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PREFACE

All references in this thesie to the text of
Shekespeare's plays are cited from The Complete Plays

and Poems of Williem Shakespeare, edited by Willianm

Ailan Neilson and Charles Jarvis Hill (Cambridgé, lassa-
chusetts, 1942), which conforms to the line numbering of
the "(Globe" edition, This text is the only one listed
in the bibliography ﬁnder "Primary Sources” which was,
in fact, used as a primary source, Although the other
editions listed are technicelly primary sources, they
were consulted as secondary sources only, for the sake
of their editorial metter. The brevity of the list of
secondary material is due to the nature of this thesis,
which is an attempt at an independent interpretaition.
I heve not ignored the large body of critical books and
essays on the comediss, but their usefulness in this
study has proved generally to be in supplying specific
details of information or criticiesm only. Accordiangly,
I have listed not all the works consulted, but those
cited in the notes and tables,

My thanks are due to Professor B, A., W, Jackson,
ny thesis supervisor, whose perceptive comments and
kindly eriticisms have provided welcome guidance at each

v



stage of the exercise, I can make only a token acknowe
ledgment of ny wife's part in this thesis. Anna's
patience and help; during a counfusing time in our
domestic life, made the writing o delight rather thean
& burden.

Je Wa Se
Dundas
Avgust 1966
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THE IDEA OF A "SERIOUS COMEDY"

Since Aristotle's time we have been accustomed to
think of comedy as drams which is concerned with the ridic-
ulous in human nature and which ends happily, and of
tragedy as drame of the noble man, ending unhappily. The
danger involved in teking Aristotle's observations as
rules becomes especially obvious when one approaches
Shekespeare's comedies, for some of them are quite differ-
ent from anything Aristotle described., It is true that a
number of the comedies deal primarily with the ridiculous,
but others subordinate human folly to the noble elements
of man's nature.

One regular feature of Greek drama, Aristotle
noted, is that the kind of play consisting of incidents
which tend to pity and fear--tragedy--is the kind of play!

which represents man as nobler than he is.l

Perhaps this
coincidence of dramatic elements occurs because men is at

his best when faced with adversity. The evidence of some

lAristotle, Poetics, trans. S. H., Butcher (189%;

rev. 1911), in Walter Jackson Bate, ed., Criticism: The
Vajor Texts (New York and Burlingeme: Harcourt, nrace end
W'JIH.or y £19527), II, 4 (p. 20); VI, 2 (p. 22).
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of Shakespeare's comedies corroborates this view: accom-
panying the emphasis on man's nobility in certain comedies
are incidents tending to pity and fear, such as Aristotle
associated with tragedy.

Aristotle distinguished tragedy and comedy mainly
on the basis of theilr approach to human nature, rather
than by reference to happy and unheppy endings. But since
he states clearly that the unhappy ending ie "“the right
ending"2 for tragedy, he may well have considered the
happy ending “right" for comedy. If we apply his critical
technique to the whole range of comedy from Greek times %o
the present, we shall conclude for ourselves thet comedy
ends happily. Though it does not follow that every play
which ends happily must be a comedy, the assgociation is
importent when Aristotle's dietiﬁotion of comedy and trag=
edy (by reference to their treatment of human nature)
breaks down as it does in some of Shakespeare's plays.
The VWinter's Tale, for example, is primarily concerned
with noble characters, although the ridiculous has a place.

If we call the play a comedy it may be paritly because of
the human folly displayed in Autolycus, the Shepherd, and
the Clown, but it will be mainly because the action ends
happily. The shifting of emphasis from the ridiculous to

>

Aristotle, Poetics, XIII, 6 (p. 27).



the noble in mankind, which is evident in some of Shake=
speare's comedies, is accompanied by the substitution of
gerious complications for frivolous ones, simply because
a frivolous situation does not engender nobility in a man.

In the Poetics Aristotle seems t0 give an answer
0 the question: "What 1s the emotional effect of Greek
tragedy?" Perhaps this is a hint that the emotional o
effect of drama depends on grave incidents. Surely, at
eny rate, it is defensible to say that serious or noble
themes and actions stimulate the emotions much more than
the intellect. Hence the effect of serious elements in
Shakespearean comedy may be largely accounted for in terms
of emotions, although there are secondary elements of
intellectual interest which must be considered. In this
thesis I wish, first of all, to follow Aristotle's method
of looking at the question in the abstract, by deciding
what sort of emotional effect we cen expect to find in the
kind of comedy which Shakespeare wrote. The aim of this
preliminary inquiry is to find some generslizations which
will be of use when we turn to the serious elements of the
individual plays, the congideration which will form the
main part of the thesis,

In most of Shakespeare's comedies we find a mixture
(in proportions which vary from one play to another) of the

sublime and the ridiculous; few of them are entirely devoid



of either element., If, as I have suggested, the sublime
takes its rise in situations of adversity, the audience
may well interpret the course of evenits as a prelude to
tragedy, unless the playwright takes care %o reassure us
that all will be well. The characters on stage, however,
will not engsge our deep sympathy or excite our emotions
if they have our reascons for not taking the situation as
hopeless, They must inferpret their situation as an inti-
mation of impending tragedy, if they are to experience
great suffering., Thus, in any conedy likely to arouse
emotiong other than the most perfunctory, we may expect to
find a complication grave in nature and baffling to the
characters involved, but promising the spectator a satis-
factory ocutcome, The emotions aroused in the audience
conpliet of a sympathetic response to characiers in trouble,
even though we know their difficulties are temporary. Thus
pity and fear are not the exclusive preserve of the tragiec
playwright; when we see a serious comedy performed, we may
expect to feel pity for the characters on stage and, by
extension, fear for ourselves,

The point of desperetion which marks the brink of
catagtrophe in tragedy ocours somewhere near the middle of
the typical serious comedy. Consequently, when we have
congiderod what emotions are likely to accompany the devel=
opment of misfortune in e comedy, we still have %o reckon
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with the emotional effect of half the play. The protago-
nist's good fortune can be expected to inspire emotions
just as deep as the pity and fear which the spectator now
abandons., These new emotions may be charscterized gener-
elly as Joyful, but there are two kinds of joy which can
be distinguished. The oﬁe corresponds to Aristotle's
“pity", in that it is directed to the characters on stage,
and I shall call it "congratulation”. The other corre-
sponds to "fear" in Aristotle's terms, because it springs
ffom the spectator's grasp of the relevance of what passes
on stage to himself; this emotion I shall call "delight®.

These terms are intended to indicate feelings of
joy of a deeper sort than those felt in a comedy where
there has heen no great suffering. What I call "congratu-
lation® and "delight® can be felt only after the spectator
has been moved to pity and fear, Ve feel much greater
satisfaction at the spaetaéle of a character achieving
happiness through, or in spite of, suffering than we would
if his state of feliclty were affected little by the action
of the play. The Book of Job corroborates this ideaj; it
is more gratifying to read about Job's second family and
the restoration of his wealth, than to be informed at the
beginning of the story that “there were borm unto him seven
sons and three daughters" and that "this man was the
greatest of all the men of the east®.



A serious comedy may well appeal both to the emoe-
tions and the intellect., If a comedy consists mainly of
grave incidents, the predominant appeal is to the specta-
torts feelings of grief énd joys; but grave incidents may
embody philosophical problems of human life, which make
their appeal to the intellect. And where the ludicrous
eppears, the audience will be moved to laughter by the
titillation of the 1ﬁtelleot'a moxre frivolous side, In
addition, lighter emotiona than grief and joy, such as
romghtic sentiment, may be aroused in a comedy which has
more serious overtones as well. The interaction of these
elenments in a single play would produce a very complex
effect; and though the main concern of this thesis is the
- gerious element of the comedies, we can see them in their
proper perspective only by noting their relation to the
lighter aspects of the plays. The complexity of a serious
comedy is further increased by the close juxtaposing of
grief and joy, which may erise at once in the spectator.
If the dramatist is skilful, he will persuade us 10 sus-
pend our feelings of assurance that all will be well, and
to sympathize as fully as possible with the misery of the
protagonist. Nevertheless, we cannot completely forget
that we have been promised a happy ending, and in the
midet of the most painful pert of the action we are likely
t0 feel congratuletion and delight in expectation of the



coming turn of fortune, although we still feel pity and
fear because the protagonist lacks our reason for optimism,
These, then, are the effects which we are likely
o find in a comedy where the emotional appeal dominates.
But in some of Shakespeare's comedies seriocus evenits are
subordinated to other drametic interests, and these plays
do not f£it the pattern which I have been describing. Some
of them are mainly farcical, the appeal to the spectator
stemming from the ridiculousness of human nature; these

plays, The Comedy of frrors, Love's Labour's Losi, The

Taming of the Shrew, and The Merry Wives of Windsor, form
the subject of Chapter II. In Chapter III we shall turn

t0 The Two Gentlemen of Verona, A Midsummer Night's Dream,
As You Like It, end Twelfth Night, four plays in which
romantic sentiment is the centre of interest; though emo-—

tione are involved, they are not the deeper feelings of
grief and joy. The rest of the plays to be discussed are
built around serious portrayals of human misery; yet some
of them evoke lititle or no deep emotvion, because of obsta=
cles which prevent the grave incidents from exeriting their

full impact upon the audience. These plays, The lerchant

of Venice, luch Ado About Nothing, All's Well That inds

Well, and licasure for leasure, will be discussed iun Chapier

IV. The comedies considered in Chapter V coincidc most
closely with the hypothetical serious comedy to which I



have referreds in Pexicles, (ymbeline, The Winter's Tale,

end The Tempest a central grave situation ig treated in

such & way as to cell forth from the spectator profound
pity end fear, congratulation and delightﬁ This grouping
of the plays is not strictly chronological, but the trend
of Shakespearetls career in comedy clesrly moves from fri=
volity to seriousness, from lesser to greater emotional
interest,.

When one peoints to simileritiee in certain plays,
the information is not particularly valuable 1f it serves
only to define a genre., As Benedetto Croce remarks:

From the theory of artistic and literary kinds derive
those erroneous modes of judgement and of criticism,
thanks to which, instead of asking before a work of art if
it be expressive and what it expresses, whether it speak
or stemmer or is altogether silent, they ask if it obey
the laws of epic or of tragedy, of historical painting or
of landscape. While making a verbml pretence of agreeing,
or yielding a feigned obedlence, artists have, however,
really elways disregarded these lawe of the kinds., ULvery
true work of art has violated some estevlished kind and
upset the ideas of tﬁp erities, who have thus been obliged
to broeden the kinds,

The differences between Shakespeare's comedies are more
gtriking than their similarities, and more imporient also,

as Croce suggests, Hence this survey of the comedies isg

3Though Troillus end Cregsida is sometimes counted
as a comedy, it T8anitted ners because it has no happy

ending.

, 4Benedetto Croce, Aesthetic, trans., Douglas Ains—
lie (New York: Noonday Preéé,ﬁigégﬁ, PPe 36, 37T,



not intended 4o distort their outlines by meking them
appeer to have come from s common mold., Rather, the
object of the subseguent chepters is 4o examins the
diverse effeocts of human suffering in the comedies of
ShakeSpeare; especially the emotional impeect on the
spectetor, and to note what insighte into the individual
plays may be provided by a study of their derk elements.



iI
SLERIOUS BVENTS IN FARCE

In four of Shakespeare's comedies, The Comedy of

Errors, Love's Labour's Lost, The Taming of the Shrew, and

- The Merry Wives of Windsor, humor based on the exploita=-

tion of the ridiculous constitutes the central dramatic
interest. The appeal of the ridiculous is intellectual
rather than emotional, since it is the intelleect which
recognizes the ridiculous and distinguishes 1t from the
admirable aspects of human nature. S0 regularly maine
tained is the emphasis on the ridiculous in these plays
that our emotions are scarcely touched at ell. Tor when
grave events occur, as they do in each play, either their
effect is neutralized Ly the prevailling tone of farce, or
else they are actually pressed into service to provide
additional sources of humor,

Vental and physical suffering occurs in all four
of the plays, but it would surely be & misteke to teke
these miseries at all seriously. The vaerious indignities
which Falsteff endures in his amorous pursuit of the merry
wives of Windeor are intended not o move ue to sympathy,

but to inspire laughter. The same nay be said of Ford's
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Othello's, the dramatic setting of The lerry Wives is so
different from that of Qthello that we sympathize with the

Moor, but laugh at Ford., He is made to seem ridiculous in
his dealings with Palstaff (except in his final triumph
over the knight), and the spectator's intellect is stirred
4o merriment, but his emotions are affected not at all.

The farcical nature of The Nerry Wives of Windsor is readily

apparent, and there is little likelihood of any serious
claim that the play evokes & significent emotional re=
sponse, But it demonstrates that serious circumstances
can be presented so as to evoke laughter instead of sym—
pathy. And this point must be kept in mind when we cone-
sider certain other comedies which have been thought by
some to meke a profounder emotional appeal than The lMerry
Wives of Windsor, although in fact they are much like it.

