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PRETACE

Turss essays have already been printed as introductions 1o
the plays for ordinary readets. They so appeated, in no logical
order, from 1904 to 1908, The conditlons made it natural that
they should be discursive rather than systematic; and they
maust not be taken as tepresenting the application to Shake-
speare of & complete critical theory, ot even the wotking out
of a single line of ctitical inquiry, Reading them over again
after a long intetval, I find myself to have been mainly con-
cetned, now with the objects and limitations of the types of
drtamatic expression - chronicle-history, fatce, comedy,
tragedy, ttagi-comedy - as handled by Shakespeate, now with
issues mote individual to the dramatist, the shifting phases of
his pessimistic ot optimistic outlook upon life, the apparent
reflections, pethaps illusory, of his petsonal expetience upon
the mitror of his art. There is little detailed exposition of plot
or characterization; still less of attempt to analyse the final
mystery of magic words, But for the elimination of a few
etrots and inconsistencies and a shorter treatment of some of
the histoties, Thave left the mattet ag it was written, I date say
that T might welte rather differently, bete and thete, siow. But
I do not think that this would justify a revision, Quisgue suos
Datinmnr manes, The matuter judgement of a man of sixty does
not entitle him to erase or alter what a man of forty thought fit
to recotd out of the innumerable trains of reflection which any
coniact with Shakespeare must start.

My method assumed some effective patticipation by Shake-
speate in all the plays traditionally assigned to him and his
substantial authotship of most of them, Those introductions
would got have been the place, nor can this preface be the



PREFAGE
place, for 4 reasoned defence of that attitude, My thanks ate
due to Messrs Blackie & Son, the publishers of the Red Leiter

Shakespeare, fot thelt couttesy in allowing me to reserve the
tight of republication.

Juby 1952 LEC,



Shakespeare, we need thy solace in this day;

Not for the bugles blown about oo skies,

Culling our quick-foot youth for enterprise,

Tn which thine Agincours was bt the play

Of children armed in spring-time; nor for eyes

That nobls women bear upon their way,

Ejer that keep secret the poor beart's disway,

Till the proud head on the wet pillow lies:

ot these ! but walive up and down owr sirests,

The babbling tongnes, the winds that cannot bold

An equal carss fill Time's full civcly meets,

The frotfad pens shad with an ogoist's gold,
Master, degp read in man's fantastis brain,
Swile from thy sendpinred stone, and loave ns same,

1916






HENRY THE SIXTH

NATIONALISM came late jnto the English drama. The
modern imagination, consciously archaistie in temper, and
stimulated by & profound and deliberately cultivated historic
sense, finds delight in the visual reconstruction of the past
through a succession of decorative scenes, linked together in
0o mote coherent a dramatic u_mty than can be farnished by
the ptide of locality and the continuance of civic teadition,
Obviously the histotic pageant, as it has been represented at
Sherborne, at Warwick, at Oxford, owes much to the spec-
tacular methods of the Middle Ages. The annalistic manner,
the naive stringing of episode upon episode at the will of the
chronicle, is the same; and at the bottom one may trace a re-
vival of the same instinct of populat merrymaking, content to
depend for revelry upon its own untutored efforts, sather than
upon the sophisticated and exotic ast of the professional entes-
talner. Even so, with just such 2 rudimentary technique and
just such a buoyancy and feeling of play, must the citizens of
medieval Coventry ot Chester, at Corpus Christi ot Whitsug-
tide, have approached their annual task of setting out, picture
by pictuse, the long natrative of the Fall and Redemption of
Mas, with its quickly shifting scanes from the Expulsion of
Laucifer to the Day of Doom. But however much of pattiotic
sentiment may have been enlisted in the service of the medi-
eval pageants, and however much their fame may have te-
dounded to the honoue and dignity of the towns in which they
wete eshibited, it does not seem to have occurred to the
butghers, as one would have thought might so easily have
been the case, still farther to glorify themselves by substituting
for the familiar scriptural cycle new plays of 2 similar type
based upon themes drawn from the local or the national
chtonicles. No doubt thete were powetful forces to militate
against any such development; the natural conservatism of
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SHAKESPEARE: A SURVEY

established custom, the ancient connexion of the pageants
with the religious ceremonies of the festivals at which they
were produced, the dependence of the actors upon the cletics
who wrote and rewrote theit texts, To these canses must pet-
haps be added the fact that duting the half century between
Agincourt and Bosworth Field, which was the heyday of the
pageants, patsiotism, in an England divided between the camps
of the Roses, was not at its hrightest, Whatevet the reason, the
secular mystery did not, as a fact, pass beyond tentative begin-
nings.

Nor was it otherwise at the coming of the Tudots. The
deliberate policy of Henry the Seventh encouraged the wtiting
of chronicles, and might have made good use of the historical
drama as yet another means of inducing a pacified England to
realize its unity and its greatness, But fot a time the economic
conditions of the stage were unfavourable, The old habit of
enormous local festival plays was dying out, and the small
troops of professional actors wandering from town hall to
town hall and from manor to manor were insufficient to sustain
the burden of an elaborate spectacle, and found it easier to
grapple with the less exacting demands of motality ot of farce.
"The siage of the coutt and the schools, on the other hand,
sought its interest either in the revival and imitation of classical
comedy and tragedy ot in the Tewdeny-drama of theological
coniraversy; and although the latter led by a cutious bypath
to the intrusion of such historical personages as King Johnand
Cardinal Pandulph among the abstractions of Bale’s famous
allegory, it was not until the vagabond companies settled in
London and for the first time established the populat drama
upon a permanent theatee that the chronicle history play can
really be said to have come into existence, But on the boatds of
the Theatre and Curtain, and duting the hegemony of Tatlton
and the Queen’s men from 1583 to 1592, it may fairly be re-
gatded as the dominant type; and although less artless modes
followed, and the instructed stagecraft of Ben Jonson sight
leatn to scoff at York and Lancaster’s long jars’, it had not
really lost its vogue, at any rate among the groundlings, before
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HENRY THE SIXTH

the closing of the theatres heralded the advent of an age in
which histoty was once more to be made and not metely to be
gazed at. The prentice hand of Shakespeare found it still in its
prime. To & public greedy of Life and colour and movemeat, it
stood with its alatums and excutsions, its glittering armour and
its purple tobes, for tragedy and for romance, From murders
ancl executions, and the ups and downs of kings on Fortune’s
wheel, the emotional thrill passed into the humdrom days of
the shop-boy and the mercer’s lady, The coming and the pass-
ing of the Atmada had stimulated the national consciousness,
and rendeted easy and natural a tetrospect over the stirring
moments of England’s past. So had the taste of the spectators
been fashioned; while playwrights, eager to meet it, found an
inexhaustible mine of picturesque incident in the not too
ctitical pages of Raphael Holinshed and his fellows. One eatly
task of Shakespeate’s was to furbish up a dramatic representa-
tion of ‘York and Lancastet’s long jars’, alteady exlsting in 3
chronicle history cavering the whole of those Wats of the
Roses, whose actual memory had hatdly yet faded out of
the popular imagination, Two mortal pasts of the play, at the
least, he worked over, scene after scene, with the patient labour
of a journeyman; and then laid such models aside, and followed
the promptings of his own spirit upon the lurid theme of
Richard the Third. To proceed further in the straight line of
chronological advance would perbaps have been indiscreet,
while 2 Tudor still sat on the throne of Heary the Seventh;
and so in pursuit of his vein Shakespeare turned back, and
after a further essay at the renovation of an old canvas in King
Jobu, found material not unlike that of York and Lancaster
itself in that earlier period of national stress and trouble which
was ultimately rendered illustrious by the sounding name of
Agincourt.

‘The accomplishment of this second histotical enterprise
could hardly fail to bting befote one who was by this time 2
mpster of his craft the inevitable weaknesses of the tradition in
which he was wotking, Critical battles have been waged
arourd the dtamatic nnities, and in the end it temains troe that

3



SHAKESPEARE: A SURVEY

drama, if it is to accomphsh its end of swaying through sym-
pathy the emotions of the spectators, must somehow, whether
it be through the unities or in any other way, achieve a unity.
Which is as much as to say that literature, unlike life, must
simplify its issues, and that by selection and concentration
alone can it hope to grip and fasten to the predetermlned mood
the wandering spitit of man, And the chronicle history fails to
achieve unity, precisely hecause it never selects, contenting
itself with the astless process of translating into dramatic form
the facts of the past as the chtonicles give them; that is to say
with all the hopeless confusion of issues, of beginnings that do
not end, and of ends that do not begin, which is chatactetistic
of life itself. One need not expect that this desultoty temper
should have offended against the populatity of the type, It is at
all times your literary man, and not the public of the theatre,
that calls for the plain issue. And the Elizabethan public, in
patticulat, had behind it the equally desultory ttadition of the
miracle plays, which wete hardly yet obsolete, and on which
the imagination of many playgoets had been ttained. It is true
that the miracle plays, in their fullest development, had attained
to a vety real unity of their own, through the great cosmic
cycles which embraced time and cternity in their extensive
span, But it is probable that the very sange of these cycles
made them, on the well-known Aristotelian principle, dra-
matically incomprehensible as wholes; and that, even where
episodes were not broken off and acted independently, it was
the succession of such episodes, tather than the scheme to
which they wete logically subotdinated, that ministered to the
populat delight in street and market-place,

In any case the miracle plays wete alteady a survival when
the chronicle histosy came into being, and no chronicle history
fashioned on a cyclical scale is upon record. Holinshed, indeed,
would have furnished ample stuff for a noble seties of histotical
pageants stretching from the sack of Troy to the Armada
itself; but the conception would hardly have been practicahle
within the physical limitations of Elizabsthan theatres and
Elizabethan companies. As a rule the chronicle histories
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HENRY THE SIXTH

content themselves with such unity, often artificial enough, as
the limits of a particular reign may suggest; and the ptinciple
finds expression in such titles as The Famons Victories of Henry
the Fifth or The Trowblssome Raign of King Jobn, Shakespeare did
not, of course, handle so primitive a type of dtama without
some sttempt to teduce the formless structute to unity, Follow-
ing instinctively upon lines.which the great Attic dramatists
had worked out before him, he seems to have endeavoured to
treat the majotity of his histotical plays, less as independent
units, than 25 acts or moments in some long succession of his-
totical events better capable than those of 4 single reign of
being reptesented as a process with a definite beginning,
middle, and end. Thus in the tetralogy of York and Lan-
caster, which is made up of the three parts of Heury 2 Sixth
and of Richard the Third, the whole tangled web of half a cen-
tuty’s chronicles is arranged along a great curve of embittering
civil sttife, from the first outbreak of faction aftet the death of
Henry the Fifth to its final extinction in the union of the white
rose and the red upon Bosworth Field. Certainly the unity so
obtained js mote a formal than 2 real one; an acknowledge-
ment of the need fox some such principle in the chronicle his-
toty, tather than 4 solution of the problem of attaining it.
Heny #he Sixth is still artless and chaotic enough, in all con-
sclence, and if Richard #he Third attives at greater coherency,
this is Jargely at the expense of a breach of continuity in general
tone and temper between it and its predecessors in the series. If
thete is 2 single dramatic intention common to the four plays,
itis a political one, in the constant sense of disunion as the one
fatal element in national life, and of the implied contrast, which
the chronicles themselves were indeed written to suggest, be-
tween the rudderless state of an England deptived of its
natural leader and the glotious possibilities of a Henty of Mon-
mouth or a Henry Tudor. The flame of patriotism burns still in
the scenes which celebtate the prowess of Lord Shrewshuty,
and Thomas Nashe records the response which these scenes
evoked when they were produced, probably with Edward

15



SHAKESPEARE! A SURVEY

Alleyn in the part of Shrewsbury, upon the boards of the Rose
in the spring of 15g2:

How would it hauc ioyed btaue Talbot (the tetrot of the French)
to thinke that after he had Iyen two hundred yeare in his Toomb,
he should triumph againe on the Stage and haue his bones new
embalmed with the teates of ten thousand spectators at least (at
several times) who, in the Tragedian that represents his person,
imagine that they behold him fresh bleeding,

In the desire to make the dead past live again, rather than in
any psychological formula of the tragic or the comic vision,
lies the real meaning of the chronicle play.

Sentimental persons have sometimes professed to be
shocked at the inglorious part assigned to Joan of Arc in
Henry ths Sixth, and have consoled themselves with the reflec-
tion that Shakespeare was dependent upon his sources and
that, if he depicted the Maid as 2 wanton and a practiser with
evil spirits, this was only because he found her so represented
in the chronicles and had no material for arriving at a truer
historic judgement. Certaitly the process of rehabilitation was
not before Shakespeate, and the argument is sound as far as it
goes. But it rather begs the question by assuming that Shake-
speate ot any othet English national playwtight would have
cated very much whether he was unjust to a French heroine ot
not. It was the quality of Bngland, not of France, that he set
out to celebrate, and it may be admitted that pattiotic fervour
is by no means always touched with the quizotic generosities
of a Sidnoy, and is frequently accompanied by the very natural
desire to make out its enernies as no better than they ought to
be.



RICHARD THE THIRD

Wrrs Richard the Third Shakespeate completes his nonage. It
is & masterpiece, but a masterplece from the same hapd which
contributed, to how small or great an extent it Is impossible to
tell, but in any case prentice-wise, 10 the final shaping of those
typical dramas of a pre-Shakespearean epoch, the three parts
of Henry the Sixth, It tesumes the past, tathet than preludes the
future; and although the continuity of development is never
broken, you shall hardly trace the lineaments of the cteator of
Macheth and Iago in those of the youngest and most brilliant
graduate in the school of Matlowe and Kyd. To say that there
is nothing of Shakespeate’s personality In Rizhard the Third
would be a patadox, for assuredly his sign-manual is upon
scene after scene; and indeed it is the principal object of this
essay to isolate and fix an element in the composition of the
play wherein Shakespeare’s personality most strongly declares
itself. But at most it affords his individual vatiation upon &
traditional manner of the English stage, which had its roots in
the miracle plays and moralities, and had already been brought
to a high state of elaboration by his itnmediate predecessors.
1t was written while the golden key to the unexplored gordens
of enchantment which he was to make his own had still to be
found,

This ctiticism holds, whethet you tegard the diction and
handling of the dialogue or the greater matters of structure and
dramatic Intention, Here, in such scenes as that in which the
two queens and the mother of Richard toss the tennis-ball of
theit passion in alterpate speech, is the culmination of that
thetotical style, full of antitheses and piled-up parallelisms, to
which Shekespeare found his way in the process of revising the
nalve crudities of The Contention of York and Lancaster, and
which was soon to pass through the crucible of the lyric mood
in his coming essays at teagedy in Romeo and Julist and Richard
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the Stcond. The weakness of the method is already apparent in
the falsetto which is its inevitable accompaniment; and the
melodramatic power of certain effects hardly compensates for
the straining of the lungs and for the iteration of vituperative
epithets until they lose their edge. This is a patt of the burden
of Shakespeate’s inhetitance which pethaps he never wholly
succeeded in throwing off.

In conception, as in style, Rizhard #he Third is a summary of
the serious drama of the later eighties. It completes the York
and Lancaster tetralogy, and, elthough diverging widely from
the lines laid down in the three patts of Hemy #he Sixéh, is in
many points only intelligible by reference to these. It is thus an
otganic cutgrowth of chronicle history, just as chronicle his-
tory itself was an adaptation of medieval pseudo-dramatic
methods to 2 new subject-matter. The filiation is chvious. The
distinction lies in the fact that the latest stage of the develop-
ment affords. drama in the true sense, as well as chronicle
history. It is not content merely to give a visualized repre-
sentation of successive events, but endeavouts to arrange these
as a single action with 2 beginning, middle, and end, and to
intetpret the pageant in the light of profound and Interesting
moral ideas, In Richard #he Third, indeed, the moral ideas ate
bhardly mote an expression of Shakespeate’s own personality,
than the elements of style. He has not as yet even shaped them
to his own uses, but has taken them over bodily, and pethaps
without any very profound concern, from his masters Marlowe
and Kyd. The day when he will return to them and reread the
old problems in his own fashion has not come, At present they
mean to him only materdal fot his growing skill as a dramatic
workman, Even Matlowe and Kyd themselves, in their
bandling of moral ideas, owed almost as much to the motalities
that went hefore them as the chronicle histories owed to the
mitacle plays, The experience and speculation of the Renais-
sance had as yet modified the ornament rather than the temper
of Eutopean thought; and, although the Battle of the Vices
and the Virtues was no longer the literary mode, its spirit
survived in the preoccupation of that phase of Elizabethan
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tragedy, of Whigh Richard the Third is a late and not the least
chatacteristic example, with the broadest issues of good and
evil. Two dramatic motives, indeed, almost entirely dominate
it. One is that of retaliatlon, the call of blood for blood, finding:
its lower exptession in such trevenge plays as The Spawish
Tragedy or Titns Andronicus, and its higher in some vague half-
pagan conception of Nemesis, of a sleepless destiny ingxosably
linking sin to tetribution, The other, closely related to the
fisst, is that of the life according to Machiavelli, whose cold-
blooded doctrines of statecraft, squaring with some lutid prac-
tices of the times, had evidently impressed the Elizabethan
imagination with the notion of an ethical monster, akin to the
‘superman’ of out modesn Nietzsche, who shall date to say to
his soul, *Evil, be thou my good|’ and shall prosper accotd-
ingly until the predetermined day fot the thundetbolt to fall
upon him, That these two motives furnish forth the dramatic
life of Rickard the Third calls, I think, for no demonstration.
Richard’s stupendous tise and towering fall, the bevy of ghosts
ctying ‘Vindicta! revengel® who serve to symbolize the retri-
butive character of the catastrophe, are of themselves sufficient
ta class it as a Nemesis play, Nor is it less easy to trace in
Richard himself the familiar ontlines of the Machiavellian man,
such as the eatlier dramatists had conceived him. You may
know him by the deliberation and self-consciousness of his
villainy, ‘Y am determined to prove a villain,’ says Richard, It
is precisely in this pars pris of evil that the essential quality of
the dramatic type consists, Just as does Batabbas, in The Jow of
Malta, hug himself upon the surpassing degree of his own
infamy:
Now tcll me, wotldlings, undetneath the sun
I€ geeatet falschood evet has been done?

Just so, too, does Aaron in Titus Andronicus utter his heart in
more crude outbursts of self-gratulation and self-condemna-
tion:

Even now I cutse the day, and yet, I think,

Few come within the compass of my cutse,

Whetein I did not some nototious ill;

19
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she Second. The weakness of the method is already apparent in
the falsetto which is its inevitable accompaniment; and the
melodramatic power of cettain effects bardly compensates for
the straining of the lungs and for the iteration of vitupetative
epithets until they lose their edge. This is a part of the burden
of Shakespeare’s inhetitance which perhaps he never wholly
succeeded in throwing off.

In conception, s in style, Rivhard #he Third is a summary of
the serfous deama of the later eighties, It completes the York
and Lancastet tetralogy, and, although diverging widely from
the lines laid down in the three parts of Haury #he Sixsh, is in
many points only intelligible by refetence to these, It is thus an
otganic outgrowth of chtonicle history, just as chronicle his-
tory itself was an adaptation of medieval psendo-dramatic
methods to a new subject-matter, ‘The filiation is obvious, The
distinction lies in the fact that the latest stage of the develop-
ment affords, drama in the true sense, as well as chronicle
history. It is not content merely to give 2 visualized repre-
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moral ideas, In Richard the Third, indeed, the moral ideas are
hardly more an expression of Shakespeare’s own petsonality,
than the elements of style. He has not as yet even shaped them
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without any very profound concesn, from his masters Matlowe
and Kyd, The day when he will return to them and reread the
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that went before them as the chronicle histotles owed to the
miracle plays. The experience and speculation of the Renals-
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RICHARD THE THIRD

tragedy, of which Richard #he Third is a late and not the least
chatactetistic example, with the hroadest issues of good and
evil. Two dramatic motives, indeed, almost entitely dominate
it, One Is that of retaliation, the call of bload for blood, finding
its lower expression in such revenge plays as The Spamish
Tragedy ot Titus Andronieas, and its highes in some vague half-
pagan conception of Nemests, of a slespless destiny inexorably
linking sin to tetribution. The othet, closely telated to the
first, is that of the lifs according to Machiavelli, whose cold-
blooded doctrines of statecraft, squaring with some larid prac-
tices of the times, had evidently impressed the Elizabethan
imagination with the notion of an ethical monstet, skin to the
‘superman’ of out modern Nietzsche, who shall dare to say to
his soul, ‘Evil, be thou my good!” and shall prosper accord-
ingly until the predetermined day for the thunderbolt to fall
upon him. That these two motives furnish forth the dramatic
life of Rizhard the Third calls, I think, for no demonstration.
Richatd’s stupendous tise and toweting fall, the bevy of ghosts
crying *Vindista! tevengel’ who serve to symbolize the retsi-
butive character of the catastrophe, ate of themselves sofficient
to class it as a Nemesis play. Nor is it less easy to teace in
Richard himself the familiar outlines of the Machiavellian man,
such as the earlier dramatists hed conceived him, You may
know him by the deliberation and self-consciousness of his
villainy. °I am determined to prove 4 villain, says Richard, It
is ptecisely in this par#i pris of evil that the essential quality of
the dramatic type consists. Just as does Barabbas, in The Jew of
Malia, hug himself upon the surpassing degree of his own
infamy:
Now tell me, wotldlings, underneath the sun
If greater falsehood ever has been done?

Just so, too, does Aaron in Titws Andronicus uttet his heart in
mote ctude outbursts of self-gratulation and self-condemna-
tion:

Even now I curse the day, and yet, I think,

Few come within the compass of my curse,

Whetein I did not some nototious ill;

9



SHAKESPEARE: A SURVEY
and again:

If one good deed in all my life I did,
I do repent it from my very soul,

Not docs the tradition end with Richard. Even in Shake-
speare’s latest plays the Machiavellian villain hingers. lago, and
Tachimo too, do but wear this rue with a difference. As for
Richard himself, one may trace the growth of Shakespeare’s
conception of the character as far back as Henry the Sixzh, In
the caliest scenes he is but one among other gallant lads, the
strenuous supporter, first of his father’s, then of his brother’s
claim to the throne. It is not until the middle of the third part
that a soliloquy suddenly lets the spectator into the secret of
his ambitions and his temperament, He dreams on sovereignty
and knows himself a boen plotter:

Why, I can smile, and mrder while T smile,
And ery ‘Content’ to that which grieves my heart,
And wet my cheeks with artificial tcars,

And frame ty facc to all occasions.

T’ll drown more sailots then the mermaid shall;
Tl slay mote gazers than the basilisk;

T'li play the orator as well as Nestor,

Deceive more slily than Ulysses could,

And, like a Sinon, take another Troy.

1 can add colours to the chameleon,

Change shapes with Proteus fot advantages,
And set the mutderous Machlavel o school.
Can I do this and cannot get a crown?

This is followed up by another speech, after the stabbing of
King Henry, in an even more pronounced Machiavellian
tone;

Theq, sluce the heavens have shaped my body so,
Let hell make ctooked my mind to answer it

1 have no brother, I am like no brother;

And this wotd “love’, which greybeatds call divine,
Be resident in men like one anothet,

And not in me, I am myself aloge,

%0



RICHARD THE THIRD

Tt is to be obsetved that these passages have no equivalent in
the chronicles and no dramatic value in Heury #he Sixsh itself,
which ends with the coronation of Edward, They point already
to an intended Rivhard #he Third much on the lines of the exlst-
ing play. And the fact that they appear, one wholly and the
other in germ, in The Contention is one of the strongest argu~
ments of those who detect the hand of Shakespeare in the un-
tevised as well as the revised plays,

Thete s one aspect of Richard’s personality as foreshadowed
in these passages of Hemyy the Sixth which calls for especial
attention. He describes himself not merely as a ‘murderous
Machiavel’, but in particular a5 an accomplished dissembler,
one able to ‘frame his face to all occasions’, a Ulysses, a Sinon,
a Proteus. The same niote is eepeated in Richard she Third itself,
Richatd prides himself on achieving his ends, ‘all the wotld to
nothing’, with no weapons on his side, ‘save the plain devil
and dissembling looks’, Lessoning Buckingham in inttigue, he
asls:

Come, cousin, canst thou gnake, and change thy colous,
Murder thy breath in middle of 2 word,

And then begln again, and stop again,

As if thou wert distraught and mad with terror?

And Buckingham teplies:

Tut, I can counterfeit the deep tragedian,
Speak and look back, and pry on evety side,
‘Tremble and start at wapging of 4 straw,
Intending deep suspiclon, Ghastly Jooks
Are at my service, like enforced smiles;
Axnd both are teady in their offices,

At any time, to gtace my stratagems,

This is modetately true of Buckingham, whose dissembling
is, a5 & martet of fact, somewhat amateurish; it is pre-eminently
teue of Richard himself, Richatd is, indeed, a consumoate
actot, 'The whole secret of his success Hes in the adrojtness
with which he plays upon the ambitions and weaknesses of
those whom he intends to make his puppets, in the audacity
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with which he flings himself into the appropriate utterance of
sentiments the most foreiga to his nature, And how he revels
in it, in his command of himself, in his betraying silences and
itonical speech, in the [ine sense of dtamatic values with which
he chooses the moment to strike his blows. Bxactly in this
consists Shakespeate’s petsopal variation upon the stock
Machiavellian theme, His Richard is a monster, like Barabbas
or Aaton, and not merely an example of ordinary human
frailty. He makes evil his good; but, as read him, it is not so
much for the sake of the evil itself, as for sheer joy in the tech.
nique of villainy, in the contriving of the nice adjustment of
springs and wires whereby evil comes about. He does not
really want the crown, but he does want the wotld to bustle
in; and, scene after scene, he goes last off the stage, twisting
his misshapen body in glee, not at the fruit but at the success
of his machinations. What a roll his triumphs make! Edward
persuaded to imprison Clatence on a false ihsinuation of trea-
son; Clarence himself and the ‘sitmple gulls’, Hastings, Derby,
and Buckingham, made to believe that this imptisonment is
the work of the queen’s kindred ; these in theit turn lulled into
false security uatil they are suddenly stricken down; Hastings
uined by a baseless and plausible accusation of witcheraft;
Anne wooed and won in the very presence of murdered
Henry's corpse; Buckingham befooled by idle promises and
thrown aside when he is useless; the suffrages of the citizens
gained by an impudent assumption of pious humility; through
all the maze of inttigue the teady sesource of the accomplished
actor neve fails him for 2 moment. His methods are simplicity
itself, He leans much upon the affectation of being an honest,
well-meating man, whose motives ate sadly misjudged, and
who sometimes cannot tefrain from anger at the wrongs done
1o him by others:

Because T cannot flatter and spesk fais,

Smile in men’s Faces, smooth, deceive, and cog,

Duck with Prench nods and apish couttesy,

I must be held a tancorous enery,
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Cannot a plain man live and think no hatm,

But thus his simple truth must be abused

By silken, sly, insinuating Jacks?
He has no ambition, He had rather be 2 pedlar than a king.
Above all he is religious, The scene in which he appeats be~
tween two bishops, with a ptayer book in his hand, to gull the
mayot of London, is only one of several in which he takes
delight, as he himself puts it, to

Clothe my naked villany

With odd old ends stolen out of holy writ;
And seem a saint, when most I play the devil,

Of coutse it all comes to aa end. You. cannot cog for ever with
heaven, From the beginning thete have been some who have
seen through him; mostly women. He may tell them that he is
too childish-foolish for the world, if he will; but they know
hitm too well, who have borne with him from the womb, or
shared the featful trepidation of his bed. Even his vaunted dis-
sembling ultimately fails him, In his last hout he is palpably
outwitted. Red with the blood of het sons, he woos Elizabeth
for het daughter, even as at an eatlicr moment, ted with the
blood of her husband, he had wooed Anne. ‘Relenting fool,
and shallow, changing woman|” he sneers. But after all, Eliza-
beth is the deeper dissembler. She is sltready far in the plot with
Richmond, and, although het daughter shall be a queen, she
shall assutedly not be Richard’s queen. With the change in the
tide of his fortune, Richatd’s nerve leaves him, Evil dreams
beset him more and mote, sute tokens of the unavoided doom
of destiny that is closing him round. He has met his match
when death, the most finished of tragedians, steps towards him
on the stage of Boswozrth Field,

T have already hinted that Shakespeare, at the petiod of his
cateer at which he wrote Richard the Third, does not imptess me
25 being primarily interested in moral ideas, Richard as Machi-
avelli and Richard as the chosen victim of Nemesis ate only
modenately convincing, On the other hand, Richard 85 an
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actor is convincing enough; and in this side of his heto’s per-
sonality I think that Shakespeare was very much interested
indeed, He was, of course, an actor himself; perhaps had not
vety long been one; and his adventurous mind, with its usual
restless enetgy, was eagerly pursuing the psychological secrats
of his craft, ‘Myself have seen his demeanout no less civil than
he excellent in the quality he professes,’ says Henry Chettle, in
almost undoubted allusion to the ‘upstart crow, beautified
with the feathers’ of poets, whom poot embittered Greene
had gibed at as ‘in his own conceit the only Shake-scene ina
countty’. Some obscure passages in the Sommss have been
interpreted as signifying that, in cestain moods at least, the
mummer’s life was not wholly to the taste of the ambitious
young man wham the brilliant Batl of Southampton honoured
with his friendship:

Alas! "tis true, T have gone here and there,

And made myself a motley to the view,

Gored mine own thoughts, sold cheap what is most deas,

Made old offences of affections new.

It is perhaps possible to take “motley’ somewhat too literally,
But that a sensitive and self-centred spirlt should tebel against
a profession which a subtle writer of our own day has nus-
bered with that of the “daughters of joy® is not unlikely, after
all; and the status of a ‘vacabond” may have had its sting for
one whose father had been bailiff of Stratford and claimed
coat-armout, and who had mote that a touch of the bourgeois
in his blood. But it was only in certain moeds, one may be
assured, Ir others the fascination of an art unequalled in its
control over the shifting souls of men must have heen strong
upan him; nor is the least proof of this in.the fact that he chase
to tuen 2 play, conventional enough in its structure and its
thete, into & professional notebook full of the nicest and most
penetrating observation,



THE COMEDY OF ERRORS

LaTin comedy, filtering down for the most part through
Ttalian channels, has left its mark upon mote than one of
Shakespeare’s plays. But it is in Ths Comedy of Errars alone,
with its atmosphere of slaves and courtesans, its breathless
dialogue, its strained domestic relations, its unity of action
upon an open street hetween the convent and the house of
Antipholus, that one may find any close reproduction of the
manner of Plautus and of Terence. In view of the vogue which
the powerful influence of the schoolmasters upon the develop-
ment of the dtama in England duting the fitst two thirds of
the sisteenth centuty had given to both these writers, it is
hardly worth while speculating how far, if at all, Shakespeare
went directly to the fountainhead for his play. That The
Comedy of Ertors detives from the Menaechsi is obvious, It is
equally obvious that it is not 2 translation of the Menaechmi,
but a free adaptation of the ingenionsly entangled situation
which its mode! afforded; and it is probable that one at least
of the new complications introduced, the addition to the twin
Antipholuses of the twin Dromios, owes its suggestion to
anather play of Plautus, the Amphitrae. There is no particular
teasofl to suppose that Shakespeare knew William Warnet’s
teanslation of the Menseshwi, the publication of which in 1594
was ptobably an effect rather than a cause of the production of
the play. The book raay have been circulating with other of
Watnet’s Plautine versions ‘for the use and delight of his
private friends’ at an earlier date, but it is o be suspected that,
had it come into Shakespeatc’s hands, the scanty verbal re-
semblances between it and Ths Comedy of Errors would have
been increased. The Latin of Plautus is not easy; but even if
Shakespeare’s private scholarship were unequal to the task, of
which thete is no proof, and if, which is extremely unlikely, he
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had never had an opportunity of seeing the Menatchmi pes-
formed in the otiginal or in a translation by London school
boys, there were probably scores of petsons among his
acquaintance who could readily tell him so much of the plot
48 was tequired to serve his tutn, It ia a hazardous cogjectute,
and therefore has been made with much confidence, thata play
performed at coust by the choir-boys of St Paul’s on 1 January
1577 under the title of ‘the historie of Etror’, represents an
earlier composition subsequently wotked up by Shekespeare,
"That is, I think, too much to hang upon a similarity of name,
“T'ruth js one,’ says Plato, ‘but there ate many kinds of error,’
Cuiysvis bominis ds¢ errare, says the Latin prammar. But one
recogaizes the spirit in which English literary history has not
infrequently been written,

Shakespeare or anothet has of coutse introduced into the
stoty cettain elements which are quite alien to Plautus, Thete
is the emotional interest, the note of tomance, such as we find
it in The Merchant of Venice, derived from the travels of Aegeon
in search of wife.and family, his condemnation, and the triple
drayvwpins which drenches the rather violent humours of the
closing scene in sentiment, Such a situation is common form in
Elizabethan comedy, just a3 it was common form in the tragedy
of Buripides, but it will be admitted that the dramatic spirit
had travelled long medieval roads befote it could find its
Pplace among the situntions of Plautus, Similarly it is a modern,
zather than a Latin conception of the position of the wife in
comedy, that determines the sttess laid throughout the play
upon the jealousy of Adtiana, which again and again strikes a
setious chord in the very midst of riot and horse-play, and
finally leads up to the little sermon deliveted by the Abbess to
the foolish wife, for which the intrigue is stopped at a etitical
moment, Adriana admits that she has dwelt upon her wrongs,
in season and out of season:

It was the copy of our conference.
In bed be slept not for my urging it;
At boatd be fed not fot my utglag it;
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Alore, it was the subject of my theme;
In company, I often glanced it;
Still did I tell him it was vild and had.
ABBESS: And thereof came it that the tnan was mad,
‘The venom clamouts of a jealons woman
Poisons mote deadly than 2 mad dog’s tooth,

The commentators have been struck by the incongtuity of this
insistence upon the ethical issue with the general temper of the
play, and have explained it after theit fashion as due to the
reaction of Shakespeare’s own domestic circumstances upon
his art, They regard him as preoccupied, both in Ths Comedy
of Brrors and in The Tawing of the Skrew, with the relations of
husband and wife and the interpretation of the marriage vow,
because he too had married in haste and tepented at leisure,
and had suffered at bed aad board from the tongue of Anne
Hathaway, until he had been forced to solve his problem by
s hasty flight upon the London road. Poor Anne Hathaway,
of whom safter all we know nothing but that she had 2 honey-
suckle name, and was some years oldet than Shakespeare, and
was kind to him before martiage, and teceived o legacy of his
second-best bed! I shall not pursue that controversy. At any
tate it Is cleat that, whether he had leatnt the lesson by experi-
ence of his own fireside, ot by expetience of the stormy fire-
sides of his friends in comparison with that peaceful one which
ke so rately visited in Stratford, Shakespeate was very much
convinced, when he wrote The Comedy of Errors, of the sound
ptactical truth that indiscretion in the expression of jealousy is
by no means a way to temove the canses of jealowsy; and
that he was careful so to order his play a5 to give pointed
utterance to this conviction, So much does the theme, in its
setious aspect, tutn upon jealousy, that when one finds the
tecotd of a play, new at a date about which Thy Comedy of
Errors may very well have been written, acted by a company
with which Shakespeare almost certainly had other relations,
and bearing the title of The Jealous Comedy, one is tempted to
ask whethet this and The Comedy of Errors ate not one and the
same, Hete, again, one cannot build much upon nothing buta
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name, and I am cettainly not going to insist upon the identi-
Fication. If the date which it indicates is corzect, The Comedy of
Ersors is probably Shakespeare’s first comedy, and so much,
indeed, one might readily maintan on general grounds, and
patticularly upon the liberal use of verse, regular and doggerel,
in clownish scenes, fot which he had alteady learnt, by the
titne he came to weite The Tiws Gentleswen of Verona and Love's
Labonr's Losz, that the proper medium Is prose. One must not,
of coutse, forget the possibility that the play may be a remanis-
ment, and if so may contsin elements of style as well as of
subject-matter which cannot be safely regatrded as being of
Shakespeare’s own fashioning. Here, however, we agamn
approach the dangerous tegions of conjectute.

In so far as it is concerned with jealousy and the ethical
problems which hinge upon jealousy, The Comedy of Errors
bas an undeniable claim to the title which it beats. It is comedy
in the true sense of a criticism of life, which is at heatt pro-
foundly serious, and employs all the machinery of wit ot
humot, with the deliberate intention of reaching through the
laughtet to the ultimate end of o purged outlook npon things.
Let an audience shake its sides at the plight into which 2 scold
is brought by the milings of her tongue, and it is odds that
they will go away with the conviction that the wiser course is
not to rail. Whether they will actnally cease to ail it pethaps
hatdly the concern of the dramatist, whose will to propagate
his own vision of things is not necessarily identical with the
pang with which the missionary aches for souls. From one
point of view, then, The Comedy of Error} is to be classed as 2
comedy. But the label hardly applies to it as a whole, since, a1
have already pointed out, the ethical element, no less than the
element of romarnce, in the play has been imported into the
otiginal design under the promptings of the Elizabethan mood,
Steipped of these otnaments, the interest declares itself as
almnost entirely one of plot, arising out of 2 succession of
ingeniously interwoven situations brought about by the facial
tesemblances of the two palts of twin brothess and the accident
of theix coming together, unknown to sach other, in the same
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aty. Too much piatse cannot be given to the technical skl
with which the 1dea 15 worked out; nox can 1t be denied that 1n
this respect many improvements have been made 1n the ouiginal
scheme of the Menaschws The supplementing of the Anti-
pholuses by the Dromios quadtuples the posstbilities of mis-
undeistanding, and the fun grows fast and furious, as ettor 18
piled upon errot If the 1ehandling of the Plautine structute 18
to be attributed to Shakespeare himself, he was already 2
master of stagecraft To s particular type of drama 1€ 15
posstble to give the pame of farce rather than of comedy, 1f
certain distincttons ate observed Faice, indeed, 15 & term
which has been used by litetary historians 1n two rather dif-
ferent shades of meaning, In one acceptation, derrved from tts
useas applied to Matirs Pathelmand other examples of fifteenth-
centuty Fiench diamatic humont, it does not so much connote
something other than comedy, as a variety of comedy itsclf.
Tt 15 2 matter of temper and mrlren, Faice 18 comedy tianslated
fiom the speech and manners of a culuvated soctety into the
speech and manners of the bowsgeoiste, ot perhaps it would
really be more hustorical to say that comedy tepresents 2
development out of farce, due to the sharpening of the wits
and the refinement of the moral 15sues which accompany ot
form part of the growth of a cultivated soctety as distinct from
a boutgeossie, Such farce 15 a comedy of the rudet vices and the
more tobust virtues, a comedy in which fisticuffs, literal and
verbal, teke the place of rapier-play, In Shakespeare 1t s
tepresented, magnificently enough, by The Tammg of the Shrow
and The Morry Wives of Wandsor, And 1ts primary dramatic
snterest 18 still, as 1n other forms of comedy, an nterest of
character, whatever other elements, of buffoonery or intrigue,
may be added to ths, In The Merry Wivas of Windsor, thete 18
both buffoonery and inttigne, sn The Tammg of the Shray
buffoonery, but, so fat at least as the matn Pettuchio and
Kathering, story 1s concerned, 0o tatrigue, But the second
apphication of the term farce 13 to 4 dramatic form which 1
sharply differentiated from comedy by the fact that 1 1t the
interest of chasacter 15 wholly teplaced by an interest of plot.
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"The conception of farce in this sense may be defined as the
deduction of a logical conclusion from absurd premises. The
playweight starts with some impossible assumption, which
you must take for granted; however unconvincing, howevet
gtotesque, it is beyond your criticism, From this he proceeds,
without any further breach of the probabilities, to show what
follows, and to work out a resulting tissue of absurdities, all
inhetent in the initial situation. I do not say that all fatcical
plots actually respect this scientific analysis of their structure,
but they will be found to be the more successful, the mose
closely they confotm to it, If, therefote, I call The Comedy of
Errors a face, it is not, as in the case of The Merry Wives of
Windsor ot The Tanting of the Shrow, the temper of its ethics that
1 have in mind. Thete is nothing particularly farcical about the
marital relations of Antipholus and Adriana or the sensible
didactics of the Abbess. Farce has indeed generally a mote
brutal touch in such matters. There is horse-play, of coutse;
but that is comtrion to both types of farce, It Is rathet the plot
of The Comedy of Errors that seems to me to answet very closely
to the definition of a fatcical plot. The initial assumption is of
a personal similatity between two brothers so close as to
extend to their raiment, and to deceive even those with whom
they are most familiar, Given this, ll the episodes of the play,
howeves tidiculous the situations they involve, unwind them-
selves plausibly and naturally enough. One qualification must
however be made, There is 4 weak point. Antipholus and
Dromio of Ephesus did not know that they had twin brothers,
They had been separated as children from Aemilia by rude
fishermen of Corinth almost immediately after the shipwreck,
But Aatipholus and Dromio of Syracuse did know. They had
been brought up by Aegeon until they wete eighteen yeats of
age; and had only left him with the expressed intentlon of
seeking out their brothers. One can hardly suppose that
Aegeon had failed to tell them of the exttaordinary likeness
which had existed between the children, This being so, it is
almost incredible that, when they found themselves being
obviously and constantly mistaken at Ephesus fot persons not
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themselves, the salution of the puzzle should have failed to
suggest itself to them. The same criticism applies, in the last
scene, to Aegeon, who, when he found himself repudiated by
the son and slave whom he thought he knew, must sutely,
aftet his long narrative to the duke a few hours before, have
guessed that these could only be the son and slave whom he
did not know. Thete are therefore in reality two assumptions,
not one, made in the play; an assumption of physical resem-
blance so close as to be mistaken for identity, and an assump-
tion also of a vety singulat kind of oblivion in at least two of
the personages. One such assumption is, as already explained,
of the very essence of the game, but against a second we ate
entitled to protest. Had it not been for this lack of economy in
hypothesis, Ths Comedy of Errors would have presented the
very pink and perfection of a farcical plot.



TITUS ANDRONICUS

MosT competent students of Trws Audroviens will admit that
such intetest as their wotk upon the play affords is to be found
in the tegion of compazative rather than in that of absolute
ctiticism, To 2 mind whose conceptions of tragedy have bheen
largely formed upon the latet practice of Shakespeare himself,
there is nothing to claim the tragic analysis in so raw a tale of
blood and revenge, culminating in the nightmare scene where-
in the mutilated stumps of Lavinia bold the basin over which
'Titus, with the one hand left him, cuts the throats of het
tavishets, The situations, as they unroll themselves in breath-
less succession, would be wholly sickening, were they not at
the same time 50 remote from realily as to become metely
gratesque, Not yet has Shakespeare, if it was Shakespeate who
prepated this meal of horrats, learnt the authentic touch upon
pity and upon fear; we are far indeed from the passionate theill
of Leat as he beholds the good green world in which he has

. tioted toppling around him, and from the sad and gracious
harmonies of Desdemona’s death-chamber.

Baffled by the absence of greatness, the critics have fastened
upon the gossip of & somewhat irresponsible dramatist of the
end of the seventeenth century, who seerns to have heard it in
the grean-room that the play was not in substance Shakespeare’s
at all, “but brought by a privaie Author to be Acted, and he
only gave some Master-touches to one or two of the Principal
Pasts or Characters’. About the issue so set controvetsy has
altetnately leaped and smouldeted for mote than 2 century
past. Quite recently it has flated forth again with the renewed
vigaur of  phoenix, and in 4 way that imptesses one, not so
much with the failure of each disputant in turn to convince,
since that might only mean that sufficient material for the
solutlon of their common problem is lacking, as with the
abstinence of them all alike from any attempt to think out and
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apply = logical method of investigation. A survey of the ac-
cumulated literature of the subject is disconcerting, in the
evidence which it affords of the,small extent to which litetary
history, or at any rate the liteary history of England, has come
into contact with the scientific spirit. This is, one may suppose,
primarily due to the fact that it has never, at the more import-
ant univetsities, become a mattet of academic discipline, The
activities of scholatship have been diverted to other fields of
inquiry; and into the void thus left has pressed a crowd of
journalists and idle antiquaties, who have come to their task
with an impetfect equipment of traiting, and have pursued it
undet the stimulus rather of partisanship than of reseatch,
‘They have generally started from a sentiment; either the senti-
ment of conservatism, which resents the questioning even of
» literaty tradition as a dangerous distutbance of the founda-
tions of things; ot the sentiment of what may be called
Shakespearialatty, which tesents the asctiption to ‘out Shake-
speare’ of anything which the sentimentalist chooses to con-
sider unworthy work, a5 being of the natute of an insult to his
genius, They frame such 2 hypothesis as the sentiment may
suggest to them; and proceed to support it with that com-
bination of rhetorical appeal and unconscious manipulation
of evidence which the theologians have elaborated into &
system under the title of apologetics, Meanwhile the inductive
method, of which it is of the vety essence that it is disinterested
and leaves the hypothesis to be suggested by the facts them-
selves, Is neglected, or is tegarded as an instroment belonging
to the natural sciences and somewhat beneath the digaity of
literature,

If the problem of the anthotship of Tifur Andronieus can be
untavelled at all, it can only be by setting to work in 2 wholly
different temper, Forindeed it is not teally an isolated problem,
but a mete fragment of one fat wider, which embtaces a Jatge
mass of anonymous dramatic wotk ptoduced in the decade
preceding 1594, and involves a minute consideration of the
conditions of dramatic production during that period. It will
not be difficult to show thet this is necessarily so. The
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MosT competent stedents of Titus Andronicns will admit that
such interest as theit work upon the play affords is to be found
in the region of comparative rather than in that of absolute
ctiticistm. To a mind whose conceptions of tragedy have been
lazgely formed upon the later practice of Shakespeare himself,
there is nothing to claim the tagic analysis in so raw a tale of
blood and revenge, culminating in the nightmare scene where-
in the mutilated stumps of Lavinia hold 1he basin over which
Titus, with the one hand left him, cuts the throats of her
ravishers. ‘The situations, as they uaroll themselves in breath-
less succession, would be wholly sickening, wete they not at
the same time so remote from reality as to become merely
grotesque. Not yet has Shakespeate, if it was Shakespeate who
prepared this meal of horrors, learnt the authentic touch upon
pity and upon feat; we aze far indeed from the passionate thrill
of Leat as he beholds the good green world in which he has

. tioted toppling around him, and from the sad and gracious
hasmonies of Desdemona’s death-chamber,

Baffled by, the absence of greatness, the critics have fastened
upon the gossip of a somewhat irresponsible dramatist of the
end of the seventeenth century, who seems to have heard it in
the green-room that the play was not in substance Shakespeate’s
at all, ‘but brought by a private Author to be Acted, and he
only gave some Master-touches to one or two of the Principal
Parts or Characters’. About the issue so set controversy has
alternately leaped and smouldered for more than a centuty
past, Quite recently it has flared forth again with the renewed
vigour of a phoenix, and in 2 way that impresses one, not so
much with the failure of each disputant in tutn to convince,
since that might only mean that sufficient material for the
solution of their common problem is lacking, as with the
abstinence of them all alike from any attempt to think out and
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apply 2 logical method of investigation. A survey of the ac-
cumulated literature of the subject is disconcerting, in the
evidence which it affords of the,small extent to which literary
histoty, or at any rate the literary history of England, has come
into contact with the scientific spirit, "This is, one may suppose,
primarily due to the fact that it bas never, at the mote impptt-
ant universities, become a matter of academic discipline, The
activities of scholarship have been diverted 1o other fields of
inquiry; and into the void thus left has pressed a crowd of
joutnalists and idle antiquaties, who have come to their task
with an imperfect eqnipment of training, and have pursued it
under the stimulus rather of pattisanship than of reseasch.
‘They have generally started frotn a sentiment; eithes the senti-
tment of conservatism, which resents the questioning even of
8 litesary tradition as & dangerous disturbance of the fouada-
tlons of things; or the sentiment of what may be called
Shakespeariolatry, which resents the asctiption to ‘our Shike-
speate’ of anything which the sentimentalist chooses to ¢on-
sider unworthy work, as being of the nature of an insult to his
genius, They frame such a hypothesis as the sentiment ay
suggest to them; and proceed to support it with that com-
bination of thetorical appeal and unconscious manipulation
of evidence which the theologians have elaborated inf0 2
system under the title of apologetics, Meanwhile the inducttve
method, of which it is of the very essence that it is disinterested
and leaves the hypothesis to be suggested by the facts them~
selves, is neglected, ot is regarded as an instrament belonging
to the nataral sciences and somewhat beneath the dignity of
literature.

If the problem of the authosship of Titws Andronicns cat be
unravelled at all, it can only be by setting to wotk in 2 wholly
different temper, Tor indeed it is not teally an isolated problem,
but & meze fragment of one far wider, which embtaces a latge
mass of anonymous dramatic work produced in the decads
preceding 1594, and involves a minute consideration of the
conditions of dramatic production during that period. It Will
not be difficult to show that this is necessarily so. The
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arguments to be weighed in investigating Shakespeate’s shate, .
if any, in the play turn almost entitely on the determination of
differences and relationships of style. There is a certain amtount
of external evidence available, indeed; but it serves rather to
define than to tesolve the issue. The title-pages of the 1504 and
1600 editions of Titus Andronicus contain lists of the theattical
companies by whom it was in succession performed. A com-
parison of these with the entries in Henslowe’s Diary, and of
those again with the German and Dutch adaptations of the
play, suggests the conclusion that the extant text dates from the
beginning of 1594, and represents a revision then made of ag
older play, which had been produced in the spring of 1592,
and is called by Henslowe Titus asd Vespasian. The tevision
must have been substantial, since Henslowe seems to have
treated the tesult as a new play; and an allusion by Ben Jonson
makes it possible that the 1592 version itself was in the same
way a substantial tevision of something eatlier still. So far it s
possible to atrive without taising the question of authorship at
all, But even as regatds that the external evidence is not silent,
Titus Andronieus was named in Meres’s list of Shakespeate’s
plays given in bis Palladis Tamis in 199%; sod it wes inchaded
in the First Folio edited by his fellows Heminges and Condell
in 1623. It is eminently characteistic of the forensic mannet in
which the whole controvetsy has been conducted, that those
who question Shakespeate’s authorship have exhausted theit
energies in endeavouting to suggest that Metes may bave
heen ignorant, and Heminges and Condell dishonest, This is
abusing the plaintiff’s attorney with a vengeance. Admit the
contentlon, and the authotship of nearly the whole of the
pte-1594 drama falls into chaos; since, whatever deductions
must be made from the value of the evidence of Meres and of
Heminges and Condell, it is least far stranger than any that
can be produced for Kyd's authorship of The Spanish Tragedy,
ot for Marlowe’s authorship of Tambarlaine, ot for Greene’s
authotship of Orlands Furioso, ot for Peele’s authorship either
of The Arraignment of Paris or of The Bastle of Aleagar, As &
matter of fact, it cannot'be shown that a single play is ascribed
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to Shakespeate either in Palladis Tamia or it the Fitst Folio,
of which he was not in some sense, although perhaps only a5
colleborator or reviser, the author; and this being so, the
consensus of the two authotities is obviously vety strong
evidence indeed. But of course it is not absolutely conclusive;
and it is theoretically possible to conceive a triumphant demon-
stration, on grounds of style alone, not only that Shakespeare
cannot possibly have designed the structure of the otiginal
play, but that he cannot possibly have written that revised text
of the otiginal play which appears, from such indications as
are available, to be what we have before us. The only points
I want to make now ate, firstly, that no such demonstration
has yet been approached; and secondly that, in its absence, the
presumption must be that Metes and Heminges and Condell
did not err. Bven then, of coutse, you have the altetnative of
tegarding Shakespeate, either as the otiginal author, ot simply
as the reviser of the play. Ravenscroft’s gossip, {or what it is
worth, is in favour of the latter hypothesis; and this is not
inconsistent with the genetal probabilities as to Shakespeare’s
fitst essays at dramaturgy.

