut;:;; 'S excitedly getting ready for her wedding night when
Prince Eecaly gshher l‘hevbad news: her cousin Tybalt is dead, and
overcome p S has banished Romeo from Verona. The girl is
Nurse finaj y tg:;EF'for Tybalt, but mostly for her new husband. The
of Juliet's J'gy ?_eiu':ﬁf' that Romeo is hiding in the Friar's cell. Some
S as they arrange fo tolen night of love

before R%meo has to flee Vergna. g r one stolen nig
feels terrfb';:f;tl;J nately, things go from bad to worse. Lord Capulet
to be more céUt his family's grief over Tybalt- and Juliet seems
he thinks wn?se than anyone else. He quickly arranges something
Very week, tq Pmake Everyone feel better- Juliet's marriage, that
to Juliet c;n Tuggg‘ Even as Lady Capulet comes to bring that news
heartbroken farewefl’l’; .""O"mﬂg, Juliet and Romeo are saying their
Parisfnfuriat: hecan Juliet do? Her desperate refusals to marry
OSI't ey, Eyer oS+ Her father threatens to disown her if she
Might be bast tge" her nurse, who knows the situation, suggests it
Tuns to Frigr Law;-r::c? the Count. With nowhere else to turn, Juliet

Thej ol

that iy stopr ﬂgf,yé‘c‘pe IS @ risky plan. The friar gives Juliet a drug
During thig time he o and make her seem dead for 42 hours.
Friar wij be ine t"ﬁ'” send for Romeo in Mantua, and Romeo and
€ tomb when she wakes up. Romeo will take
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her away with him, and the friar will try to calm everyone down,
and announce their marriage so they can come back to live in

Verona. Juliet eagerly takes the drink.

The next morning, when the Nurse comes to prepare Juliet
for her wedding, she finds the seemingly lifeless girl. The Capulets'
day of joy turns to sorrow, as their only daughter's wedding turns
into her funeral instead.

Friar Lawrence has sent a message to Romeo, but
unfortunately, the message-bearer is quarantined by the plague.
Romeo's servant, Balthasar, is the first to reach Romeo, and he tells
him the sad news that Juliet is dead. Romeo, beside himself with
grief, buys poison and rides full-speed toward the Capulets' tomb.
He arrives to find Paris mourning for Juliet, and when Paris refuses
to let Romeo pass, the two men fight, and Romeo kills Paris. The
Count's last request is to be buried with Juliet, and Romeo grants
his wish. Inside the tomb, Romeo begs forgiveness of the newly
dead Tybalt, but his attention is at once arrested by Juliet. He can't
believe how beautiful she still is, and he vows to stay with his new

bride eternally. He swallows the poison, and quickly dies.
Friar Lawrence hurries to the tomb to be there when Juliet

wakes up. When he arrives, he finds Paris and Romeo dead. Juliet
awakens just as Paris' servant is bringing the watchmen. She sees
her dead lover, and refuses to leave the tomb, although Friar
Lawrence panics and runs away. Juliet hears people coming, so she

acts quickly: she grabs Romeo's dagger anq stabs hgrself.
: Tl':fe tragic deaths of their two children unite the Capulets

and Montagues in grief. The prince admonishes, "Heaven finds
means to kﬁi your joys with love." In death, rather than in life, the

two lovers have brought peace to their families.
THE CHARACTERS

Romeo and Juliet is more than a story abﬁUt '(ZVE and

: ; 's characters are
tragic fate; it's a story about people. Shakespeare

IikeEJ all of 135: they have strengths and weaknesses, a terr_1per and a

sense of humor. The plot doesn't just happen to them, it happens

because of them. How each character thinks, and how he or she

to act determines what happens. 4
A I?x Romeo and Juliet, there are two kinds of characters,

maturing characters and static characters.
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1. MATURING CHARACTERS
These characters cause event
s to happen because they
Sek I Thei ways,they Tk Thnge oo and redes aerenty 1
different situatior;s. o . 1 P A e iTerentin S
Characters in this cate i
cters | gory understand the seriousness of
Romeo and Juliet's situation, and are affected by it.

2. STATIC CHARACTERS

They don't change. These people force the play to end the

way it does, sim ; 2
SR e s ac;zfy by being themselves and acting the way we

TURING CHARACTERS

JULIET

In  Juliet, we : : "
b AL , watch something fascinating: a girl
Iossc'mrrl;gzje fmto a woman in the space of five days.
4Spects'or 3 ore : we watch this progression, let's look at some
uliet's character that stay the same.

1. SHE IS YOUNG

BrOOke'sIgog: 'I::‘allaT_'l versio_n of this story, Juliet was 18; in
Shakespeare rn( ke first English version) she was 16. Why does
Shakespeare's daa . her so young- "not vyet fourteen"? in
early marriages w\é;;tvgssr;i%al for girls to marry at 12, but such
SusannaT\,:v:s al-';gsstrble reasons are: Shakespeare's daughter
thought that Ital'u 13 when he wrote the play; and the English
Shakespeare sim ‘?n girls matured early. It is also possible that
1 Ay A changed her age for dramatic reasons.

innocent and fuli :;thuhet s age is a key to her character. She's

couldn't live around ope. (This is not to say that she is naive. She
with her parents w,tthF nurse without understanding sex, or live
of marriage.) Be ithout seeing some of the realities and problems
h -) Because she's so young, we feel intense sympathy for

er.
2. SHE 1S BEAUTIFUL

Both 1
Before they'repé?:rgﬁq and.pa“S fall in love with Juliet on sight alone.
introduced, Paris asks to marry her, and Romeo
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is "bewitched by the charm of looks." Her beauty inspires some of
Romeo's most famous poetry:

0, she doth teach the torches to burn bright!
It seems she hangs upon the cheek of night
As a rich jewel in an Ethiop's ear

Beauty too rich for use, for earth too dear!
(I, v, 46-49)

Even in the tomb, he is amazed that "Death, that hath
sucked the honey of thy breath / Hath had no power yet upon thy
beauty." (V, iii, 92-95)

3. SHE IS PRACTICAL
In this couple, Romeo is the romantic one, and Juliet is the

practical one. We can see this contrast in the balcony scene. Romeo
is content to speak poetic words of love, while Juliet sets up the
marriage and the time and means of.communication. She prefers
short statements to flowery promises, and her practical nature leads
her to worry about the suddenness of their passion:

Although I joy in thee,
T have no joy in this contract tonight.
It is too rash, too unadvised, (oo sudden.

(11, ii, 116-18)

JULIET'S GROWTH
We first see luliet like a child, surrounded by her nurse and

her mother. She doesn't say much, and obediently, she says she'l
try to like the man her parents wish her to marry. She hasn't
seriously thought about her life as an adult: she says marriage is
"an honor I dream not of."

But that night, she meets Romeo and falls in love, and
everything changes. She begins to think and act for herself. By the
end of the evening, she has taken her future into her own hands,
and has become engaged.

We see at this point that she is practical but idealistic. She
knows there are problems in the world, but she is confident that
love can overcome them. .