For example The Teming of the Shrew, its slapstick
knockebout notwithetanding, treais certain aspects of hu-
man relations in e way that may tempt us to think some
sort of emotional response appropriate. Harold C, God-
dard's psychologicel enalysis of the relations between

Katherina and Petruchiol

implies that we are to take
seriously the characters' reactions to their situatiion,

and that we should sympathize with them. But if we come

lHaruld C. Goddard, The Neani f Shakespeare (Chi-
cago: University of Chicago Tress, 23» T, PP 60-1T1.
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pere this pley with The lMeryy Wives, it is fairly clear

thet the one is as purely comical as the other. How is it
that a serious event handled in one way rouses sympathy,
.but only makes us laugh if treeted differently? The answer
to this question is closely related to Aristotlet's distin-
guishing comedy from tragedy by reference to their outlook
on mankind, Ford's jealousy is funny because ShakesPeare
concentrates on its ridiculous aspects; the jealousy of |
Othello is moving because our attention is directed to its
nobler side, A situation may be either laughable or touch=
ing, but not many stege episodes are both at once. Nevere
theless, it may be argued that Shakespeare intends us to
sympathize with Kate while we laugh at her hardships. Such
a point involves aesthetic Jjudgments which each spectator
nust meke for himself; anyone who claims to feel sympathy
for Kate must at least concede that the prevailing tone of
the play makes any profound or prolonged sense of pity or
fear impossible. For a drama o create strong emotional |
effects; grave circumstances must be present, but they do ;
not necessarily evoke emotions. When the dramatist plays
up the ridiculous side of life, the sole result is laugh-
ter, an intellectual response,

Although The Comedy of Lrrors portrays a threat of
execution extending from the firet scene to the last, emo=-

tional impact is lacking here just as much as in The Merry
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Wives and The Shrew. And the reason is partly similar:
the beatings administered to the Dromios, the plight of
Pinch, and the jealous misery of Adriana are presented in
e ridiculous light; although there are frequent references
to the feelings of the characters in the main plot of the
confused identities, we are not touched emotionally be-
cause of the playwright's farcical treatment of his matter,
But the emphasis on the ludicrous in the main plot
does not account for the lack of emotional interest in the
more serious complication of Aegeon's danger. Here too,

as in The Taning of the Shrew, we may be tempted to think

that some emotional response is in order. For Aegeon's
history is indeed & harrowing tele of woe. R. A. Foakes
descfibes in detail a variety of serious implications |
which he sees not only in the threat of death, but in the

complication of the central action aleo.2

‘The play, he
maintaine, "invites compassion, a measure of sympathy, and
a deeper response 10 the disruption of social and family
relationships which the action brings about., Our concern
for the Antipholus twins, for Adriene and Luclana, and our

gsense of disorder sre deepened in the context of suffering

2R. A. Foakes, ed., The Comedy of Lrrors (LNew1

Arden Ffdition, London: Methneng Cambridge, Tlessachusebtes
Herverd University Press, [196 2 PPe Exxix-li., The
gquotation following is from p.
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provided by the enveloping action." It is certeinly pos—
gible Yo derive serious implications from The Comedy of
Brrovsg, but I suggest that in order to do so one must
abstract certein philosophical elements from the play as

a whole, and further that what one discovers in this way
is neithor an impression like those one receives during e
production, nor conpatible with the impressions created Ly
the play considered in its entirety, TFoakes claims in one
sentence that "in spite of the implausibility and fantastic
coincidences of Egeon's tale of the shipwreck, we are
directly affected by his wretchedness"; but he admite in
the next: "His state is not, of coursse, tragics the fen-
tastic nature of his exirasordinary adventures prevents us
from being deeply troubled by his predicament, or the doom
hanging over hi ."3 There is & more substantial reason
for our unconcern about Aegeon than the coincidences and
other improbabilities of the plot, Within fairly genercus
limites we are ready to accept coincidence as a necessary
convention of dramatic structurey and the glaring lmproba-
bilities of Lear and Othello do not hindsr our emotional
involvement in those plays. ©So these aspects of The Comedy
of Lrrors are no insurmountable barriers to emotion. But

the role of chance in this play extends far beyond that in

; - P 4 — ",
“He As Fomkes, The Comedy of Lrrors, p. xili.
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any other of Shakespeare's comedies, Chance not only pro=-
vides the coincidences demanded for the sake of dramatic !
econony, but also conirols the outcome. In a farcical
presentetion of migtaken identities such as this, we wel-
come the coincidences which'bring the errors to pass, DBut
we cannot feel emotionally involved in the career of chare
acters whose circumstances, both in origin and in final
resolution, depend on chance rather than on their own voli-
tion. Chance alwayaAplaya some part in the course of human
life, but we are accustomed to think of human planning as
the cruciel factor, It is the crucial factor in Shake-
speare's other comedies; what happens to the characters in
The lerry Vives, for example, is primarily the direct re=

sult of the characters' own thoughts and actions. In The

Comedy of Errors, however, though humen plenning esbounds
throughout, it has comparatively little to do with either
the ceuses or the outcome of the situation. A chance meete
ing of mast and roék, conbined with & chance disposition of
fest and slow sails, separated the family in the beginning.
By the merest chence Aegeon and Antipholus of Syrecuse
arrive in the home town of the other Antipholus, only to
find that Aemilia, by chance, is there before them. Chance
prevents the twins from encountering their opposite num=
bers while the plot is being developed; and chance brings
then together eagain ét the right moment. None of the



i6

crucial evenis, from first to last, are affected with cone
gcious purpose by the aeciions of any character, except the
pardoning of Aegeon by the Duke after the whole complica=
tion has been resolved. Such & state of affairs will do
fox fafce, but it scarcely encourages the "deeper response"
deseribed by Re A. Foakes., If a men's actions do not
materially alter his fate, we find them simply immaterial
and wninteresting. What we respond to is the humen factor
in e dramatic situation. But the charscters in this play
lack completely the humenity which is imparfed o a dra-
matic figure when his attributes and actions determine his
destiny. Ve could feel grief at Aegeon's plight and pleage
ure in the family reunion if these circumstances had been
affected by conscious planning, We cannot even take the
play seriously by regerding Aegeon as we do Job--one who
endures bane and enjoys blessing for reasons beyond human
comprehension--for Job's final good fortune dependson his
own volition (his patient trust in God), but we are not
made to feel that Aegeon's actions affect his end at all,
With regerd to the prevailing tone of The Comedy of
lirrors, it should be noted that the dark firet scene casts
little gloom over the subsequent action, for Shakesneare
gives us a fair promise that Aegeon will be saved, despite
his present distress. Though he himself despairs of life

the audience, accusiomed Fo recognize advance indicaitions
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of the future trend o¢f things, may see in Aegeon's story
the sort of coumic complication which will be unravelled in
due course; and it may be evident, from the circumstances
of his dispersed family, how his deliverance will come. In
the second scene of the play such surmises are éonfirmedz
we cannot fell to identify Antipholus of Syracuse ag the
son of Aegeon when we hear his soliloguy, and the First
Mexchant's unwitting reference to his father is a broad
hint that they will be reunited in time,

If, then, the plight of Aegeon has no significent
emotional impect in the play, one might well ask why Shake~-
gpeare introduced it to the plot as he found it in Plautus,
especially since the situation is not itself a source of
amsenent, either, Shakespeare needed some sort of expos=
itory summary of the prior events concerned in ithe central
ploty, but he need not have chosen for that function a men
condenned to die the same day. There was, however, an
additional requirement of the mein action, one which the
plight of Aegeon was'suited $o fulfil, However engroseing
may be the progressive oomplication of a plot besed on mige
toaken identities, it is not the sort of knot likely to stir
up any greet curiosity concerning ite untying. TFor this
denouenment is particularly easy to foresee: the inevitable
climax when the twins are brought face to face, and the
inevitable explanations. By introducing Aegeon first,
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Shakespeare geve his sudience a good reason for curiosity
about the outcome of the play, in order to mainitain dra=
matic interest throughout the denouements The condemngs
tion of Aegeon commends attention from the first couplet
of the play, and holds us in suépenae until almost the
very last, since there is uncertainty as to his»safaty
within forty lines of the end, Although we can feel no
great sympathy for him, his situation is absorbing enough
to periorm useful serviece in the structuare of the play,
for exposition, and as e means of sustaining dramétic
intorest, . .
Thus in The Comedy of Irrors we find an unususl
ingtance of the use of seriocus incldent for farcical pure
poses; the suffering of Asgeon, instead of evoking emo-
tion, contributes indirectly to the appesl of the play to
the intellect through humor and the exploitation of the
ridiculous, Love's Labour's Lost resembles The Comedy of

Rerors in this respect. I%e primary appeal is to the
gpeciator's intellect; and we shall consider now the way
in which this play, {00, presents the theme of death to
produce an intellectual appeal, rather than an smotionsl
one,

According to W. A. Neilson and C. J, Hill, "the

main point of Love's Lebour's Lost for Shakespeere's con=-

temporaries must have been in its pervading burlesque of
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current fade and affeotationa".4 Like the three plays
already discussed, this one addresses itself to the spec-
tatorts intellect, especially to that in him which re-
sponds with amusement to man's follies, Shekespeare pokes
fun at contemporary artificialities in more than an incie
dentel ways; the main plot exposes the foolishness of intele
lectual and sentiumental affectation. The distress of TFere
dinand and his lords in their failure to maintain their
oaths of austerity makes us reallze that they were ille
advised to have attempied "Not to see ladies, study, fast,
not sleep” (I, i, 48), And subsequently they incur ridi-
cule for their equally foolish affectation in courtship,
of which their disguise as Muscovites is only the most
prominent example.

What; then, is Shakespeare's purpose in intro-
ducing the death of the Xing of France o a play in which
the intellect is pampered and the emotions starved? VWhate
ever the purpose may be; it is certainly not to arouse
grief in ‘the spectators The mourning of the Princess is
presented as briefly and lightly as possible, and we are
given little opportunity to feel deep syumpathy for her.
The death of the King of France, like the threat to Aegeon's

4william Allan Neilson and Charles Jarvis IIill, eds.,

The Complete Pl and Poems of William S%%gesgearg (Came
DT10g0, cEEasacgggettsjz Houghton end Nifiling verside
Press, 19421), p. 54.
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1ife; ie mainly intellectunl in its impact,s This incident
is Shekespearets way of rounding off his sative of affecta-
tion and insincerity. The first thing Vo be noted 1s that
by resorting to an elaborately affected mode of courtship
Ferdinend and his lords waste their opportunity for estab-
lishing serious relationships with the ladies, en oppore
tunity that is cut short by the news from France, Shake=
speare mnkes this circumstence clear in the finsl scene:

Prin, lWe have receiv'd your letters full of
oves :
Your favours, the ambassadors of love,
And, in our meiden council, rated them
At courtship, pleasant jes%, and courtesy,
As bombast and as lining to the timej
But more devout than this in our respecis
Have we not been; and therefore met your loves
In their own fashion, like & merriment.
Dum, Our letters, madem, show'd much more than

Jjoest.
Long. So did our looks,
O o - We did not quote them so.

ingz, Now, at the latest minute of the hour,
Grant us your loves. .

Prin, - A time, methinks, too short
To make a world-withoutwend bargain in.

(v, i1, 787=799)
Begides providing a fitting conclusion to the portrayal of
the lords' courtly ertificiality, the death of the Prine-
cess' father gives her an opportunity tc wean away the
King of Favarre from his former folly. Postponing her
answer 1o his suit for a year and a'day while she mourns
for her father, she challenges Ferdinand tc embark upon a

profitable counterpart of the futile austerity which he



undertook previously without proper consideration.

A true understanding of these four plays depends
partly on the realization that it is not always eppropriate
t0 respond emotionally to what in real life would be a
grave situation. It is possible, certainly, to feel emo=
tion for the characters in each of these plays, but one
cannot do so without disregerding their total tone and
Shakespeare's general approach to his subject. One could,

for instance, find evidence in the text of The lerry Wives

of Windsor upon which to construct a sympathetic interpre-
tation of Tord's jealousy, but the effort would be as mise-
guided as if one were to ferret out the passages from
Othello which allude to the ridiculous aspect of the
lloor's Jealousy, and to claim that they are intended %o
make us laugh.

The plays discussed in this chapter are not the
only comedies which exploit the ridiculous in humen nature,
In fact not a single one of the sixteen comedies concerned
in this study lacks entirely humor derived from the
representation of man as worse tham he is. But these four
are the only comedies of Shakespeare in which man's folly
is at the focus of dramatic interest, in which all poten-

tially emotional matier is made farcicel.



IIX
SERIOUS EVENTS AND ROMANTIC SENTIMENT

In Chepter 1II the dominant dramatic element was
humen folly--the element which Aristotle considered the
esgential ingredient of comedy. Shakespeare's custom of
ending his comediles with matrimonyl suggests that he
regarded another theme, romenitic sentiment, as peculiarly

2 oand this theme prevails in the

characteristic of comedy,
second group of plays: The Two Gentlemen of Vexrona, A Mid-

summer Night's Dream, As You Like It, and Twelfth Night.

Of all Shakespeare's comedies, none shows such a

concentrated intensity of this theme as A NMidsummer Night's
ggggg; which may feirly be regerded as the epitome of
Shakespearean romantic sentiment. Frustration in love
pervades every aspect of the complicetion: it eonstitutes
the centrel plot, involving Lysander and Hermia, Demetrius
and Helenag parslleling that action is the quarrel betweon
Oberon and Titania; the tradesmen's "moost lamentable

comedy" concerns the ill-fated love of Pyramus and Thisbej

lAll but Love's Labour's Lost and Cymbeline.

2Cf. Biron, Love's Labour's Lost, V, ii, 884-886:
Our wooing doth not end like an old play;

Jack hath not Jill. These ladiea' couriesy
Might well have made our sport a comedy.

22
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even the unfortunate sss~headed Bottom is the object of
Titania's unrequited love; framing the action is the be-
trothal of Hippolyta and Theseus impatient to be married,
The romantic sentiment inspired in the audience by
all these circumstances differs merkedly from the amused
response we feel to the ridiculousness of the plays dise
cussed in Chapter II, although there is abundant cause for
laughter in A Midsummer Night's Dream also. The love plots
appeal to the spectator's emotions as well as to his intel-
lect. But this emotion is shallow by comparison with pity
and fear, congratulation and delight, because our feelings
are stirred only by the felicity of the characterse-roman-
tic sentiment presupposes that love is bliss. Suffering in
love, of which this play and the others of this chapter ere
full, does not move the spectator to pity end fear in the
dramatic context which Shakespesre gives them, Rather, the
audience is interested in complications based on frustra=
tion in love from a motive similar to that involved when
farcical characters suffer--curiosity as to the means by
which the complication is 40 be unraveled. The appeal of
suffering in love, then,is partly intellectual and partly
sentimental, Since we feel no pity and fear we cannot feel
congratulation and delight. Hence our elevation of spirits

in A Midsuwmmer Night's Dream is not a profound emotion.

There are elements of romantic love in A Comedy of



24

trrors, Love's Labour's Togt, The Taming of the Shrew, end

The Merry Wives of Windsor, but whatever romentic senti-

ment may be evoked in these plays has only & ninor effect,
by comparison with the humorous aspects, The plays under
consideration in this chapter displey much stronger roman-
tic olements, but no other significance of an emotiongl kind
is to be expected. Vhere there is suffering not connected
with romantic love, its potential emotional impect is
sacrificed for the sake of what it can contribute o humor-—

ous or sentimental effects, In Twelfth Night we find death,

and separation of kinsmen, but these sources of grief are
not exploited in their own right. Although we first meet
Olivia in deep mourning for her father and brother, these
deaths are importent only because they contribute to the
complication of the main romantic plot, Similsarly, Val-
volio is indeed "most notoricusly abustd" (v, i, 388), but
we are not actuslly given much time to sympathize with him,
gince our attentlion is focused on the ridiculousness of
his nature and the follies of his tormentors, for whom he
provides a foil., Viola is in tervor for her life when
faced with the duelj yet we are moved with amusement, not
pitye. And her loss of Sebastian is important in the play
meinly because it contributes to the central romantic com=-

plication, What interests us chiefly in Twelfth Night is

the romantic triangle formed hy the unreguited love of
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Viola for Orsine, Orsino for Olivia, and Olivia for
"Cepario®; of secondary interest are the humorous elements:
Sir Toby's excesses, Feste's witticisms; and the parody of
frustration in love in the persons of Sir Andrew and lale
volio. All other complications are entirely subordinate
to these itwo cenitres of attention.

Similarly, Oliver's unkindness to Orlando and
Frederick's enmity to Hosalind do not affect us deeply.
They are simply necessary components of the plot, the means
whereby the lovers! encounter in the forest is made pos=—
gible-=-and that part of the action accounts for wmost of the
romantic and humorous interest in the play.