The method generally adopted by those who have been un-
willing to tecognize Shakespeare’s sweet Roman hand in Titus
Andronicus has been that of direct approach, That is to say,
they have selected elements of diction, phrase, and thythm
from the play, and have endeavouted to show that patallels to
these are less frequently 1o be found in what they regard as
Shakespeate’s undisputed works, than in those of some other
of his contempataties. The application of this method has
obviously led to very inconclusive results, since its exponents
have in turn asceibed the play to Kyd, Marlowe, Gteene, Pecle,
and Lodge, and the latest of them appeats to think that con-
tributions of all or neatly all of these, 25 well a5 of Shakespeare
himself, either as original writers or as revisers, have to be
disentangled in the complicated web of the piece. A litetary
equation comprising five or six unknown quantities is likely
to temain a puzzle. Cleatly the ill-success of a method may
tnean either that the ptoblem is insoluble, ot that the method
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arguments to be weighed in investigating Shakespeare’s shate,
ifany, in the play turn almost entrrely on the deterraination of
diffetences and relationships of style. There is a cettain amount
of external evidence available, indeed; but it serves rather to
define than to resolve the issue, The title-pages of the 1594 and
16oo editions of Titws Audronicus contain lists of the theatrical
companies by whom it was in succession petformed. A com-
patison of these with the entries in Henslowe’s Diary, and of
those again with the German and Dutch adaptations of the
play, suggests the conclusion that the extant text dates from the
beginning of 1594, and represents a revision then made of an
oldet play, which had been produced in the spting of 1592,
and is called by Henslowe Titus and Vespasian. The revision
must have been substantial, since Henslowe seems to have
treated the result as a new play; and an allusion by Ben Jonson
malkes it possible that the 1592 version itself was in the same
way & substantial revision of something eatlier still. So far it is
possible to atrive without raising the question of authorship at
all, But even as tegards that the external evidence is not silent,
Titus Andronicns was named in Meres’s list of Shakespeare’s
plays givea in his Pafladis Tamia in 1598 ; and it was included
in the Fitst Folio edited by his fellows Heminges and Condell
in 1623, It is eminently charactetistic of the forensic manner in
which the whole conttovetsy has been conducted, that those
who question Shakespeare’s authorship have exhausted their
energies in endeavouting to suggest that Metes may bave
been ignorant, and Heminges and Condell dishonest. This is
abusing the plaintifi®s attotney with a vengeance. Admit the
contention, and the authorship of nearly the whale of the
pre-1594 drama falls into chaos; since, whatever deductions
must be made from the value of the evidence of Meres and of
Heminges and Condell, it is least far stronger than any that
can be produced for Kyd’s authorship of Ths Spanish Tragedy,
or for Matlowe’s authorship of Tamburluine, ot for Greene's
authorship of Orfanda Furiose, ot for Peele’s authorship either
of The Arraignment of Paris ot of The Battle of Alazar. As a
matter of fact, it cannot'be shown that a single play is ascribed
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to Shakespeare cithe in Pa/adis Tawia ot in the First Folio,
of which he was not in some sense, although perhaps only 88
collaborator or reviser, the author; and this being so, the
consensus of the two authorities i obviously very strong
evidence indeed. But of coutse it is not absolutely conclusive;
and it is theoretically possible to concetve a triumphant demon-
stration, on grounds of style elone, not only that Shakespeare
cannot possibly have designed the structuze of the original
play, but that he caanot possibly have witten that revised text
of the otiginal play which appears, from such indications as
are available, to be what we have before us. The only points
1 want to make now are, firstly, that no such demonstration
has yet been approached; and secondly that, in its absence, the
presumption must be that Metes and Heminges and Condell
did not err. Bven then, of coutse, you have the altesnative of
regarding Shakespeare, either as the original author, or sitply
as the teviser of the play. Ravenscroft’s gossip, for what it is
wotth, is in favour of the latter hypothesis; and this is not
inconsistent with the genetal probabilities as to Shakespeate’s
first essays at dramaturgy,

The seethod generally adopied by thote who bove bees e
willing to recopnize Shakespeare’s sweet Roman hand in Titws
Apndronicns bas been that of direct approach, That is to 52y,
they have selected elements of diction, phrase, and rhythm
from the play, and have endeavoured to show that parallels to
these ate less frequently to be found in what they regard a3
Shakespeare’s undisputed works, than in those of some other
of his contemporaties, The application of this method has
obviously led to vety inconclusive results, since its exponettts
have in turn ascribed the play to Kyd, Marlowe, Greene, Peele,
and Lodge, and the latest of them appears to think that con-
tubutions of all or nearly all of these, as well as of Shakespeare
himself, either as otiginal writets or as revisers, have to be
disentangled in the complicated web of the piece. A litetary
equation comptising five ot six unknown quantities is likely
to remain a puzzle. Cleatly the ill-success of 4 method may
mean either that the problem is insoluble, ot that the method
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itself bas been badly wotked, and not necessarily that it i
inherently unsound. And the sttonger objection to the mathod
of direct approach is the  priori one, that it attempts to pro-
ceed upon grounds of style without any pteliminary inquiry ag
to what elements of style are evidential and what are ngt,
Surely there are all sorts of questions that must be asked befgye
any importance can be atiached to the fact that some particular
locution used in Ditus Andronicns does not seappear 1 plays
written by Shakespeate after 1594 and does reappear, say, in
The Batthe of Aleagar. You have to detetmine, on the side of
Shakespeare, what pottions of his early style were permanent
and what passed away; and again, how fat at the beginning he
had a style of his own at all, and how far he reproduced, cop-
sclously ot unconsciously, the style of his predecessots; and
in the latter case, whether it was their printed works only, or
his memory also of those that trod the stage, which influenced
him; and whether the process of tevising an old play made any
difference, so that he is less himself with 2 model before him,
than when he is writing with a free hand on a sheet of bjank
papet. And then, as regards the other dramatists, you have to
gk, whether they also fwuve disivonly recogmizble styles of
their own, and if so, what are the elements teally characteristic
of each, and what are the elements, if any, which belong tq 5
common stock of vocabulary and metaphor upon which tyery
welter of the time drew 25 a matter of course, and which there-
fore cannot be used as evidence of authorship at all, And aze
the known writets of the time sufficient to account for gli itg
anonymous plays? Or are there other personalities, as unde-
fined as was Kyd’s a few yeats ago, to be formulated, and kept
in view when this or thet anonymous play has to be assigned?
And what were the methods of collaboration and tevision?
And what amount of revision was held to justify the teviser in
claiming a play 45 & new play and as his play? It is very likely
that many of these questions can never be answered; byt T

think that an answer to them is necessary, before such a ques-

tion as that of the authotship of Titws Andromions can be gegl.

ously approached in any other fashion than that of guessworl,
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And assuredly, if the investigation is to be undertaken at all,
it must be undettaken, as I have alteady suggested, disinterest-
edly; in abstraction from each and all of the particular diffi-
culties, which its results may ultimately help to clear up, and
not in the light of this or that preconceived hypothesis about
any one or moze of these. So alone will there be a chance of its
being conducted according to the principles of tight reason,
and in security {rom the bias which inevitably arises from the
forensic desite to prove a case. The labour entailed would be
considerable, and only to be faced by the coaperation of many
scholats, And the results might be negative, should the in-
dubitable work of the dramatists concetned prove insufficient
1o form the basis of 2 sound induction; but in that case we
must be content to leave the anonymous plays anonymous, and
not to cavil at the authority of Metes and of Heminges and
Condell a5 to Titns Andronicus. For it 13 only on the basis of
conwvincing arguments as to style, derived from such an induc-
tion, that scepticism a5 to that authority can become permis-
sible.



THE TAMING OF THE SHREW

Az age which flatters itself, so far at least as its formal profes-
sions of fajth ate concerned, that it has rounded Cape Turk,
must needs make it a point of honout to take offence a¢ the
theme and tempes of The Taming of the Shrew. The Odyssey of
the fair lady of Padua is cerminly concelved in  spitit which
suggests the author of The First Blast of the Trumper againgt the
Monstrous Regiment of Women vather than the author of T,
Subjection of Women. And if you bave wept for the hunted
Diaaa, you can hardly refuise to shed a teas for the humiliation
of Katherina, for the impetuous haggard tamed to weay the
hood and jesses of the seculat tyranny of man, Wedded against
het will to her ‘mad-brain rudeshy’, bemoiled with the mire of
her bridal journey, railed at from bed and board, het gown
rejected for an apple tart and her cap bemocked for a porringer,
compelled at last to show hesself ridicalous in the public road
and' obsequions at fiome, she, no fess than her ninetesnth.
century sister, stands for all time a5 a type of the wrongs done
10 her much-enduring sex. You do not need her final seringn,
with the spmbolical placing of ber head beneath the foot of the
genial suffian who has subdued her, to point the obsolett and
degrading moral;

Such duty as the subject owes the prince,
Even such a2 woman oweth to het husband,

Tt is perhaps the duty of the critic to explain how all thig can
be true, as no doubt it is true, beyond all possibility of cavil,
and how the play can still remain, 45 it cleatly does remajn o
well of hearty and not unwholesome laughter. It is fiot, I
think, sufficient to say that the patadox affords an example of
Shakespeare’s immortal humour tiumpbast in the handling
of an nnsympathetic plot for which Shakespeare is not himself
responsible, The attempt to brand as non-Shakespegrian
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everything, which in style ot ethics fails to come up to a pre-
conceived and wholly sentimenta]l jdeal of the national
dramatist of England, is one which is responsible for the
introduction of a good deal of confusion into English literaty
ctiticism. It is plain enough that The Taming of the Shrew is of
the natute of a sevision of an earlier play, which was puhblished
in 1594, probably about the time at which the revision was
done, under the title of Ths Taming of @ Shraw; and further that,
while the revised play only occasionally reproduces the actual
wording of the original, it throughout follows it very closely
in itg structute and the ordering of its incidents, It is therefore
the authot of The Taming of 2 Shrew rather than the authot of
The Taming of the Shrew who is primatily responsible fot fixing
those relations between Petruchio and Katherina to which
exception is taken. But it is by no means so clear that Shake-
speare is thereby cleared even of primaty responsibility. It s,
in fact, one of the most difficult outstanding problems of Shake-
speatian scholarship to determine on the one hand how much
Shakespeate wrote of The Taming of the Shrew, and on the other
how little, if any, he wrote of The Taming of a Shrew, It is
closely cognate to that othet problem of Henry #he Sixih. The
test of the eatlier play may be neglected, but the Ferando and
Kate scenes in it read like a first draft of the Petruchio and
Katherina scenes of its successot, just in the same way in which
the Jack Cade scenes in The Contention of York and Lancaster
read like a first draft of the similar scenes in Hanry the Sixsh.
Both The Taming of a Shrew and The Contention of York and Lan-
caster appear to bave originally belonged to a company of
actors passing under the protection of the Eat] of Pembroke;
and one is almost forced to the alternative, that either Loted
Pembtoke’s men had the advantage of a forgotten weiter who
possessed considetable comic power and to whom Shakespeare
was content to owe 1o little debt, or that Shakespeare himself
began his dramatic cateer by contributing to plays for these
men, and that, when he made use of the Ferando and Kate and
the Jack Cade scenes at a later date, he was doing no mote than
teclaim his own. I do not pretend to decide between these
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hypotheses, Not, for my present purpose, is it necessaty to do
so. For if Shakespeare did not conceive the relations of the
shrew and her tamet, he at least adopted them, and bent all the
resources of his invention 1o give them langhable expression;
and thetehy T fear he must be held to have assumed responsi-
bility, and laid himself open to any ethical criticism which they
may entail,

Tt is a further question, how fat the ethical critic has really a
Josws standi. ‘There is more than one way of meeting him.
Obviously, one may appeal to the historic sense, and say that
it is absutd to bring Shakespeate to the bar of a sentiment
which has in the main been evolved since his day. This is, no
doubt, ttue, so far as i goes. The doctrine of the equality of
the sexes, as an ethical principle, would not have meant very
much 10 an Elizabethan, And the saying that Shakespeare “ was
not of an age, but for a1l time” is about as true as many another
mortnary phrase, Like every other vital writer, he is Instinct
with the spitit of his age, and vital largely becanse he is instinct
with it; and, without the histotic sense, his ethical standpoint
is in many tespects incomprehensible to those who come after
i, His attitude towards Shylack in The Merchans of Venice is,
of course, 2 crucial instance. But I do not know that the
appreciation of this takes one very far, critically, in undet-
standing The Taming of the Shrew. Fot, as a matier of fact, The
Merchant of Vewice and The Taming of the Shrew, although
Heminges and Condell classed them both as comedies, belong
to wholly different dramatic types. The moral ideas of T
Merchant of Vinice ate essential to its structure, It is 4 drama of
emotions, a tragicomedy; and it is precisely out of its moral
ideas, out of the conflict of Love and Hate which it sets forth,
that its emotions arise. The Tawming of the Shrew, on the other
hand, is not 2 drams, of the emotions at all, Tt is a comedy, or
tnote strictly a farce, in the true sense. Tt approaches its theme,
the eternal theme of the duel of scx, neither from the ethical
standpoint of the Elizabethan pulpiter nor from that of the
Pioneer Club, Tt does not apptoach it from an ethical stand-
point at all, but merely from that of humorous and dispas-
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sionate observation, which is at least one of the permitted
attitudes of Thalia towards all the facts of human Lfe. The
humout of strange bedfellows; that is its burden. Petruchio of
Verona is as peremptory as Katherina Minola is proud-
minded. Let us see how these two curst charactets hit it off in
the rough-and-tumble of mattimony. The clash of tempera-
ments and the inevitable domination in the long run of the
stronger furnish forth a sitvation and = process, which surely
bear regarding in their laughable aspect without any evocation
of ethical theoties as to the heaven-determined position of the
husband in the domestic hietatchy. Artis entitled to make such
abstractions from the totality of things. That the point is not a
sociological one is shown by the fact that it would be in no
way lost if the positions were inverted, and the dominating
will given to the wife instead of the hushand; as indeed was
done by John Fletcher, whose The Tamer Tamed presents
Petruchio o secondes noces, the butt of a verier shrew than either
Kathetina or himself. Such an inversion would naturally be
unthinkable if an ethical judgement, feminist ot anti-feminist, -
wete involved, Pethaps Shakespeare has left some handle to
the misunderstanding in giving prominence to Katherina’s
sermon, as if it were the keynote of the whole play and ex-
pressed the dramatist’s moral summing-up of the conflict he
has depicted. Katherina speaks it; but she is Petruchio’s mouth-
piece, not Shakespeere’s; and she should recite her lesson on
the boatds with a wry face which shall make it clear that it is
but the last triumph of Petruchio®s famous medicine for a cutst
wife. Petruchio meanwhile must applaud and clink his glass, in .
appreciative glee at his own astonishing masterfulness,

It must be admiited that the treatment of the centtal theme
in The Taming of the Shrew has a brutality about it. Beutality,
especially in sexual matters, is quite in the tradition of farce,
and one of the notes which serve to differentiate it from other
sub-vaticties of comedy. For fazce, properly regatded, is nota
thing disparate from comedy, but tather a mode of it, comedy
a5 it appeals to intellects which ate far from heing tickle of
the sere and need a compelling stimulus to clap them into
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hotse-laughtet. Ofcourseitisnecessary todistinguish, The Basly
Victotian weiters for the stage have led us to look upon farce
a5 a type of drama whose humour is wholly external, due to
absurdities of situation atising by logical developmest from
some impossibility assumed 25 a slasting-point, We have for-
gotten to expect from it that outlook upon real life which is
very properly tecognized as suitzble to true comedy. Th
Comedy of Errors, in which the complete facial identity of the
two paits of brothers affords the initial impossibility, is pethaps
the only play of Shakespeare’s that really answers to the for-
tula of fatce so defined. Yet it would be difficult to class eithes
The Taming of the Shrew ot The Merry Wives of Windsor, to say
nothing of the undetplots in many of the tragicomedies, as
anything but farces, And if one goes back a little further than
the Eatly Victotian order of ideas, one finds that the fatce of
complicated situation has neither the sole noz the original right
ta claim the title, Farce, a5 it may be traced from the vety
dawn of the histoty of drama, was primarily not a drama of
incident and intrigue, but a drama of the outlool upon life,
just as much as comedy itself, You may call it bourgeois
comedy, ot comedy of the matket-place, if you will, It differs
from typical comedy in two ways; figstly, not by the absence
of outlook upon life, but by an outlook upon life definitely
beutal or cynical, instead of sympathetic or at most ironical;
and, secondly, in that it proceeds at a greater distance from the
normal facts of life, of which it presents an extravagant or
hutlesque petversion, instead of metely a humosous o whim-
sical arrengement, It is also mote universal. Fine comedy has
emerged but here and thete in the lterary history of the
civilized people of Europe, It demands a special organization
of humanity, a quick-witted utban folk, trained in the atens
of the selon to appland the give-and-take of dialogue and to
discetn nice shades in the sutface of things. Metedith has
analysed it:

There are plain reasons why the Comic poet is not a frequent
apperition; pnd why the great Comic poet remains without a fellow.
A soclety of cultivated men and women s tequired, wherein ideas
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are current and the perceptions quick, that he may be supplied with
matter and an andience, The semi-batbarism of metely giddy com-
munities, and feverish emotional periods, repel him; and also a state
of marked social inequality of the sexes; not can he whose business
is to address the mind be understood where thete is not & moderate
degree of intcllectual activity,

But the broad leet of farce is everywhere, and scholars and
courtiets have never disdained to be clapped from tire to
titne on the back with the same jests that have tickled the tibs
of boots and citizens. Farce, ctude and obscene, was the stock-
in-trade of the infumerable atimy of mimes who dsove tragedy
and comedy from stage after stage of the Roman Empire, The
politer modes of literature wete whelmed in the night of the
dark ages; but farce, one may shrewdly suspect, survived, to
butst forth in extraordinary exuberance during the fourteenth
centuty, together with that fablian to which, in actual subject-
matter as well as in spirit, it is so closely related, In the earlier
English drama of the sixteenth century, farce comes only
second to didactic allegory 1 populatity. And so the tradition
is handed on to the immediate predecessors of Shakespeate
himself. Throughout its history the themes of farce have not
varied essentlally, Certain topics have proved inexhaustible;
the tricks of ill-reputed trades, such as that of the miller; the
watfate of the townsman and the clerk; the greed and hypoctisy
of priests and friars; the ingenious wiles of miching rogues, 2
Pathelin, an Autolycus, And above all it has made its merri-
ment of the duel of sex, it that marital form in which the com-
mon consent of all peoples has agreed to find the duel of sex
most amusing, The beaten wife and the henpecked hushand, the
cuckold and the shrew, ate among the oldest of its conven-
tions and in painting the battles and the reconciliation of
Pettuchio and Katherina, Shakespeate was merely, one may
be sure, teproducing for the thousandth time a situation at
which many 2 medieval green or castle hall, no less than many
o theatre of Antioch or Byzantium, had often laughed its £l



THE TWO GENTLEMEN OF VERONA

No play of Shakespeate, to my thinking, bears upon 1t such
obvious matks of immaturity as The Two Gentlemen of Verona,
It is not his first play, for at least the joutney-wotk on the
three parts of Heary the Sixsh and on Titns Androniens toust
have preceded it. It is not even his fisst comedy, if, as i pos-
sible, The Comedy of Errors may be identified with The Jealue
Comedy of Henslowe’s list. But in Henry the Siseth and Titus
Androniens his task seems to have been little more than that of
polishing and rewriting, scene by scene, existing texts; while
even in The Comedy of Errors the classical model of the
Menaschmi provided him with a scaffolding to work upon, and
saved him from the necessity of conftonting those problems of
stracture which are the most ticklish of all for the preatics
hand, The Two Gentlemen of Vierona teally declares itself as im-
mature because it is Shakespeate’s fitst essay at originality, at
faghionlng for himself the ontlines of that romantic or tragi-
comic formula in which so many of his most characteristic
dramas were afterwards to be cast, Something which is neithet
quite tragedy nor quite comedy, something which touches the
heights and depths of sentiment and reveals the dark places of
the human heart without lingering long enough there to
crystallize the painful impression, a love stoty broken for s
moment into passionate chords by absence and inconstancy
and intrigue, and then reunited to the music of wedding-hells;
such is the kind of dramatic scheme which floated before him,
when he first set pen to paper in malking a play of his very own,
And the difficulties which the conception eatails, in bringing
about 8 happy ending that may find acceptance without prov-
ing demonstrably untrue to the facts of human nature, were
pethaps greater than he had deeamed, Certainly, neither in The
Two Gentlemen of Verona, sor it some later plays, whose
bandling is in the main surer and more masterly, did be alto-
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gether ovetcome them. Consider the last scene in the green-
wood near Milan, Since the end of the second act, Proteus has
earned out gatheting detestation. He has been successively
false to Julia, to Valentine, to the duke, to Thurto, The wancon
attempt to fotce the naprotected girl who has repelled his dis-
honoutable advances puts a climax on his iniquities. No
audience can help wanting to see him punished; he must needs
be wholly unsympathetic, And suddenly the natural develop-
ment of the situation stops. The uplifted haod of poetic justice
fails to strike. Within the space of not more than sixty lines,
Proteus is converted by Valentine’s reproaches; Valentine not
metely forgives him, but makes the impossible offer to resign
to him his own claim on Silvi's aflections; and appatently the
gift is only averted by the revelation of Julia and the discovery
by Proteus that after all there is nothing in Silvia’s face that he
cannot spy mote fresh in that of Julia. One tecognizes that
tragicomedy must have its reconciliation; but surely this is a
reconciliation, in its almost cynical btevity and lack of psy-
chology, to leave one gasping. Yet I do not know that it is
teally more amazing than the reconciliation of Much Ade About
Nothing, in which the despicable Claudio is fitst offered a
cousin in substitution for Hero, and finally recovers the very
bride whom his disloyal acceptance of an incredible slander has
well-nigh done to death; or than the reconcillation of Measirs
Jfor Measnrs, in which the lechery and the hypocrisy of Angelo
are rewarded with the hand of the much-wronged Mariana.
Intent, as it would seem, on putting humanity into the puppets
of romance, Shakespeare failed to obsetve that, a5 one result
of the process, the conclusions of romance would cease to
convince.
The sentimental bankruptcy, then, of The Twe Gentlemen of
Verona, although doubtless 2 mote practised hand might have
palliated it, i3 not by itself an infallible sign of an early play,
But there are other signs to be noted. Oae is to be found in
the abuse of verbal ingenuities. Shakespeare never quite lost
his taste for these, but in The Tws Gentlonren of Verona they are
4t once excessive in number, and of 4 puerility which may be
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No play of Shakespeare, to my thinking, beats upon it sach
abvious marks of immatarivy as The Two Gentlemen of Verans,
It is not his first play, for a¢ least the joutney-wotk on the
three patts of Henry be Sixth and on Titws Androwicns sust
have preceded it. It is ot even his first comedy, if, a8 s pos-
sible, The Conredy of Errors may be identified with The Jealous
Lomugy of Hevdlowe’s list. Bt jp Homy ihe Sinsh 928 Titwr
Andronicys his task seems to have been little moze than that of
polishing and rewriting, scene by scene, existing texts; while
even in The Comedy of Brrors the classical model of the
Menazchai provided him with o scaffolding to wotk upon, and
saved him from the necessity of confronting those prohletns of
structute which are the mogt ticklish of all for the prentice
hand, The Two Gentlewen of Vergna really declates itself as im-
mature because it is Shﬁkespea:e’s fitst essay at originality, at
fashioning for himself the gudines of that tamaatic of teagi-
comic formula in which sy many of his most charactetistic
dramas were aftetwards to he cast, Something which is neither
quite tragedy nor quite comedy, something which touches the
heights and depths of sentitent and reveals the datk places of
the human heart without lingering long enough there to
crystallize the painful impression, a love story broken for a
moment into passionate chords by absence and inconstancy
and intrigue, and then seunited 1o the music of wedding-bells;
such is the kind of draroatic scheme which Aoated hefore him,
when he first set pen to papar in making a play of his very own,
And the difficulties which 1he conception entails, in bringing
about a happy ending that may find acceptance without prov-
ing demonsteably untrue ty the facts of human nature, were
perhaps greater than he had dreamed, Certainly, neither in The
Tws Geutlowen of Verona, poy in some later plays, whose
handling is in the main surer and more masterly, did he alto-
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gether overcome them. Considet the last scene in the green-
wood neat Milan, Since the end of the second act, Protens has
eatned our gathering detestation. He has been successively
false to Julia, to Valentine, to the dulke, to Thurio. The wanton
attempt Lo force the unprotected girl who has repelled his dis-
honoutable advances puts a climax on his iniquities, No
audience can help wanting to see him punished; he must needs
be wholly unsympathetic. And suddenly the natural develop-
ment of the situation stops. The uplifted hand of poetic justice
fails to strike, Within the space of not mote than sixty lines,
Proteus is convetted by Valentine’s reproaches; Valentine not
metely fotgives him, but makes the impossible offer to resign
1o him his own claim on Silvia’s affections; and apparently the
gift is only averted by the revelation of Julia and the discovery
by Proteus that after all there is nothing in Silvia’s face that he
cannot spy more fresh in that of Julia, One recognizes that
tragicomedy must have its reconciliation; but surcly this is a
reconciliation, in its almost cynical brevity and lack of pay-
chology, to leave one gasping. Yet [ do not know that it is
really mote amazing than the reconciliation of Much »1ds . Wous
Notbing, in which the despicable Claudio s fiest vilered a
cousin in substitution for Hero, and finally recovers the very
bride whom his disloyal acceplance of an incredible slandet has
well-nigh done to death; or than the reconcillation of Mevsme
Jor Measnre, in which the lechery and the hypoctisy of Angelo
are rewarded with the hand of the much-wranged Maciana.
Intent, 8 it would seem, op putting humanity into the puppets
of romance, Shakespeare failed to obsetve that, as one result
of the process, the conclusions of romance would cease to
convince,

‘The sentimental hankruptey, then, of The Two Gentlemen of
Verona, although doubtless & mote practised hand might have
palliated it, is not by itself 2 infallible sign of an early play.
But thete are other signs to be noted. One is to be found in
the abuse of verbal ingenuities, Shakespeate never quite lost
his taste for these, but in The Two Gentlemten of Verona they are
at once excessive in mumbet, and of a puerility which may be
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exampled by the astounding puns upon *ships’ and ‘sheep’,
‘laced muttons’ and “lost mutton’, the ‘tide’ and the “tied,
and other gems of speech which bedeck the conversation of
the pages, to whom, after the fashion of Lyly’s recently pub-
lished comedies, the play looks for its comic relief, There is
another in the lack of adroitness which allows the charactes,
28 in The Comedy of Brrors, and even, a little later, in 4 Mid-
sumiwer Night's Dream, to fall into paits. A Protevs and a
Valentine, a Julia and a Silvia, a Launce and a Speed, do not
pravide a gtouping of sufficiently varied interest. And thete is
a third in the constant appearance of motives which recur in
later plays, with the suggestion that Shakespeare tegarded the
introduction of them into The Two Gentlowen of Vierona as
having been of the natute of a tentative expetiment, that did
ot disqualify him from making further use of their tested
capabilities when designing more mature and considered wotk,
1 do not of coutse lay stress on the fact that Julia, like Portia,
and Rasalind, and Viols, and Imogen, sets forth upon her
audacious adventute in
Such weeds
As may bescem same well-teputed page,

for that indeed is common to the whole wotld of Elizabethan
dramay and when it is realized that the women’s parts were
played by boys, the frequency of the device explains itself.
But one may temark the similacity between the discourse of
Julia with Lucetta ovet her lovers and that of Portia with
Nerissa in The Merchans of Venies. Launce teappeats, haedly
bettered, as the Launcelot of the same play. Romeo uses the
Iadder. of ropes, just as Valentine designed to do, and hatps
upon the il word “banished’, just as Valentine did; while the
forest near Milan, whete they swore ‘by the bare scalp of
Robin Hood’s fat friar’, cannot but tecall that forest of Arden
where anothet band of outlaws would ‘fleet the time carelessly
45 they did in the golden world” in 4s You Liks i2. Apatt alike
from what is merely anticipatory and what is merely colourless
in the play stands the figure of Sit Eglamour, the kaight vowed
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to chastity, and the chivalrous alder of distressed women, He is
slightly sketched enough, but is romantic in a sense in which
Shakespeate does not normally read romance. I do not recog-
nize a charactet of quite the same type in any later play.

After all, The Two Gentlemen of Verona is intetesting, not so
much fot its strictly dramatic content as for what it implies,
for the evidence it affords of what Shakespeare was preoccu-
pled with when he wrote it, One is commonly told that Shake-
speate is the most objective of writcrs, and that is of course
true in the sense that, beyond most other men, +he had the
gift of dispassionate observation and the power of projecting
himself into all kinds of personalities most alien to his own.
But I will never admit it to be true if by it is meant that he is
not also subjective, that no reflex of his own personality is to
be found among the creatures of his fashioning, and no shadow
there of the expetiences and ambitions which swayed and
moulded the life of their creator, After all, even the most
objective of writers cannot build cast<iton doors actoss the
chambers and galleries of his brain, A poet will write of what
interests him, whether within or withont; nor is there any
teason to suppose that Shakespeare was less interested in
himself than in othet people, Petsonally I find it impossible to
tead The Two Gantlomen of Vierona cxzcept in the light of the
Sonnets, some of which at least must be almost exactly con-
temporary with the play, and which portray cleatly enough the
temper of mind in which Shakespeare came to its composition.
1 do not claim to have any special key to the mysteties of the
Sonnets, T do not know to whom ot of whom they were wiritten,
ot how far they ate an actual record and how far an imaginative
transcript of the facts that undedie them, I only know that
thete Is heatt’s blood in them, and that to treat their passion
as 2 mere lterary exercise is to betray a more than avetage
insensibility to the nature of poetic uttetance, That, whea no
longer quite & young wman, Shakespeate fell setiously itto
love; that love brought him little satisfaction and much dis-
turbance in other relations of life, especially in that of friend-
ship; that he came away with an expetience behind him and the
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bitter taste of disillusion in his mouth; I do not see that you can
nfer much less than this, and I do nat see that you would know
much mote, if you could add the lady’s name and the worldly
rank of the man fot whom it pleased her to throw overa poet,
One can hardly be surprised, however, that the first play
weitten by Shakespeare after so disconcerting an adventure
should bear some traces of his discomfitute, In The Two Genile-
men of Verona it is clear that he has been given futiously to
think about love. Love, indeed, viewed professedly in the
“absteact, but pursued with a commentary not wholly free from
petsonal bias, is the central theme of the play, the staple of
convetsation not only for the principal personages, who ate
lovers, but also for their apes and echoes, and occasionally
shrewd critics, the page-boys. And if the mexims and reflec-
tions which the contemplation of love inspites at every tusn
and corner of the dialogue are not wholly free from a sus-
picion of commonplace, perhaps that Is precisely because they
are of the class which is suggested afresh to men in every
generation by the common yet cternally new experience,
Ordinerdy, indeed, the references to love in The Tuo Gentlemen
of Virona reproduce pretty faithfully the familiar range of ideas
and even the teaditional phrases of Elizabethan sonneting,
There is the same insistence upon the inevitable and arbitrary
chatacter of the passion, the same tendency to make
A couplement of proud compare
With sun and moon, with eatth and sea’s tich gems,
With Apzil's fissi-botn flowers and all things rate,
That heaven’s air inn this buge tondure hems;
the same estravagance of hypetbole, as when Valentine fears
for his mistress
Lest the base earth
Should from het vestute chance to steal a kiss,
And, of so great 2 favour growiag proud,
Disdain to root the summer-swelling flower,
And make rough winter everlastingly,
As 2 rule you will not take it all too seriously. But from time
to time the mask of lightness is withdrawn and a haggard face
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looks out. A profoundly convinced, even bitter, personal note
sounds through, To this Shakespears, Love has in reality
proved a mighty lord; he has actually known what hell it 1s

To be in love, whete scorn is bought with groans;

Coy looks with heart-sote sighs; one fading moment's mirth
With twenty watchful, weaty, tedious nights,

If haply won, pethaps a hapless gain;

IF lost, why then a gtievous labout won;

However, but a folly bought with wit,

O clse a wit by folly vanquished,

Above all, one tnay faitly recognize in Proteus, Proteus the
passionate and the perjured, not perhaps a ‘portrait” of the
false friend and supplanting lovet, whoever he may be, of the
Somusts, but at Jeast an image which would not have been
drawn, or at any rate not in such deeply bitten lines, had not
the friend of the Sonnsts given Shakespeate cause to drink his
potions of siren tears,

And now it may be noted that the presence of this personal
element in the play gives a peculiar emphasls to that romantic
unseality in the ending which has alteady been considered.
It is because Shakespeare knew his Proteus, and knowing him,
painted him as he ‘a3, without iaking the trouble to keep him
within the lines of the romantic convention, that the purely
conventional and unconvincing tepentance and fotgiveness
which await him in the Milanese fotest appear to us things to
be so much resented. Had he besn a mere puppet, we should
not have grudged him a puppet’s reward, But the man is mote
than the poet; and it were ungrateful to complain that Shake-
speate has introduced a bit of Shakespeare’s humanity into The
Two Gentlenren of Virona, even at the cost of destroying the
flawless pesfection of & wotk of at.
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LrrrLe in Shakespeate Is mote tedious than certain patts of
Love's Labonr’s Lost. Among the vetbal antics of ‘the pedant,
the braggast, the hedge-priest, the fool and the boy”, which
form the hackground of the play, if you occasionally stumble
upon a recognizable jest, you more often wander, a discon-
certed alien, through impenetrable memorials of vanished
bumour. Bven in the light-hearted scenes in which the
skirmishing girls of France uphold the battle of sex against
theit fouted Navareese lovers, although the spitit of mirth is
undeniably thete, the actual savour of mirth has not seldom,
for a modern reader, evaporated from the dialogue. One is
sometimes tempted to hold that a difference in the sense of
bumout is the last barriet between age and age, which even
the most highly trained historic consciousness never quite
succeeds in ovetleaping. But the judgement will bear a yet
furthet refinement, Humour has its roots after all in elements
of the strange composition of man which ate constant enough;
his vanity, his mutability, his serious preoccupation with
trifles, from shells and feathers to laces and scarves, his in-
eradicable tendency to pass himself off on himself and on
others 25 that which he is not, These things zremain, and, age
by age, the remorseless comic spitit makes its game of them,
But, by theit very nature, their manifestations, ot at least theit
urban manifestations, with which comedy has most to do, ate
tragsitory. Follies of speech, follies of dress, fantasies of youth,
fantasies of lovers in love with love; they come and go, lighter
than a puffball, and as they pass into oblivion, the wit and
itony of the putsuing humotist pass too, ‘A jest’s prospetity
lies in*the ear of him that hears it.’ You must laboriously
exhume, with the aid of the scholiast, what split the sides of
Asistophanes and his andiences; and even the London of
Elizabeth, or, for the matter of that, the London of Victoria,
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wag alive to absurdities which, for the twentieth centuty,
belong to the region of archacology. When one is dealing with
humour in its dramatic expressions, there is yet another factor
to be borne in mind. Pashion is largely an affait of externalities,
and in mocking these the dramatist can always count upon the
cooperation of the mime, But the gestures and the intonations
of the mime die upon the stage whete they wete botn, and the
morte faithful 4 comedy is in its ironical representation of con-
temporaty fine manners and other modes of affectation, the
less of it sutvives upon the printed page. Yet when all allow-
ances have been made, alike for the effiux of time and for the
withdrawal of the personality of the mime, the honest
chronicler is still obliged to admit the existence of a simple and
primitive quality in the humout which reigned at the contt of
Glotiana, a willingness to be tickled by certain vetbal quips
and jingles and by certain personal retorts more direct than
epigrammatic, at which a later and pethaps mote sophisticated
taste declines to be artided. A social organization may faitly
be set down as rudimentary in which it moves laughter that a
gentleman should inquite “What time a° day?’ and a lady
should find 10 better reply thas, “The hour that fools should
ask.’ Such repartee passes cutreat still, but not above the
foutth form, ‘Good wits will be jangling,’ says the Princess;
and one can only recall the words in which Ophelia describes
Hamlet's disofdeted reason:

Like sweet bells jangled, ont of tune and harsh,

Taken as a whole the plays of Shakespeare pethaps suffer
less from the remoteness of the social manners they imply than
those of many other men; cettainly less than those comedies,
such as Epicoene, ip which Ben Jonson deliberately strove to
fix and transfix the flying humours of the town, Shakespeate,
indeed, is not primarily a setirist, and when he does turn to
gatite, he is apt to find his material not so much in uthan
manners and the vagaries of the court, with their unstable
equilibtium, as among those more consetvative elements of
society whose habits of life and habits of thought time does
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not so readily devour, That is why he has, in the words of a
great modetn humoutist, a Jaugh “broad as ten thousand beeves
at pasture’; for a Mistress Quickly, a Dogberry, a Justice
Shallow, live still, long aftetr an Armado ot a Parolles has be-
come alms for oblivion. The large proportion of dead matter
in Love's Labonr’s Lost has led some to suppose it the first and
not wholly successful essay of Shakespeare’s preatice hand. It
is an early play, of course, and no doubt Shakespeare’s per-
sonal sense of humout tipened and mellowed after he had
wiitten it, But I should be disposed to ascribe what might be
called, in the special sense suggested here, the ‘urbanity’ of its
temper to the direct influence of the distinctly urban and
courtly comedies of Lyly, several of which wete printed when
the performances by the singing school of St Paul’s came to an
end in the eatly nineties. Ultimately the group of grotesques
who make a background to Lose’s Laboar’s Lost, and especially
the Pedant and the Braggast or Miks Glriosus, owe thelr
derivetion to the standing types of Italian comedy, which
itself reaches back to the conventions of the Latin stage. But
the immediate tesemblance of Atmado and Moth to the Sir
Thopas and Epiton of Lyly’s Endimion has often been ob-
served; and Lyly’s rendeting of the aits and graces of the coutt
doubtless served Shakespeare as a literary model for much of
the intolerable smart talk dear alike to his pages and to theie
masters and mistresses. *
Shakespeate’s debt, such as it Is, to Lyly does not, however,
prevent him from aiming the shafts of his wit, in Lase’s Laboar’s
Last, at certain literary tendencies of which Lyly stood then,
and stands now, as the obvious representative. I do not, of
course, mean that eithet Armado or Holofernes is to be sup-
posed, in the steictest sense, to patley euphuism, Much leagned
ink has been spilt in analysing the technical features of the
prose of Buplses and in demonstrating that Shakespearc does
aot directly reproduce them in the play. It is, no doubt, so.
"The vogue of a mannerism of style is 0o less fleeting than thet
of the cut of a doublet, and it is the Areadia of 1590 rather than
the Euphues of 1479 that Armado butlesques, when he takes
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together his douhle-barrelled epithets, or periphrascs of “the
postetiors of the day, which the rude multitude call the after-
noon’, For Holofernes, on the other hand, one need hardly
trouble to seck an exemplar, since there is no age of literary
histoty in which the pedants bave not ‘been at a great feast
of languages and stolen the scraps’, Yet it remains true that the
inflation of Atmado and the pedantry of Holofetnes only
represent the extravagances of that effort after the deliberate
cultivation of language in which Lyly was certainly, for the
Elizabethans, an honoutable pioneer. Apatt from its extrava-
gances, this effort, with its wholesome determination to use
wotds, not as dead couaters, but as living organisms, comes
near to the sectets of style. Like all forma of literature in which
style is made a conscious object of putsuit, it has its subtler
dangers In the possibilities of an elabotation of phrase out of
all propotion to the exposition of matter which the phrase is
intended to adora. That the sonneteets, to whom in the main
Lyly's task of cultivating style passed, wete not always careful
that the thing said should be equal to the way of saying it, must
be admitted; and this finer weakness of what in the broadet
sense Is to be called euphuism, as well as its more obvious
liabilities to parody, is touched upon in Law’s Labour's Lost,
when Berowne declares his disillusion with

Taffeta phrases, sitken terms precise,
Three-piled hyperboles, spruce affectation,
Figures pedantical;

and announces his intention to woo theteafter
In russet yeas, and honest kersey noes,

"That Shakespeate himself, especially in his sonneteesing days,
was not wholly in a position to throw stones at the abusers of
taffeta phrases without danger to his own habitation, does not
disellow his criticism fot it has always been held an amiable
quality of your true humorist 10 show some observance of
courtesy to the follies at which he tilts,

But with Berowne we pass from the background of the play
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to its maln action, and here, with an exception, as I have noted,
for some of the small change of sexual debate, the comedy
tings sound enough and is by no means tedious. The king and
his book-men, withdtawn from the world into a philosophic
anstetity that is destined to lower its colours at the first sum-
mons from a troop of petticoats without, furnish ideal stuff for
the comic spitit, which is always merciless to such schemes of
life as fail to take into account the working of the primitive
instincts, One may observe the resemblance between the
motive and that of the vanquished rebels against love in Much
Ady About Nothing, a resemblance which has led to the not un-
teasonable conjecture that an eatly version of the later play
tmay have been the vanished Love’s Labour’s Won, The distinc-
tion between ‘ Lost” and * Won’, indeed, very exactly indicates
the divergence, in the issue, between the iwo Jove-stories,
Amongst the recluses of Navarre, Berowne, the mocker, weats
his tue with a difference. He belongs to the Metcutio type of
chatactet, in which some have found a special reflection of at
least one aspect of Shakespeate’s own personality, Just as
Mercutio goes to his death with 2 humorous sense of the
absurdity of the camse for which he would not dream of
hesitating to fight, so, though naturally he has less at stake,
Berowne enters into the affectation of his fellows with the
very clearest consciousness of the unteality of his inhuman
undertaking, The King's first act, after the bond is signed, isto
waive the strict letter of it, ‘on mere necessity’, in otder to
permit of the seception of the embassy from France; and
Berowne comments;

Necessity will meke us all fotsworn

Thtee thousand times within this three years® space;
For every man with his affects is born,

Not by might masteted, but by special grace.

Well, the bond does not last long, when the Princess and
Rosaline and Katherine and Matia come upon the scene. The
students quickly change to sonneteers, and it is diverting
encugh when each in tutn discovets the apostasy of the others,
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and confesses his own. And after all, in spite of his common
sense, Berowne no more escapes the snares of the comic spltit
than the rest of them. He may not have thought himself secnte
from the ordinary frailties of human natute, but somehow he
certainly had, like Benedick, thought himself secure from the
one big misadventure of falling in love. And yet, in ten
minutes, he is the hopeless captive of Rosaline’s bow and
spear:

And T, fotsooth, in lovel I, that have been love’s whip,

A vety beadle to 2 humoious sigh,

A critic, nay, a night-watch constable,

A domineeting pedant o’cr the boy,

Than whom no mottal so magnificent!

This wimpled, whining, putblind, wayward boy,

This seniot-juniot, giant-dwatf, Dan Cupid,

Regent of love-thymes, lord of folded atrus,

The anointed soveeign of sighs and groans,

Liege of all loitercrs and malcontents,

Dread prince of plackets, king of codpleces,

Sole imperator and great general

Of trotting *patitors — O, my little heart| -

And I to be a cotporal of his ficld,

And weat his colouts like a tumbler’s hoopl

But the comic spirit has not finished his sport with the lotds
of Navarte when he has set them to wtiting sonnets. Love,
once gravely tejected, is now as gravely pronounced supreme:

Fot valour, is not Love a Hercules,

Still climbing trees in the Hespetides,

Subtle as Sphinx, as sweet and musical

As bright Apollo’s lute, sirang with his hait?
And when Love speaks, the voice of all the gods
Make heaven drowsy with the hatmony,

"The lytic touch recalls Mardowe and his choice glorificatios. of
Hero:

Hero the fair,
Whom young Apollo couited for her hait,

)



SHAKESPEARE: A SURVEY

And yet after all it is but one affectation exchanged for another;
the affectation of sentiment set at nought for the affectation of
exaggerated sentiment. The fantastics have learnt to woo, but
they have not yet learnt to win, Their heads ate still in the air
and theit feet tread no solid earth. They blunder on, with
high-flown thymes and sought-out compliments, which, as
Berowne, still 2 shade more acute than his fellows, comes to
tealize, ate but ‘as bombast and as lining to the time’, and
deliver them over an easy booty to ‘the tongues of mocking
wenches’. At the very first encounter, they are ‘all dry-beaten
with pure scoff’, And suddenly, with the announcement of the
death of the Princesss father, the merriment of the comedy
turns to seriousness, just as does that of Much Ads About
Noibing in the immortal scene in which the passionate Beatrice
bids Benedick to ‘Kill Claudiol’ 'The crestfallen lovers learn
that the condition of success in love is to come into touch with
life; and for Berowne the mocker is set the special task to
spend a twelvemonth in a hospital, and thete:

With all the fietce endeavour of his wit
To enfores the pained impotent to smife.

One must not resent the intrusion of this deeper note; for
Thalia is at heart the most serious of the Muses, and if she play
the game imposed upon het to the end, she is surely entitled,
for epilogue, to doff the grimacing mask, and honestly to speak
out her own moral,
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THE legend of immortal lovers was almost closed when
Shakespeare wrote his Romso and Julist, From the fable and the
history of antiquity had come Patis and Helen, Troilus and
Cressida, Hero and Leander, Antony and Cleopatra; from the
fable and the history of the Middle Ages, Ttistram and lseult,
Lancelot and Guinevere, Paolo and rancesca, Abelard and
Hélosle, ‘that learned nun’, and, to our modern imagination
at least, Sipurd and Brynhild and Aucassin and Nicolette. In
the dawn of the Renaissance, Petratch had set his Lanta there
and Daate his Beatrice, Into that goodly company Romeo and
Juliet pass as by right divine; and today, with the possible
exception of Faust and Macguerite, they are still the latest
comets. Richard and Lucy Feverel, Pelléas and Mélisande, ate
only ptivileged to linger near the gates; for the process
of literary even more than of ecclesiastical canonization is
strict in its tequitement of the hundred years’ probationary
interval,

Immortal lovers helong to the passionate romantic tradition,
and assuredly the romantic note is clear cnough in Shake-
speate’s play. The characteristic tragedy of his ardent youth -
for even if he is responsible for Titus Audronicus, you will not
call that characteristic — it accepts a secular theme, and stands
apart from the great group of tragedies which he wrote ten
years later, with their obstinate petsonal questionings and
probings into the mystery of life. It is a tragedy of lyric emo-
tion, not a iragedy of philosophic insight. The convention of
star-crossed lovers is familinr to all romance; and what Romes
and Julie claims to do is only to give this convention yet an-
other new setting. In a diffetent sense, of coutse, it is personal
enough, Like all the plays of this petiod, it reflects something
of that disturbance in Shakespeare’s own emotional life, of
which the moze direct, although far from clear, record is in the
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Sonnets, Shakespeare has been, at the age of thirty or thete-
ahouts, in love, and it has ptoved a tather serious matter. He
has come through the fire and is more ot less whole agein, no
doubt; but he still remains much preoccupied with his puzzling
and not altogether satisfactory adventure. Both A Midsummer
Night's Dream and Ronzeo and Juliet ate attempts on the part of 2
teflective and youngish man to state life in terms of the force
by which he has been nearly tripped up and is still obsessed,
‘That the statement is 2 somewhat conventional one may per-
haps be explained by the fact that many other youngish poets
have shated the experiences by which it is prompted. Of
coutse, the two plays differ entirely in their way of putting
things. In A Midsummsr Night's Droam the problem is seen
from the comic point of view. Life as the sport of love is a
bewildering fantasy, 2 game of hide and seck. But 4 Mid
summer Night's Dreaws is an afterthought, written while the
poignancy of the experience faded, and the sense of humour
agserted itself, Cettain elements of it seem lke a deliberate
travesty of Romeo and Juliet. The comic point of view is not
wholly absent from the ttagic and probably earlier play. It is
embodied in the irony and the audacious license of Mercutio’s
talk, Love to Mercutio, as to the author of A Midsummer
Night's Dream, is one of

The childten of an idle btain,
Begot of nothing but vain fantasy,
Which is a8 thin of substance as the ait,

But it must be observed that the love at which Mercutio tilts is
less the romantic passion which is the subject of the play, than
the mere shadow and foil of that passion, the hoyish fancy
which occupies the unawakened heatt before the true love
comes, Rosaline must endute Mercutio’s jesting, but Juliet is
beyond its zeach, and as the plot thickens, the jesting itself
passes into tragedy, and Metcutio’s voice is heard no mote.
Essentially the terpet of Romea and Juliet is 2 high and serious
one, Love comes into life like a swotd, touching hete a man
and there & woman, and scorching them with a tertible flame,
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*The boy and gitl lovers are doomed souls from the beginning_
They ate rajsed into the highest heaven, merely that an envigys
fate may pluck them down again. Love is a mighty power, byt
destiny is mightier still, and cruel, And the conflict of thege
Titanic forces, ctushing the young lives between them, is the
issue of the tragedy.

‘The pity and the tetrot of it ate heightened by the rapidity
of the action and by the presaging gloom which, in e
Shakespeatian fashion, hangs about its earlier moments, ‘The
oncoming of love is a sudden splendour, without help and
without prepatation, Eeee deus forsior me, qui veniens dominabjzyy
mibi, Romeo has beenan amordst, posing before the mirtor ofhis
own self-consciousness, with tears and sighs and eatly motning
walks and an affectation of solitude and the humorous night,
He was for the numbers that Petrarch flowed in, has rhymed
*love’ and ‘dove’, and nicknamed Cupid with paradox g4pngd
artful phrase, All this has meant nothing; it has been but
fantasy, botn of leisure and the romantic imagination. With
the first sight of Juliet all this vanishes. The pale hard-hearted
wench Rosaline becomes as though she were not, Romeaq re-
meing 2 poct still, with 2 tuen for the romantec embroldery of
his emotions which contrasts with the direct simplicity of
Juliet’s self-abandonment. But the quality of his poetty has
changed; it has put off empty conceits, and at once tings out
sincere in the magnificent and chatactetistically Elizabethan
hyperbole of:

O, she doth teach the torches to burn bright,
and in that exquisite image, remembered from a Stratford
motning:

So shows a snowy dove trooping with ctows,
As yonder lady o’et her fellows shows.

To bottow a pregnant distinction of Coleridge’s, Romeo has
passed from the sphere of fancy to the sphete of imagin-
ation.

But the shadow of the end is already upon it 2ll, Even ag he
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Sonnets. Shakespeate has been, at the age of thirty or there-
abouts, in love, and it has proved a rather setlous matter. He
has come through the fire and is mote or less whole again, no
doubt; but he still remaing much preoccupied with his puzzling
and not altogether satisfactory adventure. Both A Midsummer
Night's Drears and Romeo and Juliet axe attempts on the part of a
reflective and youngish man to state life in terms of the force
by which he has been neatly tripped up and is still obsessed,
That the statement is a somewhat conventional one may per-
haps be explained by the fact that many other youngish poets
have shated the expetiences by which it is prompted. OF
coutse, the two plays differ entirely in theit way of putting
things, In A Midsummer Night's Dream the problem is seen
from the comic point of view. Life as the spott of love is a
bewildeting fantasy, a game of hide and seek. But .4 Mid-
summer Night's Dream 15 an afterthought, weitten while the
poignancy of the experience faded, and the sense of humour
asserted ifself. Certain elements of it seem like a deliberate
travesty of Romeo and Juliet. The comic point of view is not
wholly absent from the tragic and prohably eatlier play. Tt is
embodied in the itony and the andacious license of Mercutio’s
talk, Love to Metcutio, as to the author of A Midsmmer
Night's Dream, is one of

The childten of an idle brain,
Begot of nothing but vain fantasy,
Which is as thin of substance as the ait,

But it must be obsetved that the love at which Mercutio tilts is
less the romantic passion which is the subject of the play, than
the mere shadow and foil of that passion, the boyish fancy
which occupies the unawakened beatt befote the true love
comes. Rosaline must endute Mercutio’s jesting, but Juliet is
beyond ita reach, and as the plot thickens, the jesting itself
passes into tragedy, and Mescutio’s voice is heard no mote,
Essentlally the temper of Romeo and Julist is 2 bigh and serious
one. Love comes into life like a sword, touching hete a man
and there 2 woman, and scotching them with a tertible flame,
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The boy and gitl lovers ate doomed souls from the beginning,
They are raised into the highest heaven, merely that an envious
fate may pluck them down again. Love is a mighty power, but
destiny is mightier still, and ctuel, And the conflict of these
Titanic fotces, crushing the young lives between them, is the
issue of the tragedy.

The pity and the terror of it are heightened by the rapidity
of the action and by the presaging gloom which, in ttve
Shakespearian fashion, hangs about its eatlier moments. The
oncoming of love is a sudden splendour, without help and
without preparation. Eces deus fortior me, gui veniens donsinabisur
wmiki, Romeo has beenan amotist, posing befote the mirror of his
own self-consciousness, with tears and sighs and eatly mosning
walks and an affectation of solitude and the humorous night,
He was for the numbers that Pettarch flowed in, has thymed
‘love’ and ‘dove’, and nicknamed Cupid with patadox and
artful phrase. All this has meant nothing; it has heen but
fantasy, born of leisure and the romantic imagination. With
the first sight of Juliet all this vanishes. "The pale hatd-hearted
wench Rosaline becomes as though she were not. Romeo te-
mains a poet still, with a tutn for the romantic embroidery of
his emotions which contrasts with the direct simplicity of
Juliet’s self-abandonment, But the quality of his poetry hes
changed; it has put off empty conceits, and at once tings out
sincere in the magnificent and chamacteristically Elizabethan
hyperbole of:

O, she doth teach the torches to burn bright,
and in that exquisite image, remembered from a Stratford
motning:

So shows a snowy dave ttooping with crows,
As yonder lady o’er het fellows shows,

"To botrow a pregnant distinction of Coleridge’s, Romeo has
passed from the sphere of fancy to the sphere of imagin-
ation.

But the shadow of the end is already upon it all, Even as he
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puts on his mask to enter Capulet’s house, Romeo is steuck
with o grim foreboding:
My mind misgives

Some consequence, yot hanging in the stars,

Shall bittesly begin his fearful date

With this night’s revels, and expite the term

Of a despised life closed In my breast

By some vile forfeit of untimely death.

Even duting the fitst rapture of answeting love, the sinister
anticipation finds its echo in Juliet's breast:

I have no joy of this contract tonight;

Tt is too rash, too unadvised, too sudden,

Too like the lightning, which doth cease to be,
Ere one can say ‘It lightens.’

How swiftly it all passes! There is one brief and memorable
dialogue in the pauses of the dance, datkened almost immedi-
ately by the thought of the feud between the houses; one cool
night of pomegranates and the moon and the soft Ttalian air,
And then the blow falls with the death of Tybalt, and Juliet
and her Romeo become the shuttlecocks of fate, which, as
evet, finds battledores ready to band in meaningless accident
and human stupidity. The insolence of a hotheaded boy, the
ambition of worldly parents, the blundering of a messenger,
the tremors of an ancient friar; such are the instruments which
being ghout the catastrophe, But they ate only the instruments,
For Shakespeare, at this moment of his thought, things conld
not have ended otherwise, As he sees love, in the distorted
glass of his own unlucky experience, it is of its essence that it
should issue tragically, As usual, he is his own best commen-
tator, and a passage in .4 Midswmmer Night's Dream sums up
the whole temper of Romes and Jwlist. It stands as an edict in
destiny, Lyysander tells you, that

‘The course of true love never did tun smooth,

Love is magnificent, the vety transformation of the soul; but
something perverse and devastating always dings to it:
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Making it momentary as 4 sound,

Swift as a shadow, short as any dream,

Brief as the lightning in the collied night,

‘That, in a splecn, unfolds both heaven and earth,
And ere 2 man hath power to say ‘Bchold]®

‘The jaws of darkness do devour it up.

So quick btight things come to confusion,

‘That is the tragedy of youth, with its insatiable thitst for hap-
piness and its casy and overwhelming discouragement:

So quick bright things come to confusion.

The intensity of such a tragedy as Romeo and Juliet iy the
result of concentration, and every element in the play, which
does not directly bting the two lovers and their fate before
the andience, none the less derives its meaning from its relation
to the central theme. I have already pointed out how Romeo’s
catlier fancy for Rosaline setves as a foil for the real passion
which was lying in wait for him, and how Mercatio voices the
comic aspect of love in contrast to that tragic aspect which js
here the dominant inspiration of the poet. Most of the other
subardinate characters are designed to add to the significance
of the background. They stand for teadings of love different
from that of the idealist. To Paxis, as to Romeo himself in hig
untegenerate days, it is a sentimental exercise; to Juliet’s
patents, patt of the customary business of 2 well-ordered and
honourable family life; io the nurse, a gross affait of the
physical senses, The dramatic fanction of the friat is pethaps
a litde more difficult to formulate, He has sometimes been
taken as less an actor in the tragedy than its spectator and critic;
1 kind of chorus, whose business it is to fit it with a moral;
and this is found ia the speech in which he advises Romeo to
‘love moderately’, because

These violent delights have violent eads.