For Juliet, marriage and sexu \ €
between childhood and adulthood. Before her wedding night she
sees herself standing between the experienced matron (married
woman) she is to become and the impatient child she still feels like.

al awakening are the bridge
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Juliet
iving ik’fg rrf::r 5Eihdel.'gi \I;ZIE has a wife seriously. Even though she's still
after he's killed hae couss;n er loyalty to Romeo over her family, even
but by the g':dbg?m"lﬂg of the play, Juliet still minds her nurse,
understang the _the play she's outgrown her. Her nurse can't
T S€ricusness of Juliet's predicament, and the young

Tﬁi-t rt!:ake adult decisions by herself. '

enough to pe tsjg tmark of Juliet's maturity is that she's strong
is against it A (] hers_elf and to Romeo, even though everyone
ittle gir| bL;t A youe cost is very high. She is no longer an obedient
e feels she e 19 lwrarnan t..vho has taken charge of her own life.
! olds the final card: "if all else fail, myself have

4 By t

innocence ‘Eo Sfp:r?g Of the play, she has come full circle from

she understands th o, BEfo!-e she drinks the friar's potion, we see

that the friar <:ou[c|af.| the evil in the world can hurt her. She realizes

out he's marrieq th ave given her poison so that no one will find

and suffocat €m; she realizes she could wake up in the tomb

Stil, she 1< C0uld go crazy.

means her ne h: chooses to have faith. She believes that the friar
M, and she ultimately believes that her love for

Romeo i
€0 is Strong enough to Wfthstand death.
ROMEQ

e )
Same way that Jyljet grows up, Romeo finds himself.

Th
Before we |o

v ok at ho ' ;
Personality that rema“:vcgﬁsggr?tn'_:les, let's look at the parts of his

1. HE IS LikagL g

Ev ;

his attentioiwgp?: |i\llkes Romeo. Mercutio and Benvolio both want
handsome., l-;is m trl: 'Se thinks he's honest, courteous, kind, and
when he's banish:d.er loves him so much that she dies of grief
and well-governe ve a"ﬁ' éven Lord Capulet calls him "a virtuous
Lawrence |ovas ROYO'-'th and refuses to let Tybalt bother him. Friar
Secure hjsg happin ME0 S0 much that he'll do almost anything to

€SS, (The obvious exception to Romeo's admirers

IS Tybalt, ang
’ Romeo hj S
thou knowest me noff "h[li?; eil,f Gtg'_'gg]'\)/balt, "Villain T am none... see

2. HE Is pASSIONATE

Romeg ha .
deeply. At the begsmt:.e blessing and the curse of feeling things
N9 of the play, he is despairing over his
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unrequited love for Rosaline. He is able to give himself completely
to his love for Juliet, and his only trouble comes when he gives in to
"fire-eyed fury” after Mercutio is killed.

3. HE IS A GENTLEMAN

He's virtuous, honest, charming, and well mannered. He
charms Juliet by reverently kissing her hand and calling her a saint;
his manners win over the Nurse when she's upset by Mercutio. He is
a gentleman to the end; he grants his rival's request to be buried

with Juliet.

ROMEOQO'S GROWTH
Language is very important to Romeo. He talks while he

thinks, verbally exploring the world. Because of this, we can use
Romeo's growing skill with words to chart his progress throughout
the play. :
When we first see Romeo, he's in love with love. He has
chosen a girl who'll never return his affection, and he spends more
time groaning about how depressed he is than he does praising
Rosaline. When he talks, he uses lots of cliches, and repeats
himself. Of Rosaline, he says, "She is too fair, too wise, wisely too
fair / To merit bliss by making me despair."

His mooning leaves him unable to act. Instead, he spends
time wandering through trees or locked up in his room. This isn't
like him, and his family is worried. He even says, rather proudly,

Tut! I have lost myself, Iam not here;
This is not Romeo, he's some other where.

(, i, 200-1)

Then he meets Juliet and discovers his true self. Their love
is so right that Romeo's speech is transformed to poetry. The first
time they talk together, their conversation effortlessly forms a

il This new love makes him sure of himself straight through

' s - i ight with Tybalt.
his wedding, and makes him strong enough to fig ‘ y
Was it mat?J're and honorable for_him to avenge Tybalt's death, or
was it rash and foolish? It can be argued both ways, and you'll need
to look at the evidence to see which view you agree Wfth.

In either case, by the time Romeo gets to Friar Lawrence's

imself, his maturity, and h.is abi!i_ty to act. He
cell, e has lost A st Juliet by killing her cousin. Again, his speech

thinks he has also lo
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B¥Bmes repetitive. He' o

was at the beginning oi ihzeglc:;c.l SECSTENILIT ISmies e Sy
to e Bt‘:)t ‘:gfnthhe hears that Juliet still loves him and wants him
wedding night. h at night, he springs back to action. After his
We see that he' € IS more mature and more himself than before.
his words of Iovs accepted his banishment and is-willing to act on it;
He's become 1 ;atz g'%lilett'as he leaves are breathtakingly beautiful.
rest of the play. action, and he doesn't hesitate to act for the
the timelt:fahsigﬂéronv that Romeo is most himself in the tomb. At
Perfectly. He tells €ath, his words and his actions fit together
what he's goin tUSdWhat has brought him to this point; he tells us
him from a b(:.ll Dh © and why his love for Juliet has transformed
command of sp; “;1 2 .ta'ks in cliches, to a man with a powerful
will be no earth| €Ch. It's tragic that when his love is deepest, there
soon be silenceg u:e for it; when his speech is most mature, he will
death, we w - Fe has found himself, only to kill himself. In his

' atch the world lose a noble man.

FRIAR LASWRENCE ( LAURENCE)
ome readers woul i .
character, others would not i Pyl o
/s ?
more ﬂattglirrue ta':e Several ways to look at Friar Lawrence, some
let's look at 1 & 1 Others. We'll look at three of these, but first
at the basjc facts about him.

1. HE IS CATHOLIC

Juliet, En‘;?amgn\l’?r that when Shakespeare wrote Romeo and
time made fun Qfs . PFOt?Stént country. Many other writers of the
treated respectf l Catholics in their plays, but Friar Lawrence is

ully, and has virtues and faults like everyone else.

He's a mem
Francis of Asgg. of the Fr anciscan order, which was started by St.

2. HE MEANS wegy

Th
and he dOegoﬁ;gshgg t the play, many people come to him for advice,
Church's teachin St to help them. He often reminds Romeo of the
95, and he tries to use his position to end the feud.
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3. HE IS AN OUTDOORSMAN
St. Francis loved nature, and so does Friar Lawrence. He

gives an eloquent description of the dawn, and he knows the plants
and flowers well enough to make medicines.

Now let's look at three different views of Friar Lawrence's
actions in the piay.

One view holds that he is a foolish old man who sends the
lovers to their deaths. Some readers feel that he lives shut away in
an abbey and doesn't understand other people's passions. Romeo
accuses him of this in Act III: "Thou canst not speak of what thou
dost not feell" (111, iii, 64)

Since he can't understand their passions, the best he can
do is offer shallow words and philosophy instead of wisdom. Some
feel his words of caution before Romeo and Juliet's wedding are
empty, as is his comfort to Romeo after Tybalt's death.

: He isn't wise, but burnbling, and his allowing the marriage,
and giving Juliet the risky potion are partly what Kills the lovers.

Worse, he's a coward. If he hadn't been afraid to tell
someone (like the Prince) about the marriage, the story could have
ended differently. And if he hadn't panicked and run away from the
tomb, he could have saved Juliet's life.

A second view holds that he is a good and wise man who is
foiled by fate. The Friar's first speech about the paradoxes of life
seems to prove that he has a deep understanding of life. He gives
Romeo wise counsel every step of the way; he tells him to take the
relationship slowly and to try to moderate his passion. As long as
Romeo has Friar Lawrence to guide him, he can overcome any
circumstances; it's only when Romeo has no one to quiet his
passions that he kills himself. t

A third view holds that he is a good man, but has failings.
Some readers feel that he really tries to do his best, and most of
the time it works. He tries to settle the feud, to keep Romeo and
juliet living holy lives, and to solve the difficult problems that come

up.
His love for Romeo can be seen as strength or as a fault.

i i trving to keep Romeo happy: he
You can interpret_his actions as trying L el A

i he hides him (illegally) in his '
marries him to Juliet, es (illeg [

i he marriage reco!
career on the line to try and have t D e r Bad S Rermeo.