The inadequately motivated conversion of Frederick
in the denouement has been defended in various ways. This
problem may seem less important if we keep in mind that he
is not in the centre of dramatic interest et all., His
usurpation and his persecution of the rightful Duke's daugh-
ter are employed in the play mainly for the sake of the
position in which these circumstances put the central
romentic characters. Since the origin and course of the
usurpation concern us only indirectly, the manner in which
it ends is not a major concern. Shakespeare frequently
provides no more plausible motivation for an action than
is needed in the particular context. Here one's mind is

diverted elsewhere when the conversion is related.
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Shakespears's commentators seem unable to find
fitting languege to describe the cherm of As You Like It.
The dramgtist has taken the sentimental approach to love
which he exploited so well in A Vidsumwey Night's Dream,
and has spplied it to & much broader range of human experie
ence, What is lost in conceniretion of effect is gained in
the breadth of interest which ¥, K. Chambers notes thus:

As You Like It is romence incarnate. All the wonderful ele-
ments of the secular traditionare gathered together there in
its light-hearted compass. There ls the romance of friend-
ship in Rosalind and Celia, 'like Juno's swans, still coupled
and insepareble'; the romence of Adam's 1oyal%y e » o § the
romance of love at firet sight, acknowledged in words by
the smitten Phebe's quotation of dead Narlowe's saw, and
acknowledged &s the mainspring of the whole plot when young
Orlando wrestled end overthrew more then his enemies. « «
Then you have Orlande as the typiecsl lover of romance, the
love=-shaked sonnetteer, » « » You have the convenilonal
issuves of romance in the wind=-up of the story; the sudden
changes of fortune which betray a bveneficent disposer of
events, the repentance of Oliver and the conversion of Frede
erick to a religious life. « « o Above all, you have the 3
romantic spirit of adventure with which the play is filled.

This broad canvag is unified by the romentic quality of all
ite partn. The charm of the play arises from this romantic
offect, combined with humor, Thus the spectator's response
is more complex than in comedies where the ridiculous is
everything. In As You Like It Shakespeare created a drama
complex in texhure becasuse it ls romance mixed full of

pleasant nirth.

3, ¥, Chembers, Shakespeara: A Survey (New York:
Hill end Weng, r19583), vD. I?f =150
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Thig kind of complexity is characteristic of all
four of the plays of this chapter, but As You Like It is
an egpecially good example of what happens when Shakespeare
combines the ridiculous with the romantice, Part of the
function of criticism, however, is to ensure that all of
an artist's work is eppreciated properly. And since As
You Like it is much more likely to get ite due than is The
Two Gentlemen of Veroma (the good quelities of which mey

be easily overlocked because of the wrotched final scene),
it might be profitabie to see how the sentimental and the

ridiculous interact in The Two Gentlemen of Verons. This is

one respect in which the play is worthy of praisej we ghould
try to prevent thoe alffront to our sensibilities of the last
gcene from spoiling cur enjoyment of the rest of the play.

The complication of The Two Gentlewmen of Verona is

based on frustretion in love., Clogely related to this
central focus of intlerest is a secondary one, humen folly.
The departure of Proteus (I, iii; 78-01) rouses the spece
tatorts sympathy, and the parting from home of Launce and
Crab (II, iii, 1-35), his sense of humor, The parallel ine
vites one to see each situvation in the light of the other,
Thue we mey foel slightly sentimental aboul Launce's fare-
well to his family, despite its humor, and in retrospect
Proteus' unhappy departure from Verona mey scem & bit amug-

ing, though the scene is basically sentimental,
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There is o similarppmrallel between the mivtheprovoking
rivalry of Thuric and Velentine for Silvia, and the more
geriously handled rivaelry of Proteus end Valentine, And
the comic scene where Launce berates his dog for repaying
g0 ill his master's many kindnesses (IV, iv, 1-42) parodies
Julie's distress at Proteus' faithless requital of hor love
(1v, ii, 26~141), The result is that instead of feeling
only romentic sentiment in one scene and nothing but mirth
in the next the spectator finds these elements mingled,

But the question may arise: "If the frustrations
in love of Julis and Valentine inspire romantic sentiment,
why not also the romantic frustrations of Biron, Antipholus
of Syracuse, and Falstaff?" Despite the apparent mingling

of huwor end sentiment in The Two Gentlemen, however, the

dramatist carefully preserves g distinction between those
characters who are openly ridiculed, and those who are
basically sympathetice. Were we very greatly inclined to
laugh at Julia and Valentine, we could not sympathize with
them gg they ave presented in this play. Some of Shake=-

gpeare's later comic figures are objects of both sympathy
and laughter; we sympathize with Viola in her uwarequited
love for Orsino, and laugh at her when Sir Andrew con-
fronts her--but even here Shakespeare maintaing a distinc-
tion between sympathetic and humorous situations, One

character who does often seem to inspire gympathy and
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laughter at the same moment is Falstaff in the two paris

of Henry I¥s*
memorable comic character, The pecple in the farces, how=

perhaps thie is why he is Bhakespeare's most

ever, are not =0 subily conceived, and consequently we
must elther laugh at them or feel for them, but not both
et once, In the sentimental coumedies Shakespeare invites
sympathy for some of the characters by introducing others
who provide most of the humor., But there is no such dise
tinction between conic and sympathetic characters in the
farcical plays; because we are invited o laugh at the
romentic difficuliies of Biron, Antipholus of Syracuse, and
Falsteff, we cannot sympathize with them as we might
otherwise.

Vhen one has seid all thet can be seid on behalf

of The Two Gentlemen of Verona, its finel scene ig still

largely indefensible, because Sheksepeare sitretches our
indulgence with dramgstic convention tee far. Ve ghall find
in Chapter IV that this disregard for probability,
egpecially of motivation, is one of the main obstacles o

deep feeoling in the more serious comedies.

4Bu$ net in The lerry Vives of Windsor. Critics
have noted that there are ferences betwoen Felstaff in
%§§§x IV and Falsteff in The Nerry Vives (see Neilson and
] Complete Plays, p. 245) anﬁ This is one of them.
if vhe‘legena is true that Shekespeare wrote The lierry Wives
at royal command, the altered charscterization is not 80
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Iv
THE BARLIKR SERIOUS COMEDIES

I have suggested that & strongly farcical or roman-
tic emphasis may make pity end fear impossible in & comedy;
even when there is ascute suffering on stage. But the emo-
tions may be stifled in & serious ccmedy, too. In The lMer-

chant of Venice, luch Ado About Nothing, All's Well That

Inds Well, and leasurs for Measure, pity end fear are
argused, but net allowed firee play. The two main objects
of this chapter will be 4o observe what happens to cone
gratulation and delight in these four comediea; and to see
what light cea be cast on the plays by a compearison of
thelr sexrious aspoecis.

The stage conventions of The lerchant of Venice do
not present the obstacle to pily and fear which the other
three gomedies of this chaptber do: Portia's disguise is as
convincing as Kenit's; the provision of the ceskets for her
marriage is as probable as Lear's plar (0 divide his king-

dom, Such conventions concern us as little in The llerchant

of Venice as in Lear, since they are beside the central
eoint of dramatic interest.
Because the central action, the bond plot, ic a
serious poritrayal of a life-and-dcath sitruggle one might
30



31

expect pity end fear +to have free course; Antonio is to be
commiserated, not ridiculed, and he is not dehumanized by
unlifelike conventions, But the bond plot is the only one
of three plots in The lerchant of Venice which is serious,
| and though it is the heart of the play, the frivolous plots
divert attention somewhat from Antonio's plight. The casg-
ket scenes are romanticy the plot of the rings exploits the
ridiculous, In such company & single serious plot cennotd
set the tone of & play as it would if it stood more nearly
alone. Further, the serious plot direcily involves chare
acters whose place in the lighter episodes makes it still
more difficult to fake Antonio's danger seriously., He is
scarcely more than the nominal protagonist of the bond
plote The action knits his circle of friends so closely
together that Shylock becomes antegonist to them all, The
foud between Antonio and the Jew, coinciding with the

- elopement of Lorenzo and Jessica, makes allies of Antonio
and Lorenzo., And Bassanio's obligation to Antonio--the
occasion of the bond--involves Bassanio, Gratiano, FPortia,
and Nerisse in the struggle against Shylock almost as
fully, in principle, as Antonio himself., In practice his
friends are more actlvely engaged than he: both in his
lotter to Bassanio and at the trial Antonio seems %o have
succumbed to despair; it is Bassanio who pleads with Shy-

lock, and Portia who effectes his defeat. Hence Antonio
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and his friehds may be regarded as & collective protagonist
in the bond plot. Consequently our sympathy with Antonio
is modified because of his association in distress with
friends whose roles are rendered less sympathetic by their
vart in the other plots. The romantic tone of the caskotd
plot iz & good indication that nothing involving Bagsanio
and fortia is likely to be of very weighty consequence.

And the ring plot diverts our attention from the serious
implications of Antonio's narrow escepe.

But we do feei pity and fear, both because of
Antonio's danger, and because of his friends' distress on
his acecount. Although the comic subplots dempen the emoe=
tional effect of the main plot, they do not prevent us from
sympathizing with Antonio, and taking seriously the concern
of Portia and the rest for him, to some extent.

When we inquire what is the effect in The lerchant

of Venice of its serious parts, one thing to be noted is
that Shylock's malice is not the first source of grief ‘o
make ite effects felt, Almost all of the first one hun-
dred lines of the play deal with the subject broached in
the opening line by Antonio: "In sooth, I know not why I

em so sad" (I, i1, 1). And as the second scene begins, we
find Portia confiding to Nerissa: "My little body is aweary
of this grest world" (I, ii, 1-2). There seems to be no

very obvious reason for Antonio's sadness, but lNerissa's
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diagnosis of Portia's melancholy mey account for his also.
According to Nerissa, "they are as gick that surfeit with
too much as they thet starve with nothing" (I, ii, 5-7).
When the play begins Antonio 1ls surfeited with weelth and
Portie with suitors; boredom is inevitable. During the
development of the casket plot and the preparation for the
forfeiture of the bond, Shakespesre characterizes Antonio
and his friends as victime of aimless ennui. 1L we were
to judge them by their ﬁerformanee in the firet part of
the play, we could not expect much greatness of character
from them. But the drematist uses tho threat %o Antonio
to shock at least some of them into unwonted acts of nobile
ity. An iumportent part'of the deeper and more memorable
emotion which we feel in observing the action of the bond
plot arises from our gratification at this response to the
crisis. We not oﬁly pity them, but admire them--the more
because of their former epparent shallowness.

Not everyone, of course, profits from having faced
death. There is no sign that Gratiano rises 10 the occa=
sion &t all. VWhile Bassanio tries to sway Shylock with
civil persussions, Gratiano sbuses him, And he is plainly
vindictive when the Jew has been defeated:

Beg that thou mayst have leave to hang thyself;

And yet, thy wealth being forfeit to the state,

Thou hast not left the value of a cord%
Therefore thou nmust be hang'd at the state's charge.

( IV' i ] 364"‘357 )
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The speech following casts irony on Gratiano's words, for
the Duke tells Shylock:

That thou shalt see the difference of our spirit,
I perdon thee thy life before thou ask it.

(1v, i, 368-369)

The Duke means the difference of his spirit from Shylock's,
but the contrast with Gratliano's speech reminds us that he
hag lowered himself to his enemy's moral level.

But Antonio's danger does bring out hidden good in
Portia end him., When we first meet her, Portvia is a Llighty
1ittle thing, rather unfeeling in her ridicule of the suit-
ors (I, ii, 36~108), and shallow-minded in her estimation
of the Prince of lorocco:

A gentle riddance. Draw the curtains, go.
Lot all of his complexion choose me S0,

(11, vii, 78~79)
Before the forfeiture, she is depicted as having beauty,
money, and charming mannera; but nothing indicates great
strength of character. Thus her reaction to Antonio's dane
ger comes at leasst partly as a pleasant surprise.
Ve cannot, indeed, admire her harshness with Shy-

lock at the triel; fear for Antonio mskes her act ignobly.l

1The impersonation of a judge, though technically
an abuse of law, is only a dramatic convention here. And
Shakespeare gives 1t the sanction of Bellario, a cgualified
Jurdst. The disguise is not essential to Shylock's defeat;
someone else could have cited the laws which Portia uses,
She is open to oriticism not for impersonsting o judge, but

for her attitude to Shylock.



35

Her conduct is scarcely worthy of the office which she
| represents, for she is sarcestic to Shylock after he learns
of the risks invelved in exacting the penalty: "Why doth
the Jew pause? 7Teke thy forfeiture” (IV, i, 335). And the
tone of her final judgment betrays vindictiveness:

For it appears, by manifest proceeding,

That indirectly, and directly too,

- Thou hast contriv'd against the very life
0f the defendant; and thou hast incurr'd

The danger formerly by me rehears'd.
Down therefore and beg merey of the Duke,

(IV, i, 358=363)
Portia's words seem dispassionate, except for that final
line; which is full of scorn and vengefulness. Lvidently
Shylock would gel merey at best only on the most humili-
ating terms; if Portia were the Duke.2
Her conduet here is all the more disappointing be-

cause in two ways she acis nmore admirably than her previous

2Shakespeare, of course, prolongs the preliminaries
of the trial for theatricel effect. DBut he gives the pro-
ceedings the dramatic motivation of Portia's desire to
humble the Jew., Her appeal to him to take three times the
principal and bid her %ear the bond is calculated to evoke
from him a specific declaration of his intent before the
court, which will be used ageinst him not just in the final
Judgment, but elsc in the subtler revenge of his remorse at
not having teken his opportunity to repudiate the bond,
Portis tells Antonio to bare his bosom, and inquires about
a physician and the scales, as a way of ensuring that Shy-
leck will not be able to evade the trep by pleading that
he intended to relent at the last possible moment, =She is
eruelly vindictive to Shylock; everything in her preparg-
tion for "Tarry a little" (IV, i, 305) is calculated %o
increase his misery.
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conduct gave us reason to expect. TFirst, her scheme to
rescue Antonio displays a faoculty for swift decision and
vigorous action which remained hldden as long as life ran
smoothly. Seeond; her speech on mercy expresses more pro=-
found ideas than we have heard from her as yet. In the
crisis she faces momentarily the moral and philosophicel
implicetions of what is happening, In one sense she
speaks oul of charecter, but as Harocld C, Goddard points
out, she is not just voicing & noble sentiment on behalf
of Bhekespeares there'ia_motivation enough for the speechs

"Do you confess the hond?" she asks Antonio, "I do,' he
replies,
Then must the Jew be merciful.

e o o Instantly Shylock seizes on (the word must), pouring
all his sarcasm into the offending verb:

On what compulsion "must" I? Tell me that.

s ¢« o He is right--ghe sees it: "must" and "mercy® have
nothing tc do with each other,

o ® & © e & © ® 8 @ ® 6 © ¢ © e S e © ¢ ¢ © o6 9 ¢ o o ©° L

The truth from Shylock elicits the truth from her. Instead
of trying to brush the Jew aside or hide behind some ca,su.--»3
istry or technicality, she frankly sustains his exception.
ler subseqﬁent vindictiveness ie disappointing, but she has
not been as impervious es Gratiano to the enncbling effect
of adversity.
Antonio's first reaction to the deanger is almost

completely despeiring. His letter to Bassanio sounds hope-

legs, At the trisl Bassanio tries to encourage him:

34, ¢. Goddard, The lesning of Shakespeare, pp. 105,

10e.
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Food cheery Antoniol! Vhat, man, courage yet!
The Jew shall have my flesh, blood, bones, and all,
ire thou shalt lose for me one dvop of blood,

(Iv, i, 111-113)
But Antonio replies:

I am a tainted wether of the flock,
Meetest for death. The weakest kind of fruit
Drops earliest to the ground, and sc let me,.