Of such a theoty it can only be said that, if it correctly ex-
pounds the moral of the play, this is a singularly futile one,
since it must be obvious that both the love and the lave’s
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disastet are presented as things entitely beyond the power of
theit puppets to cause or cute by any deliberate act or absten.
tlon of their owa., Thete is, of coutse, no reason whateves why
there should be a moral at all. Romes and Julies is a tragedy, not
& comedy; and the burden of a tragedy is always an emotion,
not an idea, So far as it has ethics, they ate implied, and do not
call for deliberate statement, Mogeover, the friar is by no
tmeans sufficiently detached from the action to be capable of
being regarded as a mere chorus, It is, after all, the failute of
his scheme which leads directly to the final woes, I take it that
he is not 6o made 4 main agent without intention, and (hat
the object is to increase the spectatot’s sense of an irresistible
destiny watring against the lovers. The wisdom of age is 2o
mote able than the ardout of youth to withstand the courses of
the stats,

Intense tragedy often ends upon a softened note. This is a
matter of dramatic psychology. The overwrought nerves
demand the cadence. One recalls the benison of the goddess
at the end of the Hippolyius, and the exquisite close of the
Samson Agonistes:

Nothing is here for teats, nothing to wail

O knock the breast; no weakness, no conternpt,
Dispraise ot blame; nothing but well and faie,
And what may quiet us in a death so noble.

Similarly Romeo and Julie? finishes upon ‘2 glooming peace’.
All is not matter for sorrow. There is an obvious gain to set
against the loss in the reconciliation of the houses over the
grave of the ‘poor sacrifices of theit enmity’, And also, surely,
thete is the consciousness that the splendout of love in life is
not wholly obliterated, even when life and love ate blotted out
together. We have scen Romeo turned from a boy into a man
by love, and the white-souled Juliet into a breathing, passion-
ate, dating woman. The exaltation of this endures, so that
after all it would seem as if it were love and not destiny that
is the indomitsble force. Hete again, one can hest interpret
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Shakespeare by himself, by one of the noblest and most
monuimental of the Sonnets:

Love’s not ‘Time’s fool, though rosy lips and cheeks
Within his bending sickle’s compass come;

Love alters not with his brief houts and weeks,

But bears it out even to the edge of doom,

Love's not Time’s fooll Some such sense of the ultimate
value of ideal love survives the sense of the appatent ruin of
ideal Yove in Rosmea and Jukiet.



A MIDSUMMER NIGHT’S DREAM

SHAKESPEARE’S couception of the fairy world is taken,
partly from romance, partly from beliefs of the folk which
wete already in his day beginning to pass into the shadowy
region of old wives’ tales. Obeton and his eastern tealtm ge
to be found in Haon of Bordeans; and every English countyy.
side knew of the little green dwatfs who dwelt in the easth.
Lnolls and danced by night in the fairy rings, and of Rohig
Goodfellow, the tricksy house spitit, who perfortned domestic
Inbouts for cleanly maidens, and played malicious pranks upon
slattetns or upon such as neglecled the simple observances
which he regarded as his due. Shakespeare’s own faisjes,
which have impressed themselves upon the imagination of the
world after Shakespeare, differ both from the fairies of romance
and the fairies of tradition in the important feature of theiy
infinitesimal size. He has turned them from merely small
men and women into elemental spirits, in touch with al] the
dainty and delicate things of earth and air, capable of lighting
torches at the glow-worm’s eyes and wasring with rete-mice
for their leathern wings. He has further, in A Midsummer
Night's Drean, introduced & classical touch by botrowing the
name Titania for the fairy queen from Ovid. Ovid uses it as an
epithet of Diana, ‘the Titan-botn®; and the identification of
Diana with the leader of the fairy rout is one that is familigs to
medieval writets on the supernatuzal,

On a prieri grounds, one might perhaps have expected that
an unacademic writer, coming straight from the heart of
Watwickshite, would have kept closet to the lines of the old
folk beliefs about the ‘good people’, and would even haye
shated in the habits of thought and imagination from whick
those bellefs took their rise, It is certainly not so with Shake
speare, who, for good ot for evil, Is a thorough child of the
Renalssance, and exhibits not only the Renaissance love of
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quaint loe plundered from every quarter, but also the Renais-
sance positive spirit, for which such lore has little meaning
otherwise than as material for deliberate poetic craft, He takes
his supesstitions from learned and literary sources, just as he
takes his natural history from the bestiaries, no less freely than
frorn his own observation. Even when his material is of
English origin, it is not always clear whether he has drawn it
from reminiscences of his own Warwickshite boyhood ot
from some popular book, such as Reginald Scot’s Discovery of
Witcheraft or Hassnet's Declaration of Popish Imposiures. Tt must
not be assumed, therefore, that Shakespeare’s use of the supet-
natutal for dramatic putposes implies a belief in its actual and
objective existence, Whete it is not merely imposed upon him
by his historical soutces, it seems to serve one of two ends.
Either it attunes the minds of the audience to a tragic o itonical
issue, as for example in the terrible dreams of Richard Crook-
back before Bosworth Field; or it is a symbol, introduced by
the poet as a recognition of a mystery, an unexplained element
in the coutse of human affairs upon earth, This is its really
important function in some of the greatest plays. It is Shake-
speare’s confession of ignorance, of the fact that in his obsetya~
tion of life he has come just there upon something which
baffles analysis, something which is, but which cannot be quite
accounted for. Thus in Macbeth the witches symbolize the
double mystety of temptation and tetribution; in The Tespest
the magic arts of Prospero and the spiritual forces which are
at his beck and call symbolize the mystery of an overruling
Providence, and perhaps at the same time something of the
mystery of the creative poetic imagination. The agericy of the
faities in .A Midrmmer Night's Dreasm is capable of a similar
explanation.

Of course the play is primarily a coutt tevel. It was doubtless
written for & wedding, and possibly for a wedding at which
Elizabeth was preseat. It has the profusion of dance and song,
the picturesque staging and pretty costumes, the sprinkling
of courtly compliment, the piquant contrast of poetty and
clowning, which were the delight of the nobles and maids of
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honout who assembled at Glotiana’s palace of Greenwich,
But at the same time it is a true comedy, & deliberate picture of
Life as life reveals itself to the shrewd insight of the comic spitit,
The theme is love — an obvious theme for a wedding play,
even if it weze not the one about which Shakespeare’s 1maging-
tion was ptincipally exercised at the moment, He had written
The Two Gentlemen of Verona, and had either written or was on
the point of writing Romeo and Juliet, with its tragic burden of
two lives ruitied and at the same time ennobled by love, Even
it Romeo and Juliet the comic as well as the tragic view of love
is present, It is incarnate in the critical wit of Metcutio, But in
A Midsummer Night's Dream it has undisputed sway. We have
no longet to do with Dante’s “lotd of terrible aspect’, but
rather with the roguish little Cupid of Qvid, the irresponsible
child-god, with his blinded eyes and his erting arrows. ‘Hast
been in love?’ says the young shepherd to the old one in As
You Like It, then:

How many actions most tidiculous
Hast thou been drawn to by thy fantasy?

Love, as interpreted by the comic spirit, is a certain fine lunacy
in the brain of youth; not an integral pact of life, but a disturh-
ing element in it. The lovet is a being of strange caprices and
strange infidelities, beyond the control of reason, and swayed
with every gust of passion. He is at odds for the time with all
the established ordet of things, a tebel against the authority of
parents, a tebe] agalnst friendship, a rebel against his own
vows. This is love as it figures in comedy, and in the presents-
tion and analysis of this lies the point of the play.

Beating then in mind this central idea of the lawlessness and
the laughableness of love, one may obscrve how catefully, for
all the appatent whimsicality of structute, it is kept to the
front in the working out of the plot. As is generally the case
in Shakespentc’s comedies, this is composed of several stoties,
which are woven together with temarkable ingenuity. You
have the story of Theseus’ wedding, the story of the Athenian
lovers, the stoty of the quatrel of Oberon and Titania, the
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stoty of the handicraftsmen’s play, and finally the story or
interlude of Pyramus and Thisbe, It i3 the first of these which
serves as the link that holds all the test together; for it is at
Theseus’ wedding that Hermia’s fate is to be decided; it is
to celebrate this that the fairies bave come from the farthest
steppe of India, and it is fot this that Bottom and his fellows
ate painfully conning their interlude, But the most important
stoty from the point of view of the comic idea, and the one to
which most space is devoted, is that of the Athenian lovers. As
Ten Brink has pointed out in his excellent study of the play,
the motive of this story is vatied from that of Chaucet’s
Knight's Tale. In the Knight's Tals the friendship of Palamon
and Atcite is broken by their common love {or Emilia, This
cotresponds very closely to the relation of Proteus and Valen-
tine in The Two Geutlemen of Verona. But both in The Twe
Gentlomen of Viorona and in A Midsimmer Night's Dream
Shakespeate has complicated the situation by introducing a
second woman, and in A Midsmmer Night’s Dream he has
still forther modified it by making the broken friendship that
of the women, not that of the men, In this friendship broken
by love we get, then, one ilustration of the central idea, But
there ate othets in the story. Thete is Hermia’s defiance of het
father and of Athenian law for the sake of Lysandet; and above
all there is the extraordinary inconstancy which hoth Lysander
and Demetrius display in the bestowal of their affections.
Demetrivs has deserted Helena for Hermia before the play
begins; and in the counrse of the night in the wood, Lysander
goes ovet to Helena and back to Hermia, and Demetrius in his
turn goes back to Helena without any apparent thyme or rea~
son. Surely the central idea of the play is catried to & point
that is almost farcical, At the crisis of the play, when the ctoss-
purposes are at their maddest, one can only te-echo Puck’s
criticism:
Lotd, what fools these mortals bel

Shakespeate does not, on this occasion, look to psychology
to body forth his meaning. In Roweo and Julist, he shows us the
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honons who assembled at Gloriana’s palace of Greenwjg,
Bat at the same time it is a true comedy, a delibetate pictuye of
Tife as life reveals itself to the shrewd insight of the comic spyj,g
The theme is love — an obvious theme for a wedding i,y
even if it wete not the one about which Shakespeate's imagim:
tion was principally exercised at the moment, He had wrjpe,
The Two Gentlomen of Verona, and had either written of wag oy
the point of writing Romeo and Juliet, with its tragic burdey, of
two lives ruined and at the same time ennobled by love. Ryey
in Romeo and Juliet the comic as well as the tragic view of Jgy,
is present, Tt is incarnate in the critical wit of Mercutio, By i
A Midsammer Night's Droam it has undisputed sway. We ave
tio longet to do with Dante’s “lord of tetrible aspect’, py;
tether with the roguish little Cupid of Ovid, the irrespongjp).
child-god, with his blinded eyes and his erring arrows, “}yag
been in love?” says the young shepherd to the old one iy 4,
You Like It, then:

How many actions most tidiculous
Hast: thou been drawn to by thy fantasy?

Love, as ihterpreted By the comic spiiit, 15 a certatn the fung,
in the brain of youth; not an integral patt of life, but a disty,y,
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strange infidelities, beyond the control of teason, and swyged
with every gust of passion. He is at odds for the time wity, 5|
the established order of things, a rebel against the authority of
patents, a rebel against friendship, a rebel against his gyy
vows. This is love as it figures in comedy, and in the presenty.
tion and analysis of this lies the point of the play.

Bearing then in mind this central idea of the lawlessnesg 4n4
the laughableness of love, ofe may obsetve how carefully £
all the apparent whimsicality of structure, it is kept to the
front in the wotking out of the plot. As is generally the cze
in Shakespeare’s comedies, this is composed of several stgyies,
which are woven together with temarkable ingenuity. you
have the story of Theseus’ wedding, the story of the Athenjan
lovers, the story of the quarrel of Oberon and Titania the
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story of the handicraftsmen’s play, and finally the story or
interlude of Pyratus and Thisbe, It is the first of these which
setves as the link that holds all the rest together; for it is at
Thesens’ wedding that Hetmia’s fate is to be decided; it is
to celebrate this that the fairies have come from the farthest
steppe of India, and it is for this that Bottom and his fellows
are painfully conning their interlude, But the most important
stoty from the point of view of the comic idea, and the one to
which most space is devoted, is that of the Athenian lovers, As
Ten Brink has pointed out in his excellent study of the play,
the motive of this story is vatied from that of Chaucer’s
Kuight's Tabs. Tn the Knight's Tale the friendship of Palamon
and Atcite is broken by their common love for Emilia, This
cotresponds very closely to the telation of Proteus and Valen-
tine in The Two Genthmen of Verena, But both in The Two
Genthemen of Verma and in A Midsimmer Night's Dream
Shakespeare has complicated the situation by introducing a
second woman, and in A Midwmmer Night's Dream he has
still further modified it by malking the broken friendship that
of the women, not that of the men. In this friendship broken
by love we get, then, one illustration of the central idea. But
thete ate othets in the story. Thete is Hermia’s defiance of her
father and of Athenian law for the sake of Lysander; and above
all there is the extraordinary inconstancy which both Lysandes
and Demetrius display inn the bestowal of thelr affections.
Demettiug has deserted Helena for Hermia hefore the play
beging; and in the course of the night in the wood, Lysandes
gaes over to Helena and back to Hermia, and Demetrius in his
tuen goes back to Helena without any apparent thyme ot rea-
son, Surely the central idea of the play is carried to a point
that is almost farcical. At the crisis of the play, when the cross-
putposes are at theit maddest, one can only re-echo Puck’s
ctiticism:
Lotd, what fools these mortals bel

Shakespeare does not, on this occasion, look to psychology
to body forth his meaning, In Romes and Juliet, be shows us the
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difference which love makes, in the actual characters of the
lovers as they blossom out before us. But it js 2 commonplace
that the lovers of A Midsummer Night's Dream are faintly
sketched and barely differentiated, Helena is tall and fair and
timid: Hermia is little and dark and shrewish. Demetrius is
ctabhed and Liysanderislanguid. [tisdifficalttosay much mose,
They ate but the abstract Hes and Shes of the conventional
love-story. But this want of charactetization is of little import-
ance, because symbolism comes in to take the place of psy-
chology. The transferences of affection which form the
principal revolutions of the stoty are represented as due to
sapernatural agency, to the somewhat tandomly exetcised
powet of the fairies. Moreover, taking perhaps a hint from
Lyly, Shakespeare invites 1§ to consider the whole thing as 2
drean, Here i3 the significance of the title. Tt is life seen through
a glass darkly; such 4 vision of life a8 a man might have on
Midsummer Night, the one season of the year around which
Elizabethan superstition gathered most closely, when herbs
were believed to have their especial virtues, and strange beings
to be abroad. And yet it is not all a dream, ox, if a dream, it is
one which passes very easily into actuality, For these incon-
stancies, of which Oberon’s love in idleness is the cause, are
after all not really different in kind from the initial inconstancy
of Demettius to Helena, for which no such teason is proposed.
And aggin, when Demetrius is by magic restored to his first
Jove, the effects of this continue on into the waking life asa
quite natual thing which provokes no smazement. So that in
fact, as fac as the stoty of the lovers is concerned, the introduc-
tion of the supernatural element does not bring about any-
thing which would have been impossible or improbable
without if. The magical love in idleness really does nothing
more than represent symbolically the familiar workings of
actual love in idleness in the human heart. Bays in love change
their minds just so, or almost just so, without any whisper of
the fairies 10 guide them. Romeo left his Rosaline quite
suddenly as Uysander left his Hermia, Here, then, is the
function of the supermatural in A Midsummer Night's Dream.
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"The mystery, so to call it, the Ihexplicability which is bound
up with the central idea of the play, is the existence of that
freakish irresponsible element of human nature out of which,
to the eye of the comic spirit, the ethical and emotional vagaries
of lovers take their tise. And that this element does exist is
secognized and emphasized by Shakespeare in his usual way,
when he takes the workings of it in the story and explains
them symbolically as due to the intetference of faity agency,

Now, in humanity the disturbing element of love in idleness
is genetally only a passing fever, There is a period of Sturm yud
Drang, and then the man or woman begins to take life seriously,
and is ready to submit to its discipline and to accept its reason-
able tesponsibilities. And so by the side of Lysander and
Demettius we have the grave figure of the Athenian duke,
‘Theseus. Thesens has had his wayward youth; he has “played
with light loves in the portal’, with Perigenia and Aegles and
the rest; ay, and in the glimmering night even with Queen
Titania hersclf. Moreovet, in his passion for Hippolyta he has
approached her through deeds of violence; he has ‘won her
love, doing her injuries’, But now, like the Henty the Rifth
of whom he i & prototype, he has prut away childish things; he
stands forth as the serene law-abiding king, no less than the
still loving and tender hushand. Thus the story of Thesens’
wedding niot only, 25 has been said, serves to hold the plot
together, but also contributes its share to the illustration of the
central idea,

When we turn to the faities, we find that what enters into
human life only as a transitory distutbing element, is in them
the normal law of their being, They are irresponsible creatyres
throughaut, eternal children. They belong to the winds and
the clouds and the flowers, to all in nature that is beautiful and
gtacious and fleeting; but of the characteristics by which man
differs from these, the sense of law and the instinct of gelf-
conttol, they show no trace. Puck, the fairy jester, is a buffoon
of spitits, whose sport it is to bring perplexity upon hapless
mortals. Oberon and Titania will be jealous and be teconciled
to ench other a dozen times a day, while for culmination of their
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story you have the absurd spectacle of a fairy in love with an
238, So that in them is represented, as it wete i sacm, the very
quality of which it is the object of the play to discetn the pattial
and occasional workings In the heart of humanity.

In the story of the handicraftsmen, the centtal idea does not
find any ditect illusteation. The story s required, partly to
intzoduce the interlude, but still more to provide that comic
contrast which was always an essential feature of 2 mask, or 3
play weitten on the lines of a mask. Tt is ingeniously inter.
woven into the fairy story by making Bottom the instrument
of Obetot’s revenge upon Titania. And it is in the person of
Bottom that the whole humour of the thing consists. He is,
with the possible exception of the Nurse in Romeo and Julies,
the first of Shakespeare’s supreme comic creations, greatet
than the Costard of Love’s Labosr’s Lost or the Launce of The
Two Gentlemen of Veron, as the masterpiece is greater than the
impesfect sketch. From beginning to end of the play his
absolute self-possession never for a moment fails him, He
lords it over his fellow-actors, as though he, and not Quince,
were poet and stage-manager in one; he accepts the amotous
attentions of a queen with calm serenity as no more than might
naturally have been expected; nor does he ever, either befote
or after his transformation, betray the slightest suspicion of the
fact that he is after all only an ass. It has often been thought
thatin the rehearsal scenes Shakespeare was drawing upon the
humours of such rustic actots as might have ventured a
Whitsun pastoral at Stratford on Avon; yet one fears that the
foibles of the green room are much the same in the humblest
and the loftiest walks of the profession, and who shall say that
the poet is pot poking good-humoured fun at some of his
fellows of the Lord Chamberlain’s company?

Finally, with the interlude, we come back to the central idea
once more. For in the ill-gtareed loves of Pyramus and Thisbe,
their assignation, theit elopement, and their tetrible end, we
have but a butlesque preseatment of the same theme which
has oceupied us throughout. It is all a matter of how the poet
chooses to put it. Preciscly the same situation that in Romea and
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Judiot will ask our tears, shall here move unextinguishable
laughter. And so the serious interest of the play dissolves in
mitth, and while the musicians break into the exquisite paetry
of the epithalamium, the playwright stands and watches us with
the smile of wise tolerance on his lips,



RICHARD THE SECOND

‘RicirARD THE SECOND’ has, bcyond its actual dramatic
quality, a singular interest for those who care to study the
development of Shakespeare’s dramatlc methods. With Romes
and Julwt and A Midswrmer Night' s Dream, it belongs to the
period of a deliberate literary experiment, For the space of 4
tragedy, a comedy, and 2 history, Shakespeare essayed to write
drama in the lyrical vein, with his singing robes on, with an
abundance of passionate and highly coloured specch, and with
the aid of rhyme and other devices of lyrical utterance. After-
wards he desisted from this way and sought another manner,
more varied and flexible, and therefore more sensitive to the
tise and fall of emotion which necessarily undeslies dramatic
expression. 1 do not know whether Ricdard the Second bas ever
been set to music and furnished forth the book of an opera;
but it would lend itself to such treatment, and even as it
stands it calls less for acting in the naturalistic sense, than fora
thetorical and measered declamation. Richard’s own patt, in
particular, at least after the wheel of fortune has begun to
carry him downwards, is one long and elaborated recitative
of profound and subtle pathos.

o sey that the play is lyric is by no means to say that it is
not dramatic abo. On the contrary, every element in it is
carefully subnrdinated to the strictly dramatic end of throwing
into powerful relief the strung contrast and conflict between
the two principal chatacters, Richard and his cousin and sup-
planter, Henry of Bolingbroke. This conflict has its political
aspect, sinee the play i, primacly, o study in kingship, and,
beyond that, it has its peesonal aspect, since, even more funda~
mentally, the play v 3 study in huoan pature, and scts in
appusitivn the two types of personality between which, from
the beginmng, the inheritance of this world has been divided,
Righard the Second is, of course, the tiest aet in the trilogy which
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leads up to the portiait of Shakespeare’s 1deal and heroic king,
in Henry the Tuafth Ilenty has every right to soveteignty, the
tight divine of burth, and the human rights of efficiency and of
that sympathy with the instincts and emotions of lus folk, the
attatning to which 15 the real explanation of his unprince-like
and wayward youth, Like the summet gass, he has grown to
fkingship

Unscen, yet crescive 1n his faculty

Neither Richaid the Second nor Henty the Fourth realizes
more thaa z fiaction of this tripartite tdeal, and therefore each,
polttically, 1 a ttagic fadure Richatd, indeed, has nothing but
the 1rony of the ught divine, he 15 netther effictent nor sympa-
thettc, Bolingbtoke 15 efficient enough, but a self-secher, and
to the end the stain of disloyalty and usurpation mars hus
hingshup. Thus is the outline of Shakespeare’s political philoso-
phy as 1t finds expression in the tulogy.

1t need hardly be said that the antithesis between Richard
and Bolingbrohe goes much further than politics; it rests
upon one of the ultmate distinctions amongst mankind, that
of the practical and artistic temperaments, the men of deeds
and the men of dreams and fancies. The petsonal beauty of
Richard, on which much stress 15 latd in the play, 18 but the
map of hus delicate intellect and flowes-like imagination. He
delights 1n muste, 10 2 spectacle, in the pomp and circumstance
of his state. He 15 an orator, with a wonderful flow of eloquent
words which tuns like o uver through scene after scene, He
has his intustions, and can read the hearts of men, although he
cannot contsol them Like so many of the personages whom
Shakespearc the actor made, he 15 humself 2 born actor He
loves a dramatic effect. He 1s 1n hus element, sitting 1n the ugh
scat at Coventry and throwing his warder down just at the
critical moment when the champions are levelling their speats
1 the lists, Even 10 hus downfall, 1t gives him = thuill to take
the stage i Westmunster Hall and slowly to disembartass
humselt of hus erawn with speeches of studied pathos, while the
lookers-on are divided between admuration for the attist, pity
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for the man, and itritation at the poserr, He has no morals and
no real feeling for anyone but himself; yet his sensitiveness of
soul enables him to hold the hearts of those with whom he
enters into personal relations, the queen whose bed he has
wronged, the young nobles who plot in hus cause, the menial
who with much ado gets leave to see bis face in prison, In
return he has a fund of ready seatiment, which goes out not
only to human beings, but also to ‘roan Bachary” and to the
literal earth of his native land. And when action is called for,
it s always sentiment that he succeeds in substituting, The
shocks of misfortune stimulate him only to a more and mote
subtle exetcise of his incomparable imagination. He becomes
an interested spectator of his own ruin, dressing it out with
lluminating phrases and exquisite images, and so turning it
into a thing of beauty and of sotrow for himself and the audi-
ence; but he makes no effort to avert 1t, and falls back upon 2
tnystical consciousness of his divine right, and a half-belief in
the probability of some incredible divine intervention in his
~favour. Never at any time does he come face to face with
facts; but always sees them through the beautiful and
distorting medium of his own dramatic fancy. The uncom-
promising popular judgement, with its short cuts to truth,
sutns him up, roughly enough, as ‘the skipping king’; and,
in Shakespeare’s psychology, be stands fot the type of the
artist.

Against Richard, Bolinghroke presents the incarnation of
efficiency. Ie has no gifts or graces; the courtesy which wins
him populasity is 2 matter of delibetate attitude, not of instinet.
He speaks few words; none unconsideted ar without a definite
practical end, You recopnize in him ‘the still strong man ina
noisy land’; one who knows how to bide his time, and moves
irresistibly, with something of the tertible precision of 2
muchineg, towards his predetermined end. The antagonism
between him and Richard declases itself from the beginning,
and both sre conscious of it. Ilis attitude towards the king
during the early part of the play conceals a covest threat; at the
end, though the less effective role is his, he keeps his temper,
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and treats the tirades of the victim, whose days he has already
numbeted, with a contemptuous and studied brevity. OF
coutsc Richard the Second does not give us by any means the
whole of Bolingbroke, Within its limits he {3 thoroughly suc-
cessful. In the conflict with Richard, efficiency has its full X
trlumph over imagination. The completion of the pictute is
left For the sccond part of the trilogy, discovering his weakness
in the wants of sympathy which leads him to offend the hot-
blooded nobles and to misjudge the finely tempered nature of
his owa son, Usutpation, moteover, must pay its price, and
Henry the Foursh yields the mysticism of Richatd its posthumonus
justification in the persistent sense of guilt which makes
Henry’s crown sit uneasy upon his head, and drives him to
plan the expiation of that crusade to the Holy Land which he
1s never destined to accomplish. It is not uatil the second
generation that the curse of Richard’s spilt blood has worked
itself out, ’

This, howevet, is to anticipate, The dramatic intention of
Richard the Second as a slagle play must be distinguished from
the dramatic mtention of the total trilogy of which it forms
only one stage. And within Richard the Second the issue between
Richard the dreamer and Bolingbroke the ‘crown-graspet”’ is
a clear one, The sympathies of the audience, naturally enough,
swing and sway with the progress of the action, The design
of the dramatist requires that they shall be against Richard
during the period of his tyranny, and shall gradually be won to
his side from the moment when his fortunes begin to decline,
This is almost inevitable, since it is of the essence of tragedy
that the tragic fate should be intelligible and should none the
less awake pity and awe. It is a little more difficult to say
whether any ultimate judgement upon the puppets by their
interpreter is involved, W, B, Yeats, in his book called Ideas of
Good and Epil, scems to have no doubts about the matter, and
decides without hesitation that Shakespeare, as an artist, put
the children of light before the children of this wotld, and was
personally in touch with the ineffectual dreamer Richatd, rather
than with his ‘efficient” tival. He says:
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I cannot believe that Shakespeare Jooked o his Richard IL with
other than sympathetic cyes, undesstandmng indeed how ill-fitted he
wes to be King, at 4 cevtain motnent of history, but understanding
that he was lovable and full of capricious (aney, ‘a wild ctenture’ s
Pater tas called him, ..., Fle made his King fuil, & little because he
lacked some quelitics that were doubtless common among is
scultions, but more becatse hie bad curtain quatities that are uoena.
mon in all ages. T suppese that Shakespeare preferied the man
who deposed his King is to suppose that Shakespeatc judged men
with the eyes of 2 Municipnl Councillor weighing the merits of a
Town Clerk. ... He saw, indeed, ay I think, in Richard 1 the defeat
that awaits all, whether they be Astist ot Saint, who find themsulves
whese men ask of them a tough cnergy and have nothing to give but
some contemplative vittue, whether lyrical phantasy, ar sweetness
of tetnper, or dreamy diguity, ot love of Gud, or love of His
RIEHLULES

Yeats goes on to dwell apon Henry the Fafth, and Shake-
speare’s aftitude towards the hatd practical qualities which
made Henry so conspicuous a success exactly where Richard
was 50 conspicuous 1 failure:

To poise character against chatacter was an element in Shake.
spearc's art, and so, having made the vessed of porcelain Richard TI,
he bad to make the vessel of elay Henry V. He makea him the reverse
of it that Richatd was. He has the gross viees, the coarse nerves, of
one wha is to rule among vivlene people, and he is 3o little “too
fricadly” to his frivads that he bundles them out of doors when theie
time is vver. He is 05 remorseless and undistinguished as some
natural force, ad the finest thing in his play is the way his old com-
panions fall out of it broken-beatted ot on their way to the gallows;
aind irmtead of chat lyricism which rese uue of Richard’s mind like
the jer of a fountain eo Ball again where it had risen, insteed of that
phantasy ten entulded in its own sincerity to make any thought the
houg had nved of, Shnhespeare has given him a tesnunding rhetoric
that mnves men, as o leading article Jdoes today, . . . Shakespeare
Rutehed Heney V, net indeed as he watched the grester souls in the
vislonary provs s, but cheerfully, as ane watches some handsome
apisized borse, and he spoke his tale, as he spoke all tales, with
tragic igony.
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Yeats’s views upon life are always interesting and often
{lluminating; but one may pethaps be pardoned for regarding
the passages which I have quoted as affording a rather typical
ilustration of certain weaknesses of the current ideal of “tem-
seramental’ ctiticlsm, as compared with that older conception
of which Matthew Atnold was the high priest, and of which
the primary vittues consisted in ‘keeping one’s eye on the
object’ and ‘seeing things as they are’. Matthew Atnold’s
rigorous teachers mever, one fears, succeeded in seizing
Yeats’s youth, Tam qulte suze that Yeats himself, in judging
kings or ploughmen, would always give the palm to imagina-
tion over efliciency; and for all I know, if human charactet-
istics are reducible to ultimate standards of value, he may be
petfectly right. IToor pev vapbyrodopor mavpor 8e e
Baryol. But after all it is not Yeatss vision of life, ot mine,
that is in question, but Shakespeate’s. And I do not for a
moment belleve that in reading Shakespeare he has succeeded
in keeping his eye upon the object. Shakespeare, if I am not
mistaken, was the last man likely to underrate the hatd practieal
qualities which go towards efficiency, For a poet, he had the
firmest grasp upon the central facts of life. After sll, he was not
4 Celtic idealist, but an honest burgess of Saxon Stratford; and,
in spite of some conventional phrases about the immortality of
his verse in the Sonnets, he shows singulatly little desite unduly
to magnify his office as artist. One has even sometimes a lurk-
ing fecling that he thought himself extremely lucky to have
made enough by his pen to enable him to settle down for the
evenung of his ife on an equal footing with the prosperous and
unimaginative tradesmen who had earned their comfortable
fortunes by meeting the very practical needs of his native
burough; and that, perhaps, his first investment in tithes
gave hin a theill which he never afterwards recaptured even
in creating Imogen. T do not, of cousse, quite believe this, but
1 do helieve that Shakespeare, who saw all round life, saw it on
the whole very normally, and that he weighed his men and
women just a little more in relation to the central purposes of
the world than Yeats does ot is inclined to admit that he did.
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Naturally he understood his Richard the Second and his Fal-
staff, as well as his Henry the Fifth, and understanding must
always imply some measure of sympathy. Yet I find it difficult
to think that his ultimate judgement upon them differed
essentially from that of any clear-sighted and broad-minded
Tlizabethan student of histoty who did not happen to be a
poet,



KING JOHN

Por the sake of the wild and whirling words of Constance and
the boyish pathos of Asthur’s strugple against death, it is
possible that King Joba may always continue to have its shate
of devotion from readers of Shakespeate. The sentimentalism
of commentators is apt to find in the play a reflection of the
natural sotrow of the poet at the death of his own son Hamnet.
But the sentimentalist is a dangerons leader in the slippety
ways of litetaty biography. King Jobn may very well have been
already written when Hamaet died in August 1596, Moreover,
the psychological theoty implied is a fantastlc one, The grief
of Canstance tipgs true enough; but, after all, her hiat of woe
is common, and it must certataly not be assumed that a drama-
tist can only convince by feproducing just those emotions
which he has seen at play in his own household. It is safest to
regard the tragic figure of the weeping mother as based rather
upon broad human sympathies than npon petsonal expetience;
but whatever its otigin, the part of Constance, like that, almost
contempotaty, of the unkinged Richard the Second, affords sn
ideal mouthpiece for the fload of splendid emational declama~
tion, which is one of the finest and most enduting qualities of
the Elizabethan stage.

And, fathet cardinal, I have heard you say
That we shall see and know our friends in heaven,
If that be teue, I shall sce my boy again;

For since the birth of Cain, the first male child,
To him that did but yesterday suspire,

There was not such a gracious creatute botn,
But now will canker sotrrow eat my bud,

And chase the native beauty from his cheels,
And he will look as hollow as a ghost,

As dim and meagre as an ague’s ft.

And so he'll die; and, rising 5o again,

79



SHARLSPLARL: L SURVEY

When 1 shall mect hum mn the court of heaven,
1 shall not kaow him 3 huefore nevey, never
Must I behokl my pretty Arthw mote

This has the autheatie thell 1a 1t, but there 15 moch in Koy
John which 1 far away indeed fromn such fine thetorte Rately,
for example, did Shakespeare wuse anything mote fugid than
the casutstries of Pandulph, with then baffling and bewildering
selence upon vethal ngenutties.

1t 1s religion that doth make vows kept;

But thou hast swom agunst wligion,

By what thou swearest agamst the thing thou swearest,
And mehest an oath the surety for thy truth

Against an oath. The truth thou art unsme

To sweat, sweéars only not to be forswotn,

Rlse what 2 mockery should 1t be to swenayl

But thou dost swear only to be forsworn,

And most forsnorn, to keep what thon dost swear

But, whatevet the mezits or dernertts of King Jobn as regards
phrasing and the handling of todivedual episodes, there can
be no doubt that there 13 hatdly any mature play of Shakespeare
the total dramatic effect of which 15 so disappointing. Some-
thing of the epic chromcle, 1t must be adnutted, hangs about
all the Histories; but for the most patt, whatevet 100m may be
left for alaruims and excursions and other irelevancies, thete is
nevertheless some mtellectual core, some recognizahle attempt
to body furth a ccntral tdea 1n dramatic form, But what 1s the
tellectual beanng of Kimg Jobn® Plainly 1t 18 concetved as 4
tragedy, but wheretn does the tragedy consist® Is John huifelt
the villain or the hero? Ate we, as in Rubard the Third, face to
face with the Nemess that weuts upon wickedness 1n high
places? And f so, why do many of the scenes, and 1n pasticulat
the clowing lincs, with thetr emphasis upon England’s dissen-
stons s the cavse of Lungland’s woes, seem to strike another
note, and to point out not John, but those who plot against
John, a4 the wothers of the teagic evil? One feats the answer is
that no saswer can be given, and that the 1nfiemity of double
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puepose hete suggested is indeed inherent in the backboneless
gtructure of the piece. The explanation of this want of grip and
dtamatic unity in King Jobn is probably to be found in the fact
that Shakespeare has put, and pethaps from the conditions
uoder which he worked was only in a position to put, but Little
of himself into the play, Standing aloof as it does {rom both of
the two great tetralogies into which the bulk of the poet's
dramatic comment upon English history was cast, that of
York and that of Lancastet, it is hardly moze than a bt of hack
wotk. Herein, indeed, it stands upon much the same footing as
Henry the Sizesh itself, in the two latter patts of which, at least,
Shakespeare seems to have been but leatning his trade by
tewriting, scene for scene, the two parts of the oldet chronicle
play known as The Cowtontion of York and Lancastsr. Quite
similatly it is probable that King Jobn, from the points of view
alike of the actots, of the booksellers, and of the dtamatist
himself, was not an independent creation, but only a tevision
of another old chronicle play, still extant under the title of The
Troublesome Reign of King Jobu, A compatative teading leaves.
the relation between the model and the copy clear enough.
Obviously Shakespeare has advanced enormously in authority
and in manipulative dextetity since he was set to tinket at The
Contention, So fat a5 the rewriting of the dialogue is concerned
he takes a very free hand, and oaly hete and thete retains 2
tath of speech of his ptedecessor. Moteover he omits many
scenes and lberally clips others, with a view to compressing
the matter of two performances within the limits of one; and
of course the gain In dramatic concentration and vigour is
considerable, But when all is said and done, the old play
remains the model; and indeed, so far as structure goes, the
patallelism is quite complete. Somewhat different value is
given to the motives and situations in King Jokn, but there is
hardly one which The Troublesome Reign did not originally
dictate.

The Troublesome Reign, slthough not without its merits,
helangs wholly to the chronicle history gemre, and it is not suz-
prising to find that it already displays that invertebracy of
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putpose of which one is inclined to complain in King Jobu, Tt
appears, from inteenal evidence, to have been written about
the time of the Spanish Armada, and is representative enough
of the heightened national and Protestant feeling which that
enterprise had not unnaturally evoked. It should be noted that,
even in The Troublesome Reign, John was not making his first
appearance as & deamatle fpure upon the Dnglish stage. On
the conttaty, he wasaleeady an anclent tradition, Halfa century
before, at the very beginning of the English Reformation, 2
‘matter touching King John’ had been played at Cranmer’s
palace, in which he was glorified toall good Protestants as ‘the
beginner of the putting down of the Bishop of Rome’,
Probably the interlude presented on that occasion was the
Kyngs Joban of that uncompromising controversialist, Bishop
Jobn Bale of Ossory, of which a later version, tevised after the
accession of Elizabeth, is presetved, In this singular piece,
which marks the transition between the morality and the
chronicle history, there is no mention of Arthut and his claims,
Joba-is depicted as 2 zealous reformet, persecuted and finglly
poisoned by the Pope and Pandulph, with the 2id of Sedition
and Diséimulstion, and In after days avenged by ‘that Duke
Josue, which was our late King Henry’, in the guise of Im-
perial Majesty. There is no evidence that the author of Tfe
Tranblesome Reign knew Kynge Johan, and it is not very likely,
a5 the carlier play remained in manuscript until recent yeass,
But fot him too John s primarily the champion of England
against the Pope, and as such the national hero of a Protestant
age, Therc are some humorous scenes, omitted by Shakespeate
in the process of adaptation, in which the Bastard ransacks the
treasure-coffers of convents and monasteries, with the result of
finding ‘fait Alice the nun’ locked up in the abbot’s chest and
Priar Laurence in that of the abbess; while at the end the dying
John uttess 4 hatangue in which he foretells the coming of
A kingly branch,

Whose arms shall reach unto the gates of Rome,

And with his fect tread down the strumpet’s pride,

‘I'bat wits upon the chait of Babylen,
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Such was the tempet of 1588, in which slesping antipathies
had been fanned again into ferce blast by the coming of the
Armada, But the old playwright had not the art of Bale to
select only such elements from history as might serve to further
his dramatic purpose. Apparently taking his material wholesale
from the chronicles of Holinshed, he inseris into his heroic
framewotk the whole sanguinary story of the plot to murder
Arthur, In which the king plays so far from heroic a patt,
togardless of the teaction which this must needs have upon the
sympathies of the spectatots.

Shakespeare, s has been said, adopts the full structural
outlines of his predecessor, and with them this historic incon-
gruity in the presentment of the principal character which is
so destructive of all true dramatic unity. But he alters the dis-
tribution of the emphasis, pruning the obsolete Protestantism,
and bringing the Arthur theme with its capacities fot emotional
treatment into the foregtound of hus design, where it tepeats
the somewhat melodramatic pattern already made use of in
Richard the Third. The limitations of the adapter do not, of
course, allow this process to be complete. During latge tracts
of the play John, or the English spirit which John is made to
typify, is still conceived in the heroic vein. The theological
rancour has in the main disappeared, in spite of the king’s
defiance of the *usurped authority’ of the Pope, and his ex-
pressed determination:

That no Italian priest
Shall tithe ot toll in our dominions,

But the note of nationalism is there still, and if the play looks
back to Rickard the Third, it looks forward just as much to
Henry the Fifib. It contalns the first of those glorifications of the
island realm which Shakespeare, as often as not, prefets to put
in the mouth of a foreigner, It is Austtia who vows:

That to my home I will no mote retutn,

Till Angiera and the right thou hast in France,
Togethet wlth that pale, that whitc-faced shore,
Whose foot sputns back the aceat’s toating tides,
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And coops from ather lands her islanders,

Even till that England, hedged in with the main,
That water-walled bulwark, still secure

And confident from forelgn purposes,

Even tifl that utmost cotner of the west

Salute thee for her king.

Bven so does John of Gaunt himself extol, in Rizhard the
Second:
This royal theone of kings, this scepteed isle,
This carth of majesty, this seat of Mats,
This nther Eden, demi-paradise,
‘This fortress built by Nature for herself
Against infection and the hand of war,
‘This happy breed of men, this litde world,
This precious stonc set in the sifver sea,
Which setves it in the office of a wall,
Or as a moat defensive to a house,
Against the envy of less happier lands,

_There is an Anglo-Saxon ring, too, in the desctiption of the
teiumphant evenirg of battle upon which, as from a day’s
sport in the chase:

Like a jolly troop of huntsmen, come
Qur lusty English, all with puspled hands,
Dyed in the dying slaughtet of their foes;

and in that of the light-bearted gentlemen who cast their
fortunes with John’s expedition in the eternal spirit of knight-
erantry:

Rash, & iderate, fiery volu
W ith Jadies’ faces aud Herce dragons’ spleens,

Tt is pechaps from o consciousness of the ambiguous place
which Juhn must necessatily fill in the play, that Shakespeare
throws a large share of the burden of his nationalism upon the
Bastard, This tall man of his hands, with his blustrous humours
and bis shrewd mothes-wit, is cleadly intended to be typical
af the stout Angle-Saxon race. Ile has the blood of her kings,
even though it came tu him  little o’er the hatch, and the very
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spitit of Plantagenet; and in his large composition there are
tokens of the greatest of her heroes, Richard Coeur de Lion
himse!f, So he stands for England throughout. The sins of his
king do not, as in the case of some greater nobles, tutn him
fiom loyalty to his country. It is he who throws down the
glove of undying defiance to the foreign invader, and 25 the
curlain falls voices the watchword of England’s peace:

This Bngland never did, nor never shall,

Lie at the proud foot of 4 conquetot,

But when it first did help to wound itself,

Nuw these het piinces are come home again,

Come the three cotnets of the world in aztns,

And we shall shock them, Nought shall make us rue,
If England to itsclf do rest but tine,

But in o drama faults of structure are irreparable, even by a
Shakespeare; and neither Constance not the Bastard can teqlly
tedeem the incoherent patchwork from ineffectiveness,



THE MERCHANT OF VENICE

Tz melancholy of Antonio is a perpetual andertone in the
galety and the teibulation of The Mercbant of Vnice, It claims
yous pondering in the first significant wotds of the play; not
is its meaning, there or elsewhere, clearly or explicitly set
fotth. Solanio and Salarino, with the natural assumption of
poor mee, that a rich man must be at least as much conceened
abont his siches, a5 themselves ate at theit want of riches,
have an obvious explanation ready to hand; and Antosio
merely seplics that it is not his merchandise that makes him
sad, Gratisno, since he must always be talking, thinks, ot pre-
tends to think, that his friend is deliberately affecting the setious
pose proper to persons of Importance; and him too Antogio
puts by with 2 smile. Gratiano is not of those to whom one
seveals the heatt’s secrets, So that you are left to guess whether
there is a heart’s secret hete at all, or whether Antonio is
sincere when he declares that he is no more able than anothet
to tell what stuff his melancholy is made of, whereof it is born,
The cucrent explanation has it that he is quite sincere, and that
2 vague uneasiness stands for a premonition of the disaster
which is shortly to overtake him, Such a device falls altogether
within Shakespeare’s dramatic methods, If one cites only plays
conternporaty with The Morchant of Veuics, thete is the pro-
phetic foreboding of the little queen in Rickard she Second,

when her Jover and king has gone forth on his light-hearted
ezpedition to Ireland:

Some unbotn sortow, ripe in fortune's womb,
Is coming towards me, and my inward soul
With nothing trembles;

and there is the ironical inverse of the same slwation when
Romeo steps our into the mosning, and tells us that his bosom's
lozd sits lightly in his theone, five minutes before he is to leatn
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that Juliet sloeps In Capel’s monument. Yet a difference is to
be obsecved. Richard the Second and Ronito and Julict ate to issue
nagically; and therefore the preluding touches which tune the
spectator to the sense of tragedy are justified. 'They have their
appointed and logical place in the pattern, With The Merchant
of Venis it is otherwise. Heatt-strings shall be wrung in the
process of the story; but it is not, 43 Yvhole, written in the
key of teagedy. It stands under the domination of Portia, the
first and most triumphant of Shakespeare’s questing heroines;
and its atmosphere is fhroughout in harmony with Portia’s
sunny hair, and Pottia’s sunny wit, and Portie’s sunny temper,
rathet than with the grey twilight of Antonio’s moad.

A formal analysis of the central dramatic intention - the
idée mibrs of the play ~ can only confirm one’s immediate feeling
that its stage must not be bung with black. Heminges and
Condell classed it with Shakespeate’s comedies, and it claims
to be, upon every page, & ‘comical history’, But ‘comedy’,
like most other literary tetms of att, has but a shifting connota-
tion, and one is hardly dispensed from inquiring in what pre-
cise shade of its significance it is here to be taken, In the long
history of the soul of man, the dtamatic instinet seems to have
worked its way to two or three types of outlook upon the
wotld which it mittots; and for each of them the ambiguous
term “comedy’ has its distinct meaning. There is the drama of
amusement, the deama of ideas, and the drama of emotion.
The drama of amusement asks the name of comedy fot the
giveand take of dialogue and the tangle of intrigue with which
it entertains the spectatot. But the drama of amusement is too
purely external to take tank as att in the higher sense in which
att is before all things an expression of the personality of the
actist. The highet drama, on the othet hand; differentiates
itself, according as it expresses one ot other side of such a
personality. Tt is the medium through which the dramatic
artist conveys to the audience his ideas about life, ot it is the
medium through which he conveys to them his emotions ahout
life. Comedy, in what I accept as the ptimary sense of the
wotd, is the characteristic form taken by the dtama of ideas.
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Such is the comedy of Atistophanes and of Molidre, It has its
toofs in the fearless and outspoken comment of the wuwpos,
the level tout, or of the wwpp, the village tout. In jts urban
forms it is still essentially an analysis,  criticism, of life, And,
therefore, it is really no paradox to say that comedy is often
one of the most serious and even didactic of utterances. The
comic dramatist has reflected upon life-and condemns it, He
lays his finger upon its follies and weaknesses, He strips it bare
for you, a wheel of fortune, 2 dance of fools, a show of jerking
puppets, His cap and bells hides this deliberate intention, His
bauble conceals a scalpel. ‘ He uses his folly as a stalking-horse,
and under the presentation of that he shoots his wit.’

Is it, then, this primary type of comedy to which The
Merchant of Venier belongs? Are we to find in it the critical
outlook, the play of bitterness or of humour or of irony wpon
life? Up to a point the intention of the piece can, no doubt, be
so formulated, Take it as 4 series of variations on the obyious
comic theme of the hollowness of appearances; and the choice
of the caskets, the deception of Shylock, even the disguise of
the wives and their stratagem with the rings, Gt naturally
enongh into such a design. Not can one fail to notice how well
2 good deal of the dialogue lends itself to such an interpreta-
tion, Gradano chaffs those

That therefore only ate rcputed wise

For saying nothing,
Arragon scoens ‘the fool multitede that choose by show’,
Bassanio sermonizes upon ‘beauty purchased by the weight’,
upon golden locks that are ‘the dowry of a second head’, “the
beauteous scarf veiling an Indian besuty’, and wpon other
Busteations of bis thesis that “the world is still deceived with
ornament’, Certainly here is one element in the structure of the
play, But as cestainly, I think, when you have disengaged and
fixed this element, you have not really scconnted for the whole.,
Fot you have not sccounted for the ather element of emotion;
nd althongh, no doubt, as you watch The Merchant of Venits,
you feel the gathering conviction that ‘the outward shows
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aze least themselves®, yet after all this feeling is only subordin-~
ate to the swing and sway of your sympathies with the trapping
of Antonio and the rout of Antonio’s appressor by Portis’s
divine and genetous wit, In virtue, then, of its emotion, the
play falls outside the range of comedy in the sense in which
comedy is the vehicle of the drama of ideas; since to such
comedy it is vital that it should remain wnemotional, should
see all things in the dry light of reason unpetverted by the
heatt, and should hold the sympathies aloof that its flight may
be all the mote deadly to the brain,

It is probable enough that The Merchan? of Vendos has a
divided purpose, Literary types rately offer their pute form in
conctete examples. But in the total impression left by the play
it is the emotional and not the etitical attitude towards life
which predominates. And it is the principal ambiguity of the
term ‘comedy’ that it stands not only for the charactetistic
exptession of the drama of ideas in the sense already defined,
but also for one variety of that other type of dtama which is
not of ideas but of emotions, since in it the artist is endeavoue~
ing to transfer to the audience not his own judgements, but
his own emotional states, through the medium of their
sympathies with the woes and exultations of the characters
whom he fashions for the purpose. This secondary sense of
the word is to be explained in part by the influence of medieval
usage, which had forgotten its theatre, and had come to tegard
comedy and tragedy, not as names for specific dramatic types,
but as names for emotional natratives coming respectively to
happy and to sad endings. When, at the Renaissance, erotional
drama grew up again on the basis of medieval narrative, it
became the natural heir of the same distinction, The stress of
emolion is common to Elizabethan tragedy and Elizabethan
comedy, but while in tragedy it issues in pity and terror and
the funeral procession, in comedy it gathers only to pass away
and dissolve in triumph and laughter and the clash of marriage-
bells. For such emotional or romantic comedy, as distinet
from comedy propet, ‘tragicomedy’, which the Elizabethans
themselves sometimes used, is perhaps the happiest term.
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T, then, The Merchant of Venice is to be regarded ag primasiy
a tragicomedy, a drama of emotional stress with o happy
ending, and only secondatily a comedy, a drame of the
ceiticism of life, the next question which claims a1 answer is:
what precisely is the emotional issue which is raised and
which demands our sympathies in the play? It is probably
true of all emational drama that it tends to present its ssue
a5 4 conflict, for this is an obvious and natural scheme for the
arrwngement of hawman chagacters sct over against each other
and answering speech by speech upon the narrow boards ofa
stage. It is certainly true of the Blizabethan drama, which had
always behind it the ttadition of the morality, with its serried
ateay of vices and virtnes, watring for the soul of man. The
theme of The Merchant of Venies, in particular, is readily to e
formulated as a conflict, It is a conflict in the moral ordet,
hetween the opposing principles of Love end Hate, That
Shylock, whetting his knife upon his soul, stands for the
principle of Hate is plain enough. Hate, indeed, is almost the
fitst word that we have from his mouth:

1 hate him for he is 2 Christien,

And when he thinks himself on the point of victoty aod is
pressed to give a reason for his action, he will give none:

Mote than a lodged hate and & cettain loathing
1 bear Antonio,

Of course Shylack’s hate is to be explained and traced to
its roots, some of which, at least, lie rather in what he has
suffered than in what in himsclf he is. Shakespeate aimed to
make a man, and by no means a mere motal abstraction, But
it is impossible to understand the play without careful guatd
apainst that favourite modetn heresy of interpretation which
sess 5o decp into the heart of Shylock that, In fact) it converts
hitn from the villain into the hero. One recalls Heing and the
pale, far English girl with lazge black eyes, who shared his
box at Drucy Lane, and at the close of the Fourth Act *fell to
weeping passionately, sevetal tites exclaiming “The poor man
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is wronged!”’ Heine, I suppose, saw the performance of
Edmund Kean, and Kean appears to have been the principal
culpritina transvaluation of dramatic values, which i5 to he
cxphined at least as much by the inveterate craving of the
leading mime for a ‘sympathetic’ patt, as by the influence of
an humanitatian age that has learat to feel for oppressed
nationalities and has forgotten to dislike usury. I am not con-
cerned to deny that Shakespeare himself was led by the logic
of facts, and in the teeth of his own dramatic arrangement, to
give some handle for this misunderstanding of Shylock, One
cannot forget the famous vindication of Hebrew humanity
with which the wanton raillery of the silly Salatino gets its
answer. Certainly Shakespeare saw all round his Shylock. But
the play becomes a chaos if the qualifications of Shylock’s
villainy ate allowed to deflect the perception of the fact that
after all it is he and none othet who stands for the villain in its
structure. One must, of course, exetcise a little of the historic
imagination in judging of an Elizabethan play. There has been
a cettain evolution of the moral sentiments in the course of
theee centuties, To the modern ethos Antonio spitting upon
the usurer’s gaberdine is almost 2 more distasteful figure than
the usuter himself, and the notion that even a proven criminal
may justly be compelled to change his religion as the price of
his life is intolerable. But one is not to suppose that the
Elizabethan audience saw things after this kind. I do not think
there is rauch in the theoty that The Merchant of Vensee was
directly motivated by the trial and execution of the Jew,
Roderigo Lopez, on charges of plotting against the life, not
only of Don Antonio of Portugal, but even of Elizabeth
berself, But it may, anyhow, be assumed that the temper of
the play chimed in with a popular sentiment towards the
chosen people which, in England at least, hardly finds an echo
today outside the limits of Whitechapel. Not is the interpreta-
tion of Shylock the only case, even in this single comedy, in
which the historic imagination is called for, Put Jessica or
Bassanio to the test of the finer cthical ideals, and you will
find it difficult to justify the conduct of the one in robbing her
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father’s jewel-chest to pay the espenses of her elopement, or
the conduct of the other in setting out to rettieve his wasted
fortunes by the adventure of a gilded bride, until you remen.
ber that The Merchant of Venie is not in the realistic manner,
and that, with whatever sound humanity it states its main
issue, it nmkes no effort to depast from many of the world-old
convertions of tomance which it found in its sources amop,
the morelle. TFor Bassanio it may pethaps be added, that “faje
speechless messages’ bad already passed between his eyes and
Portia’s in the days of bis bravery, and that he may not have
been quite so worldly an adventurer as he chose to represent
himself as being to Antomio.

One cannot fail to see that, if Shylock embodies the principle
of Hate, Antonio and Portia between them embody that of
Love. Antonio will put his ‘uttermost’ at the setvice of his
friend, and even when he is in the snate, will hold all dehts
cleared between them if he might but see Bagsanio at his death,
Portia, in her turn, has, as Lorenzo tells her

A noble and a true conceit
Of god-like amity,
For love’s sake she defers the consummation of her wedding
tites and essays a doubtful enterprise to purchase

‘The semblance of het soul
From out the state of hellish cruelty,

Her gloxification of ‘the quality of metcy’ in the trial-sceneis
the spititual counterpart of Shylnck’s dogged insistence on the
rights of Flate; and her ultimate tefumph, all the more perhaps
for the obvious legal quibbles on which it is based, is nothing
else than the trinmph of Love, in the deliberate prefetence of
equity to rigid justice. For mozal and epilogue of the whole
you may teke the esquisite lines which she speaks as she
treads once more her tertaces of Beltmont in the white moon-
Lighe:

How far that little candle throws his beams|

Bo shines a good deed in 2 naughty world
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And what of Antomio’s melancholy all this while? What
place has 1t in the happy ending which this most delectable
fady has brought about, with all #ts after-murth? Antonto, as I
tead hina, does not put off hus melancholy, He bows hus thanks
over Porta’s hand, and swtands silent and giavely smiling
through the greater part of the frolic with the rings Even the
retuen of lus argosies, mevitable mn the winding up of a tragt
comedy, leaves him still, I fancy, a sombre figuie 1n the back-
ground For, in fact, Aatonto’s melancholy preceded the loss
of hiy riches, and 1 think. that 1t has had very httle to do with
that, ot with the fear of death either, all the tume At the begin-
ning of the play he was going to lose something much dearer
to hum than riches, lus friend Bassaio Buassanio had just
brohen to him his intended marninge, and this it was that made
him sad He was not likely to explain to Gratiano ot Salatino,
but directly they had gone out he turned to Bassanio and
showed on what hus mind was runmng 1n the quick inquiry

Well, tell me now what lady 1s the same
To whom you swote a secret ptlgrimage,
That you today promised to tell me of

Consider, again, the scene desctibed by Salarino at Bassamo’s
embarhing, still before any question of the muscarriage of tus
vessels can have come to hus eats, how

His eye being big with teats,
Turning hus face, he put his hand behind him,
And with effection wondrous senstble
He wrung Bassania’s hand, and so they parted

‘I think he only loves the world for him, says Salarino,
Basswio was metely voyaging a few mules from Ventce, but it
W15 to bis wedding, and Antonio knew well how hawdly the
closest intimacies of bachelors survive the coming of 2
womn’s love.