Juliet a risky drug in the hope that he can ge '
In this case, it's no wonder the Friar panics at the tom!;. very few of
us could think straight if we'd just found the body of the person we
loved most.
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£
- :lltt:t{})ﬁgi:l ﬁhe Friar marries Romeo, he advises him to be
L to' Foacly agl e uses empty philosophy to comfort him, he's
el ption becg an to rouse Romeo *o action. He only gives Juliet
although he ﬂeESufsrin—?I;ﬁs despera?e and threatens suicide; and
B e i i e tomb, he's willing to tell the whole story,
In th ; ;
the lovers’ ;rgbfscoﬂd and third views, Friar Lawrence understands
play. If you agre?sw?t?-.d lt.tltqthanges him through the course of the
o either of i i
Lawrence a "maturing character.” these views, you can call Friar

As
each of thes;c\’/hi‘e:s:,d the play, see what evidence you can find for

PRINCE ESCALUS

because :gﬂﬁ dg?-ggirgs i?]ll Prince Escalus a maturing character
something about it. e seriousness of the feud and tries to do
i Wzngg: Ei'infflal;s, the ruler of Verona, represents [aw and
When the fight break ree times during the play: at the opening,
are killed; and at th s out; in the middle, after Tybalt and Mercutio
By entering after e e end, after Romeo, Juliet, and Paris are dead.
play. All through thaCh climax, he helps define the structure of the
and expects th e play, he talks like a prince. He gives orders
Bl ooeyeds
fighting that 'hsa:'r;t speech, he shows anger at the senseless
three times latel Ef o th"":-f'?’.tenint_q Verona's peace. It's happened
new law: a”YOngE:a:‘s‘de?’ fln}ng poth families, he lays down 2 strict
T ‘Second ght fighting in Verona's streets will face death.
nd time he comes in is after Mercutio, one of his

relatives, has :
a personal wa:?:een killed. This causes the Prince to view the feud in

“I hav,
My bIoida’;c:ft‘Ze“ in your hate's proceedings
(111, i, 190-9; ) ur rude brawls doth lie a-bleeding."

Agai .

Verona. wg,ﬁig ;':.f'“e,s the families and banishes Romeo from

feud, Ul"lfortunatel|S wise and understands the seriousness of the

Juliet's plight. ¥, he doesn't know the details of Romeo and

B .

have eachy sr:j?fei?;g entrance, the Capulets, the Montagues, and he

Rete e, <o death in the family. He contains his
the story; he takes his share of the blame for not
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having been more strict. He acknowledges that his is not the final -
authority, that heaven has had the final judgment in this case.

STATIC CHARACTERS

JULIET'S NURSE -
Who can help laughing at juliet's Nurse? She says

outrageous things, repeats herself constantly, and she loves a dirty
joke. When she tries to act high-class and use big words, she winds
up using the wrong word. There's no other character like her: the
minute she opens her mouth, we know who's talking.

She serves several important functions in the play: she is
Juliet's confident; she is a message-carrier for the lovers; and her
earthiness is a contrast to Juliet's idealism.

The Nurse is a comic character who becomes tragic
because she isn't able to graw. Let's look at her comic
characteristics, and how they become tragic.

1. She understands things in physical terms. To her, love means
sex. For example, when Lady Capulet tells Juliet that she'll be "no
less"” if she marries Paris, the Nurse cries that she'll be more: men
make women pregnant.

Because she sees things in physical terms, she can't

understand the depth of the lovers' emotional and spiritual bond.
One partner is as good as another to her: what does it matter if
juliet has Romeo or Paris?
2. She says exactly what she thinks, whether or not it's
appropriate. When Romeo, then a stranger, asks her who Juliet is,
she tells him, "] tell you, he that can lay hold of her / shall have
the chinks (money)." (1, v, 118-19)

Saying what she means without thinking hurts Jullep very
much. The last thing she needs to hear at the end of Act IV is that
the Nurse thinks Romeo is a "dishcloth.”

3, She garbles messages. This is funny when we know the message,
it's good news. . {

e gThe garbled messagé about the weddi_ng is funny; the

garbled message about who's déad iS tragically painful to Juliet.

4. She loves to plot. This is endearing because she goes out of her

vers meet and get rope ladders.
way o b el uliet's marriage, put she doesn't take

ioyed plotting ]
she enjoyed plott 9 If that plot doesn't work out, she

onsibility for her actions. ,
Eﬁisnpks, stgt over and try another o©one. But actions have
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consequences, and iet i
Sansduences, Juliet is abandoned by her Nurse when she

MERCUTIO

SarcasticAg?ﬁ:;sat[Leofc erl:tse kn?w someone like Mercutio: witty,

: ; ro ' i

with a put-down or a racy joke, attention at parties, always ready

DrimarilyI:eiﬁge I;"’E.YS, he's like Juliet's Nurse: he also sees love as

Juliet's: he toc; lj?SdRomgo s friend and confidant, as the Nurse is

pIeast f ¢ Underestimates the depth of Romeo's love and
In '

class, and a?—tel}:;' ways, he's the opposite of the Nurse. He's upper

meets the Nurse Ive of the Prince. He's also very intelligent when he

a fool. and they match wits, Mercutio makes her look like
He | —

of words: :eli:'l]ever, intelligent, and well educated. He is a master
'He B make a pun or weave a spell with ease.

energy, and can an infectious wit. He has an enormous amount of

s fiemake everyone laugh, including Romeo.

the Queen Mab Iy and excitable. He whips himself into frenzy with

fighting mood b ipeth, and he's already worked himself into a
s a[Y he ltlrne he meets up with Tybalt in Act III.

gives his Quec—:‘?]O quick to condemn others for faults he shares. He

"beside himself * Mab speech to Romeo to chide him for being

He accuses Ber;v E’I{I_?d he Js‘beside himself by the end of the speech.

Montagues ang CO io of being hot-tempered; and finally curses the
Oh the oaPUFEts for a fight he brought on himself.

he thinks Romeq ne hand, he's a loyal friend to Romeo. Even when

"cure" him, It's lr:i acting crazy, he's always trying to find him and

attracted by i esting to watch how much cynical Mercutio is
Or\: Néllt;.'allstlc Romeo.

feelings, and hi gthe"| hand, he doesn't understand Romeo's

Romeg, to the | Oesn't try to. He is taunting and sarcastic to
SH for ) e 1Y to Tybalt.

Romeo does. we at his faults, we can't help liking him as much as

understang Why'ROQ' feel a sense of outrage when he's killed and

Shakespeare's mosfgﬁ(‘;davgnges his death. Mercutio is one of

-about characters
ome r .
character in thee,f’,gers feel that Mercutio is the most interesting
that he wouidnt ecr.y ,Sand that Shakespeare had to kill him off so
Pse Romeo. Others point out that Mercutio acts
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as a satellite to Romeo. He's never on stage unless he's with
Romeo, or trying to find him.

Also, some readers feel that Mercutio's sense of honor
forces him to fight Tybait in Romeo's place; others feel that his own

temper and hot-headedness do him in.

Readers have disagreed over how much he understands
about life. Some argue that his Queen Mab speech shows that he's
thought a lot and understands other's feelings; others feel that he

isn't capable of understanding Romeo's feelings at all.

LORD AND LADY MONTAGUE (ROMEO'S PARENTS)

Romeo and Juliet come from very different families.

The Montagues are close-knit and loving. Romeo's parents,
Lord and Lady Montague, care a lot about Romeo, and do
everything they can to find out what's bothering him.