(IV, i, 114~116)
His long-standing malice to Shylock gives him good grounds
for abandoning hope. VWhen he was beholden to the Jew, he
treated Shylock's complaint as rudely as a man could:

(Shy.] Shall I bend low and in a bondman's key,
With bated breath and whisp'ring hunmbleness,
Say this:

"Pair sirg you spat on me on Wednesday lasts
You spurn'd me such o day; another time

You call'd me dogi and for +these courtesies
I'1l lend you thus much moneys"?

Ante. I am as like to call thee so again,

To Bpit on thee agein, to spurn thee too.

If thou wilt lend this money, lend it not

Ag to thy friends; for when éid friendship take
A breed for barren metel of his friend?

But lend i%t rather to thine eneny,

Who, if he break, thou mayst with better face
ixaet the penalty.

(I; iii, 124-138)
Perhaps the irony given this last remark by the turn of
events reveals to Antonio the destructiveness of ennity,
for he shows surprising kindness when Shylock is foiled:

So please my lord the Duke and all the court
To quit the fine for one half of his goods,
I em content; so he will let me heve

‘he other half in use, to render ity

Upon his death, unto the gentleman

That lately stole his daughtier:
T™wo things provided more, thet, for this favour,
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He presently become 8 Christiang

The other, that he do record a gifl,

Here in the courty of ell he dies posgess'd,
Unto his son Lorenzo and his daughter.

(1v, i, 380-390)
His former virulence is gone, and it scems toogreat a
change 1o be explained by saying that Antonio can afford
1o be generous now. His apprehension and suffering seem
10 have made him a betiter man,. Firat-hand experience thus
proves to be the more elficient teacher; gince it is Anton-
i0, himself faced with death, whe displays the most marked
alteration of character, Our congratulation and delight
at his deliverance is increased because we know that the
bygone misery hag not been futile, Tor o moment Portia
breaks through the confines of her smell nature, and
Antoniot's attitude to Shylock is transformed.

Though we sympathize with Antonio we are invited to
feel sympathy for his antagonist also. Shylock causes
grief; but he endures much himself, His discovery ¢f Jes-
sica's elopoement and theft is pathetic:

Tube One of them showed me & ring that he had of your
daughter for a monkey.

Shys. Out upon heri Thou torturest me, Tubal., It was
my uoise; I had it of Leah when I was & bachelor. I

4"!L'he penalty that he renounce his religion appears
to us today as a wanton crueliy, but to Shakespeare's cone
temporaries it probably did not seem so., Critics have,
indeed, suggested that they would regard it as an act of
chaxrity to admit Shylock to the benefits of Christien sace
roamentsl (Neilson and Hill, The Complede Plays, pe 116.)
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would net have given it for a wilderness of monkeys.
(111, i, 123-128)

To play this passage for laughs would surely be to distort
Shakespeare's intention, For Shylock's complaint against
Antonioy earlier in the sceney; must be taken seriously:

He hath disgrac*'d me, and hind'red me half a millionj
laugh'd at my losses, mock'd at my geins, scorn'd my na-
tion, thwarted my bargains, cool'd mny friends, heated mine
enemiesy and what's his reason? I am a Jew., UHath not a
Jew eyes? Hath not a Jew hands, organs, dinensions

psenses, affections, passions; fed with the same foo&, hurt
with the same weapons, subject to the same digeases, heal'd
by the same nmeans, warm'd and cool'd by the same winter and
sumnery a8 & Christian is? If you prick us, do we notb
bleed? If you tickle us, do we not laugh? If you poison
ug, do we not die? And if you wrong us, shall we not re-
venge? If we are like you in the rest, we will resemble
you in thet., If a Jew wrong a Christian, what is his humil-
ity? Revenge. If a Christian wrong a Joewy; what should his
gufferance be by Christian example? Why, revenge. The
villainy you teach me, I will execute, and it shall go hard
but I will better the instruction,

(111, i, 56=76)
It is clear thatb Antoniot's misfortune is largely his own
doing; Shylock is no motiveless villain. Ve sympathize
with them both because there is wrong on both sideg., This
distinction of moral grey shades between black and white

merks The Merchant of Venice as an early form of “problem

play" in which Shakespesre discards the naive approach to
human ngture which characterizes the lighter comedies, and
instead faces up to the paradoxes of life, Suffering in
the problem plays both appeals to the spectator's emotions,

and challenges his intellect on a deeper level than the
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humorous. Any serious representation of human distress
will convey some sense of the paradoxes of man's affairs,
but this aspeet of life is especially prominent in ceritain

comedies, MNeasure for Measure is more strictly a problem

play than The Nerchant of Venice, because all features of

ite action, both grave and light, help to poriray moral
and philosophical problems. Since the effect of The lNer-
chant of Venice is diffused among elements sentimental and

deenly emotional, humorous and philoscophie, the "oroblems"
are less prominent, and our feelings of pity snd fear (and,
as a result, of congratulation and delight) are attenuated.

In Mach Ado Abouf Nothing, All's Well That Fnds

Well, and Measure for leasure, drauatic conventions impose

the chief restraint upon the spectator's emotions., Shake-
spearets ropresentation of motivation in the plays dls-
cussed in Chapters II and III‘frequently geens a8 convenw
tionally unlifelike as snything in these three plays; but
when we were nolt expected to fesl desp grief and jJjoy, the
conventions did not conflict with our response to the char—
acters as they do here, where serious events are treated
geriously. To appreciate the grave incidents of these
plays, we must try to understand the effect of Shakespeare's
attitude to motivaition on our sympathy with the cheracters,
Improbable motivation is not the only hindrance to

deep emotion in luch Ado About Hothing; the romantic relaw-
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tions of Beatrice and Benedick dominate the action, and
the effect of the play is somewhat diffused, as in The
Merchent of Venice. But this obstacle to sympathy is less

importent than incongistency in motivation, a problem

which merite attention in Much Ado bhecause it resembles

what we shall find in All's Well and Measure for lieasure.

| The main difficulty seems to be the cheracteriza-
tion of Claudio. Charles Cowden Clarke calls him "a fellow
of no nobleness of eharacter",5 and Furness refers to his

6 Anycne who esteems Claudio thus must

“"ignoble character®,
be distressed by his good fortune at the end of the play.
But surely hie felicity is a hint that Shakegpeare did not
intend him to seem despicable. Nevertheless he has been
criticized for nearly every significant action of his in

the play: his wooing by proxy, his distrust of Don Pedro, his
gullibility in being twice deceived by Don John, his public
repudiation of Hero, his flippant reception of Benedick's
challenge, and his acquiescence to the request that he marry
at Leonato's direction. Nany of these objections can bve dis-
missed if we take into account all the evidence concerning

his character. But in some ways he still lacks humanity.

’Muoh Ado About Nothing, ed. Horace Howard Furness
(New Variorum Tdition, 5th ed. [Philadelphia. Je Be Lippin=-
cott, 18991), p. 40.

shiﬁach Ado About Nothing (New Variorum), p. 255.
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To determine what is really unsetisfactory in
Claudio's role, we should justify what we can. There are
glowing reports of him before he appears on stage: "Don
Pedro hath bestowed much honour oh a young Florentine
called Claudio. . . ; He hath borne himself beyond the
promise of his age, doing, in the figure of a lamb, the
feats of a lion. vHe hath indeed better bett'red expectaw
tion than you must expect of me to tell you how" (I, i, 9=
113 13-17). Since we afe invited to accept him as a oyme
pathetic character, indulgence (and perhaps a liftle pity)
would be more fitting than censure when he asks Don Pedro
to help him woo Hero. He is young and inexperienced, and
though he hetters expectation in the field it is not sur-
prising that he acts the inexperienced youth in his love.

This is our first indication that he lacks mature
ity, and his susceptibility to Don John's slander of Don
Pedro confirme this view., According to the Cambridge edi-
tors, "it will be noticed that Claudio's sudden jealousy
of Don Pedro is somewhat inadequetely motived., Indeed, the
nisteken idea that the Prince is in love with Hero, under
which Leonato, Antonio, Claudio, and Benedick all labour
for a time, seems to have little point."7 But if one com-

7Sir Arthur Quiller~Couch and John Dover Wilson,
Yuch Ado About Nothing (Cambridge: University Press,

P | o
9 e &=ie
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pares this deception with the one at Hero's window, it
seems that Don John's first abuse of Claudio's credulity
is intended to meke the second more probable. Ve should
not write off Clandio as a complete fool; others are misled
concerning Don Pedro's motives. But we are left feeling
that he is over-hasty. The suspicion is "somewhat inade-
quately motived" to create that impression.

There is nothing incredible sbout the trick at
Hero's window, once we see Cleudio's lack of maturity end
wisdom, We dare not be too harsh with him, since Don
Pedro (whom Leonato shows respect and friendship) is cone
vinced of Hero's guilt. Thue far Claudio is no scoundrel,
and his behavior is self-consistent and probable.

Shakespeare prepares for the repudiation of Here
80 that the scene in the church seems 0 follow naturally
from what has gone before., In fact, the motivation for
this scene is so ample that we are not likely to be made
conscious of the fact that it is a drametization of a
rather unlikely-sounding tale from Bandello. In liuch Ado
the repudiation ie neither incredible nor offensive; howe
ever painful the misunderstending, because Claudio bhelieves
that Hero has actually wronged him, And we need not impute
entirely to hurt pride his decision to shame her publiclyyp
the standards of his age and Shakespeare's Justified pube

lic shame a8 the just due of a "rotten orange”. Claudio
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has the sanction of his society in the play, represented
by Don Pedro's assent and by the fact that there is never
any objection to the manner of the repudiation from
Leonato, who is content to "let her dis® (Iv; i, 156) when
he thinks Hero guilty. Had Claudio consciously maligned
her; he would be repulsive, but the circumstances of the
play make him as much an object of pity as Hero, His bee-
havior in the first four acts, then, does not make him a
knave, and his actions have appropriate motivation.a

But although Shakespeare has prepared us to accept
Claudio's actions thus far as consistent with the character
of an honorable, if lmmature, young man, he has not pre=
pared us for his willingness to marry, sight unseen, at
L.eonato's discretion. For the sake of a quick happy ending
probability is ignored., The dramatist no doubt could have
sustained it; what is important is that he did not, He
does, indeed, attribute Claudio's docility to conirition
for the unwitting abuse of Hero:

{Leon. My brother hath & daughter,
Almost the copy of my child thet's dead,
And she alone is heir to both of us,

Give her the right you should have giv'm her cousin,
And so dies my revenge.

BCIaudio is not consciously dishonorable in his
response to Benedick's challenge. Both Don Pedro and he,
heving a clear conscience, know of no reason to expect a
challenge, and their surprise is understendable when they
slowly realize thet Benedick is in esarnest,



45

Claud, 0 noble sir,
Your over-kindness doth wring tears from me}
I do embrace your offery end dispose
From henceforth of poor Claudio.

(v, i, 298-305)

But the éituation is nonetheless incredible,

A drama composed entirely of such unbelisvable
incidents ﬁight possibly appeal to the deeper emotions,
We object to the improbebility of this conclusion less
because of ite intrinsic nature than because of its rela-
tion to what has already passed, IMuch of the sympathy
which we have felt for Claudio and Hero is lost in the
shock of the sudden disappearance of drematic conviction,

Having analysed the obstacle to emotional msponse
in luch Ado, we have yet to note what is the appeal of the
serious plot. Beatrice and Benedick occupy the larger part
of the action; we are not as affected by the misunderstand-
ing between Claudio and Hero as we would be if there were
no diversion from the serious themes. But we do feel pity
and fear on their account in the repudiation scene, which
is doubly painful because Claudio acts in good conscience.

Like the catastrophes of Romeo and Juliet and Othello,the

whole thing i® a terrible misteke. What reYudance we may
feel sbout sympathizing with them is just e result of the
fact that we are not as well acquainted with them as with
Beatrice and Benedick. The improbability of the play

interferes more with our feelings of congratulation and
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delight, which should replace pity and fear when the recon=-
ciliation comes. But at that point our sensibilities are
numbed to the emotions of the characters on stage, because
Shakespeare suddenly treats them as puppets rather than as
buman beings.

The effect of the serious elements in Nuch Ado is
not confined to the plot of the rapudiation; for there is
mutuel interplay of the pathetic with the ridiculous end
the romantic. The Watch's misunderstending of Borachio's
conversation with Conrade is & comic counterpart of
Clavdio's misinterpretation of the play-acting at Hero's
window; end it may be intended to induce the spectator to
think of Cleaudio's misteking ag something to which all man-
kind is prone; not something in which he is alone faulty.
And the deception of Beatrice and Benedick Concerning each
other is exactly the opposite of the deception of Claudio
conecerning Hero. In lMuch Ado, more than in The Merchant

ef Venice, Shakespeare uses the serious plot to enxrich the
gffect of the romantic part of the play. For the repudia-
tion of Hero is crueial to the relation between Beatrice
and Benedick. DBeatrice desires revenge ageinst Claudio,
and Benedick is to be her instrument,

Her cast of the die is not & light one, for she truly loves
Benedick, To Shakespeare and 10 his Ilizabethan audience
her '¥Kill Claudio' was probably a far more dangerous, more

fatal, cast than in our day we readily understand; the
obligation of a2 lover to his mistress being, in comparison
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with any convention of our own times, so far weeker than
that of a maa to his frienmd, This has to be 21lowed for
if we wo understand Beatricel's strength-~-and Benedickt's
devotion.
The crisis in the affairs of Claudio and Hero bringse the
other courtshlp to a point of decision. Thus the serious
plot exerts influence beyond its actusl space in the play.
If Shakespeare intended %o arouse deep feelings of

sympathy in the observer of All's VWell That Ends Well, he

defeated that purpose in his choice of plot material, It
is tempting to conjecture that; having succeeded in making
plauvsible such improbable episodes as the deception at
Hero's window &nd the repudiation scene in Juch Ado, the
dramatist felt he could handle "the harde condition, of
two thinges impossible" (as William Painter calls it in
his version of the etorylo) represented in Bertram's
demands of Helena=--in @ play with sympathetic characiers
and & strong emotional appeal, But the spectator cannot
contemplate Bertram's conditions with enjoyment or satis-
faction, if he is expected to think of the charscters as
representing human beings in the world as we know it. The

appeal of the plot is intellectunl; we marvel at the

gQuiller-Couoh and Wilson, Much AdOo, De XV.

10ppe thirty-eighth novel of Painter's Palace of Pless—
ure may be Shakespeare's source. See G. XK. Hun%er, ed,, ALL'S
WeTll That Ends Well (rNew] Arden Edition, 3rd ed., Londons
Wethuen, [ 19591); pe Xxxv. The gquotation is from Hunter's
reproduction 6f the novel, All's Well, p. 148,
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conditions and are entertained by Helens's ingenuity in
contriving to fulfil them, But if we venture to associate
the plot with ectual life; the gpeciacle becomes intoler-
able, and we can $oel nothing but loathing for Bertram for
laying down such terms, and nothing but disgust for Helena
because she is willing to meet them. As 2 romantic tale
the situation is diverting; but B serious drame it is
extremely distasteful.

