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The Earl of Gloster (blind)
T he trick of that voice I do well remember.
Is’t not the king?...Q, let me kiss that hand.

King Lear (mad)
Let me wipe it first; it smells of mortality.

King Lear, IV, 6.




PREFACE

- Shakespeare’s greatness lies above all in the total mpact
that cach of his best plays makes upon us when acted. But
being a synthesis, this impact is not easily put into words;
and once the curtain is down and we have left the theatre,
what is said and written about the plays tends to be on a
comparatively low level and bears little or no relation to
the greatness of the whole, which it seems unable to account
for.

This book begins and ends with the question of total
impact. The intervening chapters are an attempt to do
justice to Shakespeare by analysing ten of the maturer plays
in view of the ultimate effect of each, concentrating on what
is immediately obvious from the texts, letting the poet speak
as far as possible for himself, and taking care not to
attribute to him a XXth, XIXth, XVIIIth or even XVILth
century outlook. To say that he was born 400 years ago is
an understatement. So extremely transitional was the
century in which he was brought up and formed that it
could almost be expanded into two as regards change of
outlook; and Shakespeare, highly conservative in almost
every respect, belongs despite his actual dates to the first of
these two rather than the second, that is, to a prolongation
of the XVth century rather than to an anticipation of the
XVIiIth.

MARTIN LINGS
London, 1966
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CHAPTER 1

‘The Intellectuality
of Sacred Art

In the last few decades there has been a considerable increase
of interest in the Middle Ages, which is no doubt partly due to
a reaction, but it is also, much more, a case of ignorance giving
way to knowledge. In another sense, it is simply a rising to the
surface of something that has always been there and is always
being rediscovered. Could it not be said that wherever the Middle
Ages have not ccased to be accessible, wherever despite the barrier
of the Renaissance they have always rcinained with us, as'in the
poetry of Dante, for instance, or—to take a more immediately
accessible and inescapable example—as in their architecture,
their superiority has always been felt at heart? This fecling
implies also, if only subconsciously, the acknowledgement of a
more general superiority, for it is quite impossible that the great
Norman and Gothic cathedrals should have sprung from an age
that had no inward excellence to correspond to these superlative
outward manifestations.

One of the particular reasons for the present increase of
interest in the Middle Ages is in its=lf highly significant: during
the last fifty years Europeans have taken much more interest in
the art of other civilizations than ever before, and this has no
doubt uprooted many prejudices and opened the door to a
certain freshness and objectivity of judgment. Having come to
know some of the best examples of Hindu, Chinese and Japanese
art and then as it were returning to their own civilization, many
people find that their outlook has irrevocably changed. After
looking at a great Chinese landscape, for example, where this
world appears like a veil of illusion beyond which, almost visibly,
lies the Infinite and Eternal Reality, or after having been given
a glimpse of that same Reality through a statue of the Buddha,
they find it difficult to take seriously 2 painting such as Raphael's
famous Madonna, or Michelangelo’s fresco of the Creation, not
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to speak of his sculpture, and Leonardo also fails to satisfy them.
But they find that they can take very seriously, more seriously
than before, some of the carly Sienese paintings such as Lippo
Memmi's Annunciation, for example, or the statuary and stained
glass of Chartres Cathedral, or the XIIth and XIIth century
mosaics in St. Mark's at Venice, or the ikons of the QOrthodox
Church.

The reason why mediaeval art can bear comparison with
Oriental art as no other Western art can is undoubtedly that
“the mediaeval outlook, like that of the Oriental civilizations, was
intellectual. It considered this world above all as the shadow or
symbol of the next, man as the shadow or symbol of God; and
such an attitude, to be operative, presupposes the presence of
intellectuals, for earthly things can only be referred back to their
spiritual archetypes throngh the faculty of intcllectual perception,
the insight which pierces through the symbol to the universal
reality that lies beyond. In the theocratic civilizations, if an
artist himself was not an intellectual, he none the less obeyed
the canons of art' which had been established on an intellectual
basis,