Acrttie, for whase opiuon I have the highest tespect, argues
s punst this explanation of Antonto’s melancholy that
*Shrkespeare would not have left such a mam motive of the
phy to the imagination of hus audience®, But it (s not a matn
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father’s jewel-chest to pay the cxpenses of her elopement, o
the conduct of the other in setting out to retrieve his wagted
fortunes by the adventure of a gilded bride, until you temem.
ber that The Merchant of Venice is not in the realistic manner,
and that, with whatever sound humanity it states its majy
issue, it makes no effort to depart from many of the wotld-old
conventions of tomauce which it found in its sources amon,
the mowelte. For Bassanio it may pethaps be added, that ‘fuiy
speechless messages” had already passed between his eyes and
Portia’s in the days of his bravety, and that he may not have
been quite so worldly an adventurer as he chose to represent
himself as being to Antonio.

One cantiot fail to see that, if Shylock embodies the principle
of Hate, Antonto and Portia between them embody that of
Love, Antonio will put his “uttermost® at the service of his
friend, and even when he is in the snare, will hold all debts
cleared between them if he might but see Bassanio at his death,
Portia, in het turn, has, as Lorenzo tells her

A noble and a true conceit
Of god-like amity.
For love’s sake she defets the consummation of her wedding
tites and essays a doubtful enterprise to putchase

‘The semblance of het soul
From out the state of bellish cruelty.

Her glorification of “the quality of mercy’ in the trial-sceneis
the spiritual counterpart of Shylock’s dogged insistence on the
rights of Hate; and her ultimate triumph, all the mote perhaps
for the obvious legal quibbles on which it is based, is nothing
¢lse than the triumph of Love, in the deliberate preference of
equity to rigid justice. For moral and epilogue of the whole
you may take the exquisite lines which she speaks as she
;reads ouce more her terraces of Belmont in the white moog-
ight:
How far that itle candle throws his beams!
So shines 2 good deed in & naughty world
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And what of Antonio’s melanchaly all thus while? Whyy
place has 1t 1 the happy ending which this most delectable
lady has brought about, with all 1ts after-mirth? Antonto, ag T
read hum, does not put off his melancholy He bows hus thanks
over Portia’s hand, and stends sient and guavely smiling
thraugh the greater part of the frolic with the rings Even the
scturn of tus argosies, wevitable 1 the winding up of 4 trag-
comedy, leaves hum still, T fancy, a sombze figure 10 the bagk-
ground For, 1n fact, Antonio’s melancholy preceded the logs
of his tiches, and [ think that 1t has had very little to do wyth
that, ot with the feat of death enther, all the time At the begin-
sung of the play he was going to lose something much deayer
to him than riches, his friend Bassanio Bassanio bad just
broken to him his intended mantege, and thus 1t was that made
him s1d He was not Likely 10 explan to Gratiano or Salatiyg,
but ditectly they had gone out he turned to Bassanio and
showed ot what hus mind was ranning 1n the quick mquiry

Well, tell me now what lady is the same

To whom you swore a sectet prlgrimage,

That you taday promused to tell me of
Consider, again, the scene described by Salarino at Bassanip’s
embathing, still before any question of the miscartiage of hug
vessels can have come to hss eats, how

His eye bemng big with tears,
Tuening s face, he put his hand behind hum,
And with affection wondrous sensible
He wrung Bassanto’s hand, and so they pasted

‘T think he only loves the wotld for hum,” says Salating,
Bassanio was mezely voyagiag a few mules fiom Ventce, bug 1t
%45 to his weddmng, and Antomio knew well how hardly the
closest tntimactes of bachelors sutvive the coming of 5
womn’s love

A caitte, for whose opimon I have the highest respect, atgies
as agunst this explanation of Antonio’s melancholy that
‘Shikespeare would not have left such a man motive of the
ply to the smagination of his audience’, But it 15 not 2 Mg
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motive of the play at all. On the contrary, as I have shoyy,
Antonio’s whole attitude is out of harmony with the sy,

atmosphere which reigns throughout, and which hay iy
justification in the happy ending to which the audicney py,
presently to be wafted, I am inclined to doubt whether ghi
patticular point in the play was intended for the audience 5t
all, and is not rathet the inttusion of a personal note, an gchg
of those disturbed relations in Shakespcarc’s ptivate llfe of
which the fuller but enigmmatic record is to be found it the
Sonnets. Shakespeare, too, like Antonio, had lost a fiend, 4nq
had lost him through a2 woman; not does it seem o me to be
inconsistent with any view which Shakespeate can be gyp.
posed to have taken of his art, that he should reserve sgme.
thing hehind the arras of a play for his own eat, fot the secret
consolation of his private trouble.
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In Henry the Tourth chronicle history becomes Little more than
o tapestzied hanging, dimly wrought with horsemen and foot-
men, in their alatms and theit excutsions, which serves as a
background to groups of living personages, conceived in
quitc anothet spitit and belonging to a very different order of
reality. Shakespeate set out in the beginning to tell of ‘old,
unhappy, far-off things, and battles long ago’; but he turned,
with a growing mastery of realistic delineation and an unabated
interest in all that lay before his eyes, to interpolate his narta-
tive with scenes that bote no tincture of antiquity, and to show
the very age and bady of the time his form and pressure in
vivid transceipts of contemporary life as it was lived from day
to day in a Midland countryside or in the crowded streets of
London town. Not since Chaucer painted, one by one, his
pilgrims as they issued beneath the low archway of the ‘Tabard
in Southwark, had literature deigned to put upon record so
ample a breadth of the vatied web of English soclety. Here 2
group of carriers grumble to each other as they pack their
horses by the light of a lanthotn in order to teach Chating
Cross before nightfall. Here a leisurely country gentleman
tatks with his bailiff of the sowing of the headland with red
wheat and the merits of a local dispute, or regales his friends
with 2 last yeat’s pippin and 2 dish of cataways in the guiet of
his scented orchard, And in the narrow passages of an Fast-
cheap tavera drawers bustle to and fro scoting pints of bastard
in the Half-Moon; Ilostess Quickly gossips with Mistress
Keech the butchet’s wife, who has come in to botrow 2 mess
of vinegar for a dish of prawns; and a gang of riotous youths,
with a disreputable old knight in their midst, drick Limed
sack and prolit by the attentions of Mistress Dorothy Tear-
sheet and her fellow pagans, to the enlivening accompaniment
of Sneak’s noise.
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In its tutn all this revel of local colout and rapidly shifting
detail becomes the setting of a single great comic figute, and
theieby the plays attain the unity, which theit intermediate
position in the dramatic cycle that begins with Rehard #he
Second and ends with [ lenry 2he Fifth makes it difficult for them
to accomplish in any other way. Instead of the dynamic unity
of an emotional issue set and resolved in the course of the
action, they have the static unity of a pervading humorous
petsonality. Sit John Palstaff represents the top of Shake.
speate’s achievement in the creation of an immortal comic type.
Individual in the fullest sense, since peneral characteristies
meet and mingle in him as in 4 veritable cteature of flesh and
blood, he is none the less typical and symbolical in that these
general characteristics reach in him their most complete and
monumentsl expression. In such a figure literatute providesa
standard to which ever after we refer half-insensibly out
judgements not only of art but of humanity, We none of us
kaow of Falstaff; but we all of us know persons some at least
of whose traits find in Falstaff their archetype and quintessence,
Shakespeare never produced anything else quite so great a3
Falstef and in the same vein. Bottom the weaver, Juliets
nurse, Hamlet's gravedigger, Sir Toby Belch; these and many
others are genuine comic types, in the sense here explained,
but they ate all of lesser composition. Not can the Uncle Toby,
the Dactor Primrose, the Caleh Balderstone, the Sam Wellet,
the Mrs Elton, the Mis Poyser, of later writers equal this
masterpiece, His sole rival is a contemporary, the ingenious
gentleman, whose lineaments it is to be hoped we all of us also
find among those of our acquaintances, Don Quixote de la
Mancha,

Shakespeate’s imagination, rto less than that of his audiences,
lingered affectinnately atound this creation. Falstaff pervades
both parts of Henry #he Fosrth; and if the heroic ideals of Henry
#he Fifth could hardly have endured the disillusion which 2
contack with 5o very unideal and unheroic a petsonality must
needs have entailed, yet the insistence of royal as well as of
populac taste was strong enough to compel the tevival of the
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favoutite as a centte 1o the tiotous and bourgeois mirth of
The Merry Wases of Windsor. Of all the children of Shakespeare’s
brain, Falstaff and his satellites are alone thus privileged to
prolong ‘their existence beyond the limits of the play which
gave them birth, The Merry Wever of Windsor is, of coupse,
unmixed farce; and throughout the conception of Falstaf
pwes most of its clements to the shaping hand of this fisst
and ruder incarnation of the comic spitit, To tickle the gross
ears and shake the lusty sides of Queen Bess and the ground-
lings is his primary function; and to this end he resumes in
himself all the familiar qualities of which, since before the
dawn of recorded things, farce has made its inexhaustible and
unvarying sport. He 15 a sot, o lecher, a coward, a cheat, 2
beaggart, and a hypoctite. And since it is by means of the
visible and physical infirmities of frail humnanity that farce
most casily calls up the unyuenchable guffaw, Falstaff is not
only eternally thirsty, but also inctedibly and tidiculously fat,
His size lends half the point to his adventutes, when he ‘lapds
the lean earth as he walks along’ after the encounter with his
fellow-robbets on Gadshill, or at Shrewsbury calls upon
Prince Henty to bestride him if he sees him down {n the battls,
‘And I had but a belly of any indifferency,’ he tells us, “T wete
simply the most active fellow in Europe; my womb, my
vomb, my womb undoes me.” It is eminently charactetistic
of the direct and nnsophisticated methods of farce thet allg-
sions to Falstaff’s fatness largely take the place of tepartes at
the Boar’s Head tavern, and futnish forth half the merriment
of the table. Prince Heney, in particular, is never tired of the
theme, ‘A tun of mag’, he calls Falstaff, and “batebone?, and
‘sweet creature of bombast’, and ‘bed-presset’, and ‘hotse.
back-breaker’, and ‘huge hill of flesh?, and ‘martleinass’, and
*his wen’, and ‘globe of sinful continents’, and “that ttwnk
of humours, that bolting-hutch of beastliness, that swollen
parcel of dropsies, that huge bambard of sack, that staffed
clnak-bag of guts, that roasted Manning-tree ox with the
pudding in bis belly’, With some justice, pothaps, does the
victim complain that his tormentor has “the most wnsavoury
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similes’, and is, indeed, “the most comparative, tascalliey,
sweet young prince’, Of himself Palstaff speaks more tendly
as ‘plump Jack’, and, although he admits that he was ‘bom
with a white head and something a round belly’, he'is in the
mein disposed to explain his physical condition as a conge-
quence of his emotions, ‘A plagne of sighing and grief] it
blows # man up like a bladdes.” The prince, howeves, hasp
alternative and pethaps more plausible hypothesis, that it s
due to ‘drinking of old sack, and unbuttoning thee after
supper, and sleeping npon benches after noon”, Tt need not be
said that the taste for sack, hatdly less than corpulence, lends
ttself admirably to the purposes of farce. It is understanded of
the people, and one may be sure that the actor who plared
Falstaff got his laugh cvety time that he drained his cop of
called fot another on the plea that he wete a rogue if he drick
that day, And there is 2 humout, perhaps beyond the reach of
the groundlings, in the old toper’s philosophical commerds-
tion of the virtues of a good shestis-sack, on the strength of
which he declares, "If 1 had 2 thousand sons, the first hurane
yeinciple T wauld teach them shauld ke, to farswesr thin
potations and to addict themselves to sack.’

For after all you have not exhausted Falstaff, when you
have called attention to those broad aad obvious featutes of
his composition which fit him to walk the easy stage of fice:
Comedy is differentiated from farce, not merely by the mote
temperate gusts of laughter which it awakes, bt also by the
fact that it calls the brain to its assistance, and finds mggecial
for its diversion, less in the visible infirmities of the hody #nd
soul of man than in the underlying inadequacies and incon-
sistencies of motive and ideal which a subtle psychologicsl
analysis lays bare. Tu the portraysl of Falstaf the moods of
comedy and of farce are cutionsly interwoven. The comic
spixit is husiest with him when he 15 aoused to an uneasy cot-
sclousness that his earthy mode of life requites some sort Of
justification, ‘This justification generally takes the form of
depteciation of other persons on whom he chooses to la the
zesponsibility for his degtadation, ‘And 1 have not forgotten
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* what the inside of 2 church is made of, I am a peppetcorn, a
brewet’s horse. The inside of a church] Company, villainous
company, hath been the spoil of me.” With chatactetistic impu-
dence he upbraids Prince Henry himself. “Thou hast done
much harm upon me, Hal, God forgive thee for it] Before I
knevw thee, Hal, T knew nothing; and now am I, if a map
should speak teuly, little better than one of the wicked.” Or it
is the ‘costetmonges times’ that are out of joint, and simple
virtue can hardly hold its own. ‘In the state of innocency Adam
fell; and what should poor Jack Falstaff do in the days of
villainy?” An extra cup of sack readily works him up to the
heights of self-pity. ‘Go thy ways, old Jack; die when thou
wilt! If manhood, good manhood, be not forgot upon the face
of the earth, then am I a shotten herring. There live not three
good men unhanged in England, and one of them is fat and
graws ald. God help the while! A bad world, I say!® All this is
not wholly insincere, In his salad days, when he was page to
Thomas Mowbray, Duke of Notfolk, and might pass a jest
with John of Gaunt himself, Falstaff had doubtless bright
dreams which time and sack have woefully falsified. But his
remotse is not to be taken too setiously; it is long since it has
been much mote than 2 last refinement of luzury. And obvi-
ously one eannot suppose that there is any sincerity at all in his
grave statement to the Loxd Chief Justice that, for his voice,
he had “lost it with hallooing and singing of anthems®, Thete
are some indications that, as the plays were otiginally produced,
there was 4 stronger element of conscious hypocrisy in Falstaff,
which was subsequently expunged. The character is said to
have once botne the name of Sit John Oldcastle, a famovs
fifteenth-century Lollard; and the picture drawn of him seems
ta have incurted the disapproval of the Puritans, and to have
led to the intervention of Oldcaste’s powerful repesentative,
Lord Cobham, ‘Oldeastle died o martyr,” says the epilogue,
‘and this is not the man.’

Thete is stuff for comedy, again, in the fact that Palstaff’s
intellectual faculties have survived the shipwreck in which
morality and even ordinary decent living have come to ruin.
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His quick wits are always ready te save bim from some dige
humiliation, to the btink of which he has been led by by
cowardice ot his greed. His mental resource is inexhaustible,
No man is his mastet at a verbal rctort, or in the gentle at of
raking the worse appear the better cause. Again and again
he is on the point of being cornesed, and succeeds in turning
the tables on his adversary by some deft counter-atiack or
astounding license of mendacious assertion. Henry and Poins
spend whole scenes in an elahorate intrigue to confound him
over the imaginary highwaymen at Gadshill, and after all he
eludes them with a roat of laughter and a hearty, ‘By the Lard,
1 knew yeas well 2 he that made yel’ Charged before the Chif
Justiee by Mistress Quickly with an ancient unpaid debt, be
leaves the court gasping with the calm defence, ‘My lotd, this
is 2 poor mad soul; and she says up and down the town that
her eldest son is like you.” And did dishonesty ever find 2
more complete apology than in his surprised, ‘ Why, Hal, tis
my vocation, Hall *tis no sin for a2 man to labour in his voca-
tion'? His sttength lies in his utter dvaideia. Provided that he
come off best in a bout of verbal fence, he is ready to aceept
any moral judgement that may be formed of him with the
most serene indiffetence, And so comedy disputes him for her
own with farce. Fatce is a rough-and-tumble, but it is pre-
cisely in such contrasts within the soul as those here indicated
that comedy takes most delight, The most profoundly serious
of the Muses, she has always, throughout the long ages of
literary history, made it her grave function to be preaching
sincetity by the ironic exposure of shams.

Let us put it to the credit of Falstaff that he had 2 genuine
affection for the wayward young prince who condesceaded
to be bis boon companion. The blow thet fell, when the
crowned Henty renounced all knowledge of him and his
fool-horn jests, struck not merely at his purse, but at his heart,
To Master Shallow his explanation is glib enough, as usual.
NMevertheless he has had bis death-sentence, In Henry she Fifth
he passes away, meanly, behind the scenes; and Ancient
Pistol speaks his epitaph, FYis heart is fracted and corroborate.
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TrAGEDY, comedy, tragicomedy, fatce; these and such like
terms 25 these are not merely the bloodless inventions of a
lizerary historian conmoured of labels and ambitious 1o classify
the creations of art, as naturalists classify the flowers of the
field or the birds of the air. They da actually answer to some-
thing in the soul of things, and denote, 1n however rough and
summary a fashion, real distinctions of kind among the
methods by which, throughout the ages, the dramatist has
accomplished his eternal mm of persuading a reluctant and
self-centred audience to feel as he feels and see a5 he sees,
Each kind has its own laws, ot, if you will, its own atmosphere
and its own temper ot attitude towards life; and it is by
remaining obedlent to those laws or remaining sensitive to
that atmosphere and that temper, that the dramatist achieves
the unity of impression which is the essential condition of his
rinmphant appeal. Bach kind moves, as it were, in its own
plane, keeps its own distance from the observed facts of human
life, imposes its own assumptions and malkes its own absttac-
tion from the heterogencous motives to be discerned as
partiolly and imperfectly operative in that life. Drametic
consistency really means keeping in the plane; and the penalty
of leaving the plane is the loss of dramatic illusion, always,
where so much of visual realism and so much of psycholagical
convention have to be reconciled, in perilously unsishle
equilibrium. It js no doubt 4 fault of the Elizabethan drama,
to be sct against its rematkable humanity and its unbounded
wealth of poetic invention, that, not having come to reflect
upun the artistte conditions of its own existence, it too often
fails to keep the plane, Tts instinct is to be comptehensive, not
ta seleet oz to reject, but to hold up its mitror at shifting angles
to the whole uncoordinated welter of things. Elements of
tragedy, comedy, ttagicomedy, and farce ate thrust together,
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without due cate for the subordination of ane to another,
until the total effect of many a play is dissipated, and such
dramatic result as it achieves is episodic, an affair of magnifi
cent sections of dialogue and moving single Incidents, tather
than of a designed and coherent whole. Even Shakespeare’s js,
more often than not, a wasteful and irregular greatness,
although to greatness all things be permitted; not will you
readily find a more typical example of precisely that incon-
sistency of putpose and, as it wete, clashing of dramatic plans,
of which I have spoken, than in one of the acknowledged
masterpieces of Shakespeare’s sunniest period, a play pulsing
with vitality of every possible kind, Mueh Ade Aboui Nothing,
Singular that Swinburne, most inspired and most etrant of
crtics, should have selected among the qualities of the play
those of ‘absolute power of composition, faultless balance,
and blameless rectitude of design’, for especial praise. Sucha
judgement is only, one feats, maintainahle if exclusive atten-
tion is paid to the technical and, no doubt, extremely adroit
linking of scene to scene, without regard to the more import-
ant matter of the juxtaposition of dramatic values thereby
entailed.

What must, I suppaose, he regarded as the central motive of
M Ado Abent Norbing falls within the conception of tragi-
comedy in that aggravated form of which the degenerate
modern examples have carned the deprecistory name of
melodrama, A gallant and noble youth, Count Claudio, is
betrothed to a beautiful and itreproachable lady, Hero. The
course of true love is forbidden to run smooth by the machina-
tions of Don John, 1 thorough-paced villain of the deliberate
Machiavellian type dear to the Elizabethan imagination. Don
John is # dack and sinister figure, one

Whose spirits toil in frame of villainies,

and whom at any moment you expect to hear say, like Barabbas
in The Jew of Malta ~ for the first but not, unfortunately, for
the last time ~ [ “must dissemble’. Don John's plotung throws
4 cloud of suspicion on the fair fame of Hero. Claudio tejects
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her at the steps of the altar, She is believed to be dead of grief
and shame. Then, through mean instruments, the falschood is
tevealed; the lady’s innocence is proclaimed; she is discoverad
to be living after all; and is restored to the arms of the lover
with whom she is to live happy ever after. The scheme is
pechaps justified by the fine emotional handling of the scene in
the church, and by the pathetic dirge sung aver the wronged
Hero while she is still thought by Claudio to be dead, But it is
obvious that it belongs throughout 1o the melodramatic
plane; and 1f you marvel at the insufficient evidence on which
a grave slander against 4 spotless woman is accepted, or ex-
ptess 2 doubt whether Claudio’s conduct was really such as
shonld have been compensated by the recovety of his bride,
the only possible answer is that these things are integral parts
of the melodramatic formula, and cannot be distutbed without
tisk of the whole anclent edifice tumbling to the ground. Aay
closer psychology would have been inconsistent with the
distance at which melodrama makes its vety abstract rendering
of life. The ctitical justification, within its Limits, is sound
enough., A melodrama is 2 melodrama, and can only hope to
escape detection and retain its illusion by following the coa-
ventional lines which have been set for melodrama from before
the heginning of time.

But if the tale of Hero and the slanderous tongues is strue-
turally the backbone of Muzh Adp Abons Nothing, it is none the
less clear that it s far from exhausting the dramatic interest of
the play. Side by side with the tragicomic theme atranged to
trap your emotions, there is also a theme of pure comedy
lying in wait for your langhter in the parados of the telations
between Heto’s cousin Beatrice and Claudio’s friend Benedick.
In the working out of the action Beatrice and Benedick come
to figurc cven mote largely than Claudio and Hero themselves;
and from theit names, It may be noted, the play seems at an
catly date to have derived an alternative title. Beatrice and
Benedick are jesters at love, canght in the net of love and
condemned in the face of all men’s mockery to betray them-
selyes as the inconceivably teady victims of the divinity, whose

103



SHAKESPEARE: A SURVEY

colours they have flouted and whose rcasonable service they
have forsworn. Such ate the chosen spott of the comic spirit,
whose vittue it always is, through the garlands of laughter
with which it bedecks the sutface of life, to lay its finger upon
the follies and absurdities of those who hold themselves algof
from the natwal and wholesome laws which lie at the founda-
tions of life. Shakespeare had handled the theme before, when
he drew in Love’s Labonr’s Lost the picture of the Tiveless
Eden of Navarre, whose flaming bulwarks fell at the firgt
flutter of 2 troop of approaching petticoats, Berowne and
Rosaline are but faint sketches beside Benedick and Beatrice,
Shakespc‘ﬂre camae to Much Ado Abont Nozhing, which some
believe to be Love’s Labour’s Won, with a far finer sense for the
delicions entanglements of intrigue, and a ripened humour
which makes the eavesdropping scenes in Leonato’s orchard
2 joy for ever. This one may maintain, and yet be willing to
admit that the wit-combats of the protagonists sometimes
leave one aghast at the Elizabethan notion of repartee, and
inspite a fitm conviction that no clement in human culture i
quite 50 fleeting 1n its transformations as the sense of what is
funny in the give and take of dialogne. Benedick entreats
Beatrice to temain obdurate in her desire never to hear 2 man
swear he loves her, since ‘so some gentleman or other shall
’scape 4 predestinate scratched face’; and the lady tetorts,
“Scratching could not make it worse, and *twere such 2 face
as yours were,” With such subtle quart and tierce of mind did
they cross the dizlectic foils in Messina,

It is wit that evanesces, not humour, and since, while ia
Benedick and Beatrice wit and humour slternate, Dogberry
and Verges are of humour compact throughout, it follows
that, although the brilliancy of the former pait is in places 2
lintle tarnished, that of the latter must always remain pure gold,
‘This Is, in truth, of the dmmatist’s most authentic mintage,
Like Bottom the weaver, like Christopheto Sly, like Mrs
Quickly, like Justice Shallow, like a score of other immortals,
Dloghetsy and Verges areas etetnal smiles upon the face of easth
itself, the mellow fruit of that deliberate realistic observation
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of the Anglo-Saxon idiosyncrasies of specch and thought,
2 they revealed themselves to him 1n burgess and 1ustic, which
links Shakespeare to Chaucer, and of all his innumerable gifts
ts perhaps his most tnalienable birthright

But I came to bury Caesar, not to pratse him. One must
necds pay tubute of homage both to Benedick and Beatree
and to Dogbesry and Verges when the occasion offer., Yet
the cntical question rematns to be faced, how are these
elements of pute comedy related 1o the tragicomedy which i
the main substance of Much Ado About Nething, and how far
1» this el wtion conststent with that unity of i ession which 2
great pliy should, nndennbly, create? Stractmally, no doubt,
the dovetailing 1s, 28 Swinburae potnted out, faultless The
constables and their clumsy following not metely come in
pat to eftect the final rehabilitation of Hero, they also provide
a scene of dramatic 1ony 1n which Leonato 15 on the pomt of
prematurely discovering the plot aganst his daugheer’s peace
before 1t bursts, but for the lack of tume or the patience
necessaty to disentangle therr stuprdities The guiling of
Benedich and Beatrice, agan, comes 1a stmply and legitimately
15 2 pstime between the betiothal of Hero and her wedding,
and the merging of the two plots in the scene m which
Beatrice bids het prote.ting loves to kil Claudio 15 as perfecta
pece of dramattc workmanshep as can be inagined But I am
not thinking so much of exteinal stincture as of harmony of
atmasphere and the preservation of the iragicomic or melo-
dramat.c plane. And I do not see how 1t can be mamtained
that this does not suffer woefully from betng cut actoss by the
wholly different plane to which the comic elements of the
drwmt buong Benedick and Beatuce may be structurally
subordinate to Clandio and Hero, This does not prevent them
from bemg a very living man and a very living woman, and as
such infinitely mose mteresting than the rather colousless lay
figures of the melodrama The result 1 that it 15 the atmo-
sphere of Benedick and Beatoice, not the atmosphere of
Clwdia and Ilero, which 1 predominant in the play, and that
the incidents of the melodiama are mevitably forced out of
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their own plane and into the plane of comedy. Now the plage
of comedy - of ordinary straightforward Shakespearean
comedy, I mean not, of cousse, of fantastic comedy such g
A Midsamumer Night' s Dream or The Tempest ~ 1s far neater to
real Life than is the plane of melodrama. The trinmph of comedy
in Much Ado About Nothing means therefore that the things
which happen between Claudio and Hero have to stand the
test of a much closer compatison with the standard of reality
than they were designed to bear, Words and deeds, which
might have passed muster in their own surroundings, become
impossible in the presence of Benedick and Beatrice, Before
Beatrice’s fiery-souled espousal of her cousin’s cause, the
conventions of melodrama crumble and Claudio stands re-
vealed ag the worm that he is, 2nd that it should have been the
dramatist’s mam business to prevent the audience from dis-
coveting him to be, The whole of the serious mattet of the last
act necessarily fails to convince. Don Pedro and Clandio could
not, outside the plane of melodrama, have been guilty of the
insult of staying on in Leonato’s house and enteting into
tecriminations with hir, Claudio could not have complacently
accepted the proposal to substitute a cousin for the bride he
had wronged. Hero could not have been willing to be resumed
by the man who had thrown her off on the unconfirmed sug-
gestion of a fault. Such praceedings belong to the chiatoscuro
of melodrama; in the honest daylight which Benedick and
Beatrice bring with them, they ate garish.

Against this devastation of the unity of Much Ado Abomt
Nothing by the fatal clashing of the plane of its comedy with
the plane of its melodrama, thete is but one advantage to bhe
set; and that is in the completon and rounding-off of the
character of Beatrice which is made possible by her intetven-
tion {n her cousin’s tragicomedy, High-spirited, witty, honest,
shrewd of apprehension, capable of tendetness, all this we
had seen of guessed her eatlier in the play; but for the dialogue
with Benedick in the church we should never have known
how her inmost saul is wrought of forged steel and gold, This
is alf to our profit, and yet it must be borne in mind that the
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ptofit Is only an episodic one, since, as the critic must never be
weaty of insisting, the object of a drama is not to depict
character for its own sake, but shways, by the help of depicted
characters, to effect the transfetence from author to audience
of emotions or of ideas,
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Ir exception is made for King Jobn, which stands alone and
singulat, and the belated Henry tbe Lighth, the *Historics® of
Heminges and Condell’s classification fall naturally enough
into two distinct groups ot cycles of four plays apiece, There
ate the Plantagenet cycle contalning Richard the Second, and the
two patts of Henry the Foarth, and Henry the I'ifth, and the
Yotk and Lancaster cycle containing the three patts of Hewry
#he Sixth and Richard the Third. One may call them tetralogies,
if it is kept cleatly in mind that the parallelism with the Greck
drama, which the term suggests, has its origin, not in a mere
archaeological fantasy of the Renaissance, but in a real analogy
between the solutions of analogous dramatic problems. It is
improbable that Shakespeare had made his study of the
methods of Aeschylus; but it is certain that, when he began to
replace by & structural unity the mere succession of events
which had satisfied the compilers of the earlier chronicle plays,
he had the same task before him which confronted Aeschylus,
when he undertook to weave into a beginning, middle, and
end a series of dramatic nazeatives drawn from the legendaries
of the house of Atreus or the housc of Qedipus.

"The eatlicr tetralogy is of coutse that of Yotk and Lancaster,
which scems to date from about 1791 to 1594, when Shake-
speare was a8 yet, so far at least as theee of the four plays are
concerned, little more than a furhishetr up of other men’s
work. The later one, with which he occupied himself, pethaps,
less continuously between 1594 and 1599, shows a considerable
advance towards the goal of structural unity, Tnstead of the
formal opposition of the two houses, which hardly setves to
link the string of hisioric episodes from the siege of Rouen (o
Bosworth Field, there is a deliberate and effective conteast of
tvpes of character in the portraiture of the three successive
kings, which forms the basis of 2 genvine dramatic study of
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kingship. The antithesis between Richard, the flower-like king
of pageantry and poctic speech, and the elder Henry, the
strong resolute crown -grasper, is reconciled into vaity, by o
truly Hepelian peocess, in the figure of the younger Henry,
which is the climax of the whole development. Like Richard,
Ileary is king by right divine, in virtue of his birth and
parentage; lilie his father, he is king by vittue of his capacity
fur kingship and of the subtle something in his blnod which
makes it pulse in harmony with the blood of the peaple whom
he leads, He has the external gifts and graces of Richard, with-
out Richard’s decadent soul; he has Bolingbroke’s magnetic
petsonality, without the stain of blood and usurpation which
Bolingbtoke could never wipe off. He is thercfore the ideal
king, the divinely chosen tepresentative and embodiment of
the spitit of England. Even formally, it will be observed, he
holds the tetralogy together, from the fiest mention of his
frolic boyhood at the end of Rishard the Second, through the
riot and the budding valours of Heary #he Foursh, until he takes
his kinghood on, and blazes forth, ‘his vanities forespent?, in
the glittering careers of Agincourt.

I, on the other hand, one changes the point of view, and
tegards dramatic handling, rather than dramatic structute,
thete is, of course, far less similarity between Richard the Second,
Henry the Fourth, and Henry the Fifth, than between Henry the
Srcth and Richard the Third, ‘The earlier series of plays has all
the effect of a continuous composition, wtitten in a common
style, the chatactecistics of which only increase in intensity
towards the close, The latter was evidently laid down and
taken up at intervals duting a considerable period, and bears
the marks of various stages in the development of Shake-
speare’s literary manner. Réchard the Second is the lytical history,
just as Rawmeo and Julict is the lyrical tragedy and A Midsupemsr
Night's Dream s the lyrical comedy, Ity wealth of thyme,
highly wrought poetry, and insistent pathos belong to an
experiment towaeds making drama more directly the expras-
sion of an emotional mood than it is by its nature very well
fitted to be. Charles Kean caught the spirit of it when, as Pater
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says, the play became in his hands, ‘like an exquisite perform-
ance upon the violin'. Hanry #hs Fourth is of a vety different
temper. The Instinct of poetry has given way to the instinct of
realistic observation, and the political theme, although by no
means lost sight of, practically sinks into subordination to
those wondetful gewre pictures of London life as it was lived
in the highways and taverns of Tastcheap. In Huupy #he Fifth
it is resumed, Palstaff, too dangerous a competitor for Henry
with the suffrages of any audience, is remorselessly suppressed,
and his ragged regiment in their turn setve but to furnish fosth
patt of the background against which the heroic perzonality
is relieved. Henry the Fifth is far more closely related to Rizhard
the Sevond than is either of them to the mingled web of chtonicle
and comedy that has intervened, Yet the earlier manner is not
wholly recaptured after the four or five years® intetval. Both
plays are primatily plays of emotion, but the emotion is of
distinct types. In Richard the Second it is a lyric flood of pity
which wells up atound the slowly gathering fate of the
beautiful ineffective king; in Herry #he Fifth the impulse is ane
of patriotic exaltation, 4 communal rather than a personal
emotion, and one which touches the verse less with the lyric
colout than with that of a vivid and sincete thetotic,

Pattiotism, indeed, is the keynote of the play. One may
faitly regard it a5 the most complete expression of that height-
ened national self-conscionsness, which is so characteristic 2
feature of the latter yeats of Elizabeth’s chequered and anxious
teign. Tt sums up, once and for all, the whole of that dramatic
tendency, which took its origin in the enthusiasms of the
Armada yeat and is responsible for the vogue and elaboration
of the chronicle play. Ten years had clapsed since the Armada;
and it is tempting to connect the immediate inspiration of
Heary the Fifth with the renewed stimulus given to the patriotic
order of ideas by the exploits of the Earl of Essex and his
gallant company duting the filibustering expedition to Cadiz
in 1596 and the less successful island voyage to the Azores in
1597 Basex is of course “the general of our gracious empress’,
the hope of whose glorious retusn from Ireland,
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Bringing rehellion broached upon his swotd,

gives oceaston for one of Shakespeare’s comparatively rare
dnect atlusions to contemporary history 1 the prologue to the
Fifth Act. [ do not of course suggest, after the mannet of too
many ctitics, that the poet’s [Tenry is in any way to be regarded
as 2 ‘portiatt” of Fssex, although it 15 certainly the case that a
yeu ot two afier the play was written the Lord Chamberlain’s
company was employed in the interests of the eatl, and on the
vety eve of his ill-starred enterprise of Februaty 1601 gave
before lus followers a pexformance of Risbard the Second, which,
Justly ot not, was mterpreted at his teial ag an attempt to atouse
prejudice against the tyranny of Richaid’s snccessor, Elizabeth.
At least there can be no doubt that from 1596 to 1599 Essex
was the centre and focus of national feeling, the datrling hope
of all those who looked to see England a powet upon the seas
and the champion of the Protestant cause in Europe. A few
months after Hewry #he Fifth was put upon the stage, Basex
had returned indeed from Ireland, but not glosiously, and at
his fall the star of nationalism waned, hardly to lighten again
through the long days of James and his cloud of Spanish
sntrigues, Drayton’s fine ode of Agincours, printed not later
than 1608, sounds already ltke a fant and fas-off echo of the
forgotten Liltzabethan dream.

But the dream 15 stell a reality in Henry #hs Fyfth. Ttis a pacan
which Shakespeare comes singing, i glomficaton of the
dauntless spisit and invinesble endurance of Englishmen, of the
folk at umty with wself, among whom king and nobles,
yeomen and peasants, vie with one another to show the mettle
of their pasture, Iven the arrogant French cennot withhold
theit admuration from the ‘nook-shotten isle of Albion’,
whose batley-btoth can decoct cald blood to such a heat.
“This land of England’, says the Dauphin, ‘breeds very
valunt creatures; their mastiffs are of unmatchable courage.’
And in the fiont of all 15 Henry himself, ‘the mitror of all
Christian kings’, one who goes to battle ag to a sactament,
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and would rather be on the weaker than the stronger side,
for
If it he a sin to covet honout,
I am the nisst offinding soul alive,

Henry’s secret is that he is so fully representative of his fellow
countrpmett, ‘T he Dauphin taunts hini with his wilder dayss

Not measuting what use we made of them.

But in reality hls “humorous youth® has been his petiod of
training for kingship. ‘Unseen, yet crescive in his faculty,” he
has come, through close contact with what is bad as well as
what is good among his kind, to exercise a sure empire over
the souls of men, and to be their true leader in the day of
stress. Even the incortigible raffian and cur, Pistol, feels the
finer influence, and cties amazed, ‘I love the lovely bullyl* and
his mete presence as he rides through the camp is sufficient to
knit men’s sinews and steel their hearts:

‘That very wreich, pining and pale before,
Beholding him, plucks comfort from his looks,
A lurgess universal like the sun

His liberal eye doth give to every one,
Thawing cold fear, that mezn and gentle all
Behold, a4 may unworthiness define,

A little touch of Harry in the night.

Harry sets the spirit of the play; and this spirit is pure Eng-
lish. As if with some deliberate intention to make hia pictuse
tepresentative, Shakespeare has filled the canvas with figures
which typify every element in the mixed blood of the race,
Fluellen the Welshman, Macmorris the Irishman, and Jawmy
the Scots captiin jostle in the field of valous with honest
Sazon Williams, And with the vittues of nationalism go its
defects. To our modern thinking the lust of conquest is at
once base and terrible, A spirited foreign policy has its reaction
inthe ineradicable tendency to regard mete matters of domestic
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concern as not worth taking thought fot. The king tells the
French ambassador how:

We never valued this poor seat of England,

and one recognizes the prototype of the blatant modern im-
perialist, with his insolent talke of ‘litle England”, Heary
himsell can do & cruel thing in the pursuit of his high purpose,
One cannot uite forget poor Jack Falstafl, whose heart was
fracted and corrobotate, before he died, by the bad humouts
which had been run upon him; and the treatment of Jack
Falstaff remains a stain even upon *the murror of all Christian
kings’. One need not suppose that Shakespeare was blind to
all this, or regarded his ideal king a5 2 being necessarily exempt
from all criticism. Certainly he is by no means unawate of the
darls shadows that edge what a later poet has called *the sound
of splendout of England’s war’, of

The widows’ tearts, the orphans’ cries,
The dead men’s blood, the pinlng maidens’ groans;

and of the desolation of 2 land whetein

All her husbandty doth lie on heaps,
Corrupting in its own fertility.
Her vine, the merey cheerer of the heatt,
Unpruned dies; her hedges even-pleached,
Like prisonces wildly overglown with hair,
Put forth disordered twigs; her fallow leas
‘The darnel, hemlock and rank fumitory
Doth root upon, while that the coultet rusts
‘That should deracinate such savagery.
'The even mead, that crst brought sweetly forth
The freckled cowslip, bueaet and green clovet,
Wanting the scythe, all uncotrected, rank,
Cuncetves by idloness and nothing tecros
But hateful docks, sough thistles, keckses, buss,
Losing both heauty and utility.

Obviously, too, a dramatist who can include Pistol, Nym, and
Bardolph in the same sty with 2 Henry and 2 Williams has
not failed to look upon the seamy side of ifnpetiallsm,
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Such 2 theme as that of Henry #bs Fifth, when put upon the
stage, naturally calls for some elaboration of scenic setting,
Pattiotism loves the blace of trampets and deums, glittering
coats and the pomp and circumstance of alarms and excur-
sions. It is always interesting when Shakespeate becomes his
own ctitic, and the choruses to Hesry the Fifth bettay him as
preoccupied with the inadequacy of his limited methods of
ptoduction to answer to the stage-manager’s 1deal:

Pardon, gentles all,
The flat untaised spirits that hath dared
Og this unworthy scaffold to bring forth
So great an object! Can this cockpst hold
‘The vasty fields of France? Ot may we ctam
Within this wooden O the very casques
That did affright the air at Agiocourt?
Or again:
And 50 out scene must to the battle fly;
Whete - O for pity! ~ we shall much disgrace
With four or five most vile and ragged foils,
Right ill disposed in brawl ridiculous,
‘The name of Agiacoutt,

So Shakespeare provides the tefutation of those who deny the
propriety of calling in the stage-carpenter and costume-
designer to do their shate, in such a degree as discretion anda
sense of proportion may suggest, in the presentation of his
plays. It was his poverty and not his will that consented to the
primitive arrangements which an archaeological fantasy of our
day has elevated into an artistic gospel. He disposes you his
ragged foils with an apology. But it is the art of the dramotist
to sting the imagination of his audicnce into supplying for
Itself what may be lacking in the visual illusion, Hence the
smargial ring and hard brilliance of so much of the verse of the
play, in which Shakespeare’s style teaches its zenith of object-
ivity and rhetoric, Hence the unfailing imagery, the abundant
eloquence, the swelling phrase. Hence, above all, the choruses
thetuselves, which endeavour by strenuous desctiption to add
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what the action must needs omit, and through which the total
impression left upon the spectator has something of an epic,
rather than of a strictly dramatic character. Within its Limits
all is magnificent; but the lumits are unmistakable, Hete you
have a Shakespeate playing on the surface of life, much occu-
pied with externalities and the idols of the forum. And with
the exception of a few unconsidered words that fall from the
mouth of 2 woman of no teputation, there is nothing that is
intimate, nothing that touches the depths.



JULIUS CAESAR

Jusrug Carsan’, which most recent scholats - bestayed,
pethaps, by the notion of 4 ‘tragic period’ in Shakespeare’s
development beginning only after the last of the “joyous
comedies” had been completed - have agreed to date in 1601,
is fonnd, upon a closer rereading of the facts of Literary history,
to belong rather to 1599. The point 15 not wholly unimportant,
and Is at least interesting as a refntation of that extreme school
of philosophical and aesthetic criticism, which too often
affects to dismiss the nice investigation of dates and accasions
of production as no more than a profitless pedantry. In itself
the establishment of the chronological order of the plays
matters but little; it becomes of significance when it helps to
determine the relations in which those plays stand to each
other, and to fix the stations by which the poet’s unresting
thought moved in its progress actoss the vast issucs of time
and eternity. In the intexpretation of Julius Caesar it is of the
first moment to tealize that it was probably written immedi-
ately after Henry #he Fifth, and that its speculative outlook upon
life beging precisely whete that of Hanry the Fifth leaves of,
The similarity of the two plags, both in theme and in mannet,
only needs to be stated in order to catry conviction, There Is
the same presccupation with a political problem in the rela-
tions of leader and mob, and the same flow of inexhaustible
eloquence in which, 43 at no othes period of Shakespeare’s
career, speech is aptly and lucidly fitted to the precise idess
which it undertakes to convey. This is wholly true of Henty the
Fifth, and it is troe of the greater patt of Jukins Caesar, although
here there is already from time to time some foretaste of the
more troubled cxpression of latex plays, in which the pink sad
white of perfect thetorlc is sicklied o’er with the pale cast of
thought. But this slight divergence of style is only sympto-
matic of 3 far move decp-seated opposition of teraper, which
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may be briefly but accuratcly sumed up in the formula that
enry the Fifth and Juling Catsar treat the same subject-mattet,
the one as 4 heroic play, the other as a tragedy. Henry 1k
L4fth is 2 pacan of the superman in the guise of the popular
hets. Tts cmotional basis is trivmphant nationalism, the
gxultation ot a folk in the ‘efficient’ champion, who incarnates
their dreams of military glory none the loss surely that in the
glamnut the stratns of haidness which enable him to rise by
trampling upon the heatts of his friends pass unperceived.

1t 15 the supernan, again, who is dealt with in Jwins Caeser,
in a very different mood indeed from that of Agincourt, but
with no less unhesitating recognition of his efficiency and his
inevitableness. The Caesar of Shakespeare is the Caesar of
Mommsen, ‘the born ruler, Who governs the minds of men
as the wind drives the clouds’. He stands alone and unpar-
alleled. His hodily infirmities, the falling-sickness and the fever,
only serve to throw into stronger relief the powets of will and
personal magnetism whereby he gets the start of the majestic
world and beats the palm alone. For the dramatic value of this
effect, Shakespeate departs from Plutarch and falsifies history,
representing the competent athlete, who in fact saved his own
life by swimming in the harbour of Alexandria, as indebted to
Cassius fot beating him, spent and wearied, out of the totrent of
Tibet. It 1s noteworthy in the play that the impression which
it yields of Caesar’s greainess is largely afforded by his owa
self-conscious utterances. He speaks of himself more than once
with a touch of awe in the third petson, and is ready to dwell
upon his own steadfastness of soul and withdrawal from the
weaknesses of his fellows:

1 amn constant as the northetn star;
and:

Be not fond,
To think that Cacsar bears such 1ebel bland,
That will be thawed from the true quality
With that which melteth fools;
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and:
Danget knows full well
"That Caesat is more dangerous than he,
We are two lions littered in one day,
And I the elder and mote terrible,

"This self-laudation, which is not perthaps wholly inconsistent
with the view of Decius Brutus that Caesar is “then most
flattered’, when he is told that he hates flatterers, serves in its
turn Shakespeare’s dramatic purpose. It creates an atmosphers
of 3fpis, of greatness becoming overtipe and toppling to its
fall, which hangs the eatlier scenes of the play about with
dramatie itony. And none the less it catries conviction, as an
estimate, pot metely of what Caesar would be taken to be, but
of what he is. ¥t is reinforced by that finet, if only because less
self-conscious, saying upon which the whole fate of the con-
spiracy against Caesar tugns:

What touches us outself shall be lagt served;
and by the independent testimony of two such wholly different
personalities ag Antony and Brutus, It is to himself, and not as

4 lure to the conspirators or a gead to the populace, that
Antony murmuts before Caesar’s corpse:

Thou art the ruins of the noblest man
That ever lived in the tide of times.

Even in the glow of moral indignation against tytanny, Brutus
acknowledges

I have not known when his affections swayed
More than his teason;

and long efter, he reminds Cassius of the obligation to high
ideals imposed upon those

That struck the foremost man of all this world.

"The superman falls in Caesar, but supermanity does not fall
with him, for Antony is at once ready to step into the vacant
place, and to become the heir of Caesar, just as Caesar himself
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had heen the heir of ‘great Pompey’. In Antony you have 2
second type of the ‘efficient” mar, none the less complete and
dangernus because he hides his efficiency undee a Bacchic mask
and o wreath of flowers. Antony s ‘gamesome’; he has 2
‘yuick spitit” which ‘loves plays’; he
Is given
"T'o spotts, to wildness, and much company,

This deceives Bratus, but it does not deceive Shakespeare, or
the audience who have already, with Shakespeare, watched
the emergence of a Heney the Fifth from a wanton and roister-
ing youth. Antony teaches Octavius to tide Lepidus as a
hotse:

It is a creatuse that I teach to fight,

To wind, to stop, to run ditectly o,

1lis corporal motion governed hy my spirit;

and the amazing scene in the market-place, in which under
the very menace of death he makes himself instant master of
the situation, winds the conspitators, themselves *the choice
and mastet-spirits of this age’, round his litle finger, and
seizes the one opportunity afforded to turn the passions of the
mob irrevocably against them, shows cleatly enough that his
power over his fellow men is by no means confined to such
slight unmeritable creatutes as Lepidus. One may stop to
point out the delight which, here as elsewbere, and notably in
certain scenes of Richard the Third, Shakespeate takes in paint-
ing from inside the processes of the born actor and the
musician-touches with which he plays upon heatts,

But if Henry the Fifth and Jwlius Cagsar have it in common
that they ate dominated by the conception of the supetman,
they differ most profoundly in the sentiments and emotions
which the spectacle of the superman is used to evoke. In Hesry
e Fifth your sympathy is claimed from beginning to end for
the hiero; the play is a glorification of leadetship, a dramatized
epic. Juling Caesar teverses this point of view; the superman
still triumphs, but youtr sympathy is to be transferred from
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him to the idealist who makes head against him, and who js
doomed 1n the end to go down before the Durandal of his
efficiency, No exultation, but pity and awe, are the burden of
the event, It was pethaps natural that Caesar should provide s
title, 2s he had done for so many eatlier dtamas of the Renais-
sance, including thatin which Polonius played the title-tole and
was Idfled like a calf in the university of Wittenbetg; but it is
in Brutus rather than either in Caesar of in Antony that the
centte of emotional interest Is to be found, And so thelast note
on which you leave the theatre is a memory, from the mouth
of Antony, not of Caesat, but of Brutus:

This was the noblest Roman of them all.

Brutus, murdering from philosophy, stands for the revulsion
of humanity against the superman, who, when you get him
out of the circomstance of war into that of peace, and out of
the medieval atmosphere into that of a free community, be-
comes revealed for nothing else than what he is - plain tyrant.
The stand of freedom against tyranny is elementary righteous-
ness, and in Brutus the conscience of freedom is personified,
Aatany, posing as Chorus, admits that his action was taken
*in a general honest thought and common good to all’. Whea
the call came to him, he was ‘with himself at war’, The
tradition of his bonse, the established reputation of one who
for his virtue “sat high in all the people’s hearts’, formed
¢claims which could not be set aside without dislayalty to an
exalted sense of honour. He had no personal capse to spum at
Caesar, whom he loved and admired; nor was there anything
congenial to him in conspiracy with the ‘dangetous brow’,
Hig resolution was determined by nothing meaner than

The sufferance of our souls, the time’s abuse,

To such idealism a foll is provided by the less reputable
motives of some at least of the other conspiratots, who

Did that they did in envy of grent Caesar.

Cassiug is not without spatks of preatness in hitn, but Cassius
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himself v ould have heen a cuperman if fate had willed 1t 5o
What 11hs him 15 not so much that the old civic 1deals of ftee-
dom and cqulity should be set at nought, as that he pezsonally
should be an nndetling, and live 1n awe of such a thing as he
sl This 18 not to say that he 13 all hypoctite A completer
amily oy mieht dicntingle stiains of stncetty and of self-
seid wy cucously mnteewoven 1 his composittion But when
he puts on the antique Roman ind votces his formulas of
libetty to conspirator after conspirator, one has an uneasy
fceing that the togy does not wholly fit hun, and 1t 15 not
iltogether a surprise when 1t comes to be whispered amongst
his colleues that Casstus has an wtching palm And hete
comes in the rroay of the pluy, that after all it 15 Cassius, and
ot the 1dzalist Butus, who mught, if the opportunity had been
hs, bave brought to the conspiracy just that element of
ethiciency which was needed to turn tt into a triumphant
revolution Motal enthusiasms have not blinded Ins eyes to
plain ficts and thetr consequences

He 18 1 great observer, and he lovks
Quute through the deeds of men

Caesar 15 no mean judge of a man, and had the name of Caesar
been lble to fear, 1t 19 the spare, seldom-smiling Casstus that
he would hwe held dingerous Bu efheiency 1s only as dust in
the halance when weighed agiinst character; the conspirators
a1¢ hoplesslv under the spell of Bratus, Cassius himself no
less thun the test, 1 1t 10 the dramatic function of the famous,
though pebaps somewht dispropottionate, guariel-scene
to show, and once again lofty ethical ideals ate allowed to
vieth thur full hwoc in the world Ihiee several times
Casstuy ur res the course of prictical wisdom, and the head-
stiony and optmistie scntime nt of Brutus decides agatnst him
with fiil results He would have Antony fall with Caesar,
wd the tdealtat, who hus no conception of the hidden Aatony,
1plies
Tet us be sutiticers, but not butchers, Cams

He would mtevenc again to heep Antany out of the pulpit
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in the matket-place, but Brutus, beat on doing the generony
thing, will not heed the twitch at his elbow, and Astony gets
the car of the people, which is all he needs fot his mov orw.
Finally, aftes the quartel, he is overruled by the fatalistic desire
of Bratus to take the tide of {ottune at its flood, and meet the
enemy at Philippi, although he is indeed the better soldier, snd
knows that the wiser policy would be to keep the hills and
uppet regions.