We need not charge Shakespeare with a foult in this
play if we are willing to conclude that the play is merely
a dramatic counterpart of Painter's romentic narrative,
intended only as light entertainment without any serious
relevance to actual life. It may be & mistake to look for
anﬁthing more. The plays of Chapler II contain grave events
employed solely for the sake of the ridiculous; perhaps
All's Well is en exploitation of grave evenis solely for
the pake of the marvelous. Whalever one's view, howaver,
the play does not seem, on any reading, to invite the kind
of emotional response which we feel towards the characters

of The Merchant of Venice and luch Ado About Nothing.

Exeept for All's Well, leasure for lMeasure is the

earliest of Shakespeare's comedies in which the serious
action stends virtually alone. The comic episcodes all con=
tribute to the main plot-~the trial of Angelo's wvirtue,

Thna VMoaanrs Ffar VMeasonme 90 ot a svasdt om
iy ol SRS SEL N LN S dy W it HIL TR RT (s W e BT S W . eV 2.,
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pleys as The Taming of the Shrew and The HNerry Wives of

Windsor, in which the ridiculous is everything. Here the
grave situation s everything; the bulk of the play, like
the bond plot in The Merchant of Venice, appeals to the

deeper emotions and the profounder depths of the intellect.
We feel pity end fear when we see Angelo's temptetion,
Isabella's dilemma, Cleudio's fear of death, and Veriana's
unhappiness in love., And all of these situations poriray
various paradoxical qualities of human life.

Shakespesare's treatment of hies characters, however,
ie like that in JMuch Ade. IHe adopte a sympathetic approach
during four acts of the play, with cere {o establish life-
like motivation for each action (except those of the Duke,
who will be discussed further), and then disposes of the
- characters and resolves the complicaetions of plot by
felling bvack on conventional comic devices. As our feel-
ings of congratulation and delight in The lerchent 8f
Venice spring partly from satisfaction at seeing the char-
acters ennobled by suffering, so the various distrssses

which the characters of leasure for lieasure endure are

such that we may expect them to be ennobled also~-and so
they arey, insofer as Shakespeare reveals their thoughts
and feelings after the crigis has passed, 3But it is=s +this
congideration which mekes the scamped ending disappointing,

2

end this is why our feelings of joy ere stifled,
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The trial of Angelo's virtue is developed through
three central actions: his judgment of Claudio, his abuse
of Isabella, and his lack of good faith to Merieana. But
only one of these three is clearly resolved in the denoue-
ments We know that Angelo repents of his abuse of Isabella
in forecing her (as he thought) to yield her virginity and
then breaking his promise to reprieve Claudio:

I am sorry that such sorrow I procure;

And so deep sticks it in my penitent heart

That I crave death more willingly than mercy.
tTis my deserving, and I do entreat it.

(v, i, 479-482)
But although this speech (Angelo's last in the play) satise
fies us on one point, it is a cause for dissetisfaction on
egnother. One of the deputy's chief wealknesses seens to
have been that he was unable to undergtand and appreciate
merey. A certein naiveness of mind can cause a man to shun
the complexity of real life and take refuge in simple ab-
stract conceptions, It is easier to desl with the absolute
extremes of good and evil, for instance; then the indefie
nite area between, Justice deals with these extrencge
complete guilt or innocence--but not with any compound of
the two. The judge in the court, however, has about as
much chance of finding the absolute extremes of good and
evil in the person he examines, as a physicist has of find=
ing a clopred systen outside the leboratery; nelther situa-

tion is iwmpossible, but both are exceedingly rare. And
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both are sttractive ideas because they are simple. Butb
mercy, & complex conception, is necessary to make Justice
(as embodied in the simple abstractions of written law)
relevant to actual conditions of life. Since mercy deals
in paradoxes, Angelo finds the idea of Justice less Aiffi-
cult and more attractive. His antipathy to the idea of
mercy is apparent when Escalus pleads for Claudio's life:

Let but your honour know,

Whon I believe t0 be most strait in virtue,

That, in the working of your own affeciions,

Hed time coher'd with place or place with wishing,
Or that the resoclute acting of your blood

Could have attain'd the effect of your own purpose,
Whether you had not sometime in your life

Err'd in this point which now you censure him,

And pull'd the law upon you.

(11, i, 8-16)
The beginning of Angelo's answer suggests that he is think-
ing only in terms of the extremes of good and evil:

'Tis one thing to be tempted, Escalus,
Another thing to fall.

(11, 41, 17-18)
This observation seems to imply: "Justice acquite the man
who avoids sin, and condemns the man who succumbs to it
Angelo continues with an elaboration of the thought of his
first sentence:

I not deny,
The jury, passing on the prisoner's life,
May in the sworn twelve have a thief or two
Guiltier than him they try. What's open made to
Justice,
That Justice seizes, What knows the laws
That thieves do pass on thieves? 'Tis very preg=-
nant,
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The jewel that we find, we stoop and take't
Because we see it; but what we do not sece
We tread upon, and never think of it.

(11, i, 18=26)

If Angelo's talk of guilty Jurymen seems intended to clarify
gome other idea; the explanation is simple: Escalus is
asking for mercy, which in this situation means treating
- Cleaudio as though he had not transgressed. Angelo
replies, in effect, that only secret transgressors are
treated as though innocent, He means that Clauvdio could
have gone free only if he had not been discovered, but
this is as nmuch as to say that there is no such thing as
an occasion for mercy; the Just judge punishes every fault
in sight--as Angelo observes in so many words: "Vhat's
open made to justice, / That Justice seizes." In the last
lines of his speech Angelo comes round to an answer of
Escalus' argument:

You may not so extenuate his offence

For I have had such faults; but rather tell me,

When I, that censure him, do so offend

Let mine own Jjudgement pattern out my éeath
And nothing come in partial. Sir, he must die.

(11, i, 27-31)
But this is just one more categorical repudietion of mercy.
Since Angelo's last speech in thg play is almost a para=-
phrese of this rejoinder to Escelus, we must conclude that
his experience with guilt and imminent death has taught

him nothing about mercy. He seems no more fit a judge
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than in the beginning,t

This source of dissetisfaction with our last view
of Angelo is accompanied by uncertainty es to his regard
for Veriana. Beyond admitting the beirothal, he says no-
thing to indicate that he sccepts lariana as his love.
Twice the Duke commands him ‘o love her, (V, i, 502, 532)
but he makes no reply. For all the assurance given us,
Mariana may be no better off than Helena wes on her mare
riage to Bertram. The resolution of the cenitral charace
ter's circumstances is thus at best very incomplete,

Other important matters fare no better. Claudio is
mate ih the last scene; though much was made of his fear of
death, the text tells us nothing about his finsl state of
mind, UNor is he explicitly reconciled with Isabella, who
last parted from him full of indignant wrath. No one but
the Duke and Tuecio spesks after the unmuffling of Claudio,
Not only does Isabella say nothing to Claudio, but she

makes no response to the Duke's proposal of marriage.

llAngelo's solilogquy in Aect II, Scene il may momene
terily give the impression that his at%itude has changed:

0y let her brother livel
Thieves for their robbery have authority
When judges steal themselves.

(1T, ii, 175-177)

But this passage must be interpreted only as an ironie
comment on his own weakness, in the light of what he says

ek Flhhm and af s Tewr
o e T Ua wide padye
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The grave events of lleasure for lMeasure evoke pity

and fear; since they ere resolved happily, congratulation
and delight may reasonably be expected to follow. And
there is some satisfaction in knowing that Angelo is re-
pentant. Shakespeare also provides motivation for Isa-
bella's forgiveness of Angelo and her intercession for his
life; even Barnerdine is disposed of with all the ado be-
fitting his place in the play. But most of the intellec=
tual and emotional problems, which the bulk of the play
has led us to accept as its essence, are unresolved. The
effect of making Angelo abuse the proper functions of
jﬁstice and mercy without eventually representing'him as
coming to a better understanding of human law, the effect
of introducing a quarrel between Isabelle and Claudio in
which both are partly to blame without bringing them to a
rebonciliation, and the effect of developing at length the
estrangement of Angelo and lVariana without giving any final
assurance thet Angelo will be an acceptable husband, do
not encourage feelings of congratulation and delight.

One can hardly maintein that Shakespeare did not

intend to evoke Jjoy in the last scene of leasure for lieas-—

ure, that he aimed at an effect like that of the end of
Troilus and Cressida. There are too many of the conven-
tional trappings of the happy ending for that: the mar-

riages of the Duke and Isabella, Claudic and Juliet, Angelo
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and Mariana, and even Lucio and his punks the restorabtion
of Clavdio from the dead, as it seemsj the unraveling of
the plot (though only in the bare essentials of fact)., Ve
might conclude, then; that the difficulty with the ending
is due to the same ceuse which we noted in lNMuch Adg~-the
characters being treated seriously during the bulk of the
play, but much more casuslly in the conclusion.

But the true explanation may not be as simple as
that, nor as vncomplimenitery to Shakespeare., For there is
no improbebility in the final situation gs it is actually
presented o us. Surely 1t is nothing present in what
ocecurs that mekes the ending unsatisfactorys the trouble
is that the absence of adequate exposition of the seversl
chaeracters! states of mind leaves us with too many uncer-
tainties, There is nothing improbable about the match
between the Duke and Isabella, for example; except ite
abruptness.

To this abruptness may be traced our difficulties
with the disposition of the other main characters and
themes. Curiously, all the impressions of abruptness erise
from the last £ifty lines of the play, not from the last
scene as & whole. Up to the unmuffling of Claudio, events
are unfolded with deliberation; the sending for Claudio in
prison is an example of action in the last scene which

proceeds at the comparstively leisurely pace of the first



56

four acts (V, i, 461-4T4s "7 have bethought me of another
fault + « .")s Until the vevelation of Claudio's safety,
Shakespeare secems t0o be tyingup the loose ends of the plot
with methodical care: Mariang is married to Angelos Isabelle
forgives him and intercedes for himj Angelo repentss the
Duke turns Barnardine over t¢ the pguidance of the Friar,
After Clandio is revealed, however, the action is suddenly
hurried breathlessly to an ond by the Duke, who has the
rest of the play to himself, except for three speeches by
Lucioe Lven these fifty lines might have been enough 1o
resolve the details of plot and theme, but over hall of
these (V, 1, 504=530) are devoted to Lucio. Everything
else is compressed t0 a point verging on the ridiculouss

She, Claudio, that you wrong'd, look you restore,
Joy to you, larienal Love her, Angelo!

I have confess'd her and I know her virtue,
Thanks, good friend Escalus, for thy much goodnesss
There's more behind that is more gratulate,
Thanks, Frovost, for thy care and secrecys

We shail employ thee in a worthier place,
Forgive him, Angelo, that brought you home

The head of Ragozine for Claudio's;

The offence pardons itself, Dear Isabel,

I have a motion much imports your goods

Whereto if you'll a willing ear incline,

Whet's mine is yours and whet 1s yours is mine,

(Vy i, 531=543)

In the light of such evidence as this, the theory advanced

12

by the Cembridge editors,”~ that lVeasure for lMeasure has

1281r Arthur Quiller-Couch and John Dover Wilson,
eds., Megsure for Veesure (Cambfidse: University Press,
1950), DPe XEXXViex1ij O7=11l3.
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been abridged and expanded again, is tantelizing.

But the causes lying behind the recelved text are
not the concern here; what is important to this etudy is
the gffect of the play. Whatever the reason, the conclu=
sion is 80 hesty that the spectator has difficulty to
maintain the sympathy with the cheracters which is necessary
if congratulation and delight are to follow pity and fear.
We Ao Neilson and C. Je Hill remerk: "From his earliest
days as a writer of comedy [Shakespeare] was careless of
probability in order thait Jjoy might reign and wedding bells
might ring."lB This observabion might seem to have appli-

cation to the lest scene of leasure for lVeasure. But the

wedding bells and apparent felicity follow from what goes
before. 'The trouble is that the text gives too litile cone
crete assurance that everyone is happye. Were this play a
farce or a romance, we would be less involved in the chare
acters' emotions and problems, and the sort of hurried
ending common in Shakespeare's comedies would disturb us
lesss But few of the comedies demand such intense emo=

tional and intellectusl involvement ag leasgure for lMeasure,

and one can scarcely avoid being disappointed by the sbrupt
digposition of situations and characters.

The hindrance to deep emotion in Heasure for leage

3. - $ RN e s s e -
“~Neilson end 11ill, The Complete Plays, pe 426,
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ure is rather like that in Much Ado, with respeet to their

endings. But there ig enother aspect of llegsure for lieasure

which prevents the spectator from feeling the full impact
of the serious events. All of the characters except one
are given motivetion sufficiently lifelike that we can cone
ceive of them as being real persons, They are, of course,
‘only imaginative coustructions of Shakespeare's mind, but
they heve enouvgh similarity to human beings that we can
imegine such people actually existing. The Duke's actions,
however; lack this consistently lifelike motivation. It is
nearly impossible to imagine meeting such a person. The
root of the difficulty is much like that with Bexrtram. One
cannot find adeguate motivation, say, for the Duke's with=-
holding from Isabella ‘the news that Claudio is sefe, for
such a thing would be thought almost incredible if i% hap=
pened in real life, Also; it is hard o satisfy oneself
concerning the Duke's reassons for disgulising himself as a
friar 4o spy on Angelo. And one may ve disturbed by the
feeling that the Duke's end in his illegivimate practice
of a friaer'e holy duties--not only in counselling Claudio,
Barnardine, and Juliet; but in confessing Variang--does
not Jjustify his means. And the contingencies of the plot
require of him a multitude of other falsehoods, including
the bed=trick. We may Jjustify him by saying that he

represents the Angelo alludes (V,



iy 374)e Or one may prefer to relieve the plot of the
necessity of probabllity by plecing it in the same cetegory

es the plet of All's VWell. But neither of these invorpre=

tations allow us o eympethize with the Duke as if he
representod & real person. The same situation obtalns,
however; if we neglect to justify the Duke's actions, for
then he seens repuleive. It seens that his part of the
plot, regardless of onels interpretation, is such an improb-
able possibility that we sre prevented fronm feeling pity
and fear, congratulation and delight, as the rest of the
plot invites us to do.