A mediaeval portrait is above all a portrait of the Spirit
shining from behind a human veil. In other woirds, it is as a
window opening from the particular on to the universal, and
while being enshrined in its own age and civilization as eminently
typical of a particular period and place, it has at the same time,
in virtue of this opening, something that is neither of the East
nor of the West, nor of any one age more than another,

If Renaissance art lacks an opening on to the universal and is
altogether imprisoned in its own epoch, this is because its
outlook is humanistic; and humanism, which is a revolt of the
reason against the intellect, considers man and other earthly
objects entirely for their own sakes as if nothing lay behind
them. In painting the Creation, for example, Michelangelo treats
Adam not as a symbol but as an independent reality: and since

! Sacred art'in the {ulf sense of the term is art which conforms to canons faid
down not by individuals but by the spiritual anthority of the civilization in
question, as was the case with mediaeval Christian architecture, Gregorian
chant. ancient Greek drama, Japanese No plays. Hindy temple dancing and
nrisic—to name only a few examples—and such art is alwavs something of a
criterion and also a potential source of inspiration for other less central
works of art,
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he does not paint man in the image of God, the inevitable result
is that he paints God in the image of man. There is more
divinity underlying Simone Martini's painting of Saint Francis
than there is in Michelangelo’s representation of the Creator
Himself. .
Shakespeare was born less than three months after Michel-
angelo’s death, and the two are often spoken of in Ll}c samne
breath as being among ‘the greatest geniuses of the Renaissance’.
Yet how does Shakespeare stand in the light of an intellectual
approach which enhances, if possible, our respect for Dante, but
which greatly diminishes our estimate of several others wh.ose
pre-eminence had long gone unquestioned? ':l"he Eollowu.lg
chapters are an attempt to answer this question in some detail;
but a general answer can be given inmediately. Let us quote,
as touchstone, a masterly summing up of the difference between
Renaissance art and mediaeval art: ‘When standing in front of
a Romanesque or Gothic cathedral, we feel that we are at the
centre of the world; when standing in front of a Renaissance,
Baroque or Rococo church we are merely conscious of bcin_g ip
Europe’.? Now without trying to give Shakcspcarc- 50 f:sscnual i
place in the art of Christendom as the place which is hc}d by
the mediaeval cathedrals or by The Divine Comedy, could it not
be said that to be present at an adequate performance of King
Lear is not merely to watch a play but to witness, mysteriously,
the whole history of mankind? .
But this remark could not possibly be made about the majority
of Shakespeare’s writings, and if we wish to form any esti_matc
of the mature dramatist whose outlook bestowed on him a
universality that is a prolongation of 1hS: universality of the
Middle Ages, the first thing to be done is to set most oF the
plays on one side for the moment so as not to confuse the issue.
Few writers can have developed so much during their period
of authorship as Shakespeare did. By the end of the XVIth
century he had written some twenty-two plays; but none of Lhc_se
can be said to represent his maturity, though some of them.? in
various ways, give an unmistakable foretaste o‘f what was to come.
Just after 1600 there was a sharp and lasting change, not in
2 Frithjof Schuon, The Transcendent Unity of Religions (Faber, 1953) p. 84.

te. . P
l,;:a:uo and fulict, for example, 4 Midsummer Night's Dream, Henry IV,

As You Like It, and Twelfth Night.
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orientation—that change had come before—but in intensity. It
was as if he had suddenly come to grips with the universe after
bhaving contemplated it for some time with a half-detached
serenity. From being in ecarnest, he had come to be in very
deadly carnest. This change is forced on our attention first of
all by Hamlet; and except for one or two backward glances,
mostly in the direction of Romeo and Juliet and Henry IV,
the scope of this book lies inclusively between Hamlet and
Shakespeare’s last complete play, The Tempest.

CHAPTER II

Shakespeare’s Qutlook

It is too often said that the marvellous variety of Shakespeare's
characters makes it impossible to divine anything about the
author himself. About his temperament this may be true to a
certain extent, but as regards his outlook and ideals it is alto-
gether false. We can learn much about him indirectly even from
his villains, and from his heroes we can learn much more,
especially towards the end of a play, after he has fully developed
them.