Romeo's parents know Romeo’s friends. At the beginning
of the play, they ask Benvolio to find out why Romeo's depressed;
and in Act II, Scene iv, Mercutio and Benvolio are going to have
supper at the Montague's house, and they hope Romeo will come

along. .
e's only fault is her obsessive love of Romeo.

Lady Montagu
he's banished, before news comes that he's

She dies of grief when
o fight in the

dead.

Lord Montague's only fault is his willingness t |
feud. The only time that he isn't reasonable and loving is in trge
first scene when he charges onto the stage, calling, "Thou Villain

Capulet!” ;
Unfortunately, this fault is ultimately responsi

son's death.

LORD AND LADY CAPULET (JULIET'S PARENTS) ;
le of the gracious

Lord Capulet enjoys playing the ro '
patriarch. He's wealthy and he likes to be well thought _of. He's on
he jokes with Paris and calls

his best behavior in front of company;
him "son.” At the Capulets’ feast he flirts and jokes, and goes sO far
as to protect Romeo from T\F]blzlt.h : o2

ut like a spoiled child, he wants & .
and he'sturious whpen someone doesn't obey him. When"Tybalt
argues with him, he calls him a "saucy boy" and a prlngox. When
Juliet refuses to marry Paris, he has a tantrum and t reatens to

throw her out on the street_ to starve.

ble for his

hing to go his way,
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H : ;
much to hgi'r,]aesxz‘e;ttrigneddrelatlonship with his wife. He doesn't say
BB mare abont himor er her around; she responds by making
Lad iabi
early, &b tgecggktllit is 2 bitter, guarded woman. She was married
to be much clder tlr::a was obviously arranged. Her husband seems
for him. The first ti::qshe is, and she uses this to make life difficult
sword to join a fuight aidwghgefe”her, her. husband is calling for a
a crutch! gNhy calliyon for 3 swoord?:ws behind, answering, "A crutch,
ecaus ! .
she doesn't knoirsag s an unhappy woman who guards her feelings,
her Nurse. We can w to relate to Juliet, who has been raised by
Juiiet. He's not o see why she'd think Paris a good match for
in @ husband she mY \l‘jVEaIthy, but young and attractive: everything
Theoush ;g t have wished for herself but doesn't have.

sympathetic to Juli te play_ we see her become increasingly
before her weddie -_)Could it be that she remembers her own tears
wedding closer arr:g' She begs her husband not to move the
Still, when Julie;t o she protects Juliet from Lord Capulet's fury.

eeds her most, she chooses to withdraw from the

situation, tellj o I
elling Juliet, "Do as thou wilt, for I have done with thee.""

(111, v, 205)

Still
believe thatijuﬁgth' Capulets are genuinely grieved when they
is dead. Lady Capulet cries that Juliet was the

only thing sh
; e .
nothing in Whichladh;gelove’ and Lord Capulet now has no heir,

TYBALT

T
Dot_tempef_zg'tén% CfaFUIEt' is trouble from the beginning. He's so
saucy boy." He ca tt!jl of hate that even his family thinks he’s a
the play, he fights g e seen as the embodiment of the feud. During
In temper. envolio, Lord Capulet, Mercutio, and Romeo.
scene, when Be,-,vola.mentr he is a contrast to Benvolio. In the first
word as I hate hel io talks of peace, Tybalt leaps in with "I hate the
In natu'iei' all Montagues, and thee."
Mercutio is witty cu?tn d personality, he is contrasted to Mercutio.
an insult from SO’me ured, and educated, and he isn't about to take
IS a sword, Mercmio?ﬂe like Tybalt, whose only means of expression
must take up T 'S extreme dislike of Tybalt is another reason he
P Tybalt's challenge of Romeo.
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BENVOLIO
Benvolio, @ Montague, is the kind of person we'd all like to

have for a friend. When Romeo wants to be left alone, he leaves
him alone; when he wants to talk, Benvolio is there to listen with a
sympathetic ear. And when Romeo is in trouble for killing Tybalt, it's
Benvolio who gets him off the street and into hiding.

Benvolio is known as a clear-thinking, reliable, and peace-
loving young man. He tries to stop fighting whenever it starts; and
he's called on twice to explain what's happened. When Romeo's
parents want to find out what's bothering their son, they ask
Benvolio to find out, and he does.

still, he's more than a one-dimensional character. At the
beginning of the play, he, like Romeo, has "a troubled mind," that
leads him to take a walk befaore sunrise. He, too, teases the Nurse;
and he stretches the truth a little when he tells the Prince that
Tybalt started the fight, implying that he killed Mercutio without
provocation. These faults make us like him even more.

PARIS
nwelcome third

Count Paris is the terzo incomodo, the U
party in the love triangle with Romeo and Juliet.

Shakespeare makes sure that he compares favorably with
Romeo. He is young, handsome, wealthy, and, socially, his family is
a step above Romeo's- Paris is related to Prince Escalus. Paris, too,
is tired of the feud and sincerely in love with Jjuliet. He never tries to
steal Juliet from Romeo; he proposes before Juliet meets Romeo,
and he dies without knowing he has a rival.

Unlike Romeo, he goes through the proper channels to get
Juliet to marry him. He formally asks Juliet's father for her hand,
and he approves. In contrast, Romeo's love for Juliet is forbidden,
and he's secretive about his plans. Paris' language, wooden and
straight-laced, is also in contrast to RomeD's.

paris becomes a threat to the lovers only because he
doesn't know "about their relationship. As an honorable young man,
he would never have gone after Juliet if he'd known she were
married. If he'd known about the marriage he never would have

challenged Romeo at the Capulem' tom!:u. A A i
paris, like Romeo and Juliet, is @ VlCt.lm of sour
misfortune." He, too, is given a place of respect and importance in
the tomb with Romeo and Juliet.
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OTHER ELEMENTS

SETTING

Romeo and Juliet takes place in Verona, Italy, in the
JlL:jl?e%s:sg:izzugshhthe setting was already named in other Romeo and
o a‘;eﬁpeqre draws lots of parallels between Verona
e Gdh:s time. Both cities were walled, which made
could spread .a?( crowded during the summer months. Violence
Were treated %“'C ly in this atmosphere, and so civil disturbances
frieies arshly. Elizabethan Londoners would have thought

Irlnq_a was too merciful to the brawlers.
quickly ,2 cities like London and Verona, the plague spread

« 30 quarantines were commonplace. Also, in Shakespeare's

London, Queen Eij
izabeth's .
no less of Prince Escalus. word was law; Londoners would expect

THEMES

There are many th i ot we'
th ; y themes in Romeo and Juliet; we'll look at
otgeT-?g‘:r ones here. You'll notice that some themes contradict each
S to you to decide which ones are true, and to find

nce to support your position.

1. LOVE

L i ; : ;
some of tr?:r?];ls explored in different ways in the play. Here are

Love vs. Hate

families' Egiema‘f contrasts Romeo and Juliet's love against their
Watatiian ol as illustrated by the feud. In the Prologue, we're told
bitter stry |e is stronger than the hatred of the feud, but it's a
Mercutio 919% Hatred is strong enough to separate the lovers, kill
Romeo énd YJ alt, and Paris, banish Romeo, and finally force

uliet to commit suicide. But love is even stronger:

nothin
triumpgr,\;an kill the love between Romeo and Juliet, and this finally

False Lo:e vs. True Love

for Rosafintett:.;a %egi“r‘,iﬁg of the play, Romeo's lost In a false love

SO he's crpa.tede 0esn't know her or have any relationship with her,
3 artificial feelings about her. The Nurse and Mercutio

" she was married to someone €l
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also have false or incompiete ideas about true love. They both link it
exclusively to sex.

Romeo and Juliet's love is a pure, true love. They love each
other emotionally, spiritually, and sexually. They are committed to
each other in marriage, and are willing to die rather than be

unfaithful to one another.