It is generally wise to give Shakespeare g foirly
generous benefit of whatever doubt there may be concerning
his artisitry. Ferhaps he had the elemente of his early
serious comediles better in hand then this interpretation
of them implies. It may be that we should accept them snd
try to understand them, as they ere. But the effect of
grave evenits in the lest fowr comedies soens a grealt desl

more pleasing, a® I shall try to show in Chapter V.
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THE LATER SERIOUS COMEDIES

Although each of Shekespeare's four last comedies
ngnifests the pattern of misforitune and good fortune which
we noted in Chapter I, these plays do not seem stereotyped
because the dramatist elaborates four different dramatic

gtructures on the same pattern. In this chapter we shall

examine Pericles, Cymbeline, The Winter's Tale, and The
Tem est; with the 6baeot of analysing Shakespears's use of
serious incideats in his madturest comedies.

in ell of these plays the main action is serious;
and the emotions of deep grief end joy are allowed free
course. We experience pity and fear much as we do when
observing a tragedy. But 1t would be misleading to call
these dramas “tragi-comedies". I raise this point not
because I have an alternative tag o suggest, but because
this one soems ingppropriate for Shakespeare's last
comedies, Frior to the moment of a tragic catastrophe, no
dramatic situation can properly be called "tragic" in the
technical sense merely because it secems to be tending in
that direction. We never know until the catastirophe occurs
that it may not be averted. If no plays like Shakespeare's
serious comedies existed, this illusion of the inevitability

60
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of tragedy might be harmless. Butbt it can destroy one's
appreciation of & serious comedy, if it encourages the
kind of view expressed by Charles Gildon concerning luch

Ado About Nothingz

This play we muest call a Comedy, tho' some of the inci-
dents and discourses are more in a tregic strain; and that
of the accusation of Hero is too shocking for either Trage
edy or Comedys; nor cou'd it have come off in nature, iflye
regard the country, without the death of more than Hero:
The labeling of certain "incidents and discourses" as
being "in a tragic strain", where there is no tragic
catastrophe, must be based on the assumption that tragedy
is inevitable in certain sgituations--or at esny rate "fit-
ting". This assumpition, which Gildon makes no attempt to
Justify, is the foundation of his criticism of Much Ado on
this point. Swinburne differs with Gildon about the play,
but he seems to agree that in some situations tragedy must
be the outcome, for he observes of Nuch Ado: "A tragic end
would here have been as painfully and grossly out of place

as is any but & tragic end to the action of Veasure for
2

easure."” Since Pericles, Cymbeline, and The Winter's

Tale are as liable to such criticism as the two plays just
mentioned; we must ask ourselves whether all of these

plays are marred because Shakespeare tacked happy endings

et

tuch Ado About Nothing (New Variorum), pe 347.
Much Ado About Nothing (New Variorum), p. 354.
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to situations which by rights are tragic, or whether it is
a mistake to insist that any series of events must end
tragically. Doubtless few people are disturbed by the
effect of these plays in the theatrejy yet some uncerteine
ties and reservations may remain as long as we feel that
tragedy necessarily follows in some situations.

The outcome of & drama proceeds from two kinds of
cause: the volition of the protagonist, and eircumstances
outside his control, including the veolition of other char—
acters. Rarely does one of these causes by itself account
for the whole result, but The Comedy of Lrrors, in which
external circumstances contrel everything, éemonetaates
thet the protagonist's actions and words must have crucial
gignificance in the result if we are to sense any gsreat
human interest in a play.3 In most plays there is a point
of erisis when the protagonist determines his fate by his
own actions, whether he reslizes it or not--g point after
which he becomes powerless to reverse the course of eventis
which he has begun., Once the initiative has passed from
his hands, the outcome may seem inevitable. And so it
would be; if his actions were the only factor influencing
the issue. But external circumstances may alter things,

either for the better or for the worse, at sny time, A

35ee Ppe 13<16 above.
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comparison of The Winter's Tale and (Othello provides an

apt illustration of the role of externsl evenits. When
Mamilliue and Hermione have been reported dead, Leontes'
position is much like Othello's when Desdembna has been
murdered, Both characters have acted in euch a way as to
make further action futile, if not impossible. Lvery
appearance indicetes that the two situations are identical
--gnd they are identical with respect to the protagonist's
opportunity for initiative. But although Othello is
nearly over at this point; The Winter's Tale is only helf

done. Ixternal circumgtanceé, having previously combined
with Leontes' actions to create trouble, now provide a way
of escape from tragedy: Hermione is alive, Perdite pre-
served, and Florizel will eventually assume the vacant
place of Mamilliue and reconcile the kings. The supposed
Justice of Nemesis notwithstanding, we can scarcely deny
Shakespeare the right to introduce events which exempt the
protagonist (especially if he is fundamentally noble) from
even a part of the suffering which may somehow be thought
his due. Indeed; the events of Othello cause one %o wish
heartily that some circumstance would reveel the truth

before it is ‘oo late. Surely, then, we should not object

when ecircumstances do intervene in leasure for leasure (in
the person of the Duke), in Pericles, in Cymbeline, and in
The Winter's Tale.
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Pericles inspires a different sort of sympathy
from that which we feel for some of Shakespeare's comic
protegonists, and the main resson is that he is above
reproach, He is not Jealous like Posthumus and Lieontes,
nor intolerant like Antonlo, nor credulous like Clauwdio
in luch Ado, nor morally neive like Angelo. F. D. Hoeni-
ger concludes, because he "is drawn without moral weakness
--at any rate up to Act IVe-and without even any ambi-
valent passion", thet "that is partly why he does not
gtrike us as especially interesting".4 Hoeniger also
notes another fact about the play which might make it seem
t0o lack the human interest so necessary if the spectator's
sympathies are to be arocused:

While the leading cheracters of Shakespeare's comedies and
tragedies are drawn as preponderantly active figures, as
men and women who make decisions or show fateful indeci=
sion, thus contributing to a chain of evenis which eventu-
ally leads to their happiness or ruin, in Pericles the
events usually happen to the protagonists. . « . LPericles]
is revealed mainly as the plaything of Fortune and the
gods, He does not create his fortune in any important 5
genses: he endures Fortune's blows and accepts her gifis.
Is this play similar to The Comedy of Errors in lacking
the element of human initiative which makes drametic

events seem relevant to actual life? I think that we may

4F. D. Hoeniger, ed., Pericles (rNew]Arden Edition,
London: Methuen% Cambridge, lossachusetts: Harvard Univer-
sity Press, (1963]), p. lxxxi,

5Hoeniger, Pericles, p. lxxx.
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answer "no", because Pericles is quite differemnt from The
Comedy of krrors. When the characters of the earlier
comedy are buffeted by Fortume, they meke all kinds of
fruitless endeavors to help themselves: Antipholus of
Syrecuse, driven by loneliness, spends futile years in
gearch of his twing Acgeon seeks through Ephesus for his
ransom without success; the characters' efforts to unten=
'gle the firet complications of mistsken identity only
cause greater difficulties. And everything turne out
right in the end, entirely independent of their exertions.
In Periclea; on the other hand; the characters submit
patiently to misfortune=~Pericles to the loee of his fame
ily; Marina to her oppression in Tarsus and Mitylene, and
Thaise to her separetion from husband and deughter. They
are tempted to give in to pessions such as fear and anger
~-g kind of ection which is reslly passivity, as the word
“passion® implies, In such & situation virtuous action
consists in doing nothing. (When one considers how essen=-
tially undramatic this episcde is, it becomes evident that
Shakespeare menaged a hazardous experiment very well,)
What sustaing Pericles and his femily in their petience is
faith in divine justice, and their eventual happiness is
the due reward of their faith. Unlike the characters in
The Comedy of Errors, their decisions are crucial to the

csutcome, If any of the three had submitted tc some vic=
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lent passion, such as despeir, they might have interfered
(by suicide, if in no other way) with the chein of events
which eventually reunited them, Their sctive piety makes
a heppy ending poseible, whereas nothing the people in The
Comedy of Frrors do is consciously intended to effect the
denouvement which actually occurs,

Drametic interest in Pericles is meinteined by the
concern which events arouse in the spectator as to what
Pericles' reaction will he, as one tribulation follows
another. At times he expresses his complete acquiescence
in the workings of divine power:

Let it suffice the gresatness of your powers

To have bereft a prince of all his fortuness

And having thrown him from your watery grave,
Here to have death in peace is all he'll crave,

(II, i, 8-11)
We cannot but obey
The powers above us. Could I rage and roaxr

Ag doth the sea she lies in, yet the end
Must be as 'iis,

(111, iii, 9-12)
When all but life has been lost, his three months' silence
is a kind of grim submission to fete--as long as he says
nothing, he has not succumbed to the tempitation to "curse

6

Godsand die".  He does temporarily lose patience when he

discovers the loss of lMarins; according to the stage

6J0b 2390
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direction following Act IV, Scene iv, line 22, "Cleon

ghows Pericles the tonb; whereat Pericles meskes lamenioe

tion, puts on sackcloth, and in a nighty passion departs”.

But he never becomes violent in paessiony he stops short of
sulcide and blaspheny,

The source of interest in Pericleg is emotionsl,
but it is philosophic too. DBecause Pericles is virtuous,
we cannot trace through his tribulations the developnment
of his character from bad to good, But his undeserved
suffering gives the spectator cause Ho ponder on the
inequalities of fortune., And we feel particularly deep
pity end fesar because undeserved suffering seems more awe=
some end nmysteriocus than that which we bring on cursselves.
When patience is at last rewarded; we feel a peculisr kind
of congratulation and delight which, like our former grief,
is heightened by the element of divine intervention ine
volved, If misfortune tests our faith in Providence, good
fortune vindicates it.

The reunion of Pericles and lMarine has an uausu=
ally memorable emotional impact. Hoeniger notes a produc—
tion of the play %“at Stratford in 1958 with Richard Johne-
son ag Pericles and Geraldine lciwan as lMarine, who 'made
the recognition as poignantly beautiful as the Legr=

Cordelia scene'".7 Their happiness affects us the more

o

7Hoeniger, Pericles, p. lxix.
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because of thelr former niseries; had they never been
soparated, their jJjoy and ours in this sceme could not be
80 deeply feli. Shekespeareo's serious comedies explore
an important area of human emotions which tragedy and
comedy, as Aristotle lknew them, leave wuntouched., The
pleasure we feel at seeing & man triumph over adversity
has no place in either tragedy or light comedy. But we
do feel this pleasure in Shakegpeare's serious comedies,
which inspire us first with pity end fesr, end then with
congratulation and delight. Only after suffering could
a man experience the kind of joy described by Pericles
when has found both Thaisae and lNarinas:
o more; you godsl Your present kindness
Vakes my past miseries sports. You shell do well

That on the touching of her lips I nay
HMelt and no more be geen,

(v, 4iii, 40-~43)

Pericles might well be called a problem play,
gince it poritrays the suffering of & virtuous man. Hoeni-
ger traces through Pericles' sufferings his various moods
8 drawing
attention to the affinity between this play and the Book

of brevado, guerulousness, and grim regignation,

of Job. Here the problem of evil is resolved in the
reunion of husband, wife, and deughter. FProvidence vige

ited them with afflictions, to be sure, but the finding

o
“Hoeniger, Pericles, ppe 1xxxii=lxxxvi.
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of Thaisa oceurs only throvgh the direct intervention of
Disna, who gives Pericles instructions in e dream which
direct him to Ephesus (V; i, 241-250), In this part of
the denouvement the text makes clear that good fortune has
succeeded bad throuvgh the ministrations of the gods. But
the reconciliation with Marina; elso, is due in part to
divine intervention, Although thie circumstance is not
as obvious from the text as the vision of Diana, the
representation on stage of a few lines of Marina's must
méke the point clear:

| ILAside.] I will desisti

But there is something glows upon my cheek,
And whispers in mine ear, "Go not till he speak."

(Vy i, 95-97)
Thus both recognition scenes are direct endorsements of
the Justice of Providence to man.
Becouse Pericles!'! sufferings ave undeserved; the
pley appesls both to the emotions and to the intellect.

Aes in Measure for leasure, grave events are handled so as

0 elicit a complex combination of thoughts and feelings
from the spectator--with this difference, that in Pericles
the denouement; despite certain unlifelike qualities,
disposes more satisfactorily of the central emotionel and
intellectunl complication, =0 that there is nc hindrance

from that quarter to feelings of deep grief and Joy.
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Pericles and Cymbeline have less of the ridiculous
aspect of human nature than any of Shakespeare's other

comedies, Iven The Winter's Tale has three characters who

are the butt of laughter: the Shepherd, the Clown, and
Autolycus; and so has The Tempest: Caliban, Trinculo, and

Stephano., But we are not asked to laugh at anything in
Pericles except the inversion of moral standards in the
brothel of lNytilene:

Bawd. How now! what's the matter?

Boult. Worse and worse, mistress; she has here spoken
holy words to the Lord Lysimachus.

Bawd., O abominable}

Boult. She makes our profession as it were to stink
afore the face of the gods,

Bawd. Marry, hang her up for ever!

Boult. The nobleman would heve dealt with her like a
nobleman, end she sent him away as cold as a snowballj
saying his prayers 100.

Bawd, Boult, teke her away; use her at thy pleasure,
Crch the glass of her virginity, end make the rest malle-
able.

Boult. An if she were a thornier piece of ground than
shé 18, she shall be ploughed,

Mar. Hark, hark, you gods}

Bawd. She conjures; away with hert

(1v, vi, 140-156)
And the only humorous incidents in Cymbeline are the
exchanges between Cloten and the two Lords,g and a few
other events involving Cloten. But the earnestness of
Pericles surely contributes a good deal to the warmth of

Act V§ the deepest kind of joy is not funny., ©So also in

~e
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dcymbeline, I, i1, 1-43
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ngbelinez because the situation is serious almost through-
out, we are in a mood to be receptive to the profound
emotions involved in the play.

Cymbeline illustrates aptly the difference between
pity and fear as ovoked by tragedy, snd pity and fear as
svoked by a serlous comedy. The latter may be identical to
the former--as far as it goes; we feol pity and fesr when
Posthumma is treacheronsly led to seek Imogen's death,
much &8 we do when Othello is deceived by Isogzoe Bub the
pity ond fear inspired by the cotestrophe of Othello has
no place in Cymbeline because Imogen is spared, The threat
of disaster, not disastor itsalf; is the souvee of pity
and fear in a serious comody.

Pity and fear in Cymbeline are somewhat different
from pity and fear in Perioles; where we saw & virbtuous
man in distress through no fault of his, Interesting as
such a situation is because i1t involves the problem of
avil; it has less possibilities for the developuent of
complex emovions in the audience ithan has the gslituation
of ngbeline; where noble characters such as Fosthumas

10

and Cymbeline suffer for their own shortcomings. in

faet, this play epitomizes more precisely than any other

lelmogan, of course, suffers uadeservingly; in
thia she resembles both Per{clea and innocent victims of
tragedy such as Duncan, Lady Mecdulf, Cordelia, Desdemona.



e

of Shakespoare's comedies the theoretleal serious comedy
11
that 1 described in Chapter 1,

Cywbeline ig pertly to blame Zor his troubles, but
he is victimized by the Queen's duplicity, end we cennoct
but pity him when everything secems o have goene wrong at
once

Heavens,

How deeply you at once do touch mel Imogen,

The great part of my comfort, gone; my queen

Upon a desperate bed! end in & time

When fearful wars point at mei her son gone,

t

8¢ needful for this present: gtrikes me, past
The hope of comforts .