But when the hero, in a manifest state of undevelopment, at
the beginning or in the middle of a play, gives vent to his ideas
about this and that, he is perhaps revealing his own immaturity
and may well even be saying the very opposite of what Shake-
speare himself thinks. A striking example of this is in King Lear
when Gloster, who has an important part in the sub-plot, says,
before Shakespeare has fully developed him:

As flies to wanton boys, are we to the Gods;
They kill us for their sport. (v, 1).

It is when Edgar hears these words that he decides to set upon
his strange course of action for the purpose of saving his father
from despair and snicide. Thanks to his efforts, Gloster is able
to say eventually: .
henceforth I'll bear
Afftiction till it do cry out itself
‘Enough, enough’, and die. (1v, 6)

and later still:
You ever-gentle Gods, take my breath from me:
Let not my worser spirit tempt me again
To die before you please! (ibid.).

Now the great weakness of Gloster which he eventually over-
comes, is akin to one of the weaknesses of Hamlet which he also
overcomes, and which is lack of faith in Providence. The *“To
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be or not to be’ soliloquy, from which so much has been deduced
about Shakespeare’s own views, does not merely express the
maturity of Hamlet but it shows him at his most immature, for
in a sense the Prince goes back in development after the begin-
ning of the play before he begins to go forward. When this
particular soliloquy comes his faith is at its lowest ebb. Having
more or less said at the beginning of the play that he would
commit suicide if only God had not forbidden it, he now implies
that he would do so but for the dread of something after death.

It is always possible that Shakespeare may have drawn on his
own past experience for this soliloquy. But we can be certain
that it does not represent in any way his settled convictions
because its whole tenor is completely contradicted in the last
scene of the play by the fully developed, perfectly balanced
Hamlet voicing the maturity which Shakespeare has gradually
shaped and built up for him. In this scene we find that he has
altogether overcome his doubts. His now full.grown royalty of
nature causes Horatio to exclaim, half in admiration, half in
surprise: ‘WWhy, what a king is this””; and his faith in Providence
is unshakeable. He says to Horatio:

There’s a divinity that shapes our ends,
Rough-hew them how we will.

This conversation leads up to what is perhaps the greatest speech
of the play, though it is seldom quoted, partly no doubt because
it is in prose. Hamlet's fencing match with Laertes is about to
take place. Hamlet tells Horatio that he is confident of victory;
yet at the same time he has a premonition that he is going to
die, and he intimates as much to Horatio, who begs to be
allowed to postpone the match. But Hamlet will not allow this.
He says:

Not a whit, we defy augury: there's a special

providence in the fall of a sparrow. If it be

now, "tis not to come; if it be not to come, it

will be now; if it be not now, yet it will come:

the readiness is all. Since no man has aught

of what he leaves, what i(s't to leave betimes?

Let be.

The gist of this speech, the readiness is all, is repeated almost
word for word in an equally significant passage in the last act

—_——

SHAKESPEARE'S OUTLOOK 17

of King Lear. The news of the defeat and capture of King Lear
and Cordelia plunges Gloster once more into despair. Edgar pulls
him out of it by reminding him that just as a man has to submit
to Providence as regards the time¢ and manner of his birth, so
also he must submit as regards the time and manner of his
death and not seek to pluck the fruit before it is ripe.

Men must endure
Their going hence, even as their coming hither.
Ripeness is all.