It is to a despondent view of life, then, that Shakespeare hay
passed {rom the light-heatted and complacent heroics of Hup
#he Fafih. Between this Bratus and thig Antony 2 plain issue s
set. Tt is nghteousnesa; matched against efficiency and showing
lself cleatly impotent il the unequal contest. Had we only o
do with the fate of individuals, it might pass. But ¢he selection
of the artist makes his puppets mote than individuals, They
stand for splritual forces, and in the spiritual order the ttiumph
of efficlency over righteousness is tragic stuff,



AS YOU LIKE IT

Briort s You Lok It Zotlus 13 disarmed The temper of
the play ts so peefict, 1t portiy 50 mellow and so golden, that
the cattie would fun hold his hand in fear that, when all has
Ireen sud, he ohfl but seem 1n his curiosity to have rabbed off
the marvellons dust from the wings of a butterfly, Here you
hate a Shal.espeare, tiguennscions lord of his art, Jagpched
tiumphantly once fou all upon the high tide of romance, He
has come to the plenitude of hts powers He has found his
chatacteristic formula, and we have nothing to do but to Listen
£ the bugles blown as he hunts the quatey of bus theme through
the intricate glades and tangles of his bosky 1magination As
Yo Lrke It 18 romance incarnate, All the wonderful elements
of the secular traditton are gathered together there 1 its
lightheaned compass There 15 the ro £ friendshup 1n
Rosalind and Celia, ‘lihe Juno’s swans, still coupled and insepa-
able’, the 1omance of Adam’s loyalty, the constant service of
the antique world’, the romance of love at first sight, acknow-
ledged i words by the srmitten Phebe's quotation of dead
Matlowe’s saw, and acknowledged as the mainspring of the
w hole plot when young Orlando wrestled and overthtew more
than his enenues, and witty Rosalind, for all het couswn’s
watning, fell deeper 1n love than with safety of 2 pute blush
she might 1n honour come off again Then you have Orlando
as the typieil lover of romance, the love-shaked sonneteer,
hangtng hs odes upon hawthorns and his elegies upon
brambles, and abusing the young plants with caving “Rosa-
lind” upon their baths You have the conventional ssues of
romnce tn the wind-up of the story; the sudden changes of
fortune which bettay 2 beneficent disposer of events, the
wpentanee of Olver and the convetsion of Frederick to 2
relizious Iite, wherehy the hanished duke retutns fiom eade
and (ilande wins hus fathet’s inheritance, and eauthly fhings
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in the matket-place, but Buutus, beat on dotng the genesoys
thing, will not heed the twitch at his ethow, and Antony gets
the ear of the people, which 15 all he needs for his nov gry
Finally, after the quattel, he 1s overtnled by the fatalistic degye
of Brutus to take the tide of fottune at s flood, and meet fhe
enemy at Philippy, although he 15 indeed the better soldice, and
knows that the wisee policy would be to keep the hills ang
uppet regtons

It1sto a despondent view of life, then, that Shakespoare hns
passed fiom the light-heatted and complacent herotes of Homy
the Fiffh Between this Brutus and this, Antony a plain e s
set. It Is Tighteousness matched against effictency and showmng
atself clearly impotent i the unequal contest Had we only to
do with the fate of tndividuals, 1t might pass But the selection
of the artist makes huis puppets more than individuals They
stand for spiritual foices, and 1n the spiritual ordey the trumph
of efficiency over tighteousness 18 tiagic stoff,
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Brrorn Lt You Like It Zoilus is disarmed. The temper of
the play Is 50 perfeet, its poctey so mellow and so golden, that
the critic would fain hold his hand in feat that, when all has
been said, he shall but seem in his cusiosity to have rubbed off
the marvellous dust from the wings of a butterfly. Here you
have a Shakespeare, tqgeganscious lord of his art, Jagached
trivmphansly onee for all upgy igh ¢ He
has come to the plemtude of his powers. Hg has found his
characteristic formula; and we have nothing to do but ta listen
fo the bugles blown as he hunts the quarry of his theme through
the intricate glades and tangles of his bosky imagination. As
You Luke It is romance incarnate. All the wondetful elements
of the secular tradition are gathered together there in its
lighthearred compass. There is the romance of friendship in
Rosalind and Celia, ‘ltke Juno’s swans, still coupled and insepar-
able’; the romance of Adam’s Joyalty, ‘the constant service of
the antique world’; the romance of love at first sight, acknow-
ledged in words by the smitten Phebe’s quotation of dead
Maslowe’s saw, and acknowledged as the mainspring of the
whole plot when young Otlando wrestled and overthtew mote
than his enemies, and witty Rosalind, for all her cousin’s
warning, fell deeper in love than with safety of a pure blush
she might in honour come off again, Then you have Orlaado
as the typical lover of romance, the love-shaked sonneteer,
hanging his odes upon hawthorns and his elegies .upon
hrambles, and abusiag the young plants with carving ‘Rasa-
lind’ upon thetr batks. You have the conventional issues of
romance in the wind-up of the story; the sudden changes of
fortune which betray a beneficent disposer of eveats, the
repentance of Oliver and the conversion of Frederick to a
telignous life, whereby the banished duke returns from exile
and Qrlando wins bis father's inhetitance, and earthly things
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made even atone together heneath the blessing of Hymen,
Above all, you have the romantic spint of adventure with
which the play is filled; 2nd never more high-spirited and
picturesque company of knight-errant and squire and dwarl
set out on theit eateiptise 10 Pafwerin of England and Amadis of
Ganl, than this of Rosalind with cortle-aze upon her thigh,
and Oelm smitched with umber, and the roynish clown, s
You Like It is one of the plays, so numerous above all at the
midmost stage of Shakespeate’s development, wlhich are
dominated by theit women; and if one polled the company of
teaders fur their choice of a heroing, although some would
sweat fealey to Imogen’s cadurance or Beatrice’s ardent soul,
and I myself make my reserve of devotion to Portia, yet it can
bardly be doubted that the majonty of sufftages would be
Rosalind’s. Witty and Dbrave, audacious and tender, with a
grace that her doublel and hose cannot pervert, and a woman-
hood that they cannot conceal, it is indeed she that gives the
pxece its special human charm, its note of sane and joyous

And vet, splendid as is Rosalind’s, there is an even greatet
patt in As You Like It. Aad that is the part of the Forest of
Arden, Commentators dispute whether Arden is a duchy on
the confines of France and Germany, ot whether it lies north
of the Avon in Warwickshire, just as they dispute whether
the island of The Tempesz is this or that little nook of land in the
Mediterranean, Actually, of coutse, it toa ig the essential forest
of romance, with its strange fauna and flora, its possibilittes of
% lioness beneath every hush, its olive-trees and its osiers, its
palms and its vaks growing together. It is here thai men live
Iike the old Robin Hood of ngland, flecting the time care-
lessly as they did in the golden world, We bave travelled
through it already, in The Two Gentlewen of Verena. Then it
stood hetw ecn Milan and Maniua, and the outlaws swore in it
‘by the bare scalp of Robin Hood's fat friar’, In its puslievs
lie the pleasant pastotal lands which Theocritus invented, and
after him Virgil and Mantuan sang of, where peaceful shep-
herds feed thelr Hocks, careless of the court, and vexed only
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by the pains of love and the cruelty of a disdainful mistress.
We are always conscious of the forest in Ar You Like It Tt is
sometning mote than & aete scenic background; 4 spiritual
fogee, bringing medicine to the hurt souls of men, The banished
duhe has the sentiment of it:

Huh not old custom made this life mote sweet
Than that of painted pomp? Are not these woods
More free Frons peril than the envious court?

Thus A You Like It does for the Blizabethan drama what the
long string of pastoral poets, Spenser and Sidney, Lodge and
Greene, Drayton and Browne, and the rest, had already done,
ot were still to do, for Elizabethan lyric. The temper of it s
not stricely the temper of the actual country-dweller as that has
filled our later literature for the last century. It is rather the
tempes of wrban disillusion, the instinctive craving of the fan
who has been long in cities pent for green fields and quiet
nights. And no doubt it yields rather a mirage of the couatry
than a sober and realistic vision of the country as it really is.
Yet it is 2 temper to be accounted with, and insistent upon its
expression. There are those who speak of pastoral 2 if it wete
only a fashion of writing, a literary convention which filtered
from the classics through the Italians to the litetatures of the
West. There is an element of truth in this, of course, but upon,
the whole it 15 more false than true, It is parallel to the mis-
reading of Shakespeare’s Sunnets which sees in them merely an
esercise in the manner of Petrarch, Poets are not really 5o in-
hunsan as all that; and why does 2 literary fashion have its
Yoguc ot given moment in a people’s history, if not because,
just then und there, it answets to some natusal necessity in the
heatts of men? The pastoral impulse of the end of the sixteenth
century in Eogland means that at the end of the sisteenth
weatury Hnglisbmen wete larning to feel the oppression of
cities. Aud we know that, during the later yeats of Elizabeth
and the early years of James, statesmen were beginning to be
prenceupied with the prowth of London; that the builders
were pushing out along Holhorn and the Steand; that the
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fields were receding farther and farther into the distance; gnd
that the problems of overcrowding were becoming knowy,
The monstrous nightmate of the modetn city bad not fct
made its appearance; but there was already reason enough,
especially in days when court intrigue was metciless and nope
too savouty, for the finer souls to dream their drearng of
Atcady or of Atden.

And if Shakespeare dreamed, one is tempted to ask whether
he dreamed for others only, ot for himself as well. Does 45
You Liks ¢ disclosc the first stirrings of an impulse back to the
land, which may be held to account for his ultimate teturn to
Stratford in 1611 while he was still but 2 man of middle age
and in the full enjoyment of fame and fortune? Did Arden
mean for him the woods and patks in which he had wandered
a5 4 boy and taken his share, if tradition errs not, in goring the
round haunches of the poor dappled fools? Such questions can
hatdly be answered. One likes to think that Shakespeare never
became at heatt a Londoner, But all that is certain is that he
never wholly cut himself adsift from Stratford 1nterests, since
two ot three years before he wrote As Yow Like It he had
already bought the fine house there in which he was to end his
days; and that in As You Like I# itself there breathes more of
the country than in any other play between A Midsummer
Night's Dream and the group which immediately preceded his
1etirement.

"The fact that its theme is inspired by the reaction against
utban life naturaily makes s You Like I 2 comedy as well g5
a romance, ks criticism is not only implied but direct, Con-
slfeF the proceedings of Touchstone. Touchstone has been
a couttie; he has proof indisputable of it. ‘I have trod a
measute; | have flatteted 2 lady; I have been politic with my
friend, smooth with mine enemy; I have undane three tailors;
1 have had four quareels, and like to have fought one.' He
gives himself airs accordingly; but, when be finds bimself
amongst the shepherds and shepherdesses, like the mast
capticions poet, honest Qvid, among the Goths, he cettainly
does not commend the court by the good sense or the decency
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of his lovemaking. He bebaves, indeed, much like *Atty in
Lpping. It is, howevet, to Jagues, rather than to Touchstone,
that the function of voicing the satire of the play upon con-
sempotary civilization chiefly belongs. Jaques is the profes-
sional cynic, always ready 10 mail against all the first-horn of
Jigypt and to pierce with his invective the body of the country,
city, court. It Is, however, fair to note that(the uttetances of
Jaces must not be taken as summing up the meaning of the
piay.Jagues s juunidiced, a pocenr; he has the traveller’s melan-
choly, which copsists in disabling all the benefits of his own
country. To the wholesome natures of Rosalind and Orlando
he is plainly antipathetic. The duke, who finds entertainment
in his humours, declines to take him seriously, and tells him
to his face that his cydicism is but £he reaction of his own evil
life:

For thou thyself bast been q libettine,

As sensual as the brutish sting itself;

And alf the embossed sores and headed evils,

‘That thou with licence of free foot hast caught,

Wouldst thou disgotge into the general world,

Shakespeare’s judgement of life is, indeed, too sane to let
him even maintain the pretence that the perfection which is
lacking at court will be found in the forest, Herein is the
sipnificance of the episode of the shepherdess Phebe, for!
Phébe is as vain and disdainful and wanton, and as Temorseless
in the prosecution of her selfish intrigues, as the finest Jady
of them gll, She, no less than Oliver and Frederick, must learn
het lesson,

And so we come to the point that the satite of the play is,
after all, as much against as for the romantic ideals that the
play sets out to expound; which is as much as to say, that the
satire s converted oo essential humour, Does Odando stand
for ‘the romaatic love of the sonneteers? By the end of his
encounters with the wicked wit of Rosalind, he is as drty-
beaten with pure scoff as ever was Berowne at the hands of

Rosaline; and even the faithful Celia must complain that her
12y
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cousin hes simply misused their sex in her love-prate, Onice

more an jnvestigation of Touchstone is lluminating a5 10 the

intention of the dramatist, Touchslone, the contt iooT,'ftHe

first example of that dramatic type which was afterwarfls to

yield the Feste of Twelfth Night, the Lavache of Alf's Well that

Ends Well, and the nameless fool of King Lear, Mt Fleay in-

geniously suggests that the court fool succeerled the down

when Robert Armin took the place of William Kempe 2 the

leading comedian of the Lotd Chambexlain’s company, B this

ag it may, It has often been observed that the foals of Shake-

speate’s plays have a sost of chotic functiog, They ate com-

mentstors rather than actors, and if yon read them arights you

may catch in their fantastic utterance some reflection ?f the

maker’s own judgement upon bis puppets, Herein Shake-

speate 1§ but true to a historic model. In medieval ¢outts,

whete, as in all courts, the serious man must needs digsemble,

it was always the prvilege of those that wore the mofley 10

speak a shrewd word in jest, to use their folly like a std-'lkms'

horse and under the presentation of that to shoot the!f Wit

Touchstone, however, must, ] thunk, be segarded as something

of a variation upon the type. He embodies Shakespearg’s-Co%r
ment upon romance, but it is rather by what he is, 0B,
suything that he consciously says. Fot how cag romang® mote
seadily be xmade Tidieulons than by the disconcerting coffactof
the natural gross man, who blutts out in every crisis Eff‘?_—"”?
those undesizable facts which it 1s the whole object of (maace
10 refine away? Adventure brings us to Ardea, and it o okt for
the fool to realize that whea he was at home he was in & Petter
place; nor can the literary graces of love at first sight ho!d t_hﬂ“
own sgeinst Touchstone’s ready offer to *rime you s eight
years togather, dinners and suppers 4nd slesping hotts &
cepted”, Tt is doubtless only an sccident of chronolofYs thet
Touchstone performs exactly the same office of disillyslon ®
the knight-ermantey of Rosalind and Orlando, 4s is pesformed
by Saocho Panaa to that of the almost precisely contePOmY
Don Quixote de la Mancha,




THE MERRY WIVES OF WINDSOR

Owr of the tare bits of gossip about Shakespeare’s literary
wareer, which have floated down the stream of time, clings to
the side of The Merry Wises of Windsor, A legend, not indeed
tracesble befote the opening years of the eighteenth century,
has It that the play was written at the express hidding of Quecn
Eluzabeth, who was so delighted with the character of Sir John
Falstaff that she commanded the authot to continve the story
for one play more, and above all things to present the gross
knight in love, * She was 8o eager to see it acted,’ writes John
Dennis, who in 1702 ‘improved’ The Merry Wives into Ths
Comical Gallans, or The Amours of Sir Jobn Talstaff, “that she
commanded 1t to be finished in foutteen days; and was after-
wards, as tradition tells us, very well pleased with the repre-
sentatiow’. Falstaff, by the way, had alteady appeated in what
he, and perhaps also Queen Bess, would have called ‘love’, in
the scene of Heury the Fourth in which he takes leave of Doll
Tearsheet before proceeding to levy troops for the king’s wars.
Doubtless the episode had tickled the robust fancy of the
Tudar lady. At any tate, in spite of the late emergence of
Dennis’s anecdote, which is repeated by Rowe and others,
there is no teason to doubt jts substantial truth. In the epilogue
to Henry the Fonrsh Shakespeare had promised to ‘continue the
story with Sir John in it’, and to let the popular hero ‘die of a
sweat’, In Flenrp #he Fafzh this undertaking was hardly fulfilled,
for Sir John did not appear 10 person, although his latter end
was depicted, with unexpected and immortal pathos, through
the mouth of Mistress Quickly; and there is no inherent im-
probability in the notion that Elizabeth, in whom the sense of
humeur was doubtless stronger than that of pathos, may have
imposed upon the peccant author the task of repaiting his
omission, Possibly the play was performed at Windsor, and,
it 5o, the singing-children of St George’s Chapel, who in
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eatlier days had rivalled their better known fellows of the
Chapel Royal in the acting of court plays, may have supplied
the ouphes and meadow-faities of the last scene, In the sume
scene is to be found an elaborate, and one may well think
topical, compliment to the Garter and its motto, when Mrs
Quickly instructs het troop:

And nightly, mcadow-fairics, look you sing,
Like to the Gartet’s compass, in a ting,

‘The expressure that it beats, green let it be,
More fertile-fresh than all the field to sec;

And Honi soit qui mal y pense write

In emerald tufts, flowets putple, blue, and white,
Like sapphire, peatl, and rich embroidety,
Buckled below fair knighthood’s bending koec,
Paities use flowers for theit chatactery.

In an earlier passage occurs an allusion, which was expunged
from the Folio vession of the play, to ‘cosen Garmombles’, by
whom is apparently meant a certain Dulke of Wiirttemberg and
Count of Miimpellgart, whose persistent efforts during the
latter part of Elizeheth’s reign to obtain the insignia of the
Gatter, to which he had been elected in 1597, must have
formed a standing joke among the members of the Order.
Elizabeth’s whimsy has exposed her to the censuse of
ctitics, whose own qualities do not, perhaps, etr on the side
of excessive humour, ‘That Queen Bess should have desired to
see Palstaff making love’, writes Hartley Coletidge, “provesher
to have been, as she was, a gross-minded old baggage,” This
proposition, as has alteady been suggested, one is certainly
not called upon to dispute. But the ctitics go on, with 4
remackable unanimity, to point out that Shakespeare’s own
deamatic ideals were far subtler than those of his mistress; that
he only made 2 show, with his tongue in his cheek, of yielding
to the royal demand; and that Falstaff, the misused gull of The
Merry Wives, is in reality another personality altogether from
the old Falstaff of infinite jest and triumphant mendacity, who
“cornscates the Facts of Yife away® in Heury he Fonrsh. Professor
Dowden, for example, tells us that Shakespeare delibetately
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wrote down tn the occasion, and that The Merry Wiser is ‘a
play written expressly for the batbarian aristoctats with their
hatred of ideas, their insensibility to beauty, their hard efficient
maances, and their demaad for impropriety”. The phrases, by
the way, smack perhaps a little more of the ninetecnth-century
than of the sixteenth-century way of looking at things, There
were limits, howevet, says Professor Dowden, beyond which
Shakespeare declined to go in the intetests of his “batbarian’
entertainment,

Falstaff he was not prepared to rccall from heaven ot from hell
He dressed up a fat rogue, brought forward for the occasion from
the back premises of the poet’s imagination, in Falstaf’s clothes;
and the Queen and her conrt laughed as the buck-basket was emptied
into the ditch, no more suspecting that its gross Jading was not the
incnmpatable jester of Eastcheap than Ford suspected the woran
with a great beard to be other than the vetitable Dame Prait,

Obviously one can concetve no more congenial and delight-
ful an employment for an ‘aesthetic’ critic, than this of dis-
cussing the psychological identity, or want of identity, of two
of the figments of Shakespeare’s airy brain. But it may be
wholesome to recall the fact that Shakespeare wag not only 2
poet and analyst, but also, and primarily, a practical playwright,
and to express a doubt whether these speculations do not errin
assigning to him a more deliberate and punctilious literary
conscience than he really displayed. Certainly one can imagine
the gust of laughter, ‘broad as ten thousand beeves at pastuze’,
with which he would have greeted the statement, culled from
the writings of yet another modern commentator, that the
Palstafl of The Merry Wires is his ‘literary ctime’. After all, is
thete anything in this theory of a ttue Falsteff of Heary #he
Foarth and 2 mack Talstaff of The Merry Wires beyond an
ingenious paradox, bora of that super-subtety which is the
special bane of those who ate called, at this late hour, to add
yet another stone to the monumental caitn of Shakespearian
analysis — Gigadibses, compelled eternally to

Belicve they sec two points in Flamlet’s soul
Unseized by the Germans yet?
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Allowance must be made, no doubt, for the fact that the
humour of any comic creation is apt to wear a little thin by the
thied time of asking, especially when called upon at only a
fortnight’s notice; but when the allowance has been made, is
pot the Falstaff type as recognizable and consistant throughout
the plays as could reasonably he espected? One might wager
that so it appeared at the time, not to Queen Bess and her bevy
of mnids of honour alone, but also to those moze notable
ctitics, the gentlemen understanders of the pit. Tt is true that,
in the wit-encounters of Eastcheap, Falstaff always came out on
top, with the laugh on his side; and that at Windsor the laugh,
from start to finish, goes woefully against him, But the differ-
ence in the conditions must be taken into account, We have
scen Falstaff triumph over a careless prince, who after all was
only biding his time, and over the riffraff of the Boat’s Head
tavern; never before have we seen him at odds with the
impenetrable chastity and practical wit of the English middle
classes. Neither effrontery nor humour shall save him here,
fot what avails the power to ‘cotuscate the facts of life away’
as 4 weapon against Mrs Page and Mrs Ford and their buck-
basket?

Any stick is, of course, good enough, in days of Catholic
revival, to beat Queen Elizabeth with. There is certainly no
seasont {0 suppose that she was readily touched to the finer
Kiterary issues, But if the tradition of Dennis that she applauded
The Merry Wives of Windsor is an authentic one, it cannot be
denied that she had sound justification. The play is a good one,
e£ven more 50 on the stage than in the closet; and, after all,
Shakespeare wrote for the stage, which gave him btead and
buttet and New Place at Stratford, In patticular, it is markedly
better than either part of Heury the Fourth, wheteln, indecd,
Shakespeate ptobably reaches his Jow-water marl a3 a dramatic
srtist, There is insufficient motive to fill the great space of
blank canvas that stretches between Rithard #he Second and
Henry #te Eifth; and even the Faloeaff scenes, amazing revela.
tion of Blizabethan London though they ate, can hardly
galvanize the tedious Lancdstrian chronicle into life. The Merry
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1 ives, on the other hand, is admirably constructed, and moves,

given competent inteepretets, with astonishing vitality and go.
On the modetn stage it is apt to be overweighted by elaborate
setting, which retaeds the rapidity of development essentially
characteristic of a farce, But ohvionsly Shakespeare cannot be
held responsilile for this, and the two central scenes, wherein
il buch-hasket plays its immuortal part, fully attain that viva-
city of action which so much of Iizabethan comedy, depend-
1y as it is apt to do upon fashions of verbal fence, unfor-
tunately misses. Its complexities of domestic intrigue almost
mahe the piece 2 farce in the modern sense; but it answers
more precisely to the older conception of the form which
prevailed in fifteenth-century Prance. Such farce you may
define, if you will, as acted fabfiav. And of acted fabliau, The
Merry Wives is the best English specimen, just as Chaucer’s
Miler's Tale and Reepe’s Tale are the best English specimens of
fablian in narrative, [t has all the well-known characteristics
of the genre; the realistic portraiture of contemporary types;
the frankness, not to say coatseness, of manners; the light
esteem for the marriage-tie; the love of “scoring off’ someone,
and by preference in a matter of venety. The fact that the
someone is the man of rather better hirth can only give an
added spice tn so bourgeols a literaty type a3 the fablian has
always been. Nor was the victory of the “wives” over the
gentlemen a subject in any way likely to offend the suscepti-
bilities of [lizabeth and the company at the Gatter feast. The
great nobles who filled the stalls of St George’s Chapel were
not likely to trouble themselves about the dignity of a Sir
John Falstaffor a Justice Shallow. They could look on in com-
placency while o mere knight or erazigers, from the sacial
aspitations of whose class they had not improbably suffered,
was made ridiculous by petsons only a degree further removed
fiom themselves in rank.

And for Shakespeare himself, the itrepressible poet, there
is the wonderful forest scene at the end, with its delightful
conttast to the bustling realism which fills the rest of the play.
Out of the busy Windsor steects, with their eating and mirth
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and langhter, he steps 1nto the dewy glades whete the shadows
of legendaty oaks lie black acioss the white moonlight. A
gtoss form wearing the hotns and clanking the chains of Hetne
the Huntes lies piostrate 1n 2 ditch, while hght-footed children
fltr amongst the trees with torches that ghimmet like firefles,
And for a moment the mochery and the malice give way to
tomance, as sweet Anne Page, eluding alike him who would
take her in whitc and him who would take her in gieen, trps
disgutsed 1a red to where the priest awatts her with young
Master Tenton, who has hept company, st s whispesed, with
the wild ptince and Poins, but 15 an honest lad for all that~ ‘he
capess, he dances, he has eyes of youth, he writes verses, he
speaks holiday, he smells Aprd and May® This sudden shufting
of the mood, even if 1t was aganst a formal unity, 15 not the
least of Shahespeate’s ietegulay and poignant charm,



TWELFTH NIGHT

Frow heginning to end of his play-writing, the comic per-
ception is rately for long absent from Shakespeare’s vision of
things. He may hang his stage, as his shifting temper and the
humout of his public move him, with the purple of hetoic
chronicle, the rose-pink of tragicomedy, or the sables of
teagedy; but from whatever heights or depths he readily
passes back to that mood of triumphant common sense which
is the ultimate wisdom of life, and from which his ‘conqueting
smile’ Jooks out upon the follies and vanities of the world, and
wins it through the wholesome ways of laughter to sanity and
sincerity, Yet he, through whom the comic spirit found so
charactetistic an utterance, but rarely wrote a sheer comedy;
preferring tather to let the lucid shafts of his criticism play, as
it were incidentally, in the interspaces of emotional drama, so
that Falstaff is outlined against the bustle and tramplings of
civil wat, and the babble of Juliet’s nurse only dies away to
give place to the disquieting passions of Juliet's fatal couch.
Even of the plays which can ptoperly be classed as sheer
comedies there are some which fail to answer to the fullest
conception of the kind, A Mulsmwmer Night's Dreaw is 3
symbolical and mask-like comedy The Comedy of Errors, The
Taming of the Skrew, The Merry Wives of Windsor, are in theit
various ways farcical comedies. And the appeal of symbolism
ot farce to the complicated state of mind of the theatrical
spectator, although in each case real enough, contains elements
whereby it differs in quality from the intellectual claim of true
comedy upon the clear and unclouded reason. Geotge Mere-
dith, perhaps with some excess of subtlety, regards intellectual
coniedy ag active only upon and in a polite and leisured society,
whose women move upon an equal level with its men, while
both ate quick to recognize the authority of a criticism
delicatcly malign to all that offends against an ideal of honesty
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and shapleliness by showing itsell “out of propostion, over
blowa, affected, pretentious, bombastical, hypocritical, gy
tie, fantastically delicate’. So limited, intellectual comedy gq.
teptesentation, other than epssodic, in Shakespeate’s yoq
chiefly through the early and not whally fortunate expeyjper,
of Love's Labonr's Lost, and through the litde group np pla
which make 93 it wete 2 spiritual resting-place betweyy g,
pattiotic intetpretation of history i the chronicles ang g,
storm and stress of the great tragedies. Even of these the jneqy,
gruous strain of melodrama in Much Ado About Nothiyy de.
flects it from the perfect type; while the later members of 4,
gronp are already so vexed with satire and a Preoccupation
with the seamy side of existence, as themselves to log thyy
balance of utter sanity wherein the sirength of comedy cop.
sists, Thus we are left with the exquisile pendants of ; vy,
Like It and Twelfth Night, two plays whose common Strepity
of golden temper is indeed only a reflex of their single jnpeq.
tion. The parallels between them are easy to draw, The oydered
gardens of the Boceaccioike villa in Illyria dnd the pygyorg
glades of the forest of Arden serve equally well for image of
tiar crinflzea'ana’sdeterea’sociery wilerein aibae, accot@pg ¢
Meredith, comedy obtains its real scope; and each letygs 4n
appropriate setting to those wilful departures from the gy of
right reason which it is the proper and special missioy of
comedy to cotrect. The plays ate as physicians set ty byt
kindred ailments of an idle brain; the affectations of the ga|ds
hete and there of the town. As You Like i# 1s the comedy of the
romantics, of the imagination which tuos away with thy faer
of life and frames impossible ideals on the extrayagan
assumption that human nature in a {orest is something ywholl
different from humen pature in & court. Twelf#h Nigh in jts
turn s the comedy of the sentimentalists, of the tendepcy of
minds pent in the artificial atmosphete of cities to a spinpual
self-deception, whereby they indulge in the expressipy of
emotions not because they really have them, but becavye they
have come to be regarded by themselves ar others as mogigh ge
delightful emotions to have,
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Thus Otsinn, like the young Romeo befote the crisis of his
fate, is a thistle-down amorist, He is in love, not with Olivia,
hut with being in love with Olivia. He deliberately cultivates
lus sentiment, stimulating it with music and flowers and
poses of languishment. He pleases himself with the pomp and
circumstance of courtship, sends embassies of love to a cruel
wistress, and is riphtly punished by the irony which makes his
mistzess promptly fall in love with the ambassador. But he
has not really staked his heart, and is ready enough when his
first devotion has been finally flouted, to take 2 more accom-
modating lady for Ius “fancy’s queen’. Olivia, in her tuen, has
adopted the pose of the inconsolable sister. She will be
cloisttess and abjure the sight and company of men fot full
seven yeats, in order to keep a brothet’s dead love fresh and
Insting in her sad remembrance. Yet the fortress yields with
wnexpected celerity at the first thrill of a passionate intonation,
and the retired Olivia becomes an oncoming wooer, only to
find herself tangled in the net of an impossible misconception.

Orsino and Olivia are self-deceivers, the dupes of their own
sentimentalisms. And the play touches them with such delicate
irony of criticism that its sting might fail to reach the bosoms
of an audience not exceptionally tickle o’ the sere, But Shake-
speare’s deamaturgy is veady with a device to meet the con-
tingency. He will lustrate and interpret the subtler situation
by the juxtaposition of others like in kind, but grosser and
more obvivus of purport. Beside his principal chatacters, who
befuol themselves, he places subordinate personages, who ate
befooled by others; and thus he succeeds in evoking an atmo-
sphere of mulicious chicanery and deception, which attunes the
spectator to his main intention, The play, indeed, is full of
gulls; and one at least, who spends the best part of his sohet
houts in laying schemes to abuse others, is himself most
notoriously ahuged, This is the arch-plotter, Six Toby Belch,
At the heginming of the play he is living on the foolish
kniyht, Sir Aodrew Aguecheek, whom he has beguiled into
paying heavily for their joint entertainment, on pretence of
inteuducing him into his niece’s house in the impossible quality
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of her suitot, This is for gain; he has been deat to his manakin,
some two thousand strong or so, and makes no secrer of jt
among his familiars. But it is through sheer devilry that he
tticks Sir Andrew and the supposed Cesatio into the duel which
each, at any loss to dignity, would avoid; while revenge is the
motive which leads him to conspire with Matia for the unduing
of Malvolio. And in the end his rogueries recoil upon him,
Not only does he take Sebastian for Cesario, and gel his head
broken accordingly, but he is so fascinated with the incom.
patable capacity for intrigue displayed by ‘the youngest wren
of nine’ that when things are cleared up he finds his head in
the ultimate noose of marriage with a waiting-maid, If Sir
"Toby is the arch-plotter of the piece, Malvolio may claim to be
its arch-victim, *Alas! poor fool, how have they baffled thee?’
says Olivia. Yet, hard as is his fate, it cannot be denied that it
serves admirably to vindicate comic justice. Like Otsino and
like Olivia he is a notable self-deceivet, ‘Oh! you are sick of
self-love, Malvolio, and taste with a distempered appetite,’
He has the ansterity of a puritan and the insolence of a jack-in-
office; and how should a free-thinking, free-living Elizabethan
playhouse not split its sides in exultant hilarity at his downfall?

Like all Shakespeare’s comedies, Tiwelfth Night is desultoty
in texture, and contains various threads of interest besides the
central comic idea on which its dramatic unity depends. This
comicides tnust not be pressed too far as regards details, There
is much excellent and irresponsible fooling for its own sake,
and the charming songs assigned to Feste the jestet have no
particular relation to the principal theme, After all, a comedy
must entertain, The sort of criticism which endeavouts to
trace and interpret topical allusions in Shakespeate’s plays can
easily be overdone, and has, s a matter of fact, in recent years
been overdone, An Elizabethan dramatist was not likely to
teke the love-affairs of the queen, or the fortunes of the house
of Stuart or the house of Devereux, 23 the deliberate ground-
wotk of his plot. It is not to be supposed that the censorship
is so modern an institution as that kind of theory implies. But
in all ages the drama has been ready to glance, as occasion
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allowed, at events of public interest and at personages much
in the public eye; not is it probable that the Elizabethan age,
which was by no means averse to gossip, afforded any excep-
tion to the rule, A touch of courtly compliment or a discreet
allusion to the latest jest or scandal of the backstairs would be
« palatable spice to the comedy destined to furnish forth the
Christmas merriment of Hampton Coutt of Whitehall, And
it is tempting to illusteate the scene, in which the virtuous
Malvolio tebukes the ‘uncivil rule’ by night of Matia and her
disreputable consorts and is bidden in return by 8it Tooby to
go rub his chain with crumbs, by an amusing incident whicha
seventeenth-century anecdotist telates of Sir William Knollys,
the Comptroller of the Royal Household:

The Lozd Knollys in Queen Elizabeth’s time had his lodging at
Coutt, whete some of the Ladyes and Maydes of Honour used to
friske and hey about in the next room, to his extreame disquiet a
nights though he often warned them of it; at last he getts one to
balt their own backe doote when they were all in one night at thelt
revells, stripps off his shirt, and so with a payte of spectacles on hig
nose and Aretine in his hand, comes marching in at a posteme
doote of his owne chamber, teading vety geavely, full upon the
faces of them, Now let the readet judge what a sadd spectacle and
pitiful fright these poot creatures enduted, for he faced them and
often traversed the roome in this posture above an hour.

Sir William Knollys, s we know from letters of his which
are preserved at Arbury, althongh an elderly and a married
man, had amorous relations with one of the Maids of Honour,
the audacious and frail Mary Fitton, who appatently deceived
him with promises to martty him after his wife’s death, while
she catried on the intrigue, which had so disastrous an ending,
with the Barl of Pembroke, I like to think that the pompous
and besotted old Comptroller gave Shakespeate his hint for
Malyolio; and that Mary Fitton, whom some have vainly ttied
to identify with the datk woman of the Sonnets, does after all
make her appearance 1n the plays as none other than the pert
and ingenious hussy, Matia,

‘The weakness of comedy generally les in the difficulty of
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finding any device whersby to keep the wheels of the plot
moving onwards. This is met in Twedfth Night by the introdue-
tion of the tomantic stoty of Sebastian and Viola, their lament-
able separation and joyous reunion. This motive, which Shake-
speat had taken from the Menaechmi of Plautus and handled
even tnote elaborately in The Comedy of Errors, is neatly woven
into the fortunes of Olivia and Orsino; but it is kept in proper
subordination, since it is no part of the dramatist’s intention to
tutn the play into a melodrama, An interesting contribution o
the total draroatic effect is made by the character of Viels,
which in its naturalness and transparent honesty scems de-
signed to heighten and set off by deliberate contrast the insic-
cerities which it is the purpose of the comic muse to cortect:
Into the perfumed chamber of Olivia's sentimentality Viols
comes like a breath of spring air, with her grave and con-
temptuous rebukes of the fine lady’s poses:

T sec you what you are; you are too ptoud.

But, if you wete the devil, you ate fair.

My lord and master loves you, Ol such love

Could be but recompensed, though you were crowned
The nonpareil of beanty.

With Orsino’s dangling she has as little patience, Wesf she
sefused & suit, she would not sit at home and refine on Jove-
philosophy; and when Olivia asks her what she would do, she
replies:

Make me a willow cabin at your gate,

And call upon my soul within the house;
Write loyal cantons of contemned love,

And sing them loud cven in the dead of night;
Halloo your name to the teverbetate hills,
And make the babbling gossip of the air

Cry out ‘Olivial’ Ol you should not rest
Between the elements of air and carth,

But you should pity me,

And when love, a love that must be hidden, grows likea ﬂc.w_m
in her own soul, she bears heself with a gallant and sepsitive
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pathos that informs the scenes in which she appeats with
tourlies of exquisite poetty. Sutely it is Viola, not Olivia, of
whotn it shonld have been written:

Methought she purged the air of pestilence,

With the specific of sunple truth she purges the pestilence of
artifice and rhetoric,



HAMLET

A interrogation of the critical utterances that have accumy.
lated duting a century of cager Shakespeatian study would
doubtless place Hamkt upon a pinnacle as the extreme and
most characteristic expression of the poet’s tragic mood. Oge
need not be concetned to challenge the judgement, although it
probably owes something to the consonance of the subject-
matter of the play with the intellectnal history of the centu

itself; its spiritual upheaval, the paralysis of will that for s
time inevitably proceeded from its blurted and uncertsin
vision of the ultimate teadency of things. It is not without
consequence that the modetn world has read Shakespeate
through the spectacles of Coleridge. But, while criticism has
Jost its interest in the allocation of supetlatives, it cannot allow
Hamlet to he summed up as ‘characteristic’ of Shakespearian
tragedy without a distinction, Ham/e helongs to the fiest hook
of Shakespeare’s tragic reading of life, the psychological hook
in which he secks to penetrate to the emotional speings of pity
and awe through an analysis of the mental and mogal nature of
man, and to bring into relief at once the splendid potentialities
of that nature, and the causes, rooted in itself, wheteby 2 piece
of work - ‘how noble in teason! how infinite in facultyl in
fotm and moving how express and admirable! in action how
like an angel! in apprehension how like a god !’ - is foredoomed
to sterility and failure, It is of this type of tragedy that Hamht
is charactetistic) and it must not be forgotten that Shakespeare
subsequently wrote his second book of cosmic tragedies, in
which the traglc {ssue is sought, not so much in the Gulty
composition of man, as in the forces beyond and above man
which are ditnly discetned as making for his temporaty exalta-
tio and his eternal undoing, Of casmic tragedy Machetl and
King Lear are characteristic, not Hambi, wherein the cosmic
thetnes are at the most foreshadowed, in the questioning

142



HAMLET

soliloquies of Hamlet himself, which, inconclusive as they are,
begin to suggest some essential antinomy between the Christi-
anity that serves as the official philosophy of the play and the
tangle beyond all ravelling of the things that pass on earth,
None the less the tragedy of Hamiet lies, if one tay put it so,
not in the content of the soliloquies, but in the fact that the
soliloquies come to be uttered, It is the tragedy of the intel-
lectual, of the impotence of the over-cultivated imagination
and the over-subtilized reasoning powers to mect the call of
everyday life for practical efficiency, 'Thus it isan exact pendant
to Julius Cagsar, it which the tragedy is that of the impotence
in its tuen of the most gepuine and self-sactificing moral
idealism when brought face to face with precisely the saine
practical ordeal, And one must note the element of irony
which hangs about all tragedy, Hamlet does not fail becauge
the problems of practical life are not subtle; and Brutus does
not fail because there is no room in practical life for self
sactifice. Tragedy comes because the subtleties are so many
and the occasions for self-sacrifice so obvious, that only the
stupid brain or the blunt mosal sense is able to dissagaxd then,
and reach the goal,

In his way, Shakespeare bas imposed his psychology,
apparently by means of more than one fecension, upon an
existing theme of popular tragedy, the features of which he
has, after all, not wholly eliminated, There was cettainly uy
earlier Elamiet, probably by another hand, which one may
think of as 2 sufficiently crude piece, pulsating with blood and
revenge, in the manner of The Spanish Tragedy and Titgp
Androniens, Into the midst of such a stoey the dramatist has
deliberately set his modern born out of due time, the high-
strung dreamet who moves through it to the disaster of its
hurded closce. le is the academic man, the philosopher,
brought suddenly into the world of strenuous action, and
proving himself but the clay pot thete. The fatal habit of specu.
lation, fatal at Elsinore, however propet and desireble at Wit-
tenberg, is his undoing, Cursed with the
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AN intetrogation of the critical utterances that have accumu-
lated during a century of eager Shakespeatian study would
doubtless place Hamls? upon a pinnacle as the extreme and
most charactetistic expression of the poet’s tragic mood, One
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in which he secks to penetrate to the emotional springs of pity
and awe through an analysis of the mental and moral nature of
man, and to bring into relief at once the splendid potentialities
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of work ~ ‘how noble in reason! how infinite in faculty! in
form and moving how express and admitable! in action how
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soliloquies of Hamlet himself, which, inconclusive as they are,
begin to suggest same essential antinomy between the Christi-
anity that serves as the official philosophy of the play and the
tangle beyond oll ravelling of the things that pass on earth,
None the less the ttagedy of Hamlet lies, if one may put it so,
ot in the content of the soliloquies, but in the fact that the
soliloquies come to be utteted, It is the tragedy of the intel-
lectual, of the impotence of the over-cultivated imagination
and the over-subtilized reasoning powers to meet the call of
evetyday life for practical efficiency, Thus it is an exact pcndant
to Julits Caesar, in which the tragedy is that of the impotence
in its turn of the most genuine and self-sactificing maral
idealism when brought face to face with precisely the same
practical ordeal. And one must note the element of irony
which hangs about all tragedy, Hamlet does not fail because
the problems of practical life are not subtle; and Brutus does
not fail because there is no room in practical life for self-
saceifice. Tragedy comes because the subtleties are so many
and the occasions for self-sacrifice so obvions, that only the
stupid brain or the blunt moral sense is able to distegard them,
and reach the goal.

In his way, Shakespeare has imposed his psychology,
apparently by means of more than one tecension, upon an
existing theme of popular tragedy, the features of which he
has, after all, not wholly eliminated. There was certainly an
enrlier Hamh, probably by another hand, which one may
think of as a sufficiently crude piece, pulsating with blood and
revenge, in the manner of The Spanish Tragedy and Titus
Andropiens. Into the midst of such a stoty the dramatist has
deliberately st his modern born out of due time, the high-
strung dreamer who moves through it to the disaster of it
huttied close, Ile is the academic man, the philosopher,
brought suddenly into the world of strenuous action, and
proving himself but the clay pot there. The fatal habit of specu-
lation, fatal at Blsinote, however proper and desitable at Wit-
tenberg, is his undoing, Cursed with the
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Craven scruple
Of thinking too preciscly on the event,
he is predestined to a failure in the hour of trial from which ng
truth and intensity of feeling, no delicacy of moral fibre, g
compass and profundity of intellectual judgement, can sayg
him. Hamis¢ is presented as no ordinary prince, His spitit hag
been touched to {ine issues; his wit is keen-edged and dipped
inirony; his ethical outlaok is unusual among the ruder Daggg,
He is not 2 mete boy when the play opens, but up to thay
moment his life has been serene and undisturbed. The unex.
pected death of his father has called him back from the
University of Wittenberg, where his time has been spent in an
_ atmosphete of stadious calm and philosophic specelation, His
tastes ate those of the scholat; he loves to read for hours to-
gether, and, like most literary men, he takes great delight in
the stage, with whose theory and practice he is familiar, He js
o recluse; he has the genius for friendship and for love;
when at Elsinore he has been conspicuous in the gallant
exercises of the age. He is the darling of the court and belaved
by the people. But his real interest is all in speculation, in the
play of mind around a subject, in the contempiation of it on
all sides and from evety point of view. Such a training hag not
fitted him to act a kingly patt in stirring times; the intellectual
element in him has come to outweigh the practical; the vivid
consciousness of many possible courses of conduct deters him
from the strenuous pursuit of one; so that he has lost the
power of deliberate purposeful action, and, by a sttange
paradox, if this thonghtful man acts at oll, it must be from
impualse.
Quite suddenly the dreamer finds himself face to face with
a thing to be done, According to the ethics of the age it
becomes his imperative duty to revenge his father’s murder;
% difficult tesk, and one whose success might well seem
doubtful. But Hamlet does not shrink at first from recognizing
the, obllgation; it s “eutsed spite’ that the burden of setting
the world straight should have fallen upon him, but he will
niot pefuse to shoulder it. Only the habits of a lifetime are got
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to be thrown off so casily, As the excitement °,f the ghost’s
revelation passes away, the lawe of character begm to seassert
themselves, The necessity of ‘thinking it qver’ Is poteat w.1th
Hamlet. Instead of sevealing all to his friends and enlisting
their assistance, he bindg them to sectecy ?.nd forms t}1e pla:n
of pretending madness that he may gain time to consider his
position, :

Criticism of the play is apt to centre round the question,
“Was Hamlet, at any time and in any sense, teally madp’
Admittediy he set out to put an antic disposition on; but it has
been held, sometimes with much learning of the alienist, that -
in coutse of time, under the strasn of the situation, the pretence
adopted a3 a mask passed into = feality. T do not think that the
test, fairly tead, suppotts this theory, and in the abstract it is
surely untensble. Psychology, indeed, is hard put to it to
establish a rigid dividing-line between the sane and the insane,
The pathologist may distinguish certain abnormal conditions
of brain-areas and call them discased; or the lawyer may apply
working tests to determine the point at which restraint of the
individual Kbetty becomes necessaty in the public interest.
But beyond that you cannot go. No one, from any widet point
of view, can lay his finger upon one manifestation hexe or
thete of the infinite variety of hutman character, and say with
agsurance, *This wey madness lies.” Only of ape thing we may
be sute. Shakespeare did not mean Hamlet to be mad in any
sense which would put his actions in a quite different category
from those of othet men. How could it be so, since the
responsibility of the free agent is of the essence of psycho-
logical tragedy, and to have eliminated Hamlet’s responsibility
wanld have been to divest his story of humanity and leave it
meaningless?

Consideration, however, cannot make Hamlet's position
other than 2 disconcerting one. In the first place, he is abso-
lutely alone. The court at Blsinore is filled with quite ordinazy
people, none of whom can undetstand him, to none of whom
he can look for help. This note of contrast between Hamlet
aud his surroundings is struck again and again. They ate of
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another world than his, limited, commonplace, incapable of
ideals, His motives and feelings, his scruples and hesits

are hopelessly beyoad their comprehension. And therefors -
this is the irony of it ~ most of them are far more fitted to dgy)
with & practical ctisis in life than this cultured idealist of 4
prince. Thete are ‘ the good king and queen”; Clandius, shrewg
and ready for an emergency, one who has set foot in the paths
of villainy and will not turn back, for all the dim visitings of
momentary remorse; Gertrude, a slave to the stronger nature,
living in the present, unable to realize her own moral degtads.
tion. There is Horatio, g straightforward upright soldier, one
whom FHamlet intensely sespects, comes even to envy, bu
who is not subtle enough to be of much use to him. There is
Polonfus, 2 played-out state official, vain and slow-witted,
pettering words of wisdom which he does not understand and
cannot put into practice. There are his son and daughter,
Laertes and Ophelia; Laertes, 2 shallow, vigogous young noble,
quick with a word, and quick with a blow, but of less than
average tempet in brain and ethics; Ophelia, a timid conven.
tional gitl, too fragile a reed for a man to lean upon, Hamlet
loves her, and she Joves Hamlet, but it is not 4 love that will
beat him through the deep watets of affliction. The rest of the
coutt are typified by Ostic the waterfly, and by Guildenstern
and Rosencrantz, of whom if you say Rosencrantz and Guild-
enstern it makes no difference; echoes, nonentities, With
Hamlet on one side and these on the other, the elements of 2
tragedy are complete; the problem can work out to no satis-
factory conclusion.

Once Hamlet has shronk from immediate action, the possi-
bilities of delay exercise an irresistible fascination over him.
"The ingenuity of his intellect exhausts itself in the discovery of
obstacles; he takes every tura and twist to avaid the fatal
necessity for action. At fisst be looks to Ophelia, the well-
beloved. She will give him sttength to accomplish his mission;
but the scene in her closet, and still more the lie which she tells
when her father is behind the atsas, confess her weakness and
compel him to tenunciation, In the meantime he continues the
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assumption of madness. It serves a double purpose; he is free
from the intolerable burden of keeping on good terms with
Claudius and the rest; he can fight out the battle with himself
in peace, while he macks them with the ironues congenial to his
mood. And what is more, he can let himself go; the strain of
fiis overwrought mind relieves itself in bursts of an extrava-
pance only half affected. He plays the madman to prevent
liimsclf from becoming one. But all the while he js no nearer
the end. ITe has turned the whole mattcr over and cannot de-
cide, ifis thoughts slip away from the plain issue and lose
themselves in a bitter criticism of all created things, In this
the speculative tempet infallibly betrays itself; the interest of
the universal, not of the particular, is always dominant with
Hamlet; not his mother’s sin, but the frailty of women, is his
natural theme. And so it is with a pang that he constahtly
tecalls himself to the insistent actual life, from the world in
which he is a past-master to that whetein he gropes in-
effectively. Of coutse he is fully aware of his own weakness; 2
deficiency of self-analysis is not likely to be one of his failings;
but this does not give him power to throw if off, or help him
from his maze of recurting dilemmas, Mote than once he is on
the point of cutting the knot by death, but even for that he has
not sufficient conviction.

At last the crisis comes. Hamlet has resolved that the play-
scene shall decide once for all the question of the king’s guilt.
That guilt is made most manifest, and the opportunity for
revenge is offered him, He does not take it. Covering his
weakaess with unteal reasons, he passes into the queen’s
chamber. Afier that it is too late. The impetuous murder of
Polonius is the first link in a chain of calamities. Moreover it
gives Claudius hiy chance, The king has never been wholly de-
ceived hy Tamlet's madness; he is sent to England, and only
escapes thut tap to fall into another. True, i the end the king
dies by one impulsive stroke; but that cannot repait ihe rain
which Hamlet’s want of purpose has caused, The infinitely sad
fate of Opliclia; the deaths of Polonius, Laertes, Gertrude,
Rasencrantz, Guildenstern; for all their fanlts, all these are a
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sacrifice on the alrat of his infirmity. Only for Hamlet himl]
Is the fatal blow, opening to hitn the dooss of forgotten feliciy,
‘a consummation devoutly to be wished’,

The tragic ineffectiveness of the speculative intellert ina
world of action, that is the keynote of the play. In Hamlet st
in Brutus, the idealist gets the worst of it, and we are ey
wonder at the irony of things by which it is so. And justsste
fignre of Brotus is set between the two trivmphant Philisines
Caesat and Antony, so Shakespeare is careful to providet
similar contrast for Famlet, Pattly this is to be found in o
tio, *the man who is not passion’s slave’, but still mote in the
stranger from Norway, Fottinbras, The very existence of
Portinbras and the danger with which he threatens the stits
show the need for an iron hand in Denmatl; Hamlet’s reflee-
tiond on his meeting with the Noswegian soldiets emphasize
the same point; and the final appearance of Fortinbres on the
weltering stage and his selection by Hatmlet in his last will sod
testarnent a3 the ttue saviour of society are fully significans ¥
is the lessan of Hanry she Fifsh, the lesson of the still stro0§
man ing blatant Jand’, Only in Hami# it is the other side of the
shield fhat Shakespeare approaches, The heroic play cofe
singing the pacan and blowing the trumpets of triumpbant
efficiency; the tragedy looks deepet, to shed its unavailing tet
ovet
All the world’s coatse thumb
And finger failed to plamb;

So passed in makdng up the main account;

and the blare of the trompets ceases, as the poot heap of

ineffectual ideals and fantastic loyalties is botne away upof the
bier. “The rest is silence.’
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CuEeny, in Troilus and Cresside, becomes critical, and Shake-
speare goos tilting at Hlusions. Naturally, they are illusions
which he has himself shared, for these are always the worst
cnemies of the speculative intellect. When he was hardly out
of his apprenticeship to the stage, he had found the fullest and
most perfect expression for the lyzic imagination of youth jn
the great romantic teagedy of Romeo and Juliet, Herewith he
added ope to the small number of the wotld’s immottal love
staties, and at the same time uttered a faith that was in him,
The esaltation of the passion of sex into 2 spiritual ideal is
unhesitating, Love is shown to be stronger than hate, stronger
than death itself; and the common way of 2 man with a maid
blossoms forth into the central mystery of things. A few yeats
later he wound up his series of studies in the psychology of
kingship with the splendid porttait of Henry the Fifth, and
sang the typical hero, the leader of men, the knight who
gathets into his own chivaltic personality all the magnificent
qualities which bring liberty and domination to a warlike race.
‘This is another ideal, no longer that of dreamy and emotional
youth, but that of effective and vigorous manhood. Remeo and
Julis? and Heury the Fifth mark each a stage in Shakespeare’s
spiritual development; in each he affirms a conviction, waves s
banget.

Tt may be taken a5 established that, within o year or two
aftee Fleary the Fifth, a singular change had come about in
Shakespeare’s dispasition, which reflects itself cleatly both in
the themes and in the temper of his plays, The note of tragedy
struck in fulins Caesar, which alteady gives a vety different
presentation of the hero to that of its predecessor, is tepeated
and intensified in Ilamiss; and with Hamwks begins a period in
which the dramatist consistently sees things black instead of
rse-coloured, o petiod of ever-decpening tragedy, and of
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embittered comedy, from which all that 1s gay and gensal m the
comic petception of life has been omitted It 15 easier to
recognize this change than to account for 1t An earlier school
of eriticism found 1n 1t the echo of those disappointments 1
love and friendship of which the shadowy and enigmc
chionscle 1s 1n the Sonnets, But 1t 15 no longer possible tv mun
tain a date fo1 the writing of the greater numbes of the Sonnet
which can 1n any way be made to bear out such 4 theory
Whatever may be the expertence which they reveal ot refuse to
reveal, 1t was long ago butted with Shakespeare’s youth and
all the light-heartedness of As You Like Ir and its fellows bad
ntesvened before Hamlet came to be writien It ts more
plaustble to trace some connexion between Shahespeare’s
wotld-sichness and the dashing of the hopes for England
which many, and perhaps be too, had founded upon the cateer
of the Hatl of Essex But such conjectures aie apt to prove will
o’ the wisps, and the pursuit of them to lead into bogs of
controversy where the sure foothold of ascertained fact 5
altogether laching

In Troius ard Cressda o dusillusioned Shakespeare tutns
back upon his own former 1deals and the world’s ancieat 1deals
of hetotsm and romance, and questions them Love of woman
and honour of man; da they really exist, or are they but the
thin veds which poenic sentiment has chosen to throw over the
grinmng realities of wantonness and egoism? The comedy sets
the 1ssues with a grave wrony which alone differentiates 1t from
atragedy The choice of its theme 15 determned by the audacity
of genius The 1dealists are challenged upon theit own ground
‘The tale of Tioy had had a unique literary hustory Tn ats turn
1t had served as the supreme evpression, first of epic and then
of zomance, Upon Homet's great nasrative of the ten years’
struggle between Greece and Ihum and of the chivalne
herossms of Hectot and Achilles, Chaucer had raised 1 super-
structure 1n which the relations of Trorlus and Cressida were
decked cut with the hist dymng splendouts of medieval
amotous romance. It would be the trumph of disillusion
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to hring the battening-tams of analysis to bear wpon this
unassailable story, unml Achdles shall be displayed as no
better than a poltroon and Cressida as the merest hight o
love,

‘The thing 15 written as a comedy, and the intention does not
at onte declare stself, But for the doubtful talk of and about
ITelen and the signiicant presence of Pandaz the early scenes in
Troy might be the inteaduction to an ordinaty love plot,
Frotlus 14 an honest boy enough:

As true a3 truth’s stmplicty,
And simpler than the infancy of tinth;

and although one could wish thar Cressida’s resentment at her
uncle’s ntervention wete mote thoroughgoing, her oncomings
and her shrinkings do not differ much, save perhaps fora touch
of hotter blood, from those of Rosalind 10 Ar You Lake I2. Nor
docs Shakespeare, to heighten hus contrast, spare an cxpense
of poetty in the delineation of the raptuies and the vows of the
lovers. The dlluston must convince befote 1t 18 pricked and
shown to be a bubble. Troilus finds great woids with whych
to sign away his soul for an etermity-

Troe swains i love shall 1n the wark] to come
Approve thue truth by Trodus, When their thymes,
Full of pentest, ot oath, and big compare,
Want sumules, truth tired with iteration,

‘As true as steel, as plantage to the moon,

As sun to day, 18 tuttle to hey mate,

Ay 1on to adamant, as carth to the contre,’
Yt atter all comporisons of truth,

As truth’s anthentic author to be cited,

‘As truc v Trottus” shall ctown up the verse
And sanctify the numbers.

And the shallowness of Cressida’s little natute 15 hidden when
shie bifts et eyes to teply:

I Tl false, of swetve o hun fom tuuth,
When tme s old and hath forgot saclf,
When watuadrops bave wom the stones of Tioy,
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And blind oblivion swallowed cities up,

And mighty states characletless are grated

T'o dusly nothing; yet let memory,

btom False to false, smong false maids in love,
Uphraid my falsehood!