(Iv, i1, 3~9)

And the revelation of the Queen's true nature is still in
gtore-—her hatred of the King, her murderous intent
ageinat him end his daughter; hey impenitence in death
(Vy vy 37=61), Posthumus, for his part, ie first torn
from his wife, then couvinced of her infidelitys Suppose
ing her dead &t his command, he repeunts and vaiuly secks
death in batitle,

But Imngen; who suffers innocently, scoems to suf-
for wmost, Wanen we first meet her; she is already enduring

sobuge Lfrom the Quoens

a—y

llFull emotional response is hindered in comedies

of the preceding chapvers, aad the other plays discussed in
this chapter are differen% from Cymbeline: Pericles is
virtuous; the spectator es well as those on stage believe
Hermione deads the action of The Tempest portrays only the
second half of the pattern~-bud fortune changing o goode.
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{FIctc) e You know the peril.
1 etch a turn ebout the gerden, pitying
The pangs of barr*d affections, though tThe Xing
Hath charg'd you should not speak together.

[Exit.
Imo. | T
Dissenmbling courtesy! How fine this tyrent
Can tickle where she wounds}

(s 1, 60=85)
Waen Cymbeline discovers the couple together, his wrath
verges on the inftent to kill:

gzg. Avey with her,
And pen her up. ,

Quoen. Beneech your pationce. Pewace,
Deaxr lady daughter, peacel Sweet sovereign,
Leave us to curselves; and meke yourself some

confort
Out of your best advice. '

C Nay, let her lanﬁulsh
A *op of blood & day; end, being eged,

Die of this folly}

(I, i, 152-158)
From the beginning of the play Imogen is abused on many
gides, as she herself observes:
A father cruel, and & step-dame falsej
A foollsh guitor Ho e wedded lady
That hath her husband banish'dj--0, that husband}

liy supreme crown of griefl and those repeaied
Vexations of it}

| (I, vi, 1=5)
Her grief, howsver, has just begun. Despite her snemies!
power she can at firet console herself in her husband's
love and in Pisenio's faithful duty. 3But in Act III,
Scene iv she finds herself envirely friendless. Pisanio
reveals her husband's jealousy and plot to have her life,

and for a few moments she is persuasded that the servant,
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400, is her enemy, "bringing me here to kill me" (III, iv,
120), He gquickly reassures her of his good faith by
supplying her with a man's clothing and suggesting Lucius,
the Romen, as a refuge from her oppressors. Although she
is Yo be left alone, she does not succumb to despairs

This atitempt

I am soldier to, and will abide it with
A prince's courage.

(111, iv, 185-187)
Nevertheless her troubles are still not at an end. Though
determined, she expects to diej few characters in Shakee
speare undergo fear of death for such a length of time
from so many sources with such scant resources for protec-
tion as Imogen. When she encounters Belarius and his
"sons", she exclaims:

I see you're

Know, if you kill me for my feult, I should
Have died had I not made it.

(111, vi, 56-58)

Their kindness gives her but a short respite, for she
awakes from her drugged sleep convinced that Pisanic has
been treacherous after all, and she finds the headless
body of Cloten which she mistekes for her husband's, TI'rom
this time until the finel reunion of Cymbeline's family
gshe is not subjected to new distresses, since she is in
Tucius' protection. But she is an exceedingly pathetiec

figure., We feel pity and fear not just because of her
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pain, but because of dangers of which she has no knowledge
--the Queen's plot to poison her, and Cloten's base intenw
tion of exacting vengeance for her disdain.

Though we understand Imogen's danger more fully
than she, we also know that her situation is not as serious
as she supposes, The drug Pisanio had of the Queen is
a sedative, not a poisony Imogen's suspicion of Pisanio is
unfounded; as are her fears of Belarius and his "sons®; we
know that it is Cloten whom she discovers headless, not
Posthumus, These facts, in addition to the speed with
which adversity overtakes the characters in the first half
of the play, assure us that the outcome will be happy,
even though Imogen--and Cymbeline and Posthumus as welle-
reach the verge of despair.

There is hardly a tragedy of Shakespeare'sy. with
the possible exception of Lear, in which the characters
suffer more than these do. Indeed, this consideration
gives a color of Jjustification for the inclusion of the
play emong the tragedies in the First Folio. But Cym=
beline differs from all of Shakespeare's tragedies in this
importent respect: the sympathetic characters suwvive
their difficulties, rathor than being carried away to
death, and the end of the play, notwithstanding what has
gone before, brings renewed happiness to the principal

figures., The emphasis on human suffering evokes pity and
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fear of tremendous intensity, but the subsequeht happiness
which the charascters f£ind inspires the most exquisite con-
gratulation and delight. |

The role of grief as the precursor of Joy is dese
cribved in terms reminiscent of Duke Vincentio's expecta~

tion of "heavenly comforts of despair" (lMeasure for leas-

ure, IV, iii, 11l4), when Jupiter speaks in Posthumus®
visions

Whom best I love I cross; to make my gift,
The more delay'd, delighted.

(Vvy iv, 101-102)
It might be objected that happiness without suffering
could be preferable to happiness achieved through suffer—
inge. But the relation of grief and Joy is not treated as
naively in Cymbeline as it might seem from Jupiter's bald
statement of things. First; there is something to be said
for the idea that felicity cannot be fully appreciated
except by comparison with its opposite. Second, it is
clear from the course of the action that the happy ending
of the play was made possible by the grief which came
first. Had it not been for Cloten's designs against Post-
humus and Imogen (which caused his death at the hands of
Guiderius), and for the Romen invasion of Britain (which
brought about the apprehension of Guiderius by Cymbeline),
this opportunity for the reunion of the King end his sons

would have been missed, Similarly, the jealousy of Post=-
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humus, though directed to compass Imogen's death, protects

12 ona

her from the Queen by luring her from the court,
help to dispose of the villains, since Cloten meets his
death in pursuit of Imogen, and the Queen falls sick
because Cloten disappeared., Iurther, the war with Rome,
though a distress to Cymbeline, provided & means for Post-
humus' return to Britain and his eventual reunion with
Imogen. As Lucius tells Imogen when she thinks her hus—
band is dead:

Be cheerful; wipe thine eyes.
Some falls are means the happier to arise,

(Iv, ii, 402-403) |
The basic pattern of evente in Cymbeline rescembles
that in The Winter's Tale. But the emotionel effect of

the latter play is quite different, primerily because of
the way Shakegpeare handles the deaths of Mamillius and
Antigonus and the supposed death of Hermione. Nemillius
and Antigonus are the only sympathetic characters in Shake~
gpeare's comedies who are allowed to die., This fact alone

makes The Winter's Tale unique among the comedies in ite

pathos, But in addition the audience is led to believe

that Hermione is dead, In every other serious comedy,

L2ce, Cormelius, V, v, 43-47T:

Your daughter, whom she bore in hand to love
With such integrity, she did confess

Was a8 & scorpion to her sights; whose life,
But that her flight prevented it; she had
Ta'en off by poison,
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Shakespeare gives us private information that things arve
not as bad as they seem, Ve know that Antonio is to be
resgued from Shylock, almost as soon as we learn of his
danger, since Portia sets her plans afoot as soon as Bas-
sanio has departed for Venice, In !uch Ado the arrest of
Conrade and Borachlo immediately follows the account of
the deception at Hero's window; giving us hope that the
truth will out (III; 1ii); and Hero's innocence is estabe
lished in the scene after the repudiation (Iv; ii)e Act

I, Scene 1i of leasure for lMeasure poritrays the plight of

Claudio, but the next scene gives us assurance that the
Duke stands ready to hold Angelo's excesses in check. S0
also in Pericles: we see Thaisa revived in the scene fol-
lowing her supposed death (II1I, ii); and we know that
Marina has been spared death at the hands of lLeonine (Iv;
i) even bvefore the report of her death resches Pericles
(IV, iv)e. In Cymbeline we know that both Imogen end Poste
humus are living whon each thinks the other dead, and
once Imogen unwittingly encounters heir brothers, we can
have no serious doubts as to the outcome of the play.
Finally, Prospero demonstrates his command of the situa-

tion from the very beginning of The Tempests In sach of

these plays eny significant threat of disaster is accom=
panied or closely followed by some indication to the

audience thait a happy ending is still in store. The situ~-
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ation of Hermione, then, has no parallel elsewhere in
Shakespeare's comedies, From the spectator's viewpoint

-The Winter's Tale i8 the most sombre of them all.

We do have certein presentimente of e happy ending
quite early in the plays Ag the evil influence of King
Leontes! jéalousy spreads itself in the first three acts,
Shakespeare develops through the person of Perdita an
increasing assurance that the outcome will not be tragic,.
It seems from the remarks of Hermione's ladies that she
must be noticeably pregnant at the beginning of the play:

1. ZLady. Hark yes

The Queen your mother rounds apace, We shall

Present our services to & fine new prince

One of these daysjy and then you'd wanton with us,

If we would have you.

2. Lady. She is spread of late
Into a goodly bulk. Good time encounter her}

(1T, i, 15~20)

The expected birth provides a hint of new hope, from the
moment when we have the first hint of Leontes' jealousy,
Later, when Hermione's life is directly threatened, that
hope is strengthened by the birth of Perdita. Finally,
the scene following that in which we learn of the death of
Mamillius and Hermione porirays the rescue of Perdita, an
event which, in such é setting as this, promises better
things for the future than have come 1o pass hitherto.

S¢ much for the mitigeting influences which make

the dire eircumstances of the firet helf of the play scem
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legs finally hopelessy there is enother side of the situas
tion which must be considered, Leontes' insdvised suspie
cion costs him the life c¢f his son, and we have no inkling
that Hermione has survived Mamillius until the conversa=
tion of the Gentlemen in Act V, Scene ii, when they refer
to Paulina's statue. Fven this hint is so veiled that one
could scarcely count on the spectator's recognizing it,
except in retrospect, when he has actually scen Hermione
elive, If this be so, we wait until the last lines of the
play (the finsl scene is only 155 lines long) to find thet
she has not suffered death with her son.

The prominence of death in The Winter's Tele

sharpens and intensifies pity and fear beyond anything in
the previous comedies, perhaps excepting Cymbeline. The
death of Vamilliue gives this play a unique pertinence to
actual life, for it impresses the audience with the
realiszetion that the evil effects of some sins cannot be
undone by any amount of penance, even though the siunner
himself may be forgiven and wholly or partly spared the

evil which he hae set afoot. The Winter's Tale gives us

the satisfaction of seeing Leontes overcome his problems
in the main, yet not without a remainder of irreparable
demage., This situation imparts to the play a lifelikeness
which would otherwise be missing. And the idea, that

things are never the same after a 8in as beiore it, is
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reinforced by Leontes' years of separation from Hermione
and Perdita. The family is reunited, but much of their
life together has been lost, as Leontes reminds us in e
comment on the "statue":

Hermione was not 8o much wrinkled, nothing
S0 aged es this seems,

(v, iii, 28=-29)
The greatver the relevence of a grave situation in drama to
the spectator's experience with actual life, the greater
his feelings of pity and fear, and congratulation and
delight when it ends well. The bitter-sweet resolution
of the action in The Winter's Tale surely strikes a

stronger sympathetic note in the sudience than does the
effect of perfect sweetness and light which was evidently
Shekespeare's aim in the eonolusionﬂ of Much Ado, All's

Vell, lMeasure for leasure, Pericles, and Cymbeline. Hence
the effect of congratulation and delight in this play
exceoeds that of any of Shakespeare's earlier comedies,

The death of Antigonus, though e necessary vert of

13 astands outside the central concern of Leontes!

the action,
jealousy and its results for him and his family. 3But it
sugnents theultimate effect of death in the play; Paulina,

though remarried to Camillo, must be thought to miss her

13
On the stage direction: "Exit, pursued by @ bear“
gee Nevill Coghill, "3ix Pointe of §iawe—craf% In e 1n~ ’

ter's Tale", in Allardyce licoll, ed., Shakespeare ou aurvax
amErIdge. University Press, 19583 PDe 51-41.




Livet husband,

The conventions of motivetion which attenuated the
enotionel effect of some of the earlier serious comedies
do not menifest their influence here. But there are some
obviocuely unlifelike aspects of the situation. It is
difficult %o Lind adegquate nmotivation for the concealment
of Hermione; though the dreamatic necessity for this part
of the setion is plain: the denouement is delayed until
time has elapsed so thet Perdite can merry Florizel, who
heals the breach between Leontes and Polixenes and supplies
a substitute for the nmissing Vemilliusi and in order o
make Lieontes' reconciliation with his wife coincide with
the discovery of Perdita, the Queen must be hidden during
the intvervening time, It is easy to invent a motivation
for the concealment; but Shekespeare himgelf refers to the
subject 80 briefly that eny attempt to rationalize this
part of the action must be pure guesswork., One of the
most likely-seeming motivations is ruled out by what evi-
dence the play does provide, We may say that the conceal-
ment of Hermione gives Leontes an opportunity for suitable
pen&nee; end this may be part of Shakespeare's purpose,
but it will not pass as a source of drematic motivation;
because there are only two characters who could have con-
trived the concealment for its effect on Leontes, and one

of them, Pauiina, expresses feelings at odds with such a
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stratagem, while the other, Hermione, says nothing about
it. Paulina, moved by Leontes' sorrow, says:

Alas! I have show'd too much

The rashness of a woman; he is touch'd

To th! ngp%e heart. Vhat's gone and what's past
8.p

Should be past grief. Do not receive affliction

At nmy petitiony I beseech you, rather

Let me be punish'd, that have minded you

0f what you should forget.

(111, ii, 221-227)
From the beginning the King shows as much grief and
repentance for the deaths as a man could:
One grave shall be for bothy upon them shall
The causes of thelr death appear, unto
Our shame perpetual. Once & day I'll visit
The chapel where they lie, and tears shed there
ghall be my recreation. So long as nature

ill bear up with this exercise, so long
I daily vow to use it.

| (111, 34, 237-243)

As Paulina recognizes, there is nothing %o be gained by
trying to improve on Leontes' voluntary penitence. One
might suppose that Hermione herself found some resson for
concealment until Ferdita should be found, an event at
which the oracle had hinted. But the play supplies no
more Jjustification for this view than the mere juxta=
posing in time of the discovery of Perdita and the revela=
tion of Hermione,

There is, however, an alternative to any and all
attempts at rationalization of the concealment, which may
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play. Since economy is both & virtue and & necessity in
dramatic construction, perhaps he neglected the mobivetion
of this episode because he knew that the quesmition would
not arise in the mind of a spectator in the theatre, Ve
cannot concei%e the guestion until we kmnow that Hermione
is alive, and we do not discover that until somewhere in
the last 155 lines of the play, which constitute a scene
of such theatrical power that we are not likely to have
time Yo think about the details of motivetion. ILeontes
refers in passing to the mystery of Hermione's apparent
resurrection (V, iii, 139: "But how, is to be question'd"),
but he is content to let it wemain a mystery for the mo-
ment. And in a moment the play is over. Afterwards we
find ourselves wondering how the Queen wag prescrved with-
out Leontes knowledge, but>Shakespeare presents this part
of the action in such a way thet, during the last few
moments of the scene, we have the feeling that there is
an explantion, all right, even though it has not yet been
given.