It will be noticed that in these two speeches of Hamlet and
Edgar, as also elsewhere, Shakespeare is conccntrating on the
most universal aspect of religion. He is concerned with man's
having the right attitude of soul towards Providence rather than
with any particular mode of worship. But this does not mean
that he himself was not a devout practising Christian. It simply
means that in the extreme religious soreness and sensitivity of
sixteenth and seventeenth century England, Christianity was a
very dangerous topic. Before the end of his period of authorship
it was even forbidden by law to mention the name of God on
the stage. But one could always refer to ‘the gods’; :fnd if he
deliberately chose to set many of his maturer plays in 2 pre-
Christian setting, it is to be noticed none the less tl.xat his
attitude to Greece and Rome is not typical of the Renaissance.
He does not merely borrow the surface of dlassical antiquity.
He places himself at the very centre of the ancient wox:ld- For
him, and for Dante, just as for the ancient priests an.d priestesses
at Delphi, Apollo is not the god of light but the Light o.f God.

In the form of his drama Shakespeare belongs to his age.
Marlowe’s Dr. Faustus is outwardly in some respects more
mediaeval than anything Shakespeare wrote. But in outlook
Marlowe was altogether a man of the Renaissance, as were Ben
Jonson and Webster, whereas Shakespeare seems in a sense to
go back as time goes forward and by the turn of the century
he had become, unlike any of his fellow dramatists, the connfluer
and the summer-up of the past, the last outpost of. Y quxckl_y
vanishing age. To say this is not really to say anything new; it
is rather a case of putting two and two together. Brac‘lley says
of King Lear: ‘It does not appear to disclose a modc? of imagina-
tion so very far removed from the mode with which we must
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remember that Shakespeare was perfectly familiar in the Morality
plays and in The Faerie Queene.” Of Othello Wilson Knight says:
‘Othello, Desdemona and Iago are Man, the Divine and the
Devil', and he remarks in general that Shakespeare’s heroces are
"purgatorial pilgrims’. Of Macbeth Dover Wilson says: ‘Macbeth
is almost a morality play’, and he says much the same of the
two parts of Henry 1V. Moreover, in this last connection, and
with regard 1o Shakespeare as a continuer of past tradition, he
reminds us: ‘Before its final secularization in the first half of
the XVIth century, our drama was concerned with one topic
and one topic only: human salvation. It was a topic that could
be represented in ecither of two ways: (i) historically, by means
of miracle plays which in the Corpus Christi cycles unrolled
before the spectators’ eyes the whole scheme of salvation from
tbe Creation to the Last Judgment; or (ii) allegorically, by means
of morality plays, which exhibited the process of salvation in
the individual soul on its road between birth and death, beset
with the snares of the World or the wiles of the Evil One
Dover Wilson does not define the word ‘salvation’ and for the
purpose of his book, it is not necessary to do so. But as regards
mediaeval art in general, it is important to distinguish between
what may be called esoteric works, which look beyond salvation
lo sanctification, and exoteric works, in which sanctification is
at best no more than a remote ideal. If Shakespeare is a continuer
of the past, which of these two categories does his art belong to,
the exoteric or the esoteric?

An example of what may be called an exoteric work which
stops short at salvation in the lowest sense is The Castle of
Perseverance. In this morality play mankind (humanum genus)
is represented as having led a very questionable life, and he is

- saved from Hell in the face of justice by operation of the Divine
Mercy. A supreme example of an esoteric work is The Divine
Comedy which presupposes salvation and deals with man's
purification and his ultimate sanctification or in other words
his regaining of what was lost at the Fall. It may be said that
in the Middle Ages the mass of the laity was considered as
following the path of salvation, whereas the monastic orders,
and the lay orders attached to them, and one or two other
brotherhoods such as those of the Freemasons and the Com.

! The Fortunes of Falstaff, Cambridge University Press, 1964, p. 17.
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panions aimed at following the path of sanctification. In other
words they aimed at passing through Purgatory in this life. It
is now known that Dante belonged to a brotherhood which was
affiliated to the Order of the Temple, and which was more or
less driven underground when the Order of the Temple was
abolished. Some have supposed that Shakespeare was 2 member
of the brotherhood of the Rosie Crosse; others believe him to
have been a Freemason. This is a part of his sccret which will
probably never be known, and in any case it is not wit.hin'the
scope of these pages to dwell on anything that is not obvious
from what he wrote. What is obvious, however, is that his plays
far transcend the