It is a delicate love-scene too in the cool dawn hefore tie
fateful knocking of Aeneas comes upon the donr of Pandar’y
house; and the latk which gives watning that brief night is past
can hardly fail to suggest a delibetate reminiscence of the
cottesponding episode in Romeo and Julies, Then comes the
patting, and a reluctant Cressida must to the Greclan camp,
The lyric note s sustamed to the end, and the vague doubts
that already begin to haunt the soul of Troilus lend pathos to
his hurried leavetaking:

Injurious Time now, with 2 robber’s haste,

Crams his 1ich thievery up, he knows not how.
As many farcwells as be stats in heaven,

With distinct breath and consigned kisses to them,
He fumbles up into a loose adieun;

And scants us with a single famished kiss,
Distasted with the salt of broken teats.

Cressida is beheld only twice again; firstly when the cool self-
possession which she shows at her somewhat disconcerting
reception in the Grecian camp leads Ulysses, who knows the
heatts of men and women, to set her down at first sight asa
sluttish spoil of opportunity and daughter of the game; and
Tastly in the midnight scene befote the tent of Calchas, where
all her coquetries are bestowed upon Diomede before the
revolting eyes of Troilus, and the lad’s young edifice of friths
and loyalties comes crumbling about his feet. The disillusion-
ment of Troilus is nur disillusionment, and to Pandar, with his
insolent leer at the *brethren and sisters of the hold-door trade’
whom he professes to find in the audience, is committed the
epilogue of the play, Troilus will not have us ‘square the
general sex by Cressid’s rule’; but indeed it is to be surmised
that Shakespeare meant little else. The soul of Cressida 15
strange to the loyalties of a Julict before her or an Imogen after
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her. Her neatest sister is pethaps the pitiful and frail Ophelia,
But she 1s not 2 psychological monstrosity like her uncle. To
set her down as a professional wanton who deliberately angles
for the soul nf her lover, wete to mistake the play. Tt i6 in her
humanity that the bittesness of it lies, She was not made of the
stuff of hetoines, but het vows and protestations wete real
ennugh when they wese uttered. She was but a light woman,
And when Shakespeare wrote her stoty he was in a mood to
suy, ‘She was but 2 woman,’

"The sceaes dealing with the fortunes of the war contain
much, in the disquisitions of Ulysses and the heatt-searchings
of Hector and his brothers with cegard to the obligations of
honout imposed upon them by the rape of Helen, in which a
sativical intention is not obvious; and they lend some colout
to the theory that Shakespeate was utilizing material originally
composed in a different vein. One fancies that, as the play was
first conceived, Ulysses was intended to occupy a more
significant part in it, and that it may have been designed as a
sott of pendant to Julizs Cassar, which should analyse the
tespective conteibutions to efficiency made by the tall man of
his hands on the one side, and on the other by the strategic
brain with its bedwork, mappery, and closet-war, The last act,
again, shows Shakespeare carried away to some extent by the
glamour of the old epic narrative, and writing with gusto of
the dreadful Sagitiacy, and of Margarelon standing colossus-
wise, waving his beam, upoa the pashed corpses of the kings,
It s, of course, in the figure of Achilles that the critical purpose
is coneentrated. In Achilles the hero is set before us as a
brawny and brainless swashbuckler, a kind of guardsman, as
guardsmen were conceived of (@ eardy Victorian fiction, sulk-
ing in his tent out of a childish arrogance, and incapable of
any lofty vision ot of sacritice for any cause other thaa his own
seputation. He is lnzy as well as stopid; lolls on o day-bed with
Patzoclus, and amuses himself, so far as he understands them,
with the wetfable jests of "Thersites, whose foul tongue and all-
pervacling cynicism setve as a constant chorus to this side of
the play. The meanest motives alone detcrmine Achilles for
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and against participation in the wat; he will fight, out of
jealousy against Ajax and because he is stung with the tauns
of Hector; he will not fight, because so to do would interopt
an idle smour with Polyxena, Finally, when he is roused by the
death of Patroclus and the havoc wronght among his Mytmi
dons, he vanquishes Hector, not in single combat, but by a
treacherous plot in which he directs the swords of othets
agpinst an unarmed man, So he trfamphs over the corpse, and
the Greeks vaunt 2 hero from whose composition conrage aad
chivalty are alike omitted, Thetsites here, as there Pandar, is
justified of his creed.

Ajax, for the purposes of the play, is an echo of Achilles;
but it is just possible that he also serves an object of literary
controversy, The Carubridge play of The Returr from Parnassus
puts into the mouth of the actor Kempe an allusion to a cestain
‘purge’ administered by ‘our fellow, Shakespeare’, to put
dowa that redoubtable champion Ben Jonsoa. If this ‘purge’
Is to be looked for in Shakespeare’s plays as they have come
down to us, it is to be found mate probably than elsewhere in
the description of Ajax which Alexander gives to Cressida in
the second scene of the first act,

This man, lady, bath robbed many beasts of their pasticular addi-
tions; he is as valiant as the lion, churlish as the besr, slow as the
elephant; a man into whom nature bath so ctowded humouss that
his valont is crushed into folly, his folly sauced with discretion.
‘Thete is no man hath & virtue that he hath not a glimpse of, not any
man an attaine but he catties some stain of it, He is melancholy
without cause, and merty against the hait, He hath the joints of
every thing, but every thing so out of joint, that he is a gouty
Btiargus, many hands and no use; of putblind Argus, all eyes and no
sight.

This, with its reference to humours, may pass for a caticatute
of Ben Jonson, and has no special beating upon the sctual
personality of the heef-witted Ajax, as he is represented later in
the play, Perhaps the actor who tepresented Ajax gave point
to the jest by making up 50 25 to imitate Ben Jonson's rough-
hewn features, There are indications in the epistle to the play
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that it had nevet been represented on the ordinary Loadon
stage. On the other hand, it had certamnly been acted some-
where before 1603. One wondets whether it had been pro-
duced, like The Retwrn from Parmassas itself, at Cambridge,
Iamlet is shown by the title-page of the First Quarto to have
been perfurmed there; and the classical subject would have its
appropriateness before an academic audience.



ALL’S WELL THAT ENDS WHLL

A naTuBR fantastic desire to identify A's Well Aot Eudy
Well with the Love's Labour’s Won mentioned by Francis Meres
is maloly responsible for the persistent attempt of thany
scholars to trace in its occasional thymed passages the survivals
of an carlier and discarded version of the play. But Shake-
speare’s use of rthyme, after he had given it up as a normal
vehicle of dialogue, is apt to be deliberate, serving to indicatey
heightening of the dramatic mood or to fulfil some other quite
definite purpose; and it becomes in consequence a very up-
trustworthy guide in determining questions of chronology,
‘Thete is no teason to suppose that AN's Well that Bnds Well
affords an exception; and in any case, even if an earlier drafi lie
concegled, thete can be little doubt that the whole structare
and bandling of the play in its present form belong to the same
and to a fairly advanced date in Shakespeare’s development,
It groups itself undeniably with Troilus and Cressida and Mee-
sure for Measare, as one of the bitter comedies; for it is a comedy
from which all laughter has evaporated, save the grim laughter
which follows the dublous sallies of Monsieur Lavache and
the contemptuous laughter which presides over the plucking
bate of the incffable Parolles. The spiritual affinities of
Helena’s story ate indesd far less with the radiant humous of
Twelfth Night and As You Like I+ thon with the analytle
psychology of the great advence-guard of tragedy, Julins
Catsar and Hamlet, which was almost contemporary with these.
Of Hamb# in patticular, one is again and again teminded, The
advlce of the Countess to Berttam in the opening scenc cari-
ously re-echoes that of Polonius to Berttam’s counterpart,
Laertes; and what is Parolles but the more elaborate pottrait of
the same type of human vanity which is represented by the
thumbnail sketch of Osric the waterfly? The analogy to be
traced, however, goes far decper than this, In Brutus and in
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Hamlet, Shakespeate had set side by stde two tragc studies of
(e tacss fahing to be preatness through the excess o1 defect
ot certun yualtties whose perfect balance 19 necessary to
et gy Te1s precisely such another study that the fortunes of
Helen, i 1t shily sead, toveal,

Pty b the ditieudt plays, AXs Well that Bnds Well was
hound to melead the more superlicial commentators, Over
$idey ¢ntument has 1un tiot, [lea how Mis Jameson gushes:

Ihete 1 ver w15, pethaps, a mote bautitul picture of 2 woman’s
f «, ot hod mosecict, not selt consuming 1n sifent linguishment
- not pamg in thought - not pusive and ‘desponding over 1ts
ol ~ Fut patent a1 d hopeful, strong mn 1ts own mntensity, and
sustundd by 1ts ovn fond futh The merc prede of rank and
bieth 15 a prjudice of which she cannot comprehend the force,
berws. het mind towers so immeasurably above 1t; and, compared
to the mnhnte love which sw ells withm her own bosom, 1t sinks into
nothing She cannnt concutve that he to whom she has devoted het
heart and teuth, her soul, her hfe, her services, must not one day
love hur 1 rutuen, and onee her own beyond the teach of fate, that
her vatis, her carusses, het unwearied, patient tenderness, will not at
List 'y w ber lowd to Jook upon her’  Itts ths fond farch which,
hepir g all things, cnables het to endure all things, which hallows
and atgnifs the snrrendut of hu woman’s pade, making it 2
sacettee on which virtue and love theow a mungled incense

One would hardly gather from this thapsody the simple trath
that the play 1s drenched 1n nonv, and that what i virtue of
he ‘fond fath’ and her ‘unwearied, patieot tenderness’
Hclena really eftects s, hestly, to duve a man, who not merely
das not Jove hor but loves someone else, into a forced mar-
rae by 1 tred | 1ad then by another tisek to substitute herself
in her busband’s bed for the mustiess whom he wishes to
sedduce, and so to nbtin the consummation which his not un-
atut 11 coldness would otherwise hive dented her, Surely this
uns oury adventury, for the <ike of a not very desirable
prie, » madcyuately described as ‘the surrender of her
womaa's pude’

Obssausly, 1 think, the 1ssue of the tlung 15 not Helena’s
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ttiumph but Helena's degradation. I conceive Shakespeare's
design to have been something like this, He has shown neble
manbood made incffective as a practical instrument for life,
in Harolet by very intellect, and in Bratus by very idealism,
He will now show noble womanhood made equally ineffective
by the highest quality of womanhood itself, which is loves by
the imperious instinct of sex, which drives Helena theough
unworthy paths to a ptofitless goal, and turns man's tender
helpmate, like Bernard Shaw’s Anne Whitefield, into the Leen
and unswerving huntress of man, Thus indeed is she Diana’s
maid. ‘The play will bear closer snalysis from this point of
view. Certainly Helena is a nobly planned woman, Her Jevel
brain, her depth of feeling, het easy mastery of evety situation
in which sbe finds herself, place het of all Shakespease’s hero-
ines nearest to the Portia of The Merchant of Vienice, Thus she
impresses everyone with whom she comes into contact and
who i3 competent to judge. She is the worthy child of 2 worthy
father, ‘She derives her honesty and achieves her goodoess.
"T'o the gracious old Conntess she is dear as a danghter, ‘She
toay lawfully make title to as much love as she finds; there is
tavte Owing het hon {5 faid, and more thall be gaid hes dn
she’'ll demand.’ To Lafen, experienced and sane in judgenent,
for all his light deliverance, she is

One, that in her sex, her yeats, profession,
Wisdom and constancy, hath amazed me more
Than I dare blame my weakness.

To the dying king, after his first conversation with her, it seems
that
All that life can rate
Wotth name of life, in thee hath estimate,
Youth, beauty, wisdom, courage, all
That happiness and prime can happy call.

Only Parolles the witless and Bertram the unsecing fail to
tecogaize the charm and the strength that ate in her, Fyen
beyond Portia she is dowered with an indomitable will, s will
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that exactly messutes its means to its ends and tegards no
obstacles in its ditect advance to the achievement it has set
itself, In the very first scene her judpement of character ig
shuwn by her treatment of Parolles, with whose equivocal
convepsation she plays as 1if he were a child, while her mind is
st on other things, She has no doubt whatever about him,
Laows him a notorious liar, thinks him a great way fool, solely
a coward. But Bertram she loves, and cannot judge him at afl,
This unequalled virgin has fallen in love with a good-looking
hoy, #s any other woman might. Fler passion lingers on his
arched brows, his hawking eye, his curls. She has come to
think him desitable, and herself unworthy of him. She has
forgot her father:
My imagination

Carties no favout in it but Bertam’s,

I am undone; there is no living, none,

If Bettram be away, It were all one

That I should love a bright patticular star,

And think to wed it, he is so above me,

As a matter of fact, of course, Bertram is a young ass, and has
shown n0 touch of agy quality worthy to mate with Helena’s
save the spitit which makes him unwilling to stay at court
while others go to the wars:

Creaking his shoes on the plain masonty,
Till honour be bought up, and oo sword worn
But one to dance withl

The weakness of his nature is apparent in the influence won
over him by Parolles, an empty-headed and boastful fool, with
just enough intelligence to make his profit out of the novice o
whom he has attached himself, Parolles chooses to tteat Helena
38 a waiting-maid, and his pupil is not likely to lay aside the
insolence of birth and to tecognize how far a poor physician’s
daughter has the advantage of him in all the gifts of head and
heart, Tle does not improve by acquaintance. The wisdom of
the king in desiring to keep him from following the wats ston
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becomes appatent when he reaches Flotence, He does honoy,.
able service in the field, but he bas no power of self-restropy;

and under the apt guidance of his ring-cartier he shows himsef
a dangerous and lascivious boy, and 2 whale to vitginity,
Ultimately he proves even worse than this, and in the lag
ordeal, when he is confronted with Diana and the rings, standg
confessed a cur and a liar.

It is not for long that Helena continues in the mood of self.
depreciation which leads her to think Bertram out of he
sphere. Lven while she is talking to Parolles she realizes the
strength of et own love and of her own will, and befare
the end of the scene her resolution is taken. Henceforward
she dominates the play, and passes from dishonour to dis.
honour on the path to her final victory:

Qur tremedies oft in ourselves do lie

Which we ascribe 1o heaven. The fated sky
Gives us free scope; only doth backward puli
Qur slow designs when we oursclves are duif,

'The first temedy is clearly to follow Beftram to Paris, and so
she lies glibly and with an air of extreme ¢andout to the
Countess, and leaves behind her the impression that the oply
motive of her journey is the hope of curing the king. The king
is cured, and Helena, who has been careful to secute the
promise of her reward beforehand, claims Bertram’s hand,
There is a pretty ais of modest deference about her:

1 dare not say I take you; but I give
Me and my service, ever whilst I live,
Into your guiding powet.

Nevertheless she does take him, standing by cool and self-
possessed, while the grateful king forces het hand upon 2 most
teluctant husband, Even young asses have their rights, and one
canpot but feel some sympathy with Beriram, who, as it

appears afterwatds, has already cast his eyes on Maudlin Lafeu,
when he bussts out with his:

O my Parolles, they bave married mel
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Aftet the ceremony he dismisses Helena briefly enough. She 1s
ruiduced to beg a ks, which 1s dented her; and wuth this
humlhation mihes her way to Roussillon. Hete she learns that
1t1 his intention nevet to bed het, and at the thought of him
10 the wai s hir fust nstinct 1 to elent and set him fiee But
will te el e and 1o vsetts aelf She lics again to the Countess
m the lutier whieh ¢ presses het antention to go epon a pi-
fretmuge, so that Berteam may return; for, although she does
put nn the palmer’s gaib, it 15 only to puisue her husband to
Flmeme Ilere oceurs the substitubion inadent which, i this
play as m AMe ssare for Measme, proves a difheult mossel for the
scntimental reader, Mis Jameson faces the problem by saying
that * the circutnstances and detads with which Helena 15 sur-
rounded ate shoching to our feelings and wounding to our
delicacy , and yet the beauty of the character 1s made to trumph
over all’, Of coutse that 1s not 1eally so The meanness of the
device ta which Helena stoops m order to secute a nomtnal
possession of her husband 1s & measure of the spiritaal strarts
to which the instinct of sex bas reduced the noblest of women,
Then come mote lies, growing easier and easier each time,
unti] she can shepherd Bertram with the report of her death
back to Mazseilles, and thete clam him in the presence of the
king by a proof of the literal fulfilment of the conditions he had
lnid dowa,

In the end Bertram 15 reconciled. He has already outgrown
the *sppecd-taficta fellow’ and *redeatled humble-hee’ Parol-
les, and perhaps Helena may succeed i making a man of hun
somc day But after all 1t 1s a pooe prize for which she has tratled
her honour 1n the dust, and comedy has made strange progtess
with Shahespeate since he shook our sides at the gross roguery
of Lalstal, o1 wven the befooling of the poor coxcomb Mal-
volo, Behind comedy so unsmiling 20 this some pertutbation
of the once sunny spitit must needs lig,



MEASURE FOR MEASURE

Many honest readers of Shakespeare quite frankly tesent the
very existence of Measure for Measwre. They have formed
conception of the poet as the great idealist; as one who,
although he has indeed sounded the heights and depths of
expetience, has yet kept unspotted his romantic soul; a5 one
with whom they may be sure of breathing the ampler ether
and diviner air, and who, through whatever seatchings of
heart he may lead thern, may always be trusted in the long run
to present and vindicate the eternal laws of righteousness,
There are plays of Shakespeare, written in the healthy optim-
ism of his youth or in the golden serenity of his waning years,
which fit in well enough with his temper. Thete ate others
upon the putpott of which it is able to put a subtle miscon-
struction. But Measure for Measare falls within neither of these
categorfes. Tt just perplexes and offends, with its deliberate
painting of the seamy side of things, through which intolerable
petsonages pass to an end that is certainly determined by ao
ptinciples of poetic justice. We are in unwholesome company,
with Mistress Overdone the bawd and Pompey the pander,
Claudio, who would sacrifice his sistet’s honout to save his life,
is allowed to keep both his life and his Juliet. Even the hypo-
ctite Angelo has no worse fate than quiet days of oblivion with
Matiana in his garden circommured with brick. There is no
clear issue here, and to no profit of righteousness has Isabella’s
white soul been dtagged through the mirte, So the play is con-
demned, and all its beauties canniot save it; not the skeepy
music of the moated grange, nor the marvellous psychology
of the scenes between Isabella and Angelo in the second act
and hetween Isabella and Claudio in the third, nor the hauating
phtases that constantly startle the imagination at tutn after
turn of the murky way. In vain Isabella tells us in her passion
of devotion:
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The impression of keen whips I'ld wear as rubies;
in vain is the deep maxim of the Duke;
Spitits are not fincly touched

But to fine issues;
in vain the splendid flicker of poor weak Claudio’s soul, when
he thinks for a moment that he is going to be a hero:

1£ I must die,

I will encounter datkness as a btide,

And hug it in my arms.
Measure for Meusure is an unpleasant play, and thete is an end
of it, for the sentimentalist.

Fortunately the critic has long ago made up his account
with sentimentalism, and has come to the firm conviction that
his business is with the undetstanding, stage by stage, of
Shakespeate’s spiritual development, rather than with the
wish, certainly idle and probably insolent, that this develop-
ment had been otherwise, He, therefore, without reference to
any & prisri conception, may take Meassre for Measurs for what
it is, as forming, together with the group of plays to which it
belongs and which includes also AX's Well that Bnds Well and
Trotlus and Cressida, the singulatly interesting record of a
particulat phase in the poet’s shifting outlook upon humanity
and upon the universe to which humanity is bound. They are
all unpleasant plays, the utterances of a puzzled and disturbed
spirit, full of questionings, sceptical of its own ideals, looking
with new misgiving into the ambiguous shadows of 2 world
over which a cloud has passed and made a goblin of the sun,
It Is perhaps hardly worth while to speculate what causes,
within ot without, may have precipitated 2 mood so alien to
that in which, quite recently, such light-hearted comedies as
As You Like It, Much Ado Abont Nothing, and Twelfth Night
had been written, T'o seek them in the misadventure of the
Sunnets, ot in the disconcerting politics of the Fssex rebellion,
s less to employ evidence than to indulge in the pleasant sport
of biographical conjecture, Whatever the explanation, the fact
temains that for a period in Shakespeare’s history near the
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beginning of the seventeenth century the rose-red vision gave
place to the grey, and that, if he still wrote as an idealist, 1t yay
as an idealist into whose imagination had passed the ferment of
doubt and the bitterness of disillusion. And so Mezours Jor
Measure weats the tue of comedy with a difference, Lucio is of
the tribe of Mercutio, just without Mercutio’s saving grace of
the readiness to throw away his life for the sake of the game,
‘The milien of Mistress Overdone is the milien of Mistresy
Quickly, and you may catch a veritable echo of the talk of
tmine hostess of Hastcheap in Pompey’s description of the
stewed prunes, ‘which at that very distant time stood, as it
wete, in a fruit-dish, a dish of some threepence. Your honours
bave seen such dishes; they are not China dishes, but very gnod
dishes’. The change Is not in the puppets, but in their observer
and interpreter, Sin, which was buman, has become devilish,
Hete ate the forms of comedy, the by-play of jest and the end-
ing of reconciliation. But the limits of comedy, which may be
serious but must be suave, are sorely strained. There is a cruel
hint in the laughter, and the engineer of the recanciliation is
surely a cynic,

It is perhaps characteristic of the state of mind out of which
Measire for Measure came, that it is not only a painful, but also
an extremely difficult play. As in certain modern plays, to
which its affinities are pethaps closer than to anything in it
own sge, while the genetal critical intention is evident, it
succeeds in evading rigid analysis. The Intelligence of the
spectator is stimulated, tather than satisfied. And in fact it may
be doubted whether Shakespeare wrote it with any very deat
scheme before him, It suggests rather the random and teatative
exetcise, in vatious ditectlons at once, of a motdant analysis,
resulting in & somewhat intricate design of unresolved and
interwoven themes. It is the work of 2 man searching some-
what vaguely for truth in unfamiliar paths. Some threads of
these cross-purpnses may perhaps be disentangled. There Is
one which resumes the earlier criticism levelled in Lare's
Labour’s Last at the life against nature, The philosophers of
Navarre shut their ears to the volce of nature’s most impetious
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instinct, until that instinct takes its 1apid and disconcerting
revenge. More tragically disastrous is the issue of the less
playful attempt of the ruler of Vienna to shut nut the wanton-
ness of the flesh, Claudio has hardly sinned. ‘He hath but as
offended in a dream,” says the Provost, But the too hasty
revival of theforgottenedict shatters his youth and Juliet’s, and
hurries him to a fiery ordeal which his frail soul proves ill-
fitted to endure. So is the idle way of a man with a maid turhed
to tragedy. T'o Lucio’s satire of the man ‘whose blood is very
siow-broth”, in whose house-eaves ‘spattows must not build,
hecause they are lecherous’, one need not attach too much
weight; for Lucio, in spite of his honest reverence for the
*enskied and sainted’ Taabella, speaks with the voice of unre-
generate Vienna. Yet there is ptactical wisdom, did the Duke
but know it, in the worldling’s warning that the nature of the
vice is such that ‘it is impossible to extitp it quite, friar, till
eating and drinking be put down’. It is Angelo’s own case,
however, which affords the most complete refutation of the
folly of endeavouring to bind human nature in too strait bonds
of discipline, in the pictute of the austere man ttipped by the
very fault he most condemns, and driven through hypoctisy
into the darkest ways of tyranny, violation, and judicial mut-
der,

Another very obvious element in Measure for Measure Is the
remorseless analysis which probes the inmost being of man
and strips him naked before the spectatots while he

Plays such fantastic tricks before high heaven
As makes the angels weep.

Tt is the temper of the inquisitor; and you can but shudder as
a soul is brought mto the torture-chamber and shrivels into
nothingness befote some sharp test of circumstance. The slow
degradation and exposure of the ‘prenzy’ Angelo is a case in
puint; and stidl more the pitiful failuze of the lad Claudio when
called upon unaware to make his choice between death and
dicloyalty. It is a terrible scene, led up to with grave izony by
the Duke's philosophical disquisition upon the vanity of life
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and of man, who is merely “death’s fool’. Claudio, mdeed 3
resigned to death, when 2 door to life, even though & cixs-
honoured life, suddenly swings open before him, At first - fyg
he is an honest boy - he rejects the thought. And then ki
itagination begins to work and to terrify itself with the detsily
of mortality, Tsabella knows het brother, and her spirit gueds
itself for quick battle with his weakness.

CLAUDIO: Death is a fearful thing|
18ABELLA: And shamed Yife a hatefull
cLAaupr0; Ay, but to die, and go we know not wheze;
To lie in cold ohstruction, and to rot;
‘This sensible warm motion to become
A kneaded clod; and the delighted spitit
To bathe in fiery floods, ot to reside
In thrilling region of thick-ribbed ice;
To be imprisoned in the viewless winds,
And blown with testless violence round about
The pendent wotld; or to be worse than warst
Of those that lawless and incertain thought
Imagine howling ~ "tis too horrible!
‘The weatiest and most loathed worldly life
That age, ache, penury, and imptisonment
Can lay on naturc is 2 paradise
To what we fear of death,

Clandio has undetgone his ordeal, and has failed. Tt is buta
step Now to the unmanned cry of ‘Sweet sistet, et me live’,
and to the pitiful contemplation of the tuins of a human soul,
15 it the cotroding atmosphete of moral suspicion which hasgs
about the play that leaves one not absolutely certain whether
Taahella too has not had het otdeal and in het tutn failed? She
is a saint, of course; even Lucio feels that; and perhaps it comes
quite natuzally to o saint to say, *Mote than out brothet is ou
chastity.’ Shakespeare does not suggest an alternative; but is it
not legitimate to think that the question whether Isabella was
wholly justified in the eyes of het creator is one of the enigmas
of this most enigmatic play? Ih any case I am quite sure that
the actual jssue which s found in the pretended submission of
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Isabella and rthe device of the substituted Matiana, common-
place of romance as the Iattet may be, does not commend
wself to the modern conscience. It 1s, however, pethaps a shade
less displensing than the wnversion of the same situation in
s Well that Linds Well,

But is the criticism of Measre for Msasure confined to
hunianity, ot is Shakespeare aleeady, as in some of his later
plays, unable to exclude man’s maker from his indictment of
man? The ‘old fantastical duke of datk cornets’, from whose
ahsence Angelo’s brief authority springs, who amicably assists
the development of the plot, and finally returns to reward the
evildoers and to abash Lucio, is a somewhat mysterious pet-
sonage. It 18 not quite clear what is the dramatic purpose of
Lucio’s scandal about him, or how far he has judged the chaz-
acter of Angelo, of whose relations with Mariana he is aware,
hefore the beginning of the action. His part in the story is &
version of the familiar Haran al-Rashid theme; and he must, I
think, be held in a play dealing seziously with the problems of
life to symbolize the workings of Providence. But then sutely
the treatment of Providence is ironical, Just as in the almost
contemporary Trowps and Cressida Shakespeare is almost cet-
tainly tucning to ridicule the traditional ideals of heroic
fomance, so here the duke can be nothing but a travesty of a
Harun al-Rashid. Theoretically it is his function to tesolve all
the complications of the plot, and to re-establish the shaken
fuundations of eternal justice by punishing the wrongdoers
and rewarding the innocent. In effect, after prying about in
dispruise and preaching sermons throughout the greater part of
the play, he is unable to petform his simple task without 2
wholly unnecessary structute of superfluous mystification and
intrigue. Why does he conceal from Isabella, in her grief, the
knowledge that her brother yet lives? To what purpose is
the further prolongation of her agony, after his retutn, by the
preterled dishelief of her stocy and the suspicion cast upon
the friar, in whose petson he has counselled het? These are the
antics of a cat with a mouse, rather than the dispositions of a
wise und beneficent ruler; and it is diflicalt to see anything in
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the grave elaboration of them, except a satitical mtention of
Shakespeare towatds theoties about the moral government of
the univetse which, for the time being at least, he does not
share, As yet, indeed, his nascent pessimism has only advanced
to the point of finding ineffectiveness and not deliberate ill-will
in the ordering of things. The thotoughgoing denunciations of
King Lear ate still to come. But o natrower spiritual gulf divides
Measure for Meastre from the tragedy of King Lear than from
the comedy of As You Like I2.

1 do not suppose that everyone will read the play exactly as1
tead it. Like all works of art that spring out of 2 vexed, and
not out of & limpid mood, it lends itself to many and diverse
interpretations. It must be confessed that it is broken musi,
and that broken music is not the highest form of composition;
but at least it takes on new interest when the hazp from which
it is struck is the heart of a Shakespeare.



OTHELLO

O1 all the great and moving Shahespeatian plays, Oslello is
Ut m which the fullest exptesston 1s given to that particular
yuihity of sentiment or emotion, to which belongs the name of
Jrthes, One may perhaps define pathos as tragic pity, It s the
wdling up of human sympathy at the sight of something
beautitul and frail in the grip of forces uitetly beyond its own
cantuel, ot the fate of the windlesttaw 1n the floods. Tragedy,
as Austotle hinted long ago, artses out of the contemplation of
the clish of fuices and the ttumph of the greater force, and its
result 1 the human soul is to av ake the feelings of pity and of
awe. And pity or awe predommnates according to the extent of
the disproportion between the strength of the triumphant
force and that which is defeated. It is awful when the Titans
make head against the Gods, even though the ultimate issue
can be tn no way doubtful; it 15 pitiful whea the chatiot-wheels
of destiny oll over and ctush a human flowet. The one spec-
tacle y1clds tragedy in the fullest sense; the othet pathos. This
distnction conesponds closely to that between the effect upon
the spectator of Oshelio and the effect of the two other tragedies
which, both 1a time and 1n temper, stand nearest to it, Macheth
and Krwg Lear, In Macheth the pathetic hardly finds any expres-
ston; in King Lear 1t attaches itself mainly to the subotdinate
character of the helpless Cotdelia, and if to Lear at all, not to
him who wrangles with the elements upon the blasted heath,
but to the tuined piece of nature who wanders, mad as
the vened ser, and crowned with rank fumitory and furtow
weeds, thiough the acres of the sustaining corn. Leatand
the Macheths are of the race of Titans, and whenthey go
uuder, the heavens may vaunt themsclves to have con-
guered those who, for a moment at least, were in some sort
thew equals. About Othello and Desdemona thete is nnthing
of the "itanic. They are noble, of coutse, and gracious in their

169



SHAKESPEARE! A SURVEY

lives; otherwise their fate would have altogether lacked that
exalted interest which s essential even to pathetic teagedy,
But nevertheless, when the push comes, the simple opes-
hearted soldier and the tender woman who loves him prove
10 have nothing to oppose to the fotces that heset them. They
are easy victims, and it is with the sense of springing teass
rathet than with the theill of lost battle that we watch them to
the hopeless end.

In other respects, the grouping of Otbells with Macheth and
King Lear is complete, Already the subtle change has come
over Shakespeare's attitude towards the problems of existance
wheteby cosmic tragedy has replaced the easlier psychologicl
teagedy of Julius Cassar and of Hamlet. The issue has shifted
from the relations of man and man to the relations of man and
his creator, The sceptical Ironies of the bitter comedies begin
to take shape as a definite arraignment of the scheme of things.
Failure is presented as 2 resultant no longer of chatacter but of
destiny; and the fall of Othello is not metely the fall of a good
man, but the purposed and inevitable defeat of goodness tself
The play is a duel, in which goodness as such is pitted against
evil a5 such, and to represent evil Shakespeare has recourse o
the revival of a type of chaacter which finds its analogues in
sotne of his eatliest plays and still mote in plays not his. In
Iago he returns, with a moze definite philosophic purpose 45
well a3 with a far greater subtlety of delineation, to the model
which he had taken from Matlowe’s Barabbas and used, with
an imperfect comprehension of its real dramatic significance,
in Aaron the Moot and in Richard Crookback. Once mote, and
now to be treated as what he is, a symbol, not as what he is not,
2 buman being, there comes upon the stage the teerible man
according to Machiavelli, with his deliberate and self-con-
scious choice of evil to be his good, and his superhuman
tesourceand efficiency in shaping all events towards the resltza-
tion of his diabolical end. Tago, playing upon the souls of all
the other personages in the drama like puppets, and manipu-
lating them this way and that as the intricacies of his plot for
their common destruetion require, is obviously enough the
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effictent cause of the whole tragic working of Oheflo His
usseattal inhumanity 15 no less apparent He has the ountwatd
form and members of a man, but hus dramatic function 1s that
of the 1ncarnation of the forces of evil, of the devil himself.

I look down towatds his fect, but that’s a fable,

w1ys the distllustoned Othello, when the whole map of Tago’s
villainy 15 seddenly unrolled, an hour too late, before hun,
Tago 15 clear enough about himself and hus calling:

Divinity of helll
When devils will the blackest sins put on,
They do suggest at first with heavealy shows,
As I do naw

In the sinister soliloquies with which, at every pause in the
acttons, he delights to take the stage and let the audsence into
hus sectets, he teveals the clearest intellectual apprectation of
the good ponts, which are for him the weak pomts, of his
opponents, and 1t 1s precisely upon these, upon the unques-
tioning confidence of Othello and upon the generous impulses
of Desdemona’s translucent soul, that he fastens most securely
the web of the intrigue that 15 to be their ruin ‘Those Mephis-
tophelean confidences give an added hotror to the scenes i
which the other petsonages teappear and Ingo composes the
sneet upon his countenance to assume once more the profit-
able role of the disinterested follower or the sympathetic
fewnd And so, at the height of hus villainy, hus unsuspecting
victim sings his pruses

Thys fillow’s of exceeding honesty,
And koows all qualities, with a leined spat,
Of human dialings

Tlonest Tago! Thit vutue should hestow this eprthet upon
vice 15 a measuze of the defencelessness of vistue in the etenal
conflict It has been doubted whether Shahespeare did not
utend o qualify the abstract devilry of lago by asstgming for
hts hateed of Othello certain motives not altogether wnhuman

fle represents himself to Roderigo as bearing the grudge of 4
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soldier who has been passed over for one less worthy, Ttfs not
perhaps necessary to believe everything he says to Roderigo,
although he is elsewhete not too careful to conceal his rea]
self befure so inconsiderable a hearer. Roderigo is not a fish
that requires much playing. But it is in the more intimate
revelation of his soliloquies that he professes a snspicion that
the Moot has played him false with Emiliz and a desite to he
evened with him, wife for wife. Tt is haedly ta be supposed that
this suspicion is meant to have any foundation. Othello’s he-
haviour to Emilia certainly lends it no credence, and it is clear
that for Ingo himself it is an occasion rathet than 2 motive for
treachery:

1 know not if it be ttue;
But I, for mere suspicion in that kind,
Will do a8 if for surety.

What is illustrated is the willingness of evil to be convinced
of evil, in contrast to the reluctance with which a similar
suspicion s entertained and the profound upheaval which it
causes in Othello’s noble soul.

The type of lago fitted in with something profound in
Shekespeate’s tragical apprehension of the world, It is ts-
sumed, not in the main plot but in the sub-plot of King Lear,
whete the melodramatic Edmund has precisely Tago’s trick of
analysing his own infamy in cynical comment befose the
audience, And it recurs for the last time, with a significant
difference, in the Tachimo of Cymbelins, One may almost take
Cymheline as the palinode to Othelle, and the compatison be-
tween Tago and Tachimo serves well to measure the gulf that
lies between the petinrhed Shakespeare of the great tragedies
and Shakespeare in the golden mood of recovered optimism
which inspires the last romances. The function of the char-
acter Is the same; it is the relation of that function to the
general drift end ultimate outcome of the drama which is
altered, Jachimo is not, indeed, so selficonscious 2 Machinvel-
lian as Tago; he does not stop in the coutse of his inttigues to
hug bimself on his villainy, of to give exptession to the dia-
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bolical faith that is in him, Yet on any other hypothesis than
that of sheer devilry his actions are unintelligible, The mere
desice to win his wager with Posthumus is too clearly an
inadequate inducement to the undertaking of a toilsome jour-
ney and 2 desperate enterprise. Tt s as the incarnate spirit of
evil that bie comes, fiest to tempt Imogen, aud when that fails,
to ensuare ber and Posthumus in the folds of a plot closely
parallel to that wlich Tago weaves for the undoing of Othello
aod Desdemuna, Like Iago he is a disintegrating force, and
out of the innocence and confidence of his victims he fashions
the weapons which are to be used fot their destruction, Only
in the long run the power which Iago tepresents and symbol-
jzes proves greater than innocence, and the same power as
represented and symbolized by lachimo proves less than
ihnocence. And of course this, from the point of view of
philosophy, and from that of drama as a reflection and material
enptession of philosophy, is 4 very {undamental diffetence
indeed. The darkness which setiles upon O#el is lit by no
gleam of hope at the close; but the sunshine breaks into the
last scene of Cymbelins, and it becomes appatent that not only
has evil proved impatent to wreck the faith and happiness of
Imogen, but also evil has ultimately ceased to be dominant
even in the black soul of Tachimo itself. By Imogen the very
devil is tanght
. The wide difference
"Twixt amoraus and villaiaous.

Othello, no less than Tago, would seem at first sight to be
paralleled in the later plays, to some degtee by Posthumus, and
toa greater degeee hy the Leontes of The Winter’s Talke. But the
resemblance s too supetficial & one to bear mnch analysis.
On this there i perhags little to be added to one of the finest
passages in Coleridge’s unegual Shakespearian comment,
Jealousy docs not stiike me s the pofat in Othello’s passion; T take
it to he rather an agony that the creature, whom he had helieved

angelic, with whnom he had garacred up his heart, and whom he
could not help still loving, shonld he proved impure and worthless.
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Tt was the struggle 20! to Jove her, It was a motal indignation ang
tegret that virtue should so fall: ~ “But yet the pity of it, Tagol - Q
Tagol the pily of it, Iagol’

Cleatly, if Othello had been a Leontes, he would have been
unfitted for the part he has to play in the dtama, Shakespeare's
scheme entails an opposition between black and white, 4nd
jealousy in the meaner sense would have lost Othello the sym-
pathies which he is bound to maintain in order that tragic pity
may be evoled. By his simplicity he falls, but his nobility of
soul must remain unstained. Tt is not so with Posthumug or
Leontes, for it is not Posthumus but Imogen, and it is not
Leontes but Hermione, upon whom the dramatist depends
to hold the sympathies of the audience and to carry them on
through the changing fortunes to the ultimate triumph, The
jealous busbands of Cywbeling and The Winter's Tale ate only
instruments of the emotional history; and their own person-
dlities may remain unsympathetic until the time comes when
their repentance is needed to contribute to the general recon-
ciliation. But Othello must never be unsympathetic. From the
beglaning he is a gracious and doomed creatute,  child in
spitit, walking on the abyss; and the tragic pity slowly gathers
a8 he moves on with honest eyes to the sudden disaster which
Iago has prepared.
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PoruLAr tmgedy demands its obvious and acknowledged
villain, 2 visible and as it were professional worker of iniquity,
whose deeds of blood and tavishment may bring the authentic
thill of hotror to gross nerves and imaginations far from tickle
o’ the sete. As soon as psychology meddles in the matter and
spectators with cultivated faculties begin to ask that drama
shall, at any rate in some degree, answer to the average ex-
petience of life, this puppet ceases to appeal. For the actual
organization of society, however far from perfect, is at least so
fat advanced as to leave little room for the obvious villain,
whose undramatic fate it usually is to be discovered at an eatly
stage, and treated, according to citcumstances, as a ctiminal
or as a lunatic; in either event, gagped and rendered hatmlegs,
The exceptions ate so rare as hardly to interest the typica}
spectator, or rather the typical crowd of spectators, whase
measure of psychology compasses mainly the normal. Mote-
over, it readily becomes apparent that the obvious villain js
by no means an essentinl factor in the production of teagedy,
By expelling the monstrous incasnation of evil you certainly
do not expel evil itself; and, when once the primitive level of
intelligence has heen passed, the clash of the forces that make
fot end against righteousness in the various heart of man yields
the tragic thrill none the less because the showman has left off
paiating in the old primaty colouts:

In tragic like, God wot,
No villain need bel Passions spin the plot:
We ate bettayed by what is false within,

“Thus, in the ordinaty coutse of literary evolution, external
tragedy gives way to psychological tragedy. But there is
thirdgrade, to which only the gods or titans of literature success-
Fully attain. This is cosmic tragedy. From the contemplation
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of good and evil in the individual soul, the philosophic
mind passes to the contemplation of good and evil in the
totality of things, or mote precisely, in that tangled wely of
individual souls acting under material condttions, which is al]
of the totality of things whereto the limitations of the human
spitit permit access; and on this basis forms s conceptions of
the intention and working of the non-human forces, pethaps
imaginary, which it assumes to ply behind the veil. In the
coutse of this process are in fact generated, howevet question-
able they may be metaphysically, those hahitual attitades ot
tempers in the face of the ultimate interrogations of things
which we know as optimism and pessimism; and of pessimism
an ancient and characteristic utterance is to be fonad in cosmic
ttagedy, Raised to this plane, tragedy ceases to be a mere
record of the pity and tetror of the facts of buman natute, and
tekes shape as an acraigament of heaven, a grave and unflinch-
ing exposute of eternal laws which make of man nothing moze
than an outraged toy, 2 self-conscious windlestraw upon the
remorseless floods of fate. The corollaries perhaps follow, that
cosmic tragedy must necessatily be pagan in sentiment, since
the Christian scheme of things, except in 2 morhid perversion
of it, formally excludes pessimism; and that for a Christian
witer tragedy is therefore confined to the failures of the
individual soul in the frad and blundering exercise of its free
will, Hlumanity he is free to probe, but the stars do not abide
his question,

External tragedy, psychological tragedy, cosmic tragedy;
the tragedy of villainy, the tragedy of character, the tragedy of
fate; a1l three types Aind their occasional and tentative expres-
ston among the eatlier plays of Shakespeare. Nothing, indeed,
is more rernarkable in his genius than the triumphant ease
which he shows in combining the devices of the popula:
entertalner with the Interests of the freely moving thinker and
artist, In Titws,Andronicus he handled, or perhaps only re-
handled, 2 representative theme, dripplng with blood and
revenge, of the schoal of Kyd; and petsonages of the Aaton
tradition may be traced thtough to the Jago of Ozheflo and the
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Lachimo of Cyubeline, although a comparison of Aaton and
Tago will show the difference between the villain who is the
+theient cause and the villain who is merely the instrament of
traoedy, Richard the Seeond is defintely psychological teagedy,
in 1ts deduction of falure in kingship as the nawtal result of
the ahsence of hingly quatities in a king. Romen and Jufies, on
the other hand, lays the butden on fate. The lovers ate star-
crisoed from the beginning ; their splendid passion only comes
into cxistence to be the victim of an inexorable and malignant
destiny. Lven in Romea and Jubies, however, pessimism is not
heyond yuestion; and tragedy of any kind is the rarer mood
duting the first half of Shakespente’s dtamatic career, through-
out which the riot of farce and the graver murth of comedy are
dominant, About 1601, the biographers agree in detecting a
change of temper. The poet lost his faith in the world. ‘The
light-heartedness of his earlier manner vanished; the laughter
died away upon his lips; and the note of criticism came to be
more plainly heard, swelling at last to the bitter and compre-
hensive denunciations of Lear and Timon, Various attempts,
more ot less fantastic, have been made to connect this phase of
spititual development with external events; with personal
losses by death; with some of the love-troubles suggested by
the Sonnets; with the political disappointments of the close of
Eilizabeth’s reign, and, in particular, with the shock given to
English patriotist by the ruin of the hopes that had been
staked upon the Batl of Essex. These are regions of shadowy
conjecture, which it is safer to leave untrod. The clear fact
remains that for eight or nine years Shakespeate devoted
himself to the analysis of victorious evil, setting forth in
steony celief the failures, the disillusions, the ineffectiveness of
humanity, ‘Temperanient at war with circumstances; the brute
in man trampling upon the god; these are the themes he is
impelled to illustrate. To this period, so far as one can be sure
about dutes, belong all the greater tragedies with the exception
of Remro und Julier, together with the three “bitter’ comedies,
Troilus and Cressida, AN s Well that Fnds Well, and Measure  for
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Measurs, in some tespects mote sad than the tragedis ey,
selves. The pessimistic attitude to life was not, indeed, i)y
Shakespeare, Fot a while - to borrow Professor Dowdey
happy phrases — he was ‘in the depths’, but he rose to wg
*the heights’; his last words proclaim the ultimate triumgh of
good in the serene optimism of Cymbeline, The Winter's ok, and
The Tempest. Bu, so long as it enduted, as Swinhutae poiny
out in the case of Otbalib, his pessimismwas yet deeper and moge
unchequered than that of Aeschylus; there is not even, ssin
the Orestein, the purification of Apollo shining in the distance,
Pessimism, in the quasi-philosophical sense, does not, of
coutse, become articulate in every play of the group, The
antithesis, already indicated, between psychological tragedy
and, cosmic tragedy holds good, although, like evety such
distinction, it roust not be applied with rigidity to individul
cases, If this caution is borne in mind, it is perhaps safe to
select Julius Caesar, Antony and Chapatra, and Hamlsi as typical
ttagedies of the psychological order, which deal primarily
with ptoblems of human will and conduct, and King Leer and
Macheth as typical teagedies of the cosmic order, in which the
speculation of the dramatist is primatily directed to the wotk-
ing of powers which are concelved of as transcending the
purely homan. Thus Jasins Caesar is the tragedy of the failure
of the idealist in conflict with the ‘efficicnt’ man; Ham/e! the
patallel tragedy of the failure of the speculative man in the face
of a claim for unseflecting strenuous action; Awiony and Cleo-
[paira the convetse tragedy of the dissolution of *efficieacy’
before the spells of wantonness, In the two cosmic tragedies,
on the othet band, human pessonalities do but struggle help-
lessly in the net of the supethuman, The affections of King Lear
shatter themsclves against the will of gods that know na love;
while Macbeth presents the whole mystery of temptation and
retribution, of man driven from sin to sin and on to sin's
undoing by resistless forces beyond his own control,
The band of time has ot been tender with Mackesh, An
fnterpolutor has contaminated the witch-scenes with stagularly
inappropeiate prettinesses; while a drastic process of shotten-
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1op, appatently 10 the intetests of an acting-veision, has
wrc;ught havoc with the thythm and oceastonally left even the
dramatic intention obscute, Yet the disrespect done to the text
annot avail to conceal the gieat ines of the planning; and 1t is
cven posublc that the excision of some of the stde-1ssues with
which, m the true tomantic manfet, most of Shakespeate’s
plays abouad, may bave served to throw 1nto stronger relief
the vastuess and tetzor of the central theme, Certain it is that
nowhere else has Shakespeate so neatly escaped the pitfalls
of romanticism, or approached so closely to the simplicity, the
large sweep, of Aeschylus, From beginning to end the action
s tensc and concentrated , and the subtlest use 1s made of tragic
irony and of every other thetotical device to create an envelop-
ing atmosphere of motal and spiritual gloom, One may matk
some of the mnumersble delicate touches which giadually
lead the spectator on towards the full hostor of that unspeak-
able mdnight morder of the guest and king. Fiist comes the
scene 1n which Duncan, after dismissing the treachery of the
fallen Cawdor with the comment that

Thete’s no art
To find the mind’s construction in the face,

tutns to place hunself with absolute trust in the hands of Jus
‘wotthiest cousin’® and ‘peetless kinsman® Macbeth; then
Lady Macheth’s recerpt of her husband’s letter and immediate
irevocable tesolve, then the gum dialogue 1n which the
tempted puir fitst envisage thest crume face to face. “Duncan
goes hence tomorrow — as he purposes,” says Macheth; and
she, with the same half hesitation on words of double meaning
that t1sc unbidden to the tongue, “He that’s coming must be -
provided for.” Duncan comes and an awful chill falls upon the
house, as he walks slowly to the gate of the tiap whete Lady
Macheth waits to welcome hum. How Aeschylean the i1ony of
tus commendattons!

This castle hath a pleasant seat, the ai1
Nimbly and sweetly recomtnends stself
Unto our gentle senses.
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And thete is the confiding bird, ‘this guest of summer, the
temple-haunting mattlet’, nesting on the hospitable wall,
Night falls, & night fit for the deed to be done. “There's
hushandry in heaven; their candles are oll out.” Evil influences
ate abroad:

The night has been unruly; where we lay

Our chimneys were blown down, and, as they say,
Lamentings heard in the ait, strange screatns of death,
And prophesying with accents terrible

Of dirc combustion and confused events

New hatched to the woeful time. The obscure bird
Clamonted the livelong night, Some say, the earth
Was feverous and did shake,

As the guilty hosts start about the prepatations for their sig,
the vaulted hall is Iit by lightning and re-echoes with thunder,
In the intervals of silence we heat with them ‘the owl shriek
and the cricket cry’. Innocent men are visited by sttange
thoughts and dreams:

There's one did lengh in his sleep, and one czied ‘Murder]’

That they did wake each other, I stood and heard them;

But they did say thelt prayers, and addeessed them

Aguin to sleep,
Even such a nobly strung soul as Banquo’s is smitten with &
strange sense of moral weakness and shrinking from the battle
with temptation:

A heavy summons lies like lead upon me,

And yet T wonld not sleep. Metciful powers,

Restraia in me the cuteed thoughts that nature

Gives way to in xeposel

The most awful touch of all is that knocking of some unkaown.
comer at the gate, which calls our minds, sttalned by the
intensity of the situation almost into sympathy with the crime,
back to the frightful reslities of fact; and this effect is grimly
enhaniced by the drunken potter, whose fumbling for his keys
and swearing at the disturbets of his test delays for some
moments the imminent discovety. By such delicate workman-
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shipr of detad Shakespeare contrives to produce an impression
of wrirdness, of something uncanny, which signalizes the play
throughout and harmonizes with its cosmic theme.

A cosnic tragedy s primanly philosophucal and not psy-
cholngical; but the philosophical interest transcends rather
than cxcludes a psychological intetest, since after all it is
thtough and not apart from human chatncter that external
forces are conceived as acting upon and disposing of human
destinics, "'he psychnlogical interest of Macheth lies in the study
of the contrasted effects of sin and the results of sin upon two
chatacters of different mould and fibre - one that of 2 tan, the
other of a woman; one realizing itself in action, the other in
thought and will. When first Macheth comes before us it is as
a mighty warrior — he is spoken of as ‘valour’s minion’,
‘Bellonas bridegroom, lapped in praof’; by performing
prodigies of personal valour he has saved the country on one
day from a civil and an alien foe. This is the noble side of him,
Away from the battlefield his greatness is gone, he sinks to the
level of quite common men. Lady Macbeth herself expresses
this in & passage which has been misundcrstood:

Yet do I fear thy nature;
It is too full of the milk of human kindness
"To catch the nearcst way,
“Ihe milk of human kindness® — that is clearly not ‘a tender
natute’, of which Macheth never shows a trace, but rather “the
commonplace ordinary qualitics and tendencies of human-
kind’, As for Lady Macbeth, it is not easy to accept the teadi-
tional stage view of her, originated probably by the actress
Mts Pritchard, as a sheer human monster, and the evil genius
of her husband’s soul, Tlers is both a subtler and a nobler
nature than his, Living a woman’s solitary life, she has turned
her thoughts inward; she, tno, is 4 conqueror and has won
her teiumphs, not in war, butin the training of her intellect and
the subjugation of her will. And withal, she is a very woman
still:
1 have given suck, and know
Elow tender "tis tu love the babe that milks me;
181



SHAKESPEARE: A SURVEY

and

Had he not tesembled
My fathet as he slept, T had done it;

and that despairing cry of hotror, “Yet who would hyge
thought the old man to have had so much blood in hip,
Macheth addresses het inlanguage of love, and she in her typy
has the instinets of the tiger’s mate, Her immediate impulsg ¢,
crime is ambition for her husband rather than herself, and i
the banquet scene she puts the sternest control upon het neryes
to save him from blundets.

Thus the antithesis between the two is that between the
practical life and the intellectual, and the effects of this differ-
ence are everywhere apparent, Macbeth is bold and resolute jy
the moment of action; he can kill a king, and he has a cutigyg
gift of ready speech throughout, which avails him to answer
uawelcome questions. But when there is nothing to be actually
done he is devoid of self-control; he cannot wait nor stand
still; he becomes a prey to countless terrible imaginings; he is
wildly superstitious, Of all this Lady Macbeth is the exact
convesse; she has banished supesstition from het soul; she js
strong enough of will to quell her husband’s cowardly feass;
she can scheme and plot, but she cannot act; she must leave
the actual doing of the deadly deed to Macheth; at the moment
of discovety she faints. The emotional effects of theit ctime are
totally diffetent on the pair, In Macbeth it is putely fear; thete
is no wotd of sottow or sense of sin, only a base dread lest he
should be found out and lose what he played for; if the fatal
blow

Might be the be-all and the end-all hete,
But here upon this bank and shoal of titme,

he is willing to ‘jump the life to come’. In time this fear
assumes terrible proportions; it drives him to new murders;
he slaughters Banquo, be slaughters the family of Macduft,
finally he becomes 2 craven and bloody tyrant; even his old
love for his wife is swallowed up in selfishness; when her death
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is told him he cannot stay to moutn. “She should have died
hereafter.’ Ounly in the last hour of battle does he for one
moment recover something of his old brave spirit, With Lady
Macheth the cutse works itself out, not in fear but remorse, It
jmpels her husband to fresh deeds of blood; she has no hand
in any murder but the first. But her sin is ever preseut to her;
awake or dreaming she can think of nothing but that awful
night and the stain wpon ber hand and soul. At last her over-
tasked brain breaks down; we witness her mental agony in the
sleep-walking scene. ‘Hete’s the smell of the blood still, All
the perfumes of Arabia will not sweeten this little hand, Oh!
oh! ohi’ And then she dies, a voluntary and most wretched
death.

The psychological analysis assumes the facts of sin and
retribution. Temptation begets crime, and ceime yet further
crimes, and these again punishment sure and inexorable. Once
the murder of Duncan has been committed, the possibility of
regress disappears; the chain of cause and consequence unfolds
with remorseless fatality, until the end is ruin of the moral
sense or even reason itself, so that death comes almost as a
relief, although it be a miserable death, without hope of
tepentance, But from the cosmic point of view, it is precisely
these facts of sin and retribution that are the springs of tragedy.
For the philosophic mind cannot but challenge them, with the
inquiry why these things should be so. Is man’s free will
purely illusory, and if not why should it be determined by
suggestions which he does not initiate to ends which he cet-
tainly does not desire? Directly the mattet is so stated, forces
external to man are brought into question, and a cosmic issue
arises between the limited and baffled but still self-conscious
and struggling free will of man and a power, niot himself,
which does not make {or righteousness. And such an issueis a
tragic one, provided indeed that the characters at stake have
eanugh of greatness of some kind ot another in their composi-
tion to sustain a conflict without too obvious a disproportion,
For while the clash of the great with the great yields the thsill
of tragedy, the clash of the puny with the great yiclds only
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that of pathos. And in Macbeth and Lady Macheth greatnesy
is not wanting, Their temptation comes 1o them in the guiseof
ambition, the subtlest form in which it can approach high souls,
‘Theit end is terrible, and in Macbeth’s case at least, not with.
out sublimity. ‘At least we’ll die with harness on our backl®
They throw theit all on a great hope, and fuil greatly.