Romantic Love
This play is a wonderful example of Courtly Love or

Romantic Love. Until the end of the 14th century, the idea of
marrying for love was almost unheard of. Marriages were arranged
for social, economic, and political reasons. Romantic Love came into
being in the French courts, and it had very strict rules: the woman
with whom the man chose to be in love had to be unobtainable (if
se, that was good: if she died, that
he romantic lovers must be chaste.

was even better), and both of tl
e away for someone.

The whole idea was to be pure and pin
This is exactly what Romeo is doing for Rosaline at the

beginning of the story. Even though Romeo and Juliet share their
love and they sleep together once, there are Romantic obstacles in

their way. They are from enemy families; Juliet will be forced to

marry someone else. Finally, each of them dies pining for a love
e his or her partner is dead.

that is absolutely unobtainable becaus !

Could Romeo and Juliet have become a happy, middle-
aged married couple? Nobody In Shakespeare's .audience_wou!d
have wondered. The whole point is that their love is Romantic, and

therefore cannot be fulfilled.

HAT CAUSES THE LOVE DIE
The deaths of Romeo and Juliet can be explained in several
ways.
Fate n
In the Prologue, we're told that the lovers are "star-

crossed,” which implies that fate has it in for them. The number of
fateful coincidences and accidents in the play aré too numerous to
miss: Romeo finds out about the capulets' party from an [Illterate
servant; he winds up in the Capulets' orchard; Mercutio is killed
under his arm-the list goes on and on. Every plan that the lovers
make is thwarted. They're destined to die, and nothing can stop it.
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Providence
Some readers feel that there's a power beyond fate that
has a ro[e in the outcome of the story. Since the play takes place in
a Christian context, this power can be thought of as God, or
Providence. Romeo, Juliet, and Friar Lawrence alf call on this higher
ﬁower to help them; Friar Lawrence calls the deaths "a work of
€aven.” We can believe that some benevolent power is working to

change the Monta ues' ; < .
succeeds, gues’ and Capulets' hatred to love- and it

Passion

in Shak The Ca'tholic Church (and to some extent, the Protestant)
g o:)!;Peares day believed that love of God was pure, selfless,
overgF . Love that gratified selfish desires was bad. Over and

» Friar Lawrence warns that “"these violent delights have violent
ends," and he's proven correct.

Character

passion tSome readers feel that Romeo's impetuousness (to

himse] ately one Juliet, and recklessly kill Tybalt, Paris and

work M, Tybait's hate, Capulet's blindness, and Juliet's dishonesty
together to bring the lovers' downfall.

: SE DER VS. CIVIL DISTURBANCES

The feuding and ic fighting i '
; public fighting in Verona's streets is such a
fee;:ggs offense that Romeo and Juliet's lives must be sacrificed to
€ order and pay for this injustice.

4. ISOLATION

In comedy, ch . d
th Y, characters tend to form bonds; in tragedy,
ey become isolated. The most obvious example lr; this play is

Juliet: she is a )
finally by ROmegi""doned by her parents, her Nurse, the Friar, and

b {
2 EXPERIENCE

actions OIThS theme is followed in two ways: we see the impetuous
@ Innocent lovers contrasted to the helpless wisdom of

elr parep
: and adyi . .
'NNecence to experlengg r's; and we see Romeo and Juliet grow from
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6. LANGUAGE

Most of us talk similarly and use the same vocabulary most
of the time. But in Romeo and Juliet, each character's language telis
us what social class they're in, whom they're talking to, what mood
they're in, and if their feelings are genuine. As a character matures,
his or her words are more expressive, better chosen.

STYLE

Romeo and Juliet is unique because it merges three distinct
styles.

R The first two acts are comedy: characters meet, fall in
love, have funny friends and bawdy servants. These acts follow an
Italian style called a commedia dell'arte, which usually had two
virtuous lovers, old fathers who kept them apart, and servants who
made racy comments about sex.

But the Prologue sets up a tragedy, and the last three acts
bring it about. Suddenly, a feud that seemed siily is deadly, and
Mercutio and Tybalt are killed. The lovers become isolated, and
come to understand the cruelty of the world and how it preys on
them. Human failure and tragic accidents work against them, and
they must die.

Romeo and Juliet is also Romantic. Not only does it deal
with Romantic Love, as mentioned abov'e under Themes, but it
includes many different types of Romantic poetry. Just before he
wrote this play, Shakespeare had written two long narrative
Romantic pcems, as well as some Romantic sonnets, and these
poetic styles turn up over and over again in the play,

FORM AND STRUCTURE

OVERALL STRUCTURE
Romeo and Juliet has five acts. As we have seen before,

the first two acts follow the rules of a comedy, and the last two
follow the conventions of tragedy. -Besides this, shape is given to
the play by the Prologue and the three appearances of the Prince.
The Prologue, which reminds us somewhat of ancient
tragedies, tells us the sorry fate of the characters we're about to
meet. The Prince appears at the beginning of the play when the
feud is introduced. He's angry at the disturbance and the threat of
violence, but nothing deadly has happened yet. The Prince appears
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at the next climax after the d
- , aft eaths that change the course of the
g'r?‘)g hHeeaadt:ls to the climactic events by banishing Romeo. The third
Ppears is at the end. Prince Escelus sums up the Prologue,

says - .
sazde:h:tzrs\./ewone IS punished, and that there's never been a

SCENES

quickly i Shakespeare s a master storyteller. Scenes happen very

n this play, alternati i :
scenes between the | Ing from tragic to comic, hurried to lazy,

Cause their downfal,

appear in sé’kespeare also compares characters by having them

€nes scon after each other. Oft: ith th
follow Scenee it € ch other. Often scenes with the Nurse
 scenes Romeoltllercutlo, scenes with Paris are frequently next to

overs to scenes about those who unwittingly

PUBLIC PEOPLE AnD PRIVATE PEOPLE

Another Way Shakespeare makes the play i

8| y play interesting is to
plllic\)/gt:spgfg Char'élct.ers act in public and then how they act in
they come to ’f‘iamDIE, in the first scene, we see the Montagues when
after everyone ght the Capulets; then we see them talking in private
Scene v, Tone else has left. The funniest example of this is in Act I,
private tamnr . Lord Capulet goes from his public image to his

e""l;e';r:n kthe same speech.
>, Makes us ready for Act III, when the public feu

Crashes in on'the private nvesY:f Romeo and Juliet. P ?

CONDENSED T7ME

from moi';ﬁse:peare's biggest change was to shrink the timeframe

s O a period of five days. He emphasizes this b
g':g"f’,_l“gf léfeae's' g‘t’e dawns: On Sunday morning, Romeo walks in ;
finds him reluaad'aw" and later meets Benvolio; Monday's dawn
MOrning, he fexy, Ntly leaving Juliet in the orchard. The next
moming, Jyljet iesdhjs new wife to flee to Mantua; Wednesday

Mming, when, ths Iscovered dead. The play ends on Thursday
the tomp, e Prince and the families find the dead bodies in
Events arTeh:,ser;o"de”sed tiMle makes the play highly dramatic.
Make snap ganioroed: Things happen so fast that characters must

. decision ’ :
are ng second chan‘:Séstrhere is no time for explanations, and there
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THE CRITICS

THE PLAY AS COMEDY AND TRAGEDY
Romeo and Juliet is in essence a comedy that turns out

. That is, it begins with the materials for a comedy- the
;E%il%a"garental g'eneration, the instant attraction of the young
lovers, the quick surface life of street fights, mas!<ed balls and
comic servants. But this material is blighted. Its gaiety and "good
fortune are drained away by the fact that the lovers are "star-
crossed”... Romeo and Juliet are all ardour and constancy, their
families are all hatred and pride; no one's motives are mixed, there
are no question marks. After the tragedy the survivors are shocked
into dropping their vendetta, and Montague and Capulet are united
in grief. Once again, there are no question marks. Nothing made
them enemies except the clash of their own wills, and nothing is

m brothers except a change of heart.
needed to make E;‘ghn Wain, The Living World of Shakespeare, 1964

oN JULIET,;;e character Is indeed one of perfect truth and sweetness.