There is a second aspect of this scene which could
easily have interfered with our sympathy for the charace
tere as the conventional devices of some of the earlier
plays did, and that is the statue itself., The spoctacle
of a living woman being mistaken for a statue for such a

length of time is at least improbable, and psrheps impose
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gible. But here Shakespeare provides & compelling diver-
sion of our attentién; gince we are ag surprised as Leontes
at the discovery of Hermione. The shock of this surprise
and the swifitness of the conclusion not only prevent us
from asking questions about the concealment (while the play

is playing), but elso distract our attention from the
improbability of Hermione's being mistaken for a statue,
It appears as 1if the playwright managed to do in this play
what he accomplished with only partial success in luch Ado

and leasure for leasure--to control the effects of unlife-

like conventions in a serious treatment of a grave action.
In Pericles and Cymbeline he avoids the problem by omitting
guch conventions, but in this play he attempts & rather
daring combination of seemingly incompatible clemenis=—-—
incredible convention end deeply serious circumstancem-—
and in my opinion achieves a complete success, TFor the
final scene of this play surely creates an effect of con=—
gratulation and delight like nothing else in Shakespeare's
comedies, These emotions result from a combination of
sources: +the swiftness with which the last complication is
waraveled; our complete surprise to find Hermione alivej
the greatness of the suffering now bygone; and the pecule
iarly realistic; bitter-sweet quality of the conclusion.
The first of these four factors is common in Shakegpeare's

comedy, but the others are unique t0 The VWinter's Tale.
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The Tempest represents yet another variation on

the pattern of evil and good fortune which characterizes
the serious comedies. The story of Prospero's whole
career is rather like that of Pericles in its general out-
lines; prosperity turns to adversiity, which even threatens
the 1ife of the protagonisty but happiness is finelly
restored, Pericles presents the entire cyele; but the
action of The Tempest depicts only the last pari--scarcely
half--0f Prospero's encounter with suffering. The main
erisis has pessed when the play beginsy although Caliban,
Trinculo; and Stephano form a design azainat him, and
Antonio plots with Sebastian to take the lives of Alonso
and Gonzalo; Prospero controls them all from the first
scene. We are inforued of what events preceded the action
on steze, and by the time we have heard Prosperc tell
Miranda how they chanced upon the island we realige that
for him the crisis was his voyage with his infant daugh-
ter in "A rotten carcass of a butt, not rigg'd, / Nor
tackle, sail; nor mast" (I, ii, 146~147); and that through
his study of his books while on the island he has ob=
tained magtery of the elements which now makes inevitable
his imminent triumph over his enemies. By beginning the
action of the play after {the main crisis has passed, the
pleywright can work out the denouement of the conflict at

e very leisurely pace.



87

The unique serenity which characterizes The
Tempest may result partly from the nature of the action
we‘observe e man in complete control of his situation,
righting old injuries:
At this hour

Lies at my mercy all mine enemies,
Shortly shall all my labours end.

(1V, i, 263=265)
Now cdoes my project gather to a head,.

My charms crack not; my spirite obey; aend Time
Goes upright with his carriage.

| (v, i, 1=3)
Further, Prospero is not vindictive, and the subduing of
his enemies is a good deal more pleasant on that account,
than it would be otherwise, He treats them with benign
firmness:

Though wigg Epeir high wrongs 1 am struck to th!
QUick,

Yet with my nobler regson 'gainst my fury

Do I take part. The rarer action is

In virtue than in vengeance., They baing penitent,

The sole drift of my purpose doth exten

Fot a frown further,

Prospero's magical powers, achieved through study, are the
means of his restoration to the dukedom of lilang perhaps

Shakespeare is telling us in The Tempest that if a man is

to overcome adversity (such as that which we have observed
in the previous serious comedies), he must address himself
to the comprehending and magtery of the elements of human
life,
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The emotional effect of The Tempest is every whit
as memorable as that in any of the last four comedies,
though it may not seem gs intense., Our emotions are not
stifled, but muted--pity and fear, because we sce Proge
pero's suffering in retrospect only; congratulation and
delight, because he proeceeds about the business of
righting his wrongs with such confident, unhurried calm.
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CONCLUSIONS

In this chapter I wish to meke explicit some of
the implications of the previcus chaptersg, in an attemptd
40 view in & single perspective the effect of human suf-
fering in all of Shakespeare's comedies,

By alluding to "earlier" and "later"™ plays, I have
implied certain things about their chronology, a subject
which can be frustrating if one has to use such informe~
tion as the main basis for an argument, This survey of
the comedies, however, does not require that we ascertain
the date at which each of them was written. It will suf-
fice if we can be reasonably sure of a few details of the
order of the plays.

There ig good reason to believe that the eight
farcical and romantic plays of Chapters II and III, as
well as luch Ado About Nothing and The lMexchant of Vemice,

were written by 1602, Ve can find support for such a
dating of all these plays (except The Taming of the Shrew

for which, on the basis of internal evidence, Neilson and

Hill suggest that "a reasonable date is 1596"1) by refor=

INeilson end i1ill, The Complete Plays, p. 146.
89
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ence to the external evidence of contemporary documents

(2ee Table 1), All's Well That Ends Well and leasure for

Hegsure, on the other hand, are likely to have been write

ten later than the turn of the century, but earlier than

Table 1

firet Xnown References to Nine Comodies*

YWame of Play Date and Source of Reference
The Comedy of Errors 1594 Geste Grayorum
Love's Labhour's Lost

The lMerchant of
~ Venice

A HNidsummer Hight's

?1598 Francie leres, Palladis Temia

The Two Gentlemen of
erons /

As You Like It

Iuech Ado About
T Nothing™

The le Wives of
“Vindsor - 1602

Twelfth Night 1602 John Manningham, Diary
*According to Neilson and Hill, The Complete Plays, pp.
Xi, 1’ 179, 211’ 244. 2790

1800 Stationers' Register

Stationeras' Register
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Name of Play
All's Well That

8 nell

leagure Ior
leagure

Pericles

Cymbeline

The Wintert's

Teble 2

Probable Dates of Composition

Tale

The Tempest

of the Later Comedies

Date and Authority

1603~1604, G, K, Hunter, ed., All's Well
That Ends Well (rNew] Arden Tdition,
3rd ed., London: NMethuen, (19590, pp.
EViii=XXV,

1604, J. W. Lever, ed,, Veasure for lieasure
(iNew] Arden Edition, Condon: Methuen;
Cambridge, Massachusetts: Hervard Uni-
versity Press, [1965]), DPe XAXI=XXXV,

1607-1608, . D, Hoeniger, ed., Pericles ((New]
Ltrden Edition, London: Nethuen: Cambridge,
Massachusetts: Harvard Uaiversity Press,
rl9637), pp. lxiil-lxv,

1608-1609, J.%M, Nosworthy, ed., Cymbeline
{Wew? Arden Bdition, London: fj fethuen,
L 9603)’ Pps Xivexvii,

1610-1611, J, H P, Pafford, ed., The Winter's
Tale (rNew) Arden Bdition, lLondon:
Methuen; Cambridge, Vassachusetbts: Harvard
University Press, 119637, pp. xxi=-xxiv,

1611, Frank Kermode, ed.,; The Tempest
(rNew] Arden Edition, London: lethuen;
Cambridge, lMessachusetts: Hervard Uni-
versity Prese, r196273), pe xv,

the comedies discussed in Chapter V (see Table 2), This

gequence of the groups of plays is enough chronological

data for the purposes of the present study. To understand



the dark elements of Shakespeare's comedies we need o
refer to dates of composition only to establish that the
trend of development in his choice of themes for comedy
proceeds from the light treatment of a serious situation
to the more grave treatment.

¥Yrom the chronology of Tables 1 and 2 it appears
that Shakesgeare developed his farcical and romantic modes
of comedy simmltaneously in the sarlier part of his
career: there are very immature-seeming plays of both

kinds, such as The Comedy of Lrrors and The Two Gentlmen

of Verona; there are both romantic and Pfarcical plays
which seem t¢ belong to a period of the dramatist's great=
er maturity, such as Twelfth Night end The Merry Wives of

Windsor. Bul we know that Sheskespeare wrote The Nexrchant
of Venice by 1598 at the 1ateat; and Much Ado About
Rothing not later then 1600. In these two pleys he intro-
duced to comedy the grave situation seriously treatefes
not as the completely dominating dramatic interest, but
as a new element among farcicel and romantic thewmes, It
would be rash to claim that from the time these plays were
written the playwright was planning a further shift of
emphasis in comedy from the light to the serious; ususlly
an avtist cannct thus foresee the course of his future
work, Indeed, the likelihood that Shakespeare wrote

several very light-hesried comedies after The lorchant of
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Venice and luch Ado About Nothing might indicate that it

was some time before he considered writing e preponder-
antly serious comedy. When he eventually did write All's

Well That Ends Well and lieasure for lleasure, he never

reverted to the lighter style, as far as is known, but
continued this new line of development with the writing of
the four last comedies.

It is often futile and always dengerous to assign
the status of fact to inferences from the plays concern-
ing Shakespeare's thought processes. But the evolution
of his attitude 4o adversity in comedy is obvious; one may
thus indulge in certain speculations with some assurance,
and one may Justify the indulgence because it assisis us
in attaining a perspective which will include all of the
suffering figures of the comedies from Aegeon to Prosperoc.

Apparently when Shakespeare first began to write
comedies in which grave events were treated seriously,
he did not immediately find meens of making such a treat-
ment compatible with his customary approach to the cone-
clusion of a comedy. There is a great deal to be said
in favor of his swift denouements, despite the lack of
probability which they sometimes entail, Vithin certein
limits, this kind of convention can be easily passed over
in a light comedy. But we have seen how ill such a

conclusion sorts with a complication which evokes pity
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and fear: congretulation and delight are stifled., Ve

noted the effects of inandequate motivation and abruptnese

in Huch Ado About Nothing and leasure for leasure, but it
is interesting 40 see a hint of the problem even in The

Verchant of Vemice, where the influence of the serious

plot is more restricted than in any of the other serious
'oomediee. Antonio's final happiness springs largely from
the defeat of Shylock's design on his life, but the restor-
ing of his wealth is important also. Shakescpeare's method
of doing it is so obviously improbable thet he makes no
effort at all to explain it. Portia simply informs
Antonios

And I have better news in store for you

Than you expect. Unseal this letter soong

There you shall find three of your argosies

Are richly come to harbour suddenly.

You shall not know by whet sirange accident
I chanced on this letter.

(Vy iy 273-279)
Antonio replies: "I am dumb." And so is the spectator. He
does not question the point, because he has neither the
time nor the inclination, There are more importent things
to occupy his attention. But the problem is there, and in
Vuch Ado About Nothing ond All's Well That EBnds VWell it

growe as the dominence of the serious thome increases.

The same must be said of the recelved text of lieasure for

Measure, whether or not the last scene of that play actu-

ally represents Shakespearels intention. Poseibly he did
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overcome the problem in his originel version (if it dif=-
fered from the received text); the play would certainly
seem more satisfying had he disposed of people and situa~
tions efter the wmuffling of Claudio as he was doing
before Claudio appeared,

At any rate, the problem disappears in the last
four plays, pertly because Shakespeare handles his mate=
riel more subtly,a

to teke & little longer with his denouements than he once

but elso partly beceause he is content

did., Tor the last scene of Cymbeline, nearly five hun=
dred lines in length, is devoted entirely to the final
encounters of the main characters. Further, the resolu=-

tions of Pericles and The Winter's Tale both occupy two

sceness in each play the penultimate aceneB deals with the
final reconciliation of father and daughter, and the last
aecene portrays the reunion of husbend and wife. ILastly,

the whole of The Tempest is just the denouement of Pros-

pero's conflict with hies usurping brother.
lly choice of an approach $¢c the subject of this
thesis was influenced by the belief that the whole of

2For oxample, in The Winter's Tale he neutralizes
the effect of the statue Dy surprising us with the dis-
covery of Hermione.

3Though Gower's appearance at the temple of Diana
is asgigned to a separate scene, it actually serves only
as a prelude to the scene following,
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Shakespearean comedy is more then the sum of ite parts.
It is not that the parts lack artistic integritys each of
the comedies was designed to be played in the theatre by
itself. But once we have grasped the connection between
each comedy end all the others, the individual play
asgumes & significance which we had not seen before, and
which complements the unique qualities of the work, This
principle applies to many aspects of the plays: plotting,
chargcterization, imagery, thought, and sc on; but we are
| mainly concerned here with ites relation to the dark ele-
ments. Tho odde are that Shakespeare seldom strove with
conscious purpose in the directlion towards which his
artistic progress was actually to take him., But the pat-
tern of that progresé is nonetheless plain, Consequently
the later comedies help us to see hints of genius in the
earlier ones, which we might otherwise miss. Further,
when something in a play seems unsgatisfactory, such as the

last scene of lleasure for lMeasure or cof Much Ado About

Nothing, one may be disturbed less by the actual diffi-
culty than by puzzlement es to what the difficulty is, and
a broader perspective helps to dispel such puzzlement.

The conclusions of Much Ado About Nothing and leasure for

leasure are no longer so baffling when they are recog-
nized as points on the line of Shekespeare's progress from

farce and romance 10 serious comedy. The source of trou-
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ble maey remein, but we will understand the play more
clearly, and perhaps appreciate it more, if the difficulty
has been precisely defined, And we appreciate the four
last comedies all the more when the early, less perfect,
serious comedies have shown us how intractable such dras-
matic material can be, and what greatness is required to
subdue it.

When we ccnsider the last comedies in the light of
what Shakespeare produced earlier, it becomes cleer that
these plays represent something different from any of the
drama which Aristotle describes in the Poetics, and per-
haps different from any comedy written before. One hesi-
tates to say that Shakespeare invented a new genre, since
the theory of kinds is such an inadequate mode for literary
criticism. In his later comedies he combines dramatic
elenentes commonly assoclated with two fairly distincet sorts
of play: the approach to character end situstion of trag-
edy, and the comic pattern of bad and good fortune. It is
cormonly agreed that Pericles, Cymbeline, The Winter's
Tele and The Tempest share certain elements which make them

different from the other comedies, and one such element
generally cited is emotional effect. The evidence of this
gtudy of the dark elements in ell the comedies seems to
indicate that the emotionel eappesl of these last plays is

based on Shekespeare's new combination of dramatic maierial.



98

The effect of congratulation and delight which Shakespeare
finally echieved in comedy is the result of an artistic
trend which can be traced from the eerly part of his
career a8 a playwright. And perhaps congretulation and
delight are the fundamental quelities which account for
the uniqueness of the later serious comedies,

Finally; I have tried to show in this thesis that
Shakespeare'!s "serious comedy" is remarkable not just
because its emotionel effect is different from that of
light comedy or tragedy, but also because iits approach %o
life is different as wells The serious comedies do not
transport us beyond tragedy=--the death of Mamillius reminds
us of certain inescapable consequences of wickedness and

weakness, and for this reason The Vintert's Tale is one

comedy of Shakespeare's which might justifiably be called
& tragi-comedy=-but they portray the world of mankind in
a way which Jjustifies a more practicelly meaningful opti-
mism than is implied either in light comedy or in tragedy.
The spectacle of a dramgtic character achieving heppiness
in spite of adversity represents the greatest good to

which the spectator can aspire in actual life,
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