But the gtavamen is a'gainst the first cause, Here Shake.
speate acknowledges o mystery, and, 95 it would seem, an
unholy mystery. As is s custom he indicates mystery by way
of symbolism, His witches ate not litesal, but they are real
enough, 'They stand for the non-human agents of the whole
cosmic dramna, Their first appearance synchronizes with the
welling-up of temptatian in Macbeth’s secret heart; thefe
second with that of the false security which lures him on the
shippery path to retribution. Not do T think that the symbolical
use of the supernatural in the play is exhausted in the witches,
The ghost, indeed, ualike the ghost in Hamks, is subjective;
nobody sees it except Macbeth himself. But are we oot to find
a supernatutal agent in that third murderer who silently joins
the two comtnssioned to undettake the waylaying of Banquo?
Some have thought that this third is none other than Macbeth,
who mistrusts the swords of others, and determines to take his
own patt in the action. But the scene is a critieal one for the
evolution of the plot, since the escape of Fleance forms, 15 it
were, @ tutning-point in Macheth’s fortunes. And Fleance
escapes, because one of the murderers knocks out the light. Is
it pushing the bounds of conjectute too far, to see in this the
swift momentary interposition of the hand of inscrutable
Providence? One does not, of couzse, suppose that Shakespeare
set his spectators conundrutns to guess; but the scene is not
very clestly intelligible unless some interpretation ot other is
tead into it, and it may be that the rash hand of a stage-
manager has suppressed just what was intended to give the
requisite clue.



KING LEAR

Asone the tragedies of Shakespeare, Kigg Lear stands out as,
in the Aristotelian sense of the word, the maost tragic. It is the
mnst tretnendous in desipn, brings into play the most elemental
forces, makes the most irressstible demand upon those emo-
tions of pity and of awe, the purification of which is the func-
tion and deliberate end of tragedy. T say purification, not
purgation, since, whatever may be the metaphomcal sense
whick philologists find in xaflapane as it is used elscwhere than
in the treatise On Paetry, experience must needs bear it out that
the actual effect of tragedy is not to putge away ot eliminate
pity and awe from the soul of the spectator, and is to purily
and ennoble those emotinns, by calling them from the personal
to the univetsal and fixing them upon just those elements in
the totality of things which, essentially and in themselves, are
the most pitiful and the most awful. This deal of tragedy is
realized in King Lear, as it has only been realized some dozen
times in the histoty of literature, latgely by vittue of the cosmic
scope of the play. Like the Orestoin, like Tess of the D*Urber-
villes, it is a philosophical drama; the aim which it sets before
itself is nothing less than ‘to grasp this sorry scheme of things
entlre’, Here indeed the quotation must stop. It does not go
on to ‘temould it nearer to the heart’s desire’. It is analytic,
not coustructive; contents itself with an understanding of
things, and offers no remedy to make these odds all even, But,
for the philosopher, to understand is already to have half the
remedy.

King Lear belongs to the later mannet of Shakespearian
tragedy, All tragedy, of course, depends upon the interplay of
two factors; on the one hand human character in its unequal
and faulty composition, on the other the environment of
conditions withia which character moves, and by its reaction
upon which it is determined to success ot failure, When

185



SHAKESPEARE! A SURVEY

Shakespeate first began setiously to consider life from o tragie
point of view, it was the element of character that claimed s
interest and stung his imagination, Julins Caesar and Hamj
like Antony and Cleopatra afterwards, ate cssentially psyclmi
logical tragedies. The failure which each of them studies i
traced directly to some point of weakness, some vulnerble
heel of Achilles, in an otherwise finely wronght and admiable
personality. The general drift of their themes may be illus.
trated by an incidental phrase from one of them;

The fanlt, dear Brutus, is not in our stars,
But in outselves, that we are undetlings.

In a second gtoup of tragedies, however, Shakespeares
speculation seems to shift from the nature of man to the natute
of what Is around and above man, and to seek the primary
causes of tragic disaster, less in the imperfect mettle of  hero,
although that indeed must still contribute, than in externa
forces which ate conceived of, if not as making ditectly for
evil rather than for tighteonsness, at least as unmoral and blind
in their working. Thus in Mackesh sin and the retribution of
sin are tepresented as the two closely related pacts of o
mysterious curse imposed npon the sinner from without, and
the symbolism of the witches Is used, in characteristic fashion,
to indicate its superhuman origln, It 38 only natural that this
change in the dramatist’s attitude to tragedy should carry with
it an eves-deepening pessimism, for while there is always hope
that the frailties of humanity may find amelioration, it would
be presumptuous to suppose that the external forces can ever
be readered other than what they are.

Of the second or cosmic kind of ttagedy, King Lear is per-
haps even a mote typical example than Mackesh, Like the psy-
chological Hamles, it takes its starting-point from the family
relations and the human emotions which are built up upor
these, Of course it does not disregard psychology, merely
because ultimately it is to transcend psychology, Leat himself,
in particulas, is 2 most subtle psychological study, He is s man
af passionate fibte and unrestrained tempet, wholly swayed in

186



KING LEAR

his old age by two imperious instincts, that of petsonal
domination and that of natural affection fot his danghters. As
might be expected, his affection tends to manifest itself, not as
self-renunciation, but as onc among other forms of domiga.-
tion, Flis instincts possess him wholly. They watp his judge-
ment of character and drive him to acts of which he has not
the imagination to fotesee the inevitable results. He abdicates
out of an impulse to endear himself to his daughtets by 2
liberal abandonment of everything, and thinks, sincetely
enough for the moment, that he will be for ever content to set
up his zest in their kind gursery, But it has never entered his
head to conceive what abdication really means. His first act
after surrendering his kingly pterogative is to exercise that
pretogative by ordering Kent into banishment. The same
tempetament determines his behaviour to Cordelia. Absotbed,
as a true egoist, in his own emotions, even when they are most
generous, he has no eye for the fine shades of expression and
conduct in others, and is thus led into the itony of rejecting the
one daughter who would have comprehended and endused,
Obviously, with such a father and with pelican chidren, the
attempt to tesign power and yet to keep the name and all the
additions to a king is doomed to fadlure. He gives an easy
bandle to the malevolence of Goneril and of Regan, How
should one adapt himself to an alien rule who cannot even begr
to stay 2 jot for dinner when he returns from hunting? No
doubt hus *retinue’ is insolent and his fool is ‘all-licensed’. His
first word to Gonetil, his daughter and his queen, is a reproof
for heing ‘too much in the frown’. She cannot but have an
appeatance of tight on her side when she declares:

By day and night be wrongs me; every hour

He flashes into one gross crime or other,

That sets us all at odds. Il not endute t.

His knights grow tiotnus, and himself upbraids us
On every trifle,

Of course it Is really Lear who is wronged; but Lear, by his
own unbalanced act, is helpless. Goneril and Regon outyie
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each other in their merciless use of the advantage which b
blind impulse has given them.

The disillusion of the sentimental egoist leads o a vily
reaction. Outraged affection and outraged self-will find veatly
unmeasured denunciations of those who have set the claims of
fathethood at naught, Lear appeals from his daughtess to the
heavens, to the heavens who surely love old men and mug
give effect to ‘the untented woundings of a father’s curse’. He
is confident in the justice of his cause. He need hardly formu.
late his plea, but rmay leave the stored vengeances of heaventa
their inevitable wotking. They cannot fail him:

¥l not chide thee,
Let shame come when it will; I do not call it,
I do not bid the Thunder-beater shoot,
Nor tell tales of thee to high-indging Jove.

And in this reliance he leaves the castle, on whose utfilil
queens he
‘Will do such things,

What they ate, yet I know not, but they shall be

The tetrars of the earth.
And now comes in the cosmic side of the tragedy; for one
mote the confident Lear has hopelessly misjudged the position
with which he is conftonted. The heavens prove as deaf to his
call as either Gonetil or Regan, They ate not on the slde of
righteomsness, The tempest which greets him upon the heath
is symbolical; and here, in & scene which surely represents the
exitemest sttetch of Shakespears’s titanic mood, we find him
contending with the ‘dreadful pudder® of the elements, now
calling upon them to

Crack nature’s moulds, all germens spill at once

That makes ingrateful man,

and now upbraiding them for joining their high engendered
battles with his perniclous daughters against so old and white
2 head. And in the end it is wind and rain, rather than nokind-
ness, that beat him into submission, and fotce him to acknow-
ledge what a “poar, bate, fotked animal’ is “unaccommodated
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man’, Then fot symbol, once more, of his tragic defeat comes
the crash and tuin of his wits, since madness, inadmissible
as o motive of tragedy, is here in its right place as an ack-
nowledgment of the culmination and catastrophe of a tragic
issue,

It is worth observing with what cate Shakespeare has
artanged every detal of the play so as to give edge to his
indictment of the forces that make sport of man’s nothingness,
The plot, which deliberately rejects the Christian interpreta-
tion of the universe, is sct 1 2 pagan covironment. The
heavens are invoked in a pagan terminology, as Natute, ot
ungler the names of the classic deities. Pains ate taken, contrary
to the usual disrcgard of anachronisms in the plays, to avoid
the introduction of Christian language or Christian sentiments,
Again, the story of Lear is not allowed to stand by itsclf, alone
and individual. It is part of the intention that the theme of the
play should be of universal signiticance. And therefore, side by
side with the main plot, 15 set a sub-plot, in which the fortunes
of the house of Lear are repeated in the fortunes of the house of
Gloucester. The story is less tremendously urged, in ordet that
the main interest of the spectators may not be divetted; but
the parallel is complete, Gloucester, like Leat, judges falsely
among his children; and like Lear is led by this inital etror,
heaven conspiring, to a ruin, which in his case includes dis-
possession, the blinding of his eyes, and the ultimate bursting
of his flawed heart. In the sub-plot the agent of iniquity is a
bastard; and this touch helps to carry out the universalizing
purpose, since it suggests the activity of the principle of evil in
households of every degree, legitimate and illegitimate alike,

The story of Gloucester is an addition made by Shakespeate
to the plot of the okl play, known as The Trugical History of
King Leir, which was doubtless his principal source. Another
mndification which he introduced is even more significant,
The old play was not a tagedy but 2 tragicomedy. In its con-
cusion o Prench invasion confounded the evil-doers, vindi-
cated P'tovidence, reconciled Lear to Cordelia, and restored
hiny triumphantly to his kingdom. But such an ending would
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not have suited Shakespeate’s design, because it would g
have botne the burden of the final victory of evil, Theiy
he semotselessly altered it. There ate forces of good, i

in the play — Cordelis and Edgar, the faithful Kent, the gy,
ous Prance, the reluctant Albany; but they ate repteseond
proving in the end quite ineffective agents for the masterigy
evil. Emphasis is laid upon this issue by the temporary suggs.
tion shortly after the crisis of a contrary solution, Daringty
fourth act things look as if they were tending to a happy chs,
"The fever of Leat’s distemper has abated. He is 1o oy
buffeted by the elements, but wandets through the fields, s,
no doubt, mad as the vexed sea, but

Singing alond,
Ctowned with rank fumitory and futtow weeds,
With burdocks, hemloclk, nettles, enckoo-Aowets,
Datnel, and all the idle weeds that grow
In ont sustaining corn,

There is hope that tepose and simples may yet zestore himn
his senses. Gloucester has fallen in with Edgar and has e
saved from destruction on the cliff. Both have made theit wy
to Dover, and at Dover Cotdelia, the tadiant white soul of e
play, awaits them. With her are the armies of France, the rightet
of wrongs, All seems as if the victims of filial treachery would
have thelr own again, and Goneril, Regan, and Edmund mee:
with a richly deserved Nemesis, Only, when it comes to the
point, the heavens refuse to have it 50, In the last act, the hopas
of tragicomedy ate ruthlessly brushed away. High-judging
Jove sends down his thunders and lightnings to the end, w
less than his rain, upon the just and upon the unjust, Thereis
Nemesis in plenty for the wicked, who ate taken in the web
of their own devising; but this casries with it no salvation for
Lear and for Cotdelia, The final reversal of poetic justice &
complete, Cordelia and her atmy are sitply defeated. Then,
through the ineffectiveness of Albany, Cotdelia is murdered,

and the tale of Lear’s disasters Is fill. There is no more tobe
said but
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Vex not his ghost] Oh, let him pass| he hates him

That would upon the rack of this lough world
Steetch him out longer.

[ere is the tragic awe in abundant mensure, And that the
tragic pity may not be lacking also, the fate of Cotdelia gives
the needful touch of pathos in the story of Lear, just as the
fate of Ophelia gives it in the story of Hamlet,



ANTONY AND CLEOPATRA

Inv the course of his tragic analysis of man and of mars
splendid impotence beneath the unpitying stars, Shakespears
reaches two plays, wherein he handles the great ideals which
the incurable sentiment of the race is wont to set up a5 a screen
between itself and its destiny, and shows thatithese also are hut
tragic stuff. It is honout of chivalty and love of woman, the
twin beacons of romance throughout the ages, that must
stand their arraignment in Corivlanss and in Antony and Clee
patra. One may turn back over the pages, and find in this later
treatment something of deliberate palinode to the ezaltation of
triumphant honout in Henry the Fifrh and of love as, even when
vanquished, the blossom and frultage of life in Romew and
Julist. Alteady the ideals had been questioned in that comedy
of disiltusions, Troifus and Cressida, where Cressida’s love Is
wiit In water, and honour hardly holds up its head amongst
the treachery and bickerings of the Greeks. And now, without
any question at all, Shakespeare returns to the double theme,
1o sitip the mask of wotship from the spectte of egoism, and
to indict passion as the ruin of greatness, magnificent and
devastating as Attila and his Huns.

Antony is tesumed, after a fashion not customary with
Shakespeare, except in the historical plays and in the doubtfut
case of the resurrected Falstaff of The Merry Wises of Windur,
from Julius Casar. Here, as against Brutus, he is the inhetitor
of the tradition of victotious efficiency, which else would have
fallen with Caesar himself, In Autony and Cleopatra this func-
tlon, which has become the backgtound rather than the motive
of the play, is ttansferred to the hard and passionless Octavivs.
Antony, who even in Julius Cassar had been * gamesome’ and
“loved plays’, is developed upon mote generous lines, The
great composition of the man finds room fot the most diverse
potentiatitles. He rejects nothing and will drink to the ful of
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gvery cup that life proffers, He is a mighty warrior and is able
to inspire enthusiasms, not only in such poor folk as Lepidus,
for whom

1lis faults, in him, scem as the spots of heaven,

but also in his own followers and captains, fle outdoes his
greatest rivals, alike in the nights of revelry and on the field
of battle, He drinks the other triumvirs from the deck of
Pompey’s vessel. At Philippi it was he who struck the lean and
wrinkled Cassius, while the boy Octavius kept his sword c’en
like a dancer. Aad so he has won his way to be a triple pillar
of the world, and may speak of himself in his downfall as one

Which had supe:fiucus kings for messengets

Not many moons gone hy.
His very capacity is his undoing, The exuberance of his vitality
overflows into sensuousness as well as into resource and endus-
ance. The palate that at nced

Did deign

The toughest betry on the rudest hedge,
is not proof against the temptations of ‘lascivious wassails® ot
the stimulating excitements of a *gaudy night’. And Antony
would not be Antony if, to whatever he gave hirself, he did
not give himself wholly and without reserve. He, who

With half the bulk of the wortld played as I pleased,
is also ‘the ne’er lust-wearied Antony’.

In an evil day Antony crosses the path of the amorous
Cleopatra, and is eatangled in the strong toils of a passion
which for him at least, whatever the dreams of the seatimental~
ists, makes no contribution towards a strenuous life. His
captain’s heart renegues all temper, and alliances and empites
slip away while he becomes the bellows and the fan to cool a
gipsy’s lust. There is a struggle, of course. The instinct of
demination and the instinct of sex ate at odds in him; and if be
chooses the worser coutrse, it is not without clear consciousness
on his part of the issues at stake, Ile knows well how Cleo-
patee is called in Rome, and that he must beeak the strong
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Egyptian fettets, if he is ever to recaptute his propet place iy
the comnsels of the nations. Once, under the shock of Fulyia
sudden death, he does break them; and his retutn to activiy
disconcerts the calculations of Pompey, and obliges even
Octavius himself to play the second fiddle, But Cleopatta nods
him to her again, and the crisis of Actium, determined by hey
cowatdice, leaves him little mote than “the noble ruin of her
magic’, Octavius may now affect to speak of one who hid
quartered the wotld as o more than an “old ruffian’ and s
‘swordet’; and the epitaph of the past he has squandeted isin
his own mouth:

We have kissed away
Kingdoms and provinces.

It is to be observed that It Is no part of Shakespeate’s
scheme to belittle passion. Tragedy lies in the incompatibility
and clash of greatnesses, and love that is to be the scoutge of
the wotld, even if it is tooted in sensuality, must possess the
attributes of majesty, And therefore Cleopatta is so conceived
that she is fit to mate with her lover, Even in those, such as

Enobathus, who most deplare her baleful influence, she
awakes amazement:

Age cannot wither hez, nor custom stale
Het: infinite vatiety,

She is *a wondetful piece of work,’ one

Whom evetything becomes, to chide, to laugh,
To weep.

And thus her telations with Antony take on something of the
sublime. He is hardly alone in thinking Rome well lost for her
sake, and that the nobleness of lifs is to be found in 4 kiss:

When such o tmutual paly
And such a twain can do it, in which I bind,
On pain of punishment, the wotld to weet,
We stand up peerless,

And she is no Cressida. A marvellous psychology, wrought
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surely out of bittes experience, has gone to the making of this
subtle princess. She is half a courtesan and half 2 growds
amonrenss, Certainly she has at her command all the resoutces
of that most ancient art of those who angle for the souls of
men. She plays on Antony like an insttument, ever twitching
the sentimental string, and knowing well how to renew her
influence, just at the moment when 1t is upon the wane, with
nicely simulated outbursts of pathos or upbmiding. Aad yet
these are not all simulated. ‘I have seen her die twenty times
upon far pootet moment,” says Enobatbus, and when Antony
judges that ‘She is cunning past man’s thought,’ replies,
‘Alack, sit, no! Het passions are made of nothing but the finest
patt of pute love,” Her art is indeed instinctive, and does but
utilize the ebbs and flows of her own wayward and uncestain
pature, She is at no time wholly mistress of herself, but lives
in that unstable equilibrium of nerves and emotions which Is
the temperament of such a woman, Charactertstically she drugs
herself with mandragora and with music:

Give me some music; music, moody food
Of us that trade in love,

She has the courtesan’s bitter resentment against the respect-
able members of her sex; against ‘sheill-tongued” Fulvia,
Fulvia ‘the married woman®, and later against Octavia ‘with
het modest eyes and still conclusion’. Bven in the unbalanced
futy of the scene in which she receives the news of Antony’s
secret marriage, she recovers herself sufficiently for a quick
appraisement of her own personality against that of het new
tival; and the admission of the messenger that Octavia is low-
voiced and less tall than Cleopatra is tutned with naive spite
into & conviction that she js ‘dull of tongue and dwatfish’,
Obviously Cleopatea has had lovers befote Antany, She admits
that she was a morsel for Caesar in her salad days when she
was green in judgement, and how great Pompey would stand
and make his eyes gtow in her brow, Since then the Roman
world has rung with her gallant adventures, But, though
Antony has come late into her life, he now possesses it wholly.
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She would but sleep out the great gap of time, when he i
away. When they met

Bteinity was in our lips and eyes,

and the love that then came into being is to endute, through
the weeck of empires, to the close of all time. She is at least o
much hypnotized by Antony as he is by her, and the very
intensity of this sentiment, baleful as it Is, invests it with
sufficient dignity to make it worthy of the tagedy.

And so, when Cleopatra has dragged the good name of
Antony through the mire and has hrought him by cowardice
unworthy of s queen to the twin defeats of Actium and
Alexandtia, the play, which throughout has been written on
Shakespeate’s highest level of ptegnant metaphot and melodi-
ous phrase, swells into the organ-notes of & magnificent dirge.
1 do not know whete to turn for anything to surpass the haunt-
ing splendour of the two great scencs in which it culminates,
In the fourth act, Antony, beaten and disgraced, receives a
lying message from Cleopatra, who fears the teaction of his
mood, that she is dead. Fot him too it is time to make an end,
and he calls upon his freedman to take off his armour with
words of double meaning:

Unagm, Bros! the long day’s task is done,
And we must sleep,
Cleopata has gone before, and calls upon him to o’ertake her:
Fros! - I come, my queen. ~ Bros! - Stay for mel
Whete souls do couch on flowers, we'll hand in hand,
And with our sptightly pott make the ghosts gaze.
Dido and her Aeneas shall want troops,
Aad all the hauat he ours.
Pregently, taught by Eros, he gives himself 2 mortal wound,
and then leatns that he has been misled and that Cleopatra yet
Yives and is in the monument. He is catried to the foot of it,
and Cleopatta beholds what has occurred -
CLLOPATRA! O sun,
Butn the great sphere thou movest inj dackling stand
The varylng shote of the world. O, Aatony,
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Aatony, Aatony! Help, Charmian| help, Tras, help!
Help, friends below! - let’s dinw him hither!
ANTONY: Peace]
Not Cacsat’s valour bath o’esthrown Antony,
But Antony’s hath tiiumphed on ltself,
crLorA rRA: So it should be, that none but Aatony
Shuald conquer Antouy; but woe *tis so.
AN1ONTY: | am dying, Egypt, dying; only
1 here importunc death awhile, until
Of many thousand kisses the poor last
I lay upon thy lips.

So he is drawn up, and dies; and Cleopatta says:

O, sce, my women,
‘The crown of the earth doth melt. My lord! my lotd] -
O, witheted 15 the garland of the war;
The saldier’s pole is fallen; young boys and girls
Ate level now with men; the odds is gone,
And thete is nothing left remarkable
Bencath the visiting moon,

And then:

Our lamp is spent; it's out, - Good sits, take heast!
We'll buty him; and then, what's brave, what’s noble,
Let’s do it after the high Roman fashion,

And make death proud to take us,

In the fifth act, Cleopatra’s own turn has come, She has played
through her interview with Caesar, but Caesar’s promises
cannot stay her. Even the wild bedfellows, her handmaidens,
Iras and Charmain, zise to the height of the great argumest,

It is Iras who says:

Finish, good lady; the bright day is dene,
And we ate for the datk,

The countryman with his figs is introduced and wishes her
joy 0’ the worm, Now she has immortal longings in het, but

fras is the firse to die, It is as a rebuke to delay:

This praves me base,
If she first meex the curled Antony,
L't make demand of her, and spend that kiss
Which is my heaven ta have,
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Then, as the eastern star breaks, the asps are applied, as
Cleopatra’s speech faliers, and Chatmian pronounces by
elegy:

Now boast thes, Death, in thy possession lies

A lass unpatalleled.

And the soldiers of Caesar bteak in upon the silence with their
question:

What work is here? Chagmian, is this well done?
And Chatmian, befote she too falls, makes reply:

1t is well done, and ftting for a princess
Descended of 30 many toyal kings.

The might of language can hardly go further than in such
monumentel phrases as these, which with their austere and
lucid simplicity bring this most poignant tragedy to a close
upon that note of awe and reverence which is the fitting
accompaniment of the sublimest art. It is probable that Ay
and Cleopatra was almost Shakespeate’s final tragic utterance,
before that mysterious change came over the spirit of his
vision, and he entered those happy glades of Arcady in which
s last romantic dreams were dteamed. If so, it is worth while
to record that the tragic mood, however vexed and perturbed
its course might sometimes be, was yet at the end able to face
its mortal issues with a setenity hardly less ehsolute than that
which could be attained by the optimistic faith of a Prospero
in his overtuling providence.



CORIOLANUS

Fintvy critical ears may detect in Corislanus the exhaustion
of 2 moad, The tragedy claims admiration and respect for the
dignity of its plenning and the justice of its thought; bul jt
lacks vatiety and decorative quality, and the inexhanstibje
buoyaticy of its predecessors gives way to deliberate and
putposed effort, For the first time since some of the painful
humours and strained wit-combats of his eatly experiments,
Shakespeare has become tedious, Pethaps that is why the
schoolmasters are so fond of the play. It is intelligible enough,
this slackening of the creative energies, when one reflects that
Corielanns came at the very end of the great tragic cycle, and
may well have been the last gatheting of that vintage of pessi-
mistic speculation, which had already yielded alike the denun.
ciations of King Lear and the intolerable pathos of Otbelle. And
after it was written there came, guite suddenly, it would seem,
2 turning-point in Shakespeare’s life. There was o crisis;
whether determined by physical or by spiritual causes, ot by
the blending and interaction of the two, can be but dimly
conjectured, Apd of this a fanlt or cleavage in both the content
and the style of the plays is but the ourward and visible sign.
Shakespeate had no mote tragedies to wrlte,

What more he wrote was in the key of recoveted romance,
With the retutn to the peaceful meadows of Stratford, if one
divines rightly, a happier maod awoke, The burden of the city
days fell off, The three closing dramas, Cymbeline, The Winter’ s
Tale, The Tempest, are filled with a mellow philosophy and 2
deep-veined humanity; the poet’s last words are of belief in an
overeuling power, that somewhere far off faintly makes for
good, But of this new spirit there is nothing yet in Cordo/ams,
"The closest affinities of the play are with that which probably
comes pearest to it in point of time, Awtony and Cleopatra. Tn
each is to be found the same readiness of bitter eriticism, the
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same remorseless analysis, probing and dissecting, as with o
cruel scalpel, the intimatc weaknesses and basenesses of myy.
kind, In each ideals are shattered, heroes ate discrowned and
stripped of their heroism, until it is with difficulty that the
sympathies of the spectator, so essential to the sense of tragedy,
ate retained. It is the triumph of the dramatist that they are not
wholly lost. Antony and Cotiolanus, although we are made 1o
see through and through them, yet grip us to the end, not
through the chatacter of their passlons, but through their sheey
intensity. In Awtony and Clopaira we have the tragedy of
sensuality, The shattered ideal is that of love, Shakespeate gets
befote us & man who holds an empire in the hollow of his
hand, but who comes to ruin through a passion that is all of
the senses and the imagination, with nothing in it that is tonic,
nothing bracing, nothing inspiring. The play is a pendant, ot,
if you will, a palinode, to that first young tragedy, of lives
redeemed and enncbled by love, in Romeo and Julier. In
Coriolanus the shattered ideal is that of honour. Beneath the
mask of honout there lurks the subtle sin of egoism, laid bare
to us, a5 in the Sir Willoughby Patterne of later days, by the
patient and pitiless insight of the philosopher, Here is the
cenital idea which determines the structute and the issues of
the play.

But in the first place it is necessary to remove a possible
misconeeption. As in Antony and Cleopaira, the envitonment
of the action is a political one; there, the pursnit of empire;
here, the struggle for municipal power between nobles and
people, But here, as there, the political interest is not the
primary one; it is subordinate throughout to the study of the
individual soul set in the midst of it. Purely political problems,
indeed have ceased to be absorbing to Shakespeare. He worked
them out, once for all, in his English histories, and came to a
final conclusion in his pictute of the true king, the mirror of
glittering efficiency, Henry the Fifth, Politics are but hack-
grounds to him now for the passions and idealisms of men.
We need not suppose, then, that in delineating after Plutarch
the contests of the patricians and the plebeians of republican
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Rame he is writing with any prophetic insight into the coming
tzoubles of his own country, Tndeed, the sttuggle for English
liherties, as it slowly shaped itself in the eatlier part of the
seventeenth century, was not primatily a struggle of demo-
cratic and aristocealic elements in the state, T resulted, no
douti, in a certain widening of populer liberties, but in its
origin it was less political than religious and ethical, the upris-
ing of the wholesome English city and country life against
4 sclfish king and a corrupt court, Tn judging Cotiolanus,
nevettheless, Shakespeare judges that familiat ideal of the
*petson of honout’ from which the Cavalier patty was destined
10 detive so much of its support, an ideal based on no profound
notion of honourable mexit, but on exclusions and a false
sentiment of refinement,

Rome then is split up into two opposed camps of patricians
and plebetans. On the one side ttadesmen and handicraftsmen,
hotchers and forset-sellers; on the othet 2 saciety of nobles,
wealthy and luxutious, enjoying all the privileges of a caste,
occupied chiefly in war, and csteeming war the highest of all
human employments. They ate not altogether unworthy of
their position, for they have fought for Rome, and have agaln
and again led her forces to victory. But of late the plebeians,
weaty of dearth, forced wars, and usury, have rebelled agalnst
the old order of things, and have made good theit claim to 2
shate of political power. Certain magistrates, known ag tei-
bunes, are appointed to protect the popular rights. The
majotity of the patricians ate willing, fot the sake of peace, to
accept the altered conditions and to make the best of them.
They hope to surrendet the appeatance of power only and to
keep the reality. Dut there is an irreconcilable minority to
whom all concessions appeat degrading and dishonourable,
Of these the leader is Coriolanus,

Corivlanus is inhetitor of the traditions of one of the
proudest houses of Rome, He has been brought up by his
mother to set all his ambitions upon the pursuit of honour;
above all, the honour that is won on the field of battle, He is
the Huwer of wartiors. Since the expulsion of the Tarquins he
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has been the hope of Rome and the mainstay of her armies,
‘When we first meet him he is the acknowledged leader of the
city in battle, her protagonist, admirable for his valour and
for his single-eyed pussnit of honout. OFf the more petty self
secking there is nothing in him. His disdain of plunder, of
even of vulgar applause, is complete, And yet, 25 we study his
character in the clear light of the Shakespeatian analysis, we
find that the vety root of him is a thoroughgolng egoism,
Hounout is 2 fine thing, as the reward and the sipn of services
to one’s country and deeds well done, But for Coriolanus,
honout has come to be an end in itsclf. ‘For my countey” is on
his lips, but at heart he thinks of his country’s good only as the
ladder of his own reputation. And as we shall see, it is this
craving for honout, with the subtle egoism it implies, that
leads to his tragedy. With such an ideal and of such a humour,
Cotiolanus is naturally a patrician of the patricians. He is 4
Toty and a gentleman to the backbone. Courteous to those
whom he accepts as, at least by convention, his equals, he hes
nothing but a curse and a sneer for any man of the people. A
humane sympathy with bumanity as such is no part of his
nsture or of his training. The tradesmen and tofless of Rome
ate to him but as a multiplying spawn, fashioned of another
clay from those of his ordinance, Theit cowardice in battle and
theit unwashed hands are equally distasteful to him, Their
fickleness and instability in politics move his scotn and ite, For
any natural rights of theirs he cates not 2 jot. He is a soldiez,
and his notion of govetnment is discipline when he gives the
word of command. And it should be observed that it is no part
of Shakespeare’s scheme to exalt the character of the plebeians
at the expense of the patticians, He is no democratic senti-
mentalist, In this play he is painting in black throughout. The
people are Indeed dirty and greedy and changeable and
cowardly and ungtateful, Theit teachets, the tribunes, are
envious and conceited and self-interested and treacherous,
Nevertheless there are such things as the npatural rights of
citizens, even of unwashed citizens, and the political problem
is not to be solved by distegarding them,
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Coriolanns is the central point of the watting factions of
Rome, and aver against him stand the tribunes. He and they
ate the leaders of the opposed patties, and the hatred between
them is mutual, And round Cotiolanus the other petsonages of
the play group themselves. The dramatic unity depends upon
him, and with teference to him they ate all conceived, Cominius
epresents the moderate men of the semate, the stalesmen,
cautions or timid as you will, who would gladly compromise
with the spirit of democtacy. In coser personal relations with,
Coriolanus stand Volamnia and Menenius. Volumaia is the
Roman matron of the stern antique type, She has brought up
Corlolanus, courageously indeed but unwisely, and has lit and
fostered in him that wayward ideal of honour, Of sympathy or
of any cthics save those of the camp, she has taught him noth-
ing. Yet her own patriotism is more single-hearted than his,
and it is not untdl their wills come into conflict that Cotiolanus
tealizes how greatly she dominates his spitit. She is the only
one of the women in the play who counts for anything. Virgilia,
the wife whom Coriolanus loves as well as he can love any-
thing hesides himself, has for her sole function to touch the
iragedy bere and there with tears, Menenips, o0, has had his
share in spoiling Coriclanus’ chasacter. He is a foolish, witey
old noble, fond of eating and driaking, and fond of hearing
hirnself talk, hailfellow-well-met with everybody, including
the tribunes, and pluming himself on a diplomacy which hag
no cxistence. At bottom he shares all the aristoceatic prejudices,
but his genial maancrs win him a superficial popularity, His
one scrious emotion is his love for Cotiolanus; him he ‘gods
indeed” with foolish peaise and still more foolish advice, The
only othet important element in Coriolanus’ environment is his
enemy, Aufidius the Volsce. In the heyday of Coriolanns’
success his personal sivaley with Aufidius s a keener incentive
t him than the cause of Rome, After his disgrace the brooding
envy of the defeated antagonist contributes greatly to his final
tuin, -

Such are the drumwatis pirsonqe, and the course of the plot
flows with temorseless necessity from their characters, It is
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essential to tragedy that intetest should be in some senge
sscured for the tragic hero. Tragedy springs from that confiier
and clash of forces which brings about the fractute of gome.
thing great, with Shakespeare generally the tuin ot failure of 4
great human charactet. In otder then that the catastrophe of
the play may affect the spectator tragically, he roust first be
Impressed with the greatness involved. The first act showsu
Cotiolanus, on the whole, great; a great wattior, undaunted in
danger, removed high above the gteed and poltroonery of
common men, Flushed with victory he retutns to Rome to win
the applause of the whole city. Throughout the whole of this
act, the weaker and dangerous clements in his character,
although hinted at from time to time, are kept in the back-
ground, But ete long they sust be brought into prominence,
in order that we may sce how the doom of Cotiolanus® career
is tooted in them, The purpose of the second act is to make
clear his deficiencles - deficiency of sympathy and deficiency
of self-control, These are shown in his maladroit candidaturs
for and ultimate rejection from the consulship. He is now
tangled in a web, woven more hy the threads of his own
natute than by the intrigues of his enemies, A erisis comes in
the third act, with his banishment from Rome, During the Jast
two acts he has almost lost sympathy through his folly sad
insolence; but he bears himself with dignity in advessity, and
thus sympathy is restored, in subtle preparation for the inevit-
able end, But the end is not quite yet, Baffled and disgtaced in
Rome, the poor semains of Coriolanus’ impetfect patriotism
tapidly vanish, His weath is as much against the patricians who
petmitted his banishment 43 against the plebeians who clam-
oured for it. But ‘there is a world elsewhere’, He will retrisve
bis fortunes and re-establish his ideal of himself on 2 new
stage. He will again he ‘a person of hanour’ — in Cotioli, And
so in the fourth act he appeats among the Volsces, and casts his
all upon the generosity of Aufidius, At first his desipn prospers;
he sees his way clear to tevenge upon Rome, But he has reck-
oned without the laws of human nature, The past cannot be so
eanily set aside, and his past is bouad up with Aufidius and
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Volumnia, The smouldering envy of Aufidius is reinforced by
new jealousy, and dogs €oriolanus’ {ootsteps. And this pte-
pates us for the catastrophe of the fifth act. In the great third
seene ihe old influence of Volumnia resumes its sway over her
son, 10s tesolution is vanquished, and he retnrns to Corioli,
howwing that it is to his death. It could only end so. Man has
not two destiniesy and the chance once thrown away {8 ot
offered again,



TIMON OF ATHENS

Crrrics ate agreed that there is something enigmatic abgy,
Timon of Athens, that ils genesls and composition presen;
literary problem which cannot as yet be thought to have quirs
reached its solution, In many ways, of coutse, it is what the
Germans call echy Shakespearisch, Its genetal conceptioy js
continuous with the development of pessimistic thought which
is traceable along the whole line of the tragedies, The ruin gnd
eclipse of Timon’s soul in the discovery of human baseness js 5
vislon which was agsuredly not revealed to another than the
delineator of Leat and of Othello. And from beginning to end
of the play, especially whete Timon himself is to the front,
there are passages whose magnificent phrasing bears the in.
dubiteble ctaft-mark of the Shakespeatian workshop. The
opening scene takes up the tradition, with its

A most incomparable man, breathed, as it were,

To an wntirable and contimuate goodness,

and hands it down to the last noble utterance which winds up
all the whitling words:

Come not to me again, but say to Athens,
Timon hath made his cvetlasting mansion
Upon the beached verge of the salt flood,
Who once 2 day with his embossed froth

‘The turlmlent surge shall cover; thither come,
And fel my gtavestone be your otacle,

Nevertheless, the instinct is 2 tight one which refuses to accept
Tiwon of Ashens as a complete and jointed Shakespearian whole,
There are impossibilities in it. The moment the eye passes
from the dominant figure of Timon himself, it falls upon
scenes which appear to be In different planes from that of the
maits composition, What, for example, is the spititval relation
between Alcibiades and Timon? Is some effect of contrast
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intended, ot is Alcibiades merely Timon over again, in a
weaker and less cleatly motived vetsion of the disillusioned
child of fottune? And what is the precise dramatic purpose
served by the good stewatd Flavius and his sentimentalities,
which seem to glve the He to Timon’s wholesale condemnation
of humanity, without any appreciable effect upon its ditection
ot its force? These ate stractutal incoherencies which it would
have been more Shakespearian to have cleated away, or at
least to have glossed over, so as to prevent their jarring, as they
undeniably do jar, against the ready acceptance of the play.
Alcibiades ought to mean something, and is introduced as
though he were going to mean something; and the reader very
natutally resents the discovery of how very little, if anything,
he does in the end mean, Not is it only a question of structure,
There ate certain scenes ot parts of scenes, in which the ex-
pression is so balting, so lacking in the golden mastery of
speech, as to taise a doubt whether they can be Shakespeare’s,
These passages are faitly well marked off from the rest. They
include a conversation between Timon, Apemantus, and the
Steward in the banquet scene of the fitst act; the three scenes
in which Timon’s servants endeavour to botrow money, the
scene between the Steward and the creditors, and the scene
between Alcibiades and the Senate, in the third act; the
Steward’s tesolve to follow Timon, and his subsequent dia-
logue with Timon, in the fourth act; and Timon’s interview
with the Poet and the Painter in the ffth act. They are all
subordinate passages; the great scenes of Timon’s agonies and
denunciations, although the flow of their verse is sometimes
broken, give no such impression of uncouthness and want of
finish. And, as will be observed, they ate largely scenes in
which Alcibiades and the Steward, the two personages who
have already been noted as imperfectly fused into the plot,
make their appearance, Certain other scenes, mainly prose
passages in which the cynical philosopher Apemantus takes a
principal part, have also been questioned, but on less satis-
factory grounds, They are by no means of ant un-Shaleespenrion
type; and although they are cettainly not inspired, there is o
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teason why they should not have been written by Shakespeas
in the somewhat jaded mood of which at least one other play,
Coriolanus, closely contemporary with Téwon of Athans, shows
decided signs. The nature of the passages that remain under
suspicion may be well illustrated by the following lines, which
are spoken by the Steward:

O, the fietce wretchedness that glory brings us!
Who would not wish to be from wealth exempt,
Since riches point to misery and contempt?
Who would be so mocked with gloty, ot to live
But in 2 dream of friendship?

To have his pomp and all what state compounds,
But only painted, like his vatnished friends?
Poor honest lotd, brought low by his own heart,
Undone by goodness] Strange, unusual blood,
When man’s watst sl is, he does too much good!
Wha, then, dares to be half so kind again?

Fot boutnty, that makes gods, does still mar men.
My deatest lord, hlessed, to be most accutst,
Rich, anly to be wretched, thy great fortunes
Are made thy chief afflictions. Alas, kind lord|
He's flung in tage from this ingrateful seat

Of monsteons frlends; nor has he with him to
Supply his life, ot that which can command it.
Tl follow and inguite him out,

P ever setve his mind with my best will;
Whilst I heve gold, I'll be his stewatd still,

"The peculiarities of thythm which are to be noted heze, and in
especial the alternation of jolting rhymed couplets with lines
in which the metre seems suddenly to come to an ahrupt stop,
ase tepeated in the other suspected passages, and differentiste
them cleatly encugh from the undoubted Shakespeatian
mattet,

"The explanations of scholars, in other respects sufficiently
divergent, generally assume the presence of a second hand in
the play. There can batdly be any question of direct collabora-
tlon, such as we find somevwhat later in Henpy 2bs Eighth and
The Two Noble Kinsmsn, for the share to be assigned on this

208



TIMON OF ATHENS

hypnthesis to a collaborator would not have been worth
dividing off. Not is it a very plausible suggestion that Shake-
speare was working on the text of an older play, and that the
passages tu be accounted for represent surviving fragments of
that test. There is no evidence of the existence of any such
older play, and nothing to show that, wherever Shakespeare
may have gone for the plots of his plays, he ever, after the
days of his apprenticeship, found any advantage in using the
dinlogue of a predecessor. Moreover, the theory does aot
really remove the difficalty which it professes to remove, since,
cven if there wete an older play, it would sull be necessary to
ask why the process of adaptation was so incomplete, and why
Shakespeare was willing to accept the sketchy charactess and
the halting lines bequeathed to him. One is thrown back on the
alternative of 2 play unfinished by Shakespesre; and in fact
most editors explain the otigin of Timon of Athens as we now
have it, by supposing that such a play was handed ovet to an
inferior playwright and eked out by him with additional scenes,
either for petformance on the stage, or, according to a less
plausible version of the hypothesis, to fll up blank pages in
the First Folio. Some bold spitits have even gone further, and
bave attempted to find stylistic analogies to the suspected
passages in the work of one or another contemporary writer,
Tourneur, or Heywood, or Wilkins, or Chapman, whom they
have then saddled with the responsibility of the patchwork.,

1 should be sozry to dismiss the second hand as altogether
out of the question, but it does not seem to me that its presences
is rigidly necessitated by the conditions of the problem. May
not Timor of Athens have been left unfinished by Shakespeare,
and be unfinished still? The sohloquy of the Steward quoted
ghove gives me the impression of being not so much vn-
Shakespearian as incompletely Shakespeatian, The themes,
even the phrases - the * dream of friendship’ and the *varnished
frlends’ ~ might have found theil place readily enough in s
shythmic and developed period from the master’s hand. So it is
with the other suspected passages. They might be rough notes,
first drafts of scenes, jotted down in half ptose or gnomic
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couplets, just as they came to the surface in the early stages of
composition, to be taken up and worked over again dury
the process of revision, This s a very natutal way of wiiting,
and there is no reason why Shakespeare should not have
practised it, The famous statement of the editots of the Firg
Folio, that * what he thought, he uttered with that easiness, tha
we have scarce received from him 2 blot in his papers, i
hardly convincing evidence that he never made a rough copy
before he prepared his final manuscript for the actots. So far
as the substance of the doubtful scenes is concetned, it is on
the whole mote likely that they were originally shaped by
Shakespeate than that they were interpolated in his work by
someone commissioned to complete a task which he had lid
agide. They, or some scencs equivalent to them, ate structurally
necessaty to the play. But for the scenes in which the lords
tefuse the applications of Timon’s messengers for loans, thete
would sutely be too hustied a passage from the first hint of
Timon's bankruptey to the full crisis of his disillusion. His
disavowal of mankind would be unintelligible without some
ptevious evidence of man’s baseness. Alcibiades, again, could
hardly have come marching to sack Athens in the fourth act,
without some exposition in an eatlier scene of the grievances
against Athens which were his justification. And if the dramatic
claim of the Steward to his place in the action is somewhat less
clear, it must be remembeted that without him the fourth and
fifth acts would have afforded even less vatiety of interest than
they do at present, to break the long and even monotonous
outpoutings of Timon's Invective, But none the less these are
subordinate elements in the scheme of the play, and if the
text which has reached ns represents only a partial revision of
the original deaft, it is natural that such a revision should have
been fitst directed to Timon himself and the central scenes in
which he figutes, and that Alcibiades and the Steward, who
fotm the background, should have been left to wait to thelast
for the final touches which would have cleated away all am-
biguities and given them their tight dramatic value,

As to the reason why Timon of Athens should have temained
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unfinished at all, conjecture alone is passible. The metrical
evidence forbids that it should be regarded as the last of Shake-
speate’s plays. But it might very well be the last of his trage-
dies, and it is in some sott the ultimate summing up of that
long and remorseless analysis of human nature and divine
ordering of which the tragedies must be taken as the expres-
siun. Its immediate predeccssors were most probably Ansoyy
and Cleopatra and Coriolanns. In the one of these the love of
woman, in the other the honour of man, is put through the
cracible, and reduced to ash and nothingness. And then
Shakespeare seems to have gathered himself together for a
last and bittetest effort, i which no longer one sex only, but
the whole of humanity, was to receive its meed of utter and
comprehensive scora, Timon is no mere Apemantus, snatling
at 3 world in which he sees nothing but the reflection of his
own ungenerous impulses. He is humanity suddenly become
conscious of itself and realizing with hotror that its women
are but sluts with aprons mountant, and that the steain of its
men is bred out into baboon and monkey, The noble disillu-
sion of Timon beats some such relation to the railing of
Apemantus as was traced by the fine judgement of Coleridge
between the horn-mad jeslousy of Leontes and the great
despair of Othello at 2 ruined ideal of womanhood. Tragedy,
in Timon of Athens, is not yet robbed of awe; but the finer ear
may pethaps detect in the play a want of balance and of
measure, 2 touch almost of hysteria in the vituperation, which
suggests that the stress of pessimistic thought is becoming a
little more than the imagination can endure, and that in the
brain of Timon’s creator some strange crisis is at hand, That
the crivis took place is indisputable. With Tiwon of Ashens
pessimism ends abruptly, Between its tempet and that of any
of the work that followed it there is a spiritual gulf fixed. It is
tempting to suppose that the deep waters closed over Shake-
speare’s head while he was still elaborating the play, and that
when he faced the wotld once more in his new mood the
inclination to finish the task had left him.



PERICLES

Quirs unmistakable s the cleavage in Pericles, Prins of Tyn
between the work of Shakespeare and the work of anothe,
not is there any literary experience so immediate in its comvie-
tion of style, as that of passing from the tedious commonpls
of the first two acts to the magnificent opening of the thir],
with its storm of passion set in a storm of sea and sky:

Thou god of this great vast, rebuke these surges,
Which wash both heaven and bell; and thou, that hast
Upon the witds command, bind them in btass,
Having tecalled them from the deep! O, still

Thy deafening, dreadful thundets; pently quench
‘Thy nimble, sulphurous flashes! ~ O, how, Lycotida,
How does my queen? ~ Thou stormest venomously;
Wils thou spit all thyself? The seaman's whistle

Is a8 & whisper in the eats of death,

Unheatd, - Lycotldal ~ Lucina, O

Divinest patroness, and midwife gentle

‘To those that cry by night, convey thy delty
Aboatd out danclng boat; make swift the pangs

Of sy queen’s travails!]

Henceforwaid to the end of the play, with the exception of the
rather absurd speeches of the presenter, Gower, Shakespears
is revealed, 1 do not share the hesitation which some have felt
in asctibing to him the scenes in which the lost Marina carsles
her chastity unspotted through the dangets of a bawdg-bouse,
The dislogue of these scenes is in his manner, and the theory
that he would not sully his pen by writing of such a subject can
only be due to one of those waves of sentimentalism which
occasionally sweep from an eaely-Victorlan drawing-room
over Shakespearian criticiso, T+ cannot sutvive the recollection
of the Pandarns of Troilus and Cressida and the Pompey of
Moasnre for Measure; and still less that of the ‘sluts with aprons
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mountant’, whose social influence, as of 2 devastating fire,
becomes almost a morbid obsession in the fourth act of the
play by which Perizier must have immediately been preceded,
Timon of AAthent, 1 is true that Pericles Is cast in o very different
vein from that of Témon; but it is a characteristic of the group
of tomances to which it belongs, not to ignore the black
possihilities of human nature, but rather 1o acknowledge
these, and to transcend them in the strength of 2 boundless
and confident optimism. Cymbeline has its Cloten; The Winter's
Tale its hom-mad Leontes; The Tempest its profoundly sym-
bolic Caliban. On the other hand, I find it difficult to trace in
the first two acts any touch whatever of Shakespeare, beyond
the single simile which he must have inserted with a vagrant
pen in the first scene of all:
The blind mole casts
Copped hills towards heaven, to tell the earth s thronged
By man’s oppression; and the poot worm doth dic for it.

But even when Shakespeare’s share in the play has been
satisfactorily marked off, the literary problems which it sug-
gests are far from done with, Who was the author of the first
two acts, and how did Shakespeare’s work come to be associ-
ated at all with such vety infetior stuff? It would seem that we
have to recover facts which had already passed out of cogniz-
ance by the Restoration, Dryden appeass to have thought the
play a prentice-work of Shakespeare, Writing in 1672 of the
‘lameness” of many of the plots of Shakespeate and Fletcher,
'especially those which they writ first’, he says, ‘1 suppose I
need not name Pericles Prince of Tyre, nor the historical plays
of Shakespeare’. In some vesses of 1684 he is even mose
expliciet

Shakespeare’s own Muse his Pericles first bote,
The Prince of Fyee was elder than the Moor,

The fullest weight must of course be given to anything that
looks like & Shakespearian tradition banded down by Deyden,
But even with the confirmation that, when Perickes was revived
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in 1631, Jonson called it a “mouldy tale’, this is an imposgi.
bility. The tone and temper of Shakespeare’s contribution, g
less than its thythmical qualities, ate too obviously thase of
his latest and not those of his easliest work. You cannot dis.
sociate the storm of Pericles from the stozm of The Tempas, o
Cerimmon from Prospeto, ot the double recovery of Marin
and Thaisa from the double recovery of Perdita and Hetmione;
any mote than you can conceive the Shakespease of the .
totical plays penning the subtle harmondes of such a speechas
that of Pericles over Thaisa’s death-bed:

A tertible childbed hast thou had, my dear;

No light, no fire. The unfriendly elements
Forgot thee utterly; not have I time

To give thee hallowed to thy grave, but straight
Must cast thee, scatcely coffined, in the ooze;
Where, fot a monument upon thy hones

And aye-temaining lamps, the belching whale
And humming water must o’etwhelm thy cotpse,
Lying with simple shells.

It would be tempting to take Peric/es as an early work of
Shakespeare, partly rewritten by hir in 1608, 23 T suspect that
an easly play of his on Henry #he Eighth was more completely
rewtitten by him and Fletcher in 1613, But this again it 8
hypothesis which will not for a moment bear compatison with
the facts. "The thythm of the first two acts, with their frequent
double endings and cutiously interspersed thymes, is no more
like Shakespeate’s early thythm than it is like his thythem in
1608, It is not like anything which he ever wrote at any time
in his life, It is a little more difficult to say to what undistin-
guished writer it should he credited. A recent critic has aggued
for Thomas Heywood, but it Is extremely improbable that
Heywood, who was o actor in the Queen’s company from
1603 to 1619, and regulasly wrote for his own fellows, would
once and once only have contributed to the repestory of theie
principal rivals. I see no teason to diffet from the common
conclusion that on the whole the probabilitics are in favout of
the authorship of George Wilkins, who is known to have bees
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employed upon other wotk for the King’s men about the date
of Pericles, and who published a prose story with the title of
“The Painful Adventures of Pericles, Prinee of Tyre in 1608. This
is admittedly based upon the play, and in many places adopts
its vety phtasing. It may be incidentally observed that in one
place it yields material for the restoration of Shakespeare’s
otiginal text. Thus, In the story, Pericles addresses his sea-born
habe: ‘Poote inch of Nature (quoth he) thou att as rudely
welcome to the worlde, as euet Princesse Babe was, and hast as
chiding a natiuitic, as fire, ayre, carth, and water can affoord
thee,” Thete are variations hete from the passage in the first
scene of the third act of the play which may be due to Wilkias;
but it would be odd if ‘Poore inch of Nature®, which is not
in the play as we have it, were by another than Shakespeate,
There is not much dramatic work by Wilkins upon which to
base a compatison, but such as there is does not discredit the
hypothesis that the first two acts of Perieles may be his.