It has nothing forward, nothing coy, nothing affected or coguettish
about It; it is a pure effusion of nature. It is as frank as it is mndes_t,
for it has no thought that it wishes to conceal. It Il;gpgs'eizs in
conscious innocence on the strength of its E!f\‘tec':iI onts;i : e ca(t:r):
does not consist in coldness and reserve, ?::Jl: trt‘u ecorrnno s? ngl :,T-m

of imagination and tenderness of heart wi e me exv% ngguc;us
sensibility. Love is a gentle flame that rare p er

whole being.

Willlam Hazlitt, Characters of Shakespeare's Plays, 1817
- 7]

ON ROMi%meo is Hamlet in love. There is the same rich

exuberance of passion and sentiment In the one that there is of

ther. Both are absent and self-
thought and sentiment in the 2e lves In @ world of imagination.

involved, both live out of them
Hamlet is abstracted from everything Romeo is abstracted from

it.
everything bvl;ti:“?:r:oﬁaeélﬁ: dclg::;:'ters of Shakespeare's Plays, 1817
- '

THE LOVERS' PRIVATE WORLD and Jullet withdraw into a private

kiss Romeo i ;
world cal’mir';':IQ:-.r';\gr/‘,st suspending the world's ordinary time and
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L";‘g'agﬂg it with the rival time of the imagination. Yet no sooner do

tbe\!a";'aw ab?art than they find themselves bound to take heed of

and ho::rspu J}CI:::cli.eadnd il: imperatives, of time calci:lated in days
’ uced to appetite, i jesti

faroe,‘vitallty to violence. Pp _ e r.lappmess to jesting and

-Brian Gibbons, Introduction to

Romeo and Juliet, 1980

LIGHT AND DARK

The dominating image is light, eve
. ) , ry form and
;'Lan";?vztja;ona- :; "g’hthe sun, moon, stars, fire, lightning, the flash of
contrast wéh e reflected light of beauty and love; while by
ave night, darkness, clouds, rain, mist, and smoke.
-Caroline F. E. Spurgeon, Shakespeare's
Imagery and What It Tells Us, 1935

UNA WARENESS

Juliet is :'2:: U:jan any other of Shakespeare's plays,- Romeo and
calls it, or thg?’ Y of unawareness. Fate, or Heaven, as the Prince
purpos'e Witho greater powey" as the Friar calls it, working out its
agent sent tOUt' the use of either a human villain or a supernatural
common hum mtervgpe in mortal affairs, operates through the
some of thean condition of not knowi'ng. Participants in the action,
contribute onm b’" parts that are minor and seem insignificant,
Pattern, ang € Dy one the indispensable stitches which make the
when tt;ey dbcontribute them not knowing: that is to say, they act
this truth bei not know the truth of the situation in which they act,
. ing known, however, to us who are spectators.

: -Bertrand Evans, “The Brevity of Friar Laurence," 1950

CHARACTER AS FaTE

It is, of cou
Sha ourse, .in the end a tragedy of mischance.
andk:soa.e a::,eakw as bound by his story, was doubtless content to be;
dramatic sense it otherwise? Nevertheless, we discern his deeper
in revolt, Acd: » Which was to shape the maturer tragedies, already
them has no Sie nts make good incidents, but tragedy determined by
his character tg nificance. So he sets out, we see, in the shaping of
luck that gp give all.likellhood to the outcome. It is by pure ill-
Balthasarreach ar John's speed to Mantua is stayed while
Rorrient'y headi(e:; Romeo with the news of Juliet's death; but it is
to.retrieve the Lo ccklessness that leaves Friar Laurence no time

€ mistake... character is also fate; it is, at any rate,
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the more dramatic part of it, and the life of Shakespeare's art is to

lie in the manifesting of this.
-Harley Granville-Barker, Prefaces to

Shakespeare, 1947.

BALANCE OF GOOD AND EVIL

But if we see the ending as purposeful, and as an
evocation of the paradoxical good that can spring from a lamented
destruction, thesimple view of Fate will not satisfy. Nor can we
ignore what Shakespeare characteristically stresses in all his tragic
drama: the connection between the character of men and the
disaster that may befall them... The personification of a hostile Fate
or Fortune was a fashionable convention... however, Shakespeauje
was moving in another direction. His developing vision of a tragic
universe was not to be defined by hostile fatality, but by a

i nd all too precarious balance of good and evil.
paradoxical a P -bDouglas Cole, Modern Criticisms of

Roimieo and Juliet, 1970

The point of the play- the wonder of the story- is not how
such a love can arise out of hatred and then triumph over it in

but that it does.
death, -Elmer Edgar Stoll, Shakespeare's Young Lovers, 1937
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Chapter five
“"THE Sonnets”
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BRIEF NOTE ON THE SONNET AND SHAKESPEAREAN
SONNETS

__Verse form, a 14-line poem, usually in iambic pentameter
ta)ggnmthdand of several traditional rhyme schemes. The pscmm:—zt has
A9 ‘f\;ngiv_ popular ever since its evolution from medieval Italian
Skaespeare'lss sSg“ used by poets in most European languages.
S NNETS are among the best known, and he also

ploye Sonnets in several of his plays, most notably in ‘Romea

and Juliet’ and ‘Love’s Labour’s Lost'.
e 5o Eyn)fhe 1200's, the sonnet form (from the Italian sonneto,
WS Writg\ \tﬂ;'_'as set we]l enough to be defined as Italian poets
Statemmant tﬁ s €m: 14 lines are divided into an 8-line problem
the right, a ah.fS resolved in the last 6 lines. As in the sample at
Structurer Instlft in tor}e wa_s‘typical in lines 8-9 because of this
adapted éhef he 1590 S, William Shakespeare and many others
than the Ital‘orm to include two more rhymes at the ends of lines
shift in tona 'an form used. Although there is still an echo of the
it b ethm lines 8-9, the last twq lines of the English sonnet
e son?; : er and cap off the previous 12 lines. Usually about
effeéts - g nS]eoften are written about beauty but also about the
e and mortality. Poets of many languages still write
You need this background information on counting in Greek
;c;u”n’:jdeé?;:t‘éd scansion.' It also can help with rhyme scheme and
poems Iikec bsf SLK_:h as assonance and alliteration. Designs for
exampie s UEDru_‘uts, include measurements to show length. For
each Iiné e Sf[r]met like the sample at left !s fourteen lines long, and
Isn't the syflab| %Y!lfables long. But the unit for counting line length
named by ta €; it's called a "foot." Th.ese units were invented and
and "built.» Iﬁ «t'rlnment Greeks to describe how a poem is designed
are two s‘yllab| e sonnets that you will study the units of measure
sonnet s Ca”egs lon:‘_:'J. The main unit for constructing a line in a
followed by a | the "IAMB" /EYE-am/, which is a quieter syllable
key/ reverse touder syllable. A variation called a "TROCHEE" /TRO-

S that structure and puts the louder syllable first.