Still the question recuts, how is it that Shakespeate, who
did not ordinarily follow the practice, usual enough among
other contemporary dramatists, of collaboration, come for
once to collaborate with so arrant a literary hack as Wilkins?
Various speculations have been hazarded on this point, and
those who ate most agreed upon finding Wilking in the play
differ widely when it comes to explaining how he got there,
The fist solution that offered itself was that Wilkins was the
sole authar of an original Pericles, and that the extant text
represents a revision undertaken by Shakespeare, But there are
many considerations upon which this breaks down, Wilkins is
not known as a dramatist before 1607, and it scems hardly
likely that he can have written a play eatly enough for it to
require revision by 1608, Again, if the last three acts of the
original were anything like the first two of the present text,
why should Shakespeare have taken the trouble to revise them
at all, jnstead of spending his time, with no less ease and surely
to greater profit, in writing a wholly new play? It would be a
curinus process of tevision, moreover, which tack the form of
entitely rewriting the last theee acts and leaving the first two,
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tubbish as they are, practically untouched, A far more Ingmi
ous theory is that which supposes that the last three acts yuyt
originally wiitten by Shakespeare as the substance of g eoge
plete play, that they were laid aside as too short, and thytthey
were afterwards handed ovet to Wilkins, who eked them gt
by prefixing additional matter deawn from the same fundi
nasrative, although irrelevant enough to the deamatic purpge
of Shakespeate’s fragment. This explanation has the advantge
of tecogniving the singular incoherence between the two putts
of the play; its weakness les i the not very probable iuis!
miscalculation which it asceibes o an experienced and pracicl
dramatist,

Cleatly, we ate upon a ground where, at the best, nothlng
but 2 mote ot less plausible conjecture is attainable. BT do
nat think that it is possible to advance even upon the lings of
conjecture, without taking into account, in addition to
presence of two hands in Pericks itself, two other considen-
tions, One is the unfinished state of its immediate predecessot,
Timon of Athens; the other is the complete contradiction wl\i‘:h
these two Eragments present to each othet, When considesehn
the light of the spiritual tempers which they reveal and e
judgements of life which they convey. Timon of .Athens is e
last word in that pessimistic analysis of man and man’s plsceis
eteenity which is the undeslying motive of all the long g
of Shakespeatian tragedies, It is little mote than the litentf
expression of a settled hate and loathing which, inch by mChs
the poct and idealist has come fo bear to humanity, And it i
an expression which so directly reflects the workings of the
tortured brain behind i, as almost to pass the limits of Intek
ligible speech. Compared to Timan of Atbens, the Shakespeanin

Patt of Paricks, with its touches of exquisite poetry, a8 it
happy dreams of purity that trlumphs over sin and of wrongs
that all come to be righted in the process of time, Is like the
firs1, fresh outlook of 2 sick man, as the besetting fancies dxop
away fram him, upon the green fields of his convaleseents.
Within the bounds of permissible conjecture, T find it haed 00t
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to beligve that the metaphor comes very near to being a state-
ment of literal fact, The change from the Shakespeate of the
last tragedies to the Shakespeare of the romances is so funda-
mental and above all so sudden, as to need some exceptional
and drastic explanation. 1t is not 2 mere transition, such as took
place when Shakespearc gradually laid aside the unreflecting
optimism of his high-hearted comedies and entered upon the
tragic view of things, It is rather 2 conversion, a complete
reversal of standards and values, which at once betrays itself
through the whole man, in his sense of chythm no less than in
his spititual ouilook. Something happened when he lnid aside
Timon of #l2hens, some crisis of overwrought brain and nerve;
and when he recovered, lying thete, let us hope, in the great
chamber of New Place in Stratford, it was no longer the
Shakespeare of Timen who tegarded a new-washed wotld,
And when he came back to work, he took up the silly piece
which George Wilkins had been allowed to begin for the
King’s men in his absence, and put in the latier end of it the
beautifil idyll which centres round the figure of the good phys-
ician Cerimon, with his noble exposition of the ideals of a calling
which his leatning and his charity alike llustrate and adorn:

I hold i cver,
Virtue and cunaing were endowments greater
‘Than noblencss and riches. Careless heits
May the two latter dasken and expend;
But immortality attends the former,
Making a man a god. *Tis known, I ever
Huve studiud physic, through which secret att,
By turning o'er authoritics, I have,
“Tagether with my practice, made familtac
To» o and to my aid the blessed infusions
‘That dwel! in vegetives, in metals, stones;
And ¥ can speak of the distutbances
That nature works, and ol her cures, which doth give e
& more content in course of true delight
‘Than tn be thitsty after tottering honour,
Or e my treagnte up in sitken bags,
"Tu please the fool and death,
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So at least I tead the story of the reaking of Perich, s
pe:haps it may pass fot a conjecture as well as anothet.ldq
not think that I am the first who has liked to trace in gy
lineaments of Cetimon some likeness of the Stratford physici,
John Hall, who martied Shakespeate’s demghter Susanm iy
the very year 1607, and who, if Shakespeare was indeed i 4
Stratford that year, most certainly tended him. And one e
metnbers, not altogethet inconsequently, how another pou,
Robett Louis Stevenson, dedicated his Undermoods to elevey

members of the profession which, fot him too, represents]
‘the flower of out civilization’.



CYMBELINE

RrcoeNITION has long been given to the fact that the three
Lust plays completed by Shakespeare, Gymbodine, The Wintor's
Tale, and The Tempest, together with Pericles, for which he can
only in part be responsible, form a distioet group among his
works, and are marked by certain qualities of temper and
outlook upon life which differentiate them rathet shatply from
their immediate predecessors. It is a far cty indeed from the
later tragedies, with theit remorseless analysis of human
frailties and their sombre interrogation of human destiny, to
the serene optimism which slowly ditects the travail of 2
Hermione or an Imogen to its golden close, ot to the solemn
vindication of an overtuling Providence through the symbol-
istn of Prospero’s triumphant magic. Hardly less is the gulf
between the imperishable phrasing, cast in monumentsl
bronze, of Anéony and Clopatra, and the facile and disordered
prettinesses, which hang about the relazed and structureless
petiods of the later plays. A trecent thesis, supported by a fund
of learning and a gift of ctitical perception that command all
respect, endeavouts to trace this fundamental change in
Shakespeare’s dramatic methods to the growing reputation of
Beaumont and Fletcher, and to the fresh stimulus afforded to
the imagination of the older poet by the need of catching the
trick of romantic writing which his younger sivals had brought
into vogue. In particulat it is suggested that Gyabeline owes its
inspiration to Philusier, the elements of whose plot it tepro-
duces in a new and ingenious combination, while the slandeted
and disguised Imogen has her double prototype in the
standeted Arethusa and the disguised Bellario.

It would he easier to detetmine the uestinn of priotity if
there wete less uncertainty a9 o the chranology of the plays
produced by the King's men duting the first Jacobean decade;
in the present state of the evidence upon that subject, it Is
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hardly possible to go beyond guesswork, ‘Thete is nofhing,

fot example, to show Whether, as 2 matter of fact, Phily
preceded or followed Cymbeline; and therefore, so far as ther
is anything in the natute of direct imitation between the tyg
plays, it may have been either on the one side or on the other,
T am not myself impressed, in actvally reading the two plays,
by & sense of direct imitation to anything like the extent which
a formal comparative analysis of their motives suggests. Agat
{rom any such issue, it may freely be admitted that the generd
scope of the later tragicomedies of Shakespeate and that of the
eatly tragicomedies of Beaumont and Fletcher is much the
same, They have many deyices of construction and tnany types
of chatacter in common. Wickedness ttiumphs for a titne, bat
never in the end. Truth and chastity pass through the furnace
and come out unstained, Any lie, however improbable, finds
temporary acceptance. The happiness of lovers is broken by
intrigues and misunderstandings, and restored by fortunnts
discoveries, Heroines conceal themselves in the gath of pages
and endure moving accidents by flood and field. Children ste
lost and fouad again, Ancient feuds and shattered friendships
come to reconciliation in the fullness of time. The woods prove
less savage than the court, and the pomp of kings is contrasted
to its disadvantage with pastoral content. The tyrannical
father, the cruel stepmother, the devoted wife, the credulons
lavet, the loutish rival, the wanton maid of honour, the faithful
servant, all play their parts. The salad is variously compounded
and favoured, but the ingtedients ate always the same. They
belong to the formulas, not of life, but of romance. The
opportunities which they afford for dramatic situations and for
sentimental embroldery seem to have made them especially
deax to Jacobean audiences, But obviously they ate neither the
invention of Shakespeate not of Beaumont and Fletcher. They
had long been common form in the nareative tomances hoth
of the Middle Ages and of the Renaissance; and the eatlier
dtamatists themselves, even if less continuously and with less
ebundance of zhetoric and pathos, had freely exploited them.
So far as Shakespeate is concerned, many of the individual
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incidents and motives of Cymbeline can readily e paralleled
from former plays; what is new is the emphasis with which
they ate selected and arranged,

In adupting tragicomedy as, for him, the final dramatic ex-
pression of life, Shakespeare was, ina sense, returning to a way
of dramatic weiting which he had first experimentally essayed
in The Two Gentlemen of Verana and The Merchaut of Venies, had
then used to provide an emntional background to the comedy
of As Yau Like It and Twelfth Night, had allowed to become
conspreuous and questionable 1 Aaeh Ado Abont Nothing, and
finally tejected with the unsmiling satite of Measure for Measnrs
and Al's Well that Ends Well, Tn the stosm and stress of the
great tragedies there is natutally no room left for the happy
ending. The new tragicomedy succeeds in steeting clear of
certain technical faults upon which the old was apt to be
weecked, So conventional a tepresentation of life can only
woaintain itself by being consistent. If it is brought into contact
with the touchstone of real humanity, it ceases to petsuade.
This is an artistic principle which Shakespeare had not always
grasped, In The Two Gentlemen of Verona, the reality of Proteus,
imaging in the play the poet’s own unstable friend, puts to
shame the hallow attifices of the concluding scene, Still more,
in Much Ads Abont Nothing, does the melodrama of Claudio
and Hero pale into unconvincingness beside the exuberant
vitality of Beatrice and her Benedick. There is no such mistake
in Cymbeline. This is to be a symbolical and idealized rendering
of life, and there must be no such clashing of dramatic planes
as would result from the intrusion of an actual transcript taken
from the book of life itself. Shalespeare works with puppets
throughout; and the puppet Imogen, sct between the puppet
Cloten and the puppet Posthurnus, may pass fot perfection, so
long as the danger of comparison with the flesh and blood of a
Cleopatea o even of a Cressida is scrupulously avoided.

‘The chief ditticulty in the theoty, which traces the chat-
acteristics of Shakespeare’s last dramatic manner to the imita-
tion of Beaunont and Flatcher, seems to me to lie in its failure
ta account for the profound change of spiritaal mood which
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underlies the transition from tragedy to romance. Pot yeass he
soul of Shakespeare had ttodden the abyss of vexed and gloomy
speculation. From the questionings of Marketh he had passed
to the denials of King Leaer, and had seen love of woman as ths
scourge of the world in .Aniony and Cleopatra, and honous of
man as the mask of the egoist in Corislenns, ‘The last echo of
the Titanic denunciation is in the half-incoherent muttetings
of Timton of Athens; and then, tentatively at first in Periofss, by
fally and without hesitation in Cymbelins, comes this entirely
new utterance, the expression of a mind at peace with itself
and ready to accept the ordering of things with the contented
optimism of an unembarrassed faith. Cymbeling is, as it wete,a
palinode to Kmg Lear. The tadiant whiteness of Cordelis,
impotent of old to make head against the forces of evil, revisis
catth again in Imogen, and broods like 2 dove over 4 denone-
ment in which unspoited purity and simple honesty come ia
the ultimate issue, after much vezation, to their own, The
unanswered cosmic problems are laid aside, or take on sew
colours in the light of a regained faith, Life, which the purged
eye once scanned with a splendid despair, is now seen only
through & golden haze of sentiment, The broken harmonies
are resolved before the close. A great and gracious peace
descends upon the autumn of thought:

Fear no mote the heat of the sua,
Not the finious winter’s rages;

Thou thy worldly task hast done,
Home att gone and ta’en thy wages.

What is remarkable is not, of course, that the tragic mood
should come to an end, and the perturbed spirit find rest at
last; but tather that the change should come so suddenly,
presenting ltself as a breach of continuity instead of as the
natural term of a logical process of mental growth, Up to this
point Shakespeare’s development has been intelligible enough.
Play has led on to play by sensible and regular gradations, The
blossoming and fruitage of his art, however astonishing, have
gone the less formed an organic whole. And now the links
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are broken. Something inexplicable has intervened, and with-
out hint ot wagning the whole ontlook of the poet has changed.
tle accepts where he denied; blesses whete he banned. The
universe, which but 2 moment ago he reviewed and judged to
be chaos, now spreads itself out befote his eyes as the ordered
and sunlit garden of God, [ hope to give all credit to the critical
principle which bids us remember that Shakespeare, inaddition
to being a great poet, was also an expert and adroit stage-
tnanager. But I do not find it possible to asctibe so funda-
mental o metamorphosis to a mete desite to tival others in
exploiting a dramatic convention, which had proved congenial
to the easy temper of Anne of Denmatk ot the chivaltous
instincts of the young Prince Henry. Surely to adopt such 2
theoty would be to refuse a spiritual content alike to the
tragedies and to the romances, and to see nothing either in
Hamiet or in The Tearpest but the product of an inventive brain
intent on penny-knaves’ delight. There must be mote in it
than this, The profound cleavage in Shakespeare’s megtal
history ahout 1607-8 must have been due to some spititual
crisis the nature of which it is only possible dimly to con-
jecture; some such process as that which in the psychology of
teligion hears the name of conversion; or perhaps some
sickness of the brain which left him an old man, freed at last
from the fever of speculation and well disposed to spend the
aftetnoon of life in unevacting and agreeable dreams. This
latter hypothesis would help also to explain the marked change
of style which accompanies the change of dramatic putpose in
the romances. [n these complicated and incoherent periods, in
these softened and unaccentuated thytbms, in these tender and
evanescent beauties, I find less a deliberate attempt to teduce
the declamation of the stage to the colloquial dislogue of daily
life, than the natural outcome of relaxed mental energies,
shrinking from the effort after the wrought and nervous
rhythins of the past,

Whatever it was that happened to Shakespeate, one may
suspect that it profoundly affected his way of life no less than
his way of thought, Characteristic of all the romances is that
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tendency to the idyll, which it is difficult not to connect wigy
his apparent withdrawal, at an earlier age than one wol
have looked for, from the town to the country, from Londgy
and its stage to Steatford and its meadows. This element by
alsa been attributed to the influence of Beaumont and Fletchey
and in particular the Welsh scenes in Gyarbeline have bean
tregarded as an amplification of the fine aspiration after the
forest life in the foutth act of Péiaster:

Oh, that I had been noutished in thesc woods
With milk of goats and acorns, and not known
‘The tight of ctowns, not the dissembling teains
Of women's looks; but digged myself a cave,
Whese I, my fire, my cattle, and my bed

Might have heen shut together in one shed;

And then had taken me some mountain gitl,
Beaten with winds, chaste as the hardened rocks
Wheteon she dwelt, that might have strewed my bed
With leaves and reeds and with the skins of beasts
Our neighbouts, and have botne at het big breasts
My latge coarse issue, This had been a Jife

Free from vesation,

The affinity of this to the exaltation by Belatius in the third
act of Cymbeline of his honest freedom in a vocky demesne over
the city’s usuries and the art of the court is abvious. But it
to be remembered that, although the technical setting of the
pastoral is absent from both passages, the ‘sweet content’ of
the country life had formed patt of an Elizabethan teadition of
pastoral sentiment lodg hefore it was handled either by Beau-
mont and Fletcher or by Shakespeare; and glso that thete isao
especial teason why, as between Philester and Gymbeling, the
ptiority should lie with the former rather than with the latter
Indeed, so Jong as the chronological relations of the two plays
ate undetermined, the probabilities lie all the other way. Idyll
fs incidental {n Philastar; in Gymwbeline it is an integral part of
the desigh. In the other romances of Beaumont and Fletcher
cognate to Philaster, with the exception of The Faithful Shep-
Berdess which is technically a pastoral, idylf Is far from beiog
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so conspicuous as it is in The Winter’s Tale or The Tempest, in
which the upbringings of Perdita among the sheep-folds of
TBohemia and of Mitanda in het innocent and sequestered isle
afford the closest parallels to the upbringing of the flower-like
hays, Guiderius and Arviragus,



THE WINTER’S TALRE

Purross and structure in The Winter's Tals ate shaped alike
Dby the canons of romance; if indeed one s justified in ugn
the term canoti to denote & principle which is founded on the
negation of law, The formula of the play, as of all the dramatic
outeome of Shakespeate’s sentimental aftermath, is that of
recognition; a formule which the Bl of Sophocles proyed
long before to be capable of extremely classic treatment, end
which in fact Asistotle distinguished under the name of
dvayvwpiowg 28 o typical element of classical iragedy, bt
which in the process of time has generally borne a romantic
handling, and has gathered about itself all the associations of
tomantic interest. The plot of The Winisr's Tals is woven out
of the fortunes of Hetmione, who was dead and came to lif:
again, and of Perdita, who was lost and was found again, just
as Thaisa and Marina ate lost and found again in Pericks, and
Prospero in Ths Tempast is testored to his lost dukedom, and
Posthumus in Cysmbeline recovets the Imogen of whom he was
ot worthy, Truth that will out through disguises, wrongs that
in the end become rights again, wanderings thet lead home-
ward in the eventide; these are things which have always been
precious to the romantic Muse, And in Shakespeare, as else-
whete, the development of such a theme lends itself natneally
to the interposition of sttange and exciting incidents, Men set
sail and are shipwrecked on the coasts of Bohemia, whete
never coast was; 4 hear comes opportunely to make 2 meal of
the witness and agent of a crime; shepherds find an infant
princess with a casket of jewels that look ke fairy gold;
statue steps from its pedestal to becotne a lLiving breathing
woman. Above all, the course of human affairs is swayed and
interpreted by the enigmatic uttetances of an otacle. Romatice
gets all the colour and novelty that are its life-blood; and for
the philosophy of the universe, that in Shakespeate’s later
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moads lies behind and determines romance, the amazement
is converted into the symbol and manifestation of an ovet-
ruling force working by hidden ways to bring the ends of
man to good. The justification of Providence, that, after
all, is the conscious intention which informs the romantic
theme; and the supetnatural intervention of Apollo represents,
in accordance with the ordinary use of the supernatural by
Shakespeare, an acknowledgement of the ultimate mystery
which, in the last resort, the conception of Providence
involves.

Nor is the happy Issue of the play metely one of external
accident. The power that, to the eye of Shakespeare’s optim-
ism, makes for tighteousness operates not only in the ordering
of eveats, but also in the heatt of man; and the material
tecognitions, which bring the wife and daughter of Leontes
back to him, but follow upon the spititual regeneration whete-
in he returns from his jealous etrot, and devotes himself to the
lifelong atonement of 2 “salot-like sorrow’. Romance, indeed,
will not have you apply too searching a psychology. Shake-
speare must needs make vital what e touches, and Greene’s

tale becomes 2 different thing when the master has
introduced into it the audacious roguery of Autolycus and the
ripe humanity of Paulina, But art may take its standpoint at
more than one degree of remoteness from real life; and the
jealousy of Leontes will never bear analysis and compatison,
ag if it wete in the same plane of actuality with that torrent of
terrible passion which scourges with eternal tragedy the noble
breast of Othello, Were it 50, one might wonder whether even
the repentance and the sixteen years’ penance are quite suffi-
cient to entitle the torturer of Hermione to his uvltimate
impunity; for, indeed, the plane is not wholly kept, and there
are scenes in the second and third acts that touch something
too near the quick for romance.

In quite another sense, The Winter’s Tals declares itself as a
notably extreme expression of the romantic temper, Certainly
mate than any othet play of Shakespeare, possibly more than
any other contemporary play, it defies the criticism voiced
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over thirty years before by Sidney, in his atraignmen: of iy

artistic ideals, ot lack of such ideals, which he discerned ingg

eatlier genesation of Elizabethan dramatists, Tt was the ipgy.

herence, the lack of discipline, that offended Sidney; and j,

effect the disregard of those unities, which played so prex

part in the Hietary disputations of a subsequent age, ay
which, when all is said and done, sum up in 00 inconvenjen
form a considerable body of paetic experience as to the wyg,

ing of the psychological laws that determine the productiyy
and maintenance of a dramatic iltusion. The Winser's Tals, vity
its bifurcate plot, the two sections of which the poet raher
places side by side than takes the igouble to interweave, wigy
its action that shifts from Sicilia to Bohemia and back aguy,
with its light-hearted Japse of no less than sixteen years whileg
child becomes a woman, sets the unities at nought in 3 wy
which it would be difficult not to regard as deliberate, eves
without the apology of Time, the Chorus, for the use of bis
wings. It is the utmost liberty that Shakespeare claims for the
romantic dramatist; and the issue is made the more clearyt
by the juxtaposition of The Winter's Tale with the neatest phiy
to it in point of time, Th Tempes?, in which & stoty of eysentt
ally the same character is presented in 2 form of pesfect clasgiol
regularity, as the logical development, in plot and sub-plot, of
asingle sitnation, in a single locality, and within the cotpass of
a single day, If Shakespeare “wanted art’ in Ben Jonson's,
which was probably the same as Sidaey’s, sense, it is clear that
the lack atose from no Incomplete mastery, but from an effort,
unintelligible to Ben's more rigid mind, after an unlimited
freedom of technique,

In all the plays of the Jatest group, and to a marked degree
in Ths Winter's Talks, the less intense dramatic life, as compated
with that of the great tragic cycle which forewent them, leaves
the more toom for the decorative and episodic elements. These
Is purely nothing in the whole magic volume to surpass in
sheer reach of poesy the lament over Ridele’s gtnssy tomb in
Cymbalins, or Perdits’s exquisite description of the spring
flowers that Proserpina et fall from Dis’s wagon:
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Daflodils,
That eome before the swallow dases, and take
The winds of Match with beauty; violets dim,
But sweeter than the lids of Juno's eyus
Or Cytherea’s hreath; pale primzuscs,
‘That die unmarried, ere thuy can hehokl
Bright Phochus in his steength - a nialady
Muost incident to maids; bohl oxlips and
‘The crown impetial; lilics of all kinds,
The flower-de-luce heing one.
Neatly the whole of the fourth act, indeed, is an interlude, for
its own sake, of delicate and humorous fantasy, which has a
function, no doubt, in thé disentangling of the plot, but one
hardly proportionate 1o the elaboration with which its details
are presented, The blameless lnves of Flarizel and Perdita
serve to bring together once moare the fortunes of the houses of
Sicilia and Bohemia, and the tyranny of Polixenes as a father
may pass for a pendant to the tyranny of Leontes as a husband;
but essentially this is Shakespeare’s picture of a mstic mepry-
making, nothing more and nothing less. It is an exercise in
pastoral, that traditional idealization of the shepherd’s life
which the imagination of the Renaissance poets, first on the
Continent and then in England, had built up upon the eclogues
of Theocritus and of Virgil, and upon certain chansons of love-
adventure between knights and village maidens, typical of
native French poetry. Sidaey himself and Spenser had given
the pastoral its vogue at the court of Blizabeth, and it had
proved singularly attractive to a liteeary instinct which already,
in the mapidly-growing Loadon of the late sixteenth and eatly
seventeenth centnties, was beginning to fecl the irksomeness
of cities. It is the poetry of the reaction from civilization, and
its tendency, intelligible enough even if iltusory, to exalt the
simplicity and content of the meadows above the pomps of
mostal state finds an echo in Perdita’s gentle protest:
1 was about to speak and tell him plainly,
The stlf-same sun that shines npon his coust
Hides not his visage from our cottage, but
Louks on alike,
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There ate hints and suggestions of pastoral throughout Shaks.
speare’s eatlier wark, notably in s Yow Like It, that maeve
lous play with which, in the heart of a middle age whos
preoccupations are mainly urban, he opens a sudden windoy
upon the outside wotld: But never before The Winter's Talshai
he given himself up to any full indulgence of the vein, Itis
dangerous pastime, in dealing with a poet in whom the objet
tive faculties are 50 highly developed as they are in Shakespears,
to attempt to trace teflections of his personal circumstances
upon the mitror of his art. But one is justified in remembering
that The Winter’s Tale s a play of Shakespeare’sliteraty antumy,
written possibly after he had already passed into retisementat
Stratford, and certainly when the links which bound him to
London and the stage had begun to grow weak; and it s
difficult not to think of it as influenced by the sutroundings,
familiar to him in hoyhood, to which he had come back inall
the freshness of recovered liberty and peace. Speculations as
to the legitimacy of horticulture would have their natued
otlgin as he walked with philosophic mind among the beds of
carnations and streaked gillyvors in his ‘ great garden’ at New
Place; and hatd by there was a hundred-acte farm in the open
fields of Old Stratford, with anothet garden and an orchird
and twenty actes of pastute, where one may be sute the sheep
were shotn with all due jollity at the approptiate season, and
the master sat down with his hinds to a homely banquet, in
which warden ples coloured with saffron and porridge of
prunes and, of raisins of the sun did not fail to make their
appeatance,

Pastoral is never to be mistaken for a transctipt of rusticlif
Its significance resides, not in any fidelity to the fact of the
peasant, hut in its relation to the state of mind of the world:
weatied couttier or scholar who writes it. And the contrastit
generally brought into the foreground of the pictaze. Con-
sciously ot unconscionsly, the shepherds, ot some at Jeas
among them, ate masquerading. So it is in The Winter's Ta
where the rude manners and the open"mouthed simplicity 0
the real farm-folk only serve as a foil to the natutal nobilityo
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the king’s son Florizel and the king’s daughter Perdita. T'o the
strangers Perdita is “the queen of curds and cream’ and “the
prettiest low-born lass that ever tan on the green-sward’,
Yiven those who are not in the sectet will hardly confuse het
with the red-cheeked Dotcas or the free-spoken Mopsa:

Nothing she dous or scems,
But smacks of something greater than herself,
Too noble for this place,

There is all the difference tn the world between the gracious
symbolism of her flower-decked couttesy and the bustling
hospitality which the old shepherd recalls as characterlstic of
his own wife at shearing times; and Florizel woos het appro-
priately enough with no rustic compliments, but with dainty
speeches meet for any Iady’s bower:

What you do
Still betters what is done, When you speak, swest,
¥d have you do it ever, When you sing,
Fd have you buy and sell so, so give alms,
Pray s0; and for the ordering your affairs,
To sing them too. When you do dance, I wish you
A wave of the sen, that you might evet do
Nothing but that; move still, stdl so,
And own no other function. Each your doing,
So singulat in each particular,
Crowns what you ate doing in the present deeds,
That all yout acts ate queens.

And Perdita is worthy of his praise, were it only for the
exquisite dignity with which she accepts the dismissal that
seems the inevitable consequence of Polixenes’ discovery of
her lovet. She will be no burden upon hitm; he has his place,
she hers:
Will't pleasc you, sir, be gone?

I told you what would come of this; beseech you,

Of your own state take care, This dream of mine —

Being now awake, IIl queen it no inch fasther,

But milk my ewes and weep.
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Whas it teally in the country, one wonders, that Shakespear
found models for these high-hearted ladies, Petdita the yy.
spoiltmaiden, and Imogen the constant wife, of his Latest plapst
‘They are not precisely the types for which one would lock iy
the pleasure-loving and none too scrupulous couzt of Anneof
Dentnark. But in Flotizel, the unstained shepherd, thete s g
doubt a temptation to trace the lineameats of the allant and
too carly lost Prince Henty, who seems to have had the giftof '
touching the populat imagination more effectively than anyons
else since the fall of Lssex.



THE TEMPEST

“I'ur TEMPEST’, among Shakespeare’s later plays, isacounter-
patt to the Midsummer Night's Dream of his lyric youth, Here,
too, is & dream, oz, if you will, a faity tale, in which the pro-
tagonists are not men and wommen but imagined beings, taken
partly from folk-belicf and partly from literatute, to be the
symbols of forces dimly perceived by the poet as ruling that
life, which is itself, after all, in another degree, but such stuff
as drenms are made on. And, like A Midewunmer Night' s Dream,
the play must interest the spectator less through a sirictly
dtamatic appeal to his emotions, than by the strange romantlc
charm of its setting and its sensuous tealization of the delicate
and the grotesque jn the mysterious personages whom it
brings before him. It is, in fact, to be classed as dramatic
spectack tather than as drama proper, and the elabotation with
which it has been put upon the stage by modetn managess may
be tegarded as not, in this case, wholly out of keeping with the
intention of the dramatist.

Apart, indeed, from its Atiel and its Calibag, and tded by
the too tigid conception of drarsa which is blind to everything
except just the intetplay of human chatacters in action, Th
Tempest cettainly fails to answer satisactorily to the test. The
practical omnipotence which Ptospeto detives from his magic
arts takes all vitality from the plots which he untavels and
from the conflict between hero and villains which they tepre-
sent. And, unless you are sentimentalist inveterate, yout
emotions will not be more than faintly stitred by the blameless
loves =t first sight of Ferdinand and Miranda, ot by the quite
superfleous obstacles, hollow as the property logs that Fer-
dinand must catry, which are put in their way by the heavy
fathet. The inexperienced but peerless maiden, advancing the
fringred curtains of her eyes upon the “brave new wotld that
hath such people in it®, only to have them dazzled by the first
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male being that crossed ber path; the gallant but patient lovy
of whom she very truly says, “Nothing natural I eyer sawu:
noble’; they bave much to answer for, it is to be feared, in fie
later development of rose-pink drawing-toom fiction, Pes

it would be a little bard to bear them a grudge for this, Bu
even if they are not responsible for their Beat-great-grand:
childten, do they not themselves chate something of the
coloutless insipidity of their great-great-grandfather and
grandmother, Daphnis and Chloe? And if you accept Mirand
as a “nonpareil’ and ‘the top of admiration’, is it not mther
because Shakespeare himself, through the mouths of Prospern
and Ferdinand, tells you that that is what she is, than becanse
of anything that she says or does as she stands befote you?
The device is an. eflective one in the hands of the novelist; but
it is Jess available for the dramatist, who cannot, aftet all
escape from soonet of later producing his puppets, and making
them speak and act for themselves upon his stage, Incidentally,
it i a little cutious to observe how the type of Shakespeare's
women vaties at different periods of his career. Mirands,
Imogen, Perdita; set them against Rosalind, Beattice, Helem,
Is one to suppose that Shakespeare, like many more secent
dramatists, found himself obliged to write ‘zound’ the petson:
ality of the ‘leading Iady’, who statred it for the time beingin
his company? Ot is he merely following the wavering of the
modish taste in heroines, a taste set pethaps, as some think,
during the period of his final plays, by the sentimental tragh-
comedies of Beaumont and Fletcher?

But if The Tempest is not exactly a slice cut straight from the
ted heast of humanity, still less can it be reasonably interpteted
a5 o deliberate and consistent allegory. ‘To prove, for example,
in detail that it is not a formal exposition of the Baconisn
philosophy would carty me into regions of controversy which
1 do not propose, now or at any other time, to tread, The
dream-formuls is the true one. The play is no more than 2
deeam, and as such dispensed from any obligation to logicl
completeness or continuity; an iridescent bubble, shot across
by divers threads of symbolism and supgestlon, independent

234



THE TEMPEST

of one othet, but all reflecting tendencies of thought and
feeling which were dominant in the mind of the poet at the
time of its composition, Some of these tendencies may perhaps
be indicated without breaking down the filmy texture of fancy
by too heavy a burden of external comment,

That the general drift and structure of the play are peculiatly
characteristic of Shakespeare’s later mood of serene optimism,
and that the invincible Prospero, biding his time to charm
good out of ill and to make the odds all even, is in particular
2 kind of conctcte embodiment of Providence, have become
commonplaces of critrcism, I nced not labour them, ot dwell
upon the contrast between the spiritual temper which finds
such expression and that which gave birth to the titanic
tragedies of Macheth and Kiug Lear, It is one which makes uts
fiest appearance in Perigles, and dominates Cywbeling and The
Winter's Tale, as well as The Tempest. Futther, one may readily
agree with those who thunk that the play was written with an
eye to the conditions of a coutt entettainment, tather than to
those of the public stage. It is, in fact, a glorified mask. The
ship of the first scene represents the ‘pageant’ of carpenter’s
work, commonly introduced into such devices, and the dances,
songs, and disguises of Atiel and his company ate balanced,
4s in an anti-mask, by the clumsy revels of Stephano and his
reeling-ripe fellows. The chatacter of the formal mask intro-
duced into the foutth act suggests a wedding, and ata Jacobean
wedding the plain-spokenness of Prospero’s sermon to the
lovers would perhaps be nelther intolerable not uncalled for.
The parallel to A Midsumarer Night's Dreaw, probably pee-
formed at a court wedding in 1594 or 1595, 2nd ending with
an epithalamium, is in this point exact. The Tompest Is known
to have been presented before the Princess Elizabeth, after-
wazds the unfortunate ‘Queen of Heatts’, and Frederick the
Dlector Palatine, during the festivities accompanying theit
martiage un the 14 February 1613, It has even been supposed
that it was utiginally written for this occasion, But the evidence
for an earlier performance in 1611, which has now outlived
suspicion, would make this theory untenable, even did Mitanda
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not still more suggest a portrait of Elizabeth as she carme intg
het new-washed world from the seclusion of Comhe Abbeyin
1611, than a portrait of Elizabeth after two years of court lifsin
1613, It is possible, however, although not, I think, moze thay
posaible, that the play may have heen revised in the later yes,
and the hymeneal mask, which is not particularly approptiate
ta its place in the action, inserted as a compliment to the hridal
pait. However this may be, the hunt after topical allusions in
Shakespeate’s plays is sutely not pursued with the discretion
and saving sense of humous which it demands, when the
escape of Ferdinand from drowning is interpreted as a tefer-
ence to the untimely end of Henry, Prince of Wales, who died,
not by drowning, but from typhoid fever, shortly before his
sister’s martiage. Ferdinand cannot stand both for Henty and
fot Prederick; not is it the obvious way of condoling witha
father on the death of 2 son, to point out that somebody else’y
son did not die, Bven less willingly can one be induced to find
in the triumphant magic of Prospero a delicate flattery of thoss
political inttigues of James the Hirst which had culminated in
the alliance with the Elector, Shakespeate was willing enongh,
0o doubt, to address a passing compliment to the king in
Macbeth. He had mote than once done as much for Glorisgain
earlier plays. But the dignified and patient Prospero is no more
Hkely than Hamlet himself to be Intended as a fulldength
portrait of the meanest and least pictutesque of all the Stuarts,
And so far, indeed, as thergis any personal reference in Pros-
peto st all, Is it not clearly to one far greater than James the
First, namely William Shakespeats himself? I find it impossible
to doubt that in the famous address to the ‘elves of hill,

broaks, standing lakes, and groves®, in which Prospero recites
bow by their aid he has

Bedimmed
The noontide sun, called forth the mutinons winds,
And *rwixt the green sen and the azuted vault
Set roaring wat,

anid finally abjures his rough magic, breaks his staff, and drowns
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his bool,, Shihespeare s really making his own farewell to the
stage and to the arts by which he has excrcised 2 dominton
even mote clemental than that of the enchanter This speech
gives o hey 1o one at least of the ideas which find expression 1n
the pliy Thus Atel, who from another point of view i the
agent and minsstes of an inscrutable Providence, becomes fiom
this 2 symbol of the spiiit of poetty found pegged in the cloven
pine of the pre-Shakespearian drama, brought into the service
of the creative tmagination, and employed for lus teem 1 the
fashioning of llusions to delight the eyes and move the hearts
of men And so it 15 hunted that at the end of the play the
insubstantial pageant of the great Shakespearian drama shall
fade for ever Artel shall have hus freedom, and Prospero shall
betake himself to the dukedom of Milan - which 15 Statford
Whether I am night 10 this or not, the scanty evidence avail-
sble would seem to show that the year 1611, 1n which The
Tempest was probably written, was alsa that in which Shake-
speat hade good-bye ta London and took up his abode for the
test of ks Iife at New Place, He was then still 2 comparatively
young mag, and had been a diamanst for not more thag a
zound score of years, The sigmificance of so eatly s retirement
bas perhaps hetdly been suffictently apprecated No doubt
Shakespesie had made money and could afford, lihe Alleyn, to
enjoy hts 1eposeand the responsthilities of a Janded proprietor,
But hus willingness to leave London and his trremphs and to
buty himself at the age of foity eight 1a the smug obscutity of
a petty provincial town certainly suggests that hus quality of
actor and playwright had lost whatever atttaction 1t may ever
have possessed for hum, The lunts of dissattsfaction with the
bife of the mime, at a much earlter date, i the Sonnets, will
not be torgotten Plays and poems are fall of these tntalizing
ghmpses of the man Willam Shakespeate behind them, and
any attempt at interpretation lands one on the peetlous ways of
conjectugal biography, It 15, certainly, 2 metely conjectural
reconsteuction of the inadequate data when I suggest that
Shakespeate as a Iad was “dedicated 10 closeness and the bet-
tenng of his mind’, and felt bittle desice for the career of a
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farmer and mote or less prospetous burgess, which was thyt
laid open to him by the traditions of his family. He cared not
to be Duke of Milan. Literary ambitions, aided pethaps by
some event capable at least of symbolical teptesentation ing
dratna 3 an intrigue against him, drove him to London, But
the actual conditions attending the calling of an actor and
dramatist spelt disillusion. Shakespeare was more of a bout
geois than he had dreamed, The mayor’s son, conscious of his
fathet’s coat-atmour, rebelled against the distepute attaching
to an occupation whose members were only distinguished bys
legal fiction from rogues and vagrants. The prospect of retire-
ment was present to his mind from an early period, He saved
money, invested it in Stratford, bought a house thete, and, 23
soon as his affaits permitied, be gladly broke his pen, and
teturned to his rejected dukedom, to enjoy the dignities of
New Place, to dig his garden, collect his tithes, sit through
gsermons, and entertain the preacher to sack and supper.

May one ventate to think that something better and mote
spititual than this merely tespectable instinct helped to account
fot his flight? Is it possible that, in 16171, Shakespeare heard
Warwickshire calling with a voice that would not be denied?
London 'was a growing city in the eatly seventeenth centory,
and 2 note of revolt from utban life, bardly heard since the
day of the poets of imperial Rome, was beginning to steal back
into literature. Jonson translated his

Beatus ille, qui procul negotis,

although Jonson, if any one, had Fleet Street in his veins; and
doubtless many a poet flung himself across a table in the Half-
Moon to write an ode about the shepherd’s life and its sweet
content. But the sentiment was a real one all the same, and
thers ate signs in Shakespeate’s latest plays that he shared it.
Tn The Winter's Tale it zeveals itself in the hints of conventional
pastoral, always the townsman’s dream of country life, In The
Tempast 3 inspires the speculations of Gonzalo, borrowed
from Montaigne though these may be, on the golden age and
the pleasant liberties of its primitive civilization; and also
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surely the sweet out-of-doots air of the play, blown through
and throngh with breaths from those voyages of discovery
which brought so much tomance and such a widening hotizon
into Elizabethan life,

And so we come to the enigmatic figure of Caliban, about
which, it must be admitted, the ingenuity of the commentatots
has not been idle, I have rejected the temptaton to suggest
that, just as Ariel symbolizes the spirit of poetty brought by
Shakespeate into the service of the creative imagination, so
Caliban signifies the spirit of prose, bora of Sycotax who is
controversial theology, and imperfectly subdued by Shake-
speate to the same service. There are some who follow Renan
in taking Caliban for & type of Demos, and regard his desite to
‘nor scrape trenchering nor wash dish’ as eminently chatac-
tetistic of political ideals which aim at nothing higher than
the escape from reasonable labour, Of any political intention
on Shakespeare’s partin The Tempest I am profoundly sceptical;
not do I feel sute that, in the great political cleavage which was
beginning to show itself in his day, he would have been so
cettainly 4 foe to Demos as is often assumed, Those who be-
lieve in his supposed atistocratic and divine-tight sympathics,
largely on the basis of the Jack Cade scenes in Heary the Sinth
which he probably did not design, may be invited to compare
the demeanour of the boatswain in the storm with that of the
crowd of courtiers whose howling proved loader then the
weather or his office: Shakespeate, at least, was the dupe
ncithet of a theory nor of a title.  What cates these roarets for
the name of king?*

Browning based on Caliban a semi-itonical disquisition on
the penesis of natural religions and their anthropomorphism.
Others have scen in him an anticipation of Daswinian theotles
as to the development of man. Tt is not necessaty to attribute
to Shakespeare prophetic gifts in the region of biology; but he
does seem to be endeavonring to adumbrate in Caliban such 2
genetal conception of primitive humanity os the expanding
knowledge of his day had opened out to him, Caliban is an
earthy creature, Ie has the morals and the maliciousness of a
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troglodyte, and must be taught the fitst elements of human
knowledge:

How

To name the bigger light, and how the less,
That butn by day and night ~

and even the first principles of articulate speech. He will take
no print of goodness, and can only be controlled and made
serviceable by terror. On the other hand — and hete we come
back to the cravings after the life according to natute which
the play in mote than one point suggests ~ he is akin to earth
in another sense. He knows all *the qualitles of the isle’, where
the *quick freshes’ are, and where the brine pits; and, in the
fervour of his adoration for Stephano, vows

T'll show thee the best springs. Il pluck thee berties.
T’1l fish for thee and get thee wood enough;

and again:
I prithes, let me bring thee whete ctabs grow.
And I with my long nsils will dig thee pig-nuta;
Show thee a jay’s nest and instruct thee how
To snate the nimble matmoset; I'll bring thee
To clustering filberts and sometimes Il get thee
Young scamels from the rock.

And is it upon Caliban ot upon the misslonaries of European
civilization that the irony falls, in his complaint agrinst
Prospero:

‘You tanght me language, and my profit on it

Is, I know how to curse, The red plague rid you

Fot teaching me your languagel

ot in the Rabelaislan scenes where the monstet abases himself

in the cult of the dive bowseifls and confesses of the drunken
lackey who holds it:

That's a brave god, and beats celestial liquor?



HENRY THE EIGHTH

MopnRH criticism has long ago made up its mind that Heary
the Bighth, in the form in which it has come down to us, cannot
he classed as a complete and unaided work of Shakespeate. It
was the acute analysis of Jumes Spedding, the biographer of
Bacon, which first assured the existence of a second hand,
tecognized it as the hand of John Fletcher, and after dis-
tinguishing on grounds of general aesthetic feeling between
the two elements of the play, succeeded in confirming the
tesult by the more mechanieal application of the so-called
metrical tests, Subsequent investigations have only tended to
support Spedding’s conclusions, so fat as Fletcher is con-
cetned, and at the present Hime there does not appear to he any
reason to question them. The metrical cheracteristics of
Fletcher's verse, and in particular his extraordinary fondness
for the feminine ending, ate difficult to obscute at any time;
and his fluent style, his easy touch upon the pathetic, and his
profound failure to appreciate dramatic values all find ample
llustration in those parts of Henry the Eighth assigned to him
by Spedding. These include the best-known end, from the
episodic poiat of view, the most effective scenes; Wolsey’s
farewell to his greatness, the death-bed of Katherine, the
glorification of Elizabeth and of James with which the
action closes. But there is nothing in these which is neces-
sarily beyond Fletchee’s reach, ot out of harmony with his
genius; and nothing on the other hand so inimitably Shakes-
pearian 15 to zender its attribution to a differcnt writer an
absurdity.

But the critical difficulties of Flenry #he Efghth begin tather
than end with the establishment of Fletcher; since if there is
substantial agreement as to this, there is the widest diversity of
opinion as to the relations of Shakespeare to the younger
draraatist, and as to the conditions under which their work
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came to be ptrescated in combination, The production of the
play can be precisely dated, because it is clear from contem-
porary desctiptions that it is the “new play”’ which wes heing
acted at the Globe under the title of A% is Tras on 29 June
1613 when the disastrous fite broke out, which led to the otsl
destruction of “that virtuous fabric®, By 1613 thete is every
teason to suppose that Shakespeare had formally retired from
the habitual exercise of his att. The Tespest was played in 1611,
and the autobiographic intention of the passage, in which the
weatied Prospeto dismisses his familiars and buries his magic
stafl in the Warwickshire earth, is unmistakable, But such
tesolutions sometimes have their afterthoughts, The Landon
theattes had been humming in the winter of 16x2-13 undet the
stimulus of the coming of the Palsgrave and the wedding of
Elizabeth. The King’s men alone had been called upon fof 0o
less than fourteen plays at Court. The visit of the Savoy abas-
sadot had led to a fresh demand in June; and Shekespeate,
who is knows to have helped Burbage in designing the Earl of
Rutland’s imprass fot the tilt on Lady Day, may well also have
been called upon to lend & hand to the playwright who bad
hecome his wismal saccessos at the Glabe, in the wosual
straits to which even his faculties of rapid composition had
been reduced by the year’s stress of work. It is on the wholea
less plansible theory that an unfinished fragment left by
Shakespeare on his retirement was handed over to Fletcher
for completion. The non-Fletchetian half of the play comprises
portions of each act and touches upon all the various motives,
the fall of Bucldngham, the rise of Anne Boleyn, the repudio-
tlon of Kathetine, the disgrace of Wolsey, the intrigue ageiost
Cranmet, which succeeded each other in the plot. Its scenes
ate closely dovetailed into those assigned to Fletcher; and its
difficult to see why, if Shakespeare had started the play
independently, he should have selected just those scenes to be
wiitten first. You can write a play from beginning to end, ot
you ean weite the most significant scenes fitst and then otk
round them. But the non-Fletcherian scenes follow neirher of
these methods, and their distrlbution seems hardly intelligible
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except on the hypothesis of collaboration. I do not think
that any importance is to be attached to the view that it
would be bencath Shakespcare’s dignity to collaborate with
Fletcher, Those who hold it aze imperfectly acquainted with
the litetary conditions of the sixteenth and seventeenth
centutles,

But does the attribution of the non-Fletcherian scenes to
Shakespeate catty with it a responsibility for the stractute and
the meaning of the play? That is 2 mote serious question; for,
in spite of its fine rhetorical passages, it would be impossible to
maintain that Fleary #he Ejghth reaches a high level of excellence,
It suffers from the multiplicity of its issues, taken straight over
from the chronicle; and in especial from the waat of dramatic
sense, Which spoils the balance of its pasts by laying the highest
colour upon precisely those elements which should have been
kept in the background. The contrast between the overthrow
of Wolsey’s over-weening ambition and the trinmphant
emetgence of Anne Boleyn, beating with her the destinies of
Flizabethan England, was an effective scheme enough. The
Buckingham and the Cranmer episodes ate pethaps sufficiently
subordinated to the two main motives which they respectively
support. Bat there is almost an ethical obtuseness in the stress
placed upon the sortows of the admirahle Katherine, and in the
failuze to observe that dramatic sympathy won for her could
only militate against the dramatic sympathy which the whole
puspose of the play made it the duty of the writets to win for
her more fortunate rival, And thus the intetest is over with the
death-bed at Kimbolton, 20d the closing scenes, which should
have clinched the dynastic and pattiotic theme, inevitably
assume the ait of an irrelevant and superfluous pageant. ‘This
is just the sott of mistake which it was natural for Fletcher to
nake. Ungifted with the teue dramatist’s faculty for seelng his
design a3 a whole, he had the instinct for pathos which
led him to lavish his poetty upon Katherine's fate without
regard to the havoc thereby wrought in the planes of the
composition, Shakespeatt hiad a surer hand in this respect, and
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if the plan of the play was fashioned about the time of jy
production. in 1613, it is certainly to Fletcher that we muy
ascribe it. Nor does it bear any such clear impeess of
Shakespeare’s later personality as to make this ualikely, But
for such a stray phrase as Anne Boleyn’s halfsincer
aspiration:
To be Jowly born,
And range with humble livers in content,

it is difficult to trace any spiritual kinship with the romantic
optimism and the pastoral dreams of The Tsmpes and Th
Windor's Tale.

Tt seems implicd that Iletcher, whose sttong point was not
plotting, took the lead in 2 collaboration with Shakespeare to
the extent not only of writing all the most telling scenes, but
also of drafting the plot; but, although this iy not inconcelv-
able, it is just possible that thete may be another alternative,
All Shakespeare’s historical plays, apast from Henty the Eight,
helong to the eatlier periods of his dramatic career. He seemed
to have worked out the vein with Hewry #be Fifth in 159, and
one is rather at a Joss to imagine why be should have troubled
to retutn to it, fonrteen years later, Then again, one is haunted
by the feeling that, if Shakespeate had written Hesry he
Eighth at about the titme at which he was writing Hemry #h
Sizdh, its structure would not have heen very different from
that of the play before us. This does not, of coutse, extend to
the manners of thythm and pheasing, which, in so far as they
ate those of Shakespeate, ate clearly those of his latest and not
of his eatliest development. But thete is nothing which might
not be his earfy work in the choice of scenes, in the relation to
the chroniele, or in that want of the finer spiritual insight in
the handling of the emotional issues to which attention has
already been deawo. A good deal in the play would becorns
intelligible through the conjecture that it wes origindly
wiitten by Shakespeare dusing the early nineties, as a play on
the subject might so natutally have been, to take its placein the
series which also contained Henry the Sixth and Richard it
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Third, and that it was afterwards rewritten by Shakespeare and
Fletcher, upon the old scenatio but with new dialogue, to meet
the demand of 1613, A date durlsg Elizabeth’s Ifetime has,
indeed, been atgued for before now, on the strength of the
compliment paid to het in the last scene, the cxpaasion of
which itito a further compliment to James the First has un-
deniably the air of an afterthought. I had atrived at the hypo-
thesis sketched above on a prieri grounds and without any
idea that there was so much as a glimmer of external evidence
to support it, when, on turning wp Hess/owe’s Diury, 1 found
that there had been a play, which might quite possibly have
been just the one I was in search of. This was Buekinghaw,
which was played by the Earl of Sussex’s men under Heu-
slowe’s management on 30 December 1593 and on three other
occasions during the following January. There is no evidence
that it was then a new play, and it does not appear to have be-
longed to Henslowe's own stock. It is quite possible that, like
Titns Androniens, which was acted by the same company at
about the same time, it passed ultimately into the hands of
the Chamberlain’s men, It might have been Shakespeare’s,
just as Richard the Confessor, which comes next to it in the
Diary, might have been his Richerd the Third. 1 do not
asgert that it was. Francis Meres does not include a Henry 2is
Eighth in his list of Shakespeare's plays in 1598, but that s
not quite conclusive, because we are not bound to take the
list as exhaustive, especially as regards the earliest jour-
ney-work plays, and in fatt it does not include Homry sbe
Sixth,

An clahorate attempt has been made to prove that Shake-
speate had no part ot lot in the extant text of Heuty the Eighth,
but that it was written about 1616 or 1617 by Fletcher, with
the aid of Philip Massinger, in arder to supply the place of
3 Shakespeasian ploy on the same subject which had been
destroyed in the fire at the Globe, So fat as the suppased reason
for any such rewriting is concerned, this is absurd upon the
face of it, since even if the manuscripts of the play and all
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the actoss’ petts had been husnt, it would obvionsly bave by

ensy enough 10 reproduce the text from what had been cop.

mitted to memory duting the reheatsals, But Massinger mipyy

very well have hegun his career as a playwright as carly ag 16y,

and have assisted Fletcher in preparing the version of (hy

yeat. One of the principal difficulties in the way of such 4

theory, the appearance of Henry #hs Eighth in the Shakespears

Folio of 1623, is no doubt temoved by the assumplion of gy

eatlier version from the hand of Shakespeare himself, whethe;

it wese written in the nineties ot at any subsequent date, since
if such a version had existed, Heminges and Condell, who tust
have known the circumstances, might quite well have thought
the share of Shakespeate, as the original plotter, even in the
tevised vetsion to be suflicient to justify them in printing itqs
his. 1 do not think that the temoval of the non-Fletchesian
scenes of Henry #he Eighth {rom the lst of Shakespeare’s
work would rend many leaves from his laurel crown. Tt is not
notebly inspited stuff, although it might quite well be Shake-
speare’s in one of his Jess felicitous moods, and perbaps with
an old text before him to fetter his imagination. Here gad
there i & pliease witich soerns to have the authentic ing, sach
as:

Things to strike honour gad,

or the Old Lady’s desctiption of Anne Boleyn’s ‘soft chevesil

conscience’, or the picturesque colloquialism of Buckingham's
attack upon Wolsey;

‘The devil speed him! No man’s pie is fieed
From his ambitions finget, What had he
To do in these fietec vanities? I wondet
That such 2 keech can with his very bulk
Take up the rays of the beneficial sun,

And keep it from the earth.

Massinger had a teceptive talent, and it is quite possible
that even at the beginning of his career he may have been able
to catch the Shakespeatlan manner to this extent. But the
neater he approaches to Shakespeate, the more difficult it
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becomes to find criteria sufficiently subtle to distinguish be-
tween Massinger imitating Shakespeate and Shakespeate him-
self in an uninspired mood; and in the absence of such criteria
one hardly sees how such theorizing as has been applied to
Henry the Eighth can be anything but vanity.






1 lrke t0 think of Shakeipears, rot as when

Iu onr old London of the spacions time

He took all amorons hearts with bangyed rhyme;

Or flung bis jost at Burbage and at Bon;

Or speared the flying follies mith bis pen;

Or, in deap bonr, made Julie's love sublime;

Or from Lear's kindness and lago's crime

Canght tragic bint of beaven's darf way with wen.

These were great memorags, but bs laid thewr dows.

And when, with brow composed and friondly tread,

Hy sought the little tireets of Siraiford town,

That knew bis dreams and soon musi bold bim dead,
1 liks 10 think how Shakespeare praned his rose,
And ate his pippin in bis orchard close.

1916






Some other books published by Pengnins
o Shakespeare are described on the

Sollowing pages






INTRODUCING SHAKBSPEARL
G. B. Harrison

1o Iy Shokogpeare Dt Harrison cxamines this subyes
with fresh insight sad euriosity. The book was speci dly witeen
forthe Pellcan. serles, and scrves as 2 general inttaduction i e
Peagoln Shakespeate (of which Dr Hasrison is the edivsth,
Tt deals st writh. the legend and then with the Ife o taa
alingly Hi-recorded) of Shakespeare. The authnr shows the
meibods, discoveries, and conclusions of madera inguiy, T
eplores the Elizabethan playhonse, now vaey accurately ke,
and examines the effect of its complicated structure on the play-
wights spproach to his theme, 'Thote is a chaptet un Shiake:
speae’s company, the Lotd Chamberdain’s men, aoel it is in this
section that the human content of the poet's 1ife it imost strmgly
el o5 we sead of rival companles, trade wites, Htcraty reuy,
the shutting of the playhouses for fens of the plagne, the thivger
aus pesformance of Richard IT at the thme of Busex's v, upnd
finally the buming down of the Glohe theatry,

The bock ends with @ more personat chapter on the prmensbes
and problems of modetn editing, e







INTRODUCING SHAKRESPEARE
G. B. Herrison

In Introducing Shakespears Dr Hatrison ezamines this subject
with fresh insight and curiosity. The book was specinlly wiltten
for the Pelican series, and serves as & general introduction to the
Penguln Shakespeare (of which Dr Flartison is the editor).

1t deals fitst with the legend and then with the life (so tan-
wlizingly Hll-recorded) of Shakespearc. The author shows the
methads, discoveties, and coaclusions of modern inquiry. He
explorey the Blizabethan playhouse, now very accutately kinown,
and ezamines the effect of its complicated stracture on the play-
wtight's approach to his theme. There is a chapter on Shake-
speare’s company, the Lord Chamberlain’s men, and it is in this
section that the hutnan context of the poet's life is most strongly
felt, as we gead of tival companies, trade wars, litcrary piracy,
the shutting of the playhouscs for fear of the plague, the danger-
ous performance of Richerd II at the titne of Bssex’s rising, and
finally the beming down of the Globe theatre,

The book ends with a more personal chapter on the principles
and problems of modern editing,



SHAKESPEARE’S HISTORY PLAYS
E. M. W. Tillyard

In this majot study Dr Tillyard sets Shaleespeate’s higtoty plays
against the general background of Elizabethan thought, %
scheme fundamentally religious, by which events evolve unde
8 law of justice and under the ruling of God’s Providence, ang
of which Elizabeth’s England was the acknowledged outcome?,

Part I descibes the rellgious, scientific, and political ideys
current in Shakespeare’s day and enumetates the historical and
literary sources for the plays. In Part IT the author examines the
individual plays in two main tetralogies, with King Jobn and
Macbeth - ‘the epilogue of the Historics’ — handled in separute
chaptets.

*His book is a most stimulating study of a somewhat negleeted
phase in Shakespeare’s work® — The Tines Bducational Supplement

‘Nobody who is in any way fascinated by the mystery of Shake-
speare’s life and achievement can fail to be interested’ - Ivor
Brown in Jobn O’ London’ s

Alro avaitabie:
THE ELIZABETHAN WORLD PICTURE

NOT FOR SALE IN THE U.S.A.