SAMPLE SONNET

1 5
15‘:3"5‘0”: the m
9rashort or
i

fora rest, | for 5

ff;rcf'ga’ analysis of verse. The usual marks for scansion are
foot ;(‘ted syllable, ~ or / for a long or accented syllable, *
Wision, and | for a caesura or pause.
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The eyes that drew from me such fervent praise,
The arms and hands and feet and countenance
Which made me a stranger in my own romance
And set me apart from the well-trodden ways;
The gleaming golden curly hair, the rays
Flashing from a smiling angel's glance

- Which moved the world in paradisal dance,

Are grains of dust, insensibilities.

And I live on, but in grief and self-contempt,

Left here without the light I loved so much,

In a great tempest and with shrouds unkempt.
No more love songs, then, 1 have done with such;
My old skill now runs thin at each attempt,

And tears are heard within the harp I touch.

SAMPLE IAMBIC FEET
Iambs can be one word, like the word: roMANCE or two words,
like the opening phrase: the EYES or part of one word plus part of

another word, as in the fifth line: ing GOLDbut always two syllables
with the second syllable LOUDER than the first.

SAMPLE TROCHAIC FOOT

Opposite of an "iamb," the “trochee" also has two syllables, but
the first syllable is LOUDER, as in the word FLASHing.

233
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SHAKESPEAREAN SONNETS

Body of 154 poems, each i

S ' ch @ SONNET, written by

1235?&’%’? OYer an unknown period of time, probably around
-298. The Sonnets are love poems. They describe aspects

(Sonels'18) 29¢ 55, 16, ‘ang 13

while a few are oor, but it i :
at the ti P , but it is as a

extraordi
points of

Me - that .sonnet sequence - a new genre
At o3 at they are particularly fascinating, offering and
Wi oﬂgr;e of love poems. They encompass several distinct
¢ N love, unified by a series of delightful observations
2’" gggoe{lw to record them.
Nets comprise two groups of poems; the larger
ro :

?123?15(,%(;"?0&& 1-126) is addressed to the young man, the other
unspecified in me tWOman. (Although the sex of the addressee is
Precede Sonnet (;Sz Of the Sonnets, all those that do address a man
form seems tq cl % Wh'qh_a_'s the only 12-line variation on sonnet
that explicityy addose the initial group. Similarly, all of the Sonnets

e 7 "€SS a woman fall in the second group.)
man in 3 varietylrS1E group, the poet manifests his love for the young
beauty ang jnsisto Ways. In Sonnets 1-17 he speaks of his friend’s
to Perpetuate th St that he should marry and have children in order
group of poems ? be.‘:"“ty beyond his eventual death. In the ne>_<t
love in brilliant 3nd~ ‘N many of the others) the poet describes his
referring to the ariations on the traditional love poetry, often
Progresseg the Poetry love stimulates. However, as the sequence
has left him or Dct’et Speaks of his disappointment that his friend
appears that’the ?_ least does not love him in return. In 40-42 it
8 B poet fenend has even stolen the poet’s (female) lover. In
Perhaps in pig I‘tars that his place in his friend’s affections (and
SUperior poet. 1y - o'Y Patronage) has been taken by another,
his public disp'rlan 110-111 the poet worries that his friend resents
an actor,), Gradzsu( Probably a reference to Shakespeare’s career as
dozen Poems ofat Y. however, over the course of the last several
reflecting remnc-rh'.s group, the spirit of love returns, apparently
Series with 5 |, ation between the friends. Sonnet 126 closes the
eturn to the subject of the young man’s beauty and

morality,
Sonnets 127-
[netaphoricaily dark #1(53‘:
ark iady’), Who hag bet

address a woman of dark complexion and
als (often referred to as Shakespeare's
rayed the poet's love by loving other men.
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She may be married, in which case the love she has gi\{en the poet
also constituted betrayal. In 133-134 the poet complg:ns _thag not
only has she been unfaithful to him, she has_done so with his fnenhd,
thereby leavinghim abandoned by both of his loves. Apparently the
situation in Sonnets 40-42 is seen here from another qngle. The
'dark lady’ Sonnets bemoan the poet’s plight as an unrequited love?
and they often rail against the woman ar_ld against love in general.
These poems are sometimes called the ‘wtupe._fat.rve s_onnets : it

In these two sets of poems, a love tnangle_ls compfl Il?gth ye,
if only implicitly, portrayed. There is no actual ev:denfc:ht aoems
situation was not simply a literary creation, but many 0 hetp bl
are so convincingly delighted or aggrieved with love tha e
readers find themselves assuming that the Sor_me(t; 2
authobiographical, or at least based on personal ?fpel"‘e" t" Sha
that the young man, the ‘dark lady’, and the 'riva dpoge T
representations of real people. Despite the lack of eveden :;bout
Sonnets have engendered a wide range of suppositions

's life.

Shakespgrirs fnost contentious conclusion that has been draw:rfr:)hrg
the Sonnets is that Shakespeare was a homosexual. I-;?W_tle_;e ‘poet
poems offer no unambiguous evidence on the. suPJe r’ BuElr
refers to and addresses his friend as his 'wc?ta'tions o
Shakespeare's day the word has mny non-sexual C?;nmean s:axual
its meaning varied greatly with context. It cou e e
partner, but it could also be used in the formal cIosml'-: i
‘Thy Lover’ was as common andf as sexually neutra

yours’. 1 rship of a few
Commentators occasionally doubt the a;gzr?a an?:l Thavdnly

of the Sonnets, especially 145, which is a poc;;3 e 154, which
Sonnet written in tetrameter, as well as o aiyronas
seemingly have little to do with the others agach e e
that derive from a specific source. Howeveré Zoplpi i s
bears some relationship to its neighbors, an
EAMInE) onnets in
e E’rhomas THROPE first published theseecf:g:-egesniwn =
1609, in a QUARTO edition (printed ggsgﬁ;’efg Ao which, as
They were printed in the order e (though various editors

tand :
subsequently been considered s 7 Jaint.
have gitered it), and followed by A Lovers Gormp
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A Paraphrase of SONNET 116

1. Let me not to the marriage of true minds
- Admit impediments. Love is not love
- Which aiters when it alteration finds,
- Or bends with the remover to remove.
- Oh no! 1t is an ever-fixed mark 5] <2
4 That looks on tempests and is never shaken.
- Itis the star to every wandering bark,
- Whose worth's unknown, although his height be taken.
lbLov_e; not Tlme’s_ fool, though rosy lips and cheeks
. . Within his bending sickle's compass come.
: é Love alters_; not with his brief hours and weeks,
. But pears it out even to the edge of doom.
13. If this be error and upon me proved,
14,1 never writ, nor no man ever loved.

WoOoNODUAWN

Elli-l'(:e; 1-2) Although legal marriages have barriers to prevent them
il b°5? genes or being currently married], I don't believe in any
2C arner.s to the union between true lovers.

(2-3) Love isn't really love if it changes when we notice our beloved

has changed,

(4-5) Love doesn't ’

our beloved. vary when someone tries to lure us away from
g:gg l'i": way! Love is like a rock, and storms can't undermine it.
it V€ IS a constant guide to us as we sail through life, but we
(9_1&';33’:_\; See its true value even if we can quantify love somehow.

Ve doesn't vary with time, even if the glow of
‘(’:gﬂfglness passes from our beloved's face.
until death,ve doesn't vary because of time; it stays constant even

(13-14) 1f -
[worthwhile g
and nobody h

M wrong about love, then I never wrote anything
'nce almost all my writings are about love somehow]
as been in love.
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SELECTIONS FROM
'‘THE SONNETS’

"When I do count the clock that telis the time"

When I do count the clock that tells the time,
And see the brave day sunk in hideous night;
When I behold the violet past prime,

And sable curls, ali silver'd o'er with white;
When lofty trees I see barren of leaves,
Which erst from heat did canopy the herd,

And summer's green all girded up in sheaves,
Borne on the bier with white and bristly beard;
Then of thy beauty do I question make,

That thou among the wastes of time must go,
Since sweets and beauties do themselves forsake,
And die as fast as they see others grow;

And nothing 'gainst Time's scythe can make defence
Save breed, to brave him when he takes thee hence.

"Shall I compare thee to a summer's day?"

Shall I compare thee to a sSummer's day?
Thou art mo?e lovely and more temperate:
Rough winds do shake the darling buds of May,
And summer's lease hath all too short a giate.
Sometime too hot the eye of heaven sm'rlie-S'
And often is his gold complexion dimm'd;

And every fair from fair s_ometlme dech:ries,m‘d'
By chance, or nature's changing CDU"SE:fUz mm'd;
But thy eternal summer shall not fade, :
Nor lose possession of that _fa:rl thou '(1:!\.'«.'e‘sAi 7
Nor shall Death brag thou wander'st in his shade,
When in eternal lines to time thou growest;
So long as men can breathe, or ey_?s :a:;hsee,
So long lives this, and this gives life to thee.
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"When in disgrace with fortune and men's eyes"

When in disgrace with fortune and men's eyes,
I all alone beweep my outcast state,

And trouble deaf Heaven with my bootless cries,
And look upon myself, and curse my fate,
Wishing me like to one mere rich in hope,

Featu_r'd like him, like him with friends possess'd,

Desn—_ing this man's art, and that man's scope,
With what I most enjoy contented least:

Yet in these thoughts myself almost despising,
Haply I think on thee,--and then my state
(Like to the lark at break of day arising
Fram sullen earth) sings hymns at heaven's gate;
For thy sweet love remember'd such wealth brings
That then I scorn to change my state with kings'.

"When to the sessions of sweet silent thought"

When to the sessions of sweet silent thought
I summon up remembrance of things past,
Isigh the lack of many a thing I sought,
And with old woes new wail my dear time's waste:
Then can I drown an eye, unus'd to flow,
For precious friends hid in death's dateless night,
And weep afresh love's long-since cancell'd woe,
And moan the expense of many a vanish'd sight.
Then can I grieve at grievances foregone,
And heavily from woe to woe tell o'er
The sad account of fore-bemoaned moan,
Which I new pay as if not paid before.
But if the while I think on thee, dear friend,
All losses are restor'd, and sorrows end.

“Not marble nor the gilded monuments”

of Not marble, nor the gilded monuments
But ';””CSS, shall outlive this powerful rhyme;
Thanyuu shall shine more bright in these contents
W Nswept stone, besmear'd with sluttish time.
hen wasteful war shall statues overturn,
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And broils root out the work of masonry,
Nor Mars his sword nor war's quick fire shall burn
The living record of your memory.
'Gainst death and all oblivious enmity
Shall you pace forth; your praise shall still find room,
Even in the eyes of all posterity

That wear this world out to the ending doom.
So, till the judgment that yourself arise,
You live in this, and dwell in lovers' eyes.

*That time of year thou mayst in me behold"

That time of year thou mayst in me behold
When yellow leaves, or nong, or few, do hang
Upon those boughs which shake against the cold,
Bare ruined choirs, where late the sweet: birds sang.
In me thou see'st the twilight of such day
As after sunset fadeth from the west;

Which by and by black night doth take away,
Death’s second self, that seals up all in rest.

In me thou see'st the glowing of such fire,
That on the ashes of his youth doth lie,

As the deathbed whereon it must expire,
Consumed by that which it was nourished by.
This thou perceiv'st, which makes thy love more strong,
To love that well which thou must leave ere long.

"They that have power to hurt and will do none"

They that have power to hurt and will do none,
That do not do the thing they most do show,
Who, moving others, are themselves as stone,
unmoved, cold, and to temptation slow;
They rightly do inherit heaven's graces
And husband nature's riches from expense;
They are the lords and owners of their faces,
Others but stewards of their excellence.
The summer's flower is to the summer sweet,
Though to itself it only live and die,

But if that flower with base infection meet,
The basest weed outbraves his dignity:

For sweetest things turn sourest by their deeds;

=20



Shakespearean Literature

Lilies that fester smell far worse than weeds.
"The forward violet thus did I chide"

The forward violet thus did I chide:
Sweet thief, whence didst thou steal thy sweet that smells,
If not from my love's breath? The purple pride
Which on thy soft cheek for complexion dwells
In my love's veins thou hast too grossly dyed.
The lily I condemnéd for thy hand,

And buds of marjoram had stol'n thy hair;
The roses fearfully on thorns did stand,
One blushing shame, another white despair;
A third, nor red nor white, had stol'n of both,

And to his robbery had annex'd thy breath;
But, for his theft, in pride of all his growth
A vengeful canker eat him up to death.
More flowers I noted, yet I none could see
But sweet or colour it had stol'n from thee.

"Let me not to the marriage of true minds"

Let me not to the marriage of true minds Admit impediments. Love
IS not love Which alters when it alteration finds, Or bends with the
F€mover to remove: O no; it is an ever-fixed mark, That looks on
tempests, and is never shaken; It is the star to every wandering

bapg Whose worth's unknown, although his height be taken. Love's

not Time's fool, though rosy lips and cheeks Within his bending
sickle's compass come; Love alters not with his brief hours and
weeks, But bears it out even to the edge of doom. If this be error,
and upon me prov'd, I never writ, nor no man ever lov'd.

"Th' expense of spirit in a waste of shame”

Th' expense of spirit in a waste of shame
Is lust in action; and till action, lust
Is perjur'd, murderous, bloody, full of blame,

Sav§ge, extreme, rude, cruel, not to trust;
Enjoy'd no sooner, but despised straight;
Past reason hunted; and no sooner had,
Past reason hated, as a swallow'd bait,

On purpose laid to make the taker mad:
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Mad in pursuit, and in possession so;
Had, having, and in quest to have, extreme;
A bliss in proof,--and prov'd, 3 very woe;
Before, a joy propos'd; behind, a dream:
All this the world well knows; yet none knows well
To shun the heaven that leads men to this hell.

"My mistress’ eyes are nothing like the sun”

My mistress’ eyes are nothing like the sun;
Coral is far more red than her lips' red:

If snow be white, why then her breasts are dun;
If hairs be wires, black wires grow on her head.
I have seen roses damask'd, red and white,
But no such roses see I in her cheeks;

And in some perfumes is there more delight
Than in the breath that from my mistress reeks.
I love to hear her speak,--yet well I know
That music hath a far more pieasing sound;
I grant I never saw a goddess go,

My mistress when she walks, treads on the ground;

And yet, by heaven, I think my love as rare
As any she belied with false compare.

«Two loves I have of comfort and despair”

Two loves I have of comfort and despair,
Which like two spirits do suggest me still:
The better angel is a man right fair,
The worser spirit a woman colour'd ill.
To win me soon to hell, my female evil
Tempteth my better angel from my side,
And would corrupt my saint to be a devil,
Wooing his purity with her foul pride.
And whether that my angel be turn'd fiend,
Suspect I may, yet not directly tell;
But being both from me, both to each friend,
I guess one angel in another's hell:
yet this shall I ne'er know, but live in doubt,
Till my bad angel fire my good one out.
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"Those lips that love's own hand did make"”

Those lips that love's own hand did make
Breathed forth the sound that said "I hate,"
To e that languished for her sake.
But when she saw my woeful state,
Straight in her heart did mercy come,
Chiding that tongue that ever sweet
Was used in giving gentle doom,
And taught it thus anew to greet.

"I hate" she altered with an end
That followed it as gentle day
Doth follow night, who, like a fiend,
From heaven to hell is flown away.

"I hate" from hate away she threw.
And saved my life, saying “not you."

e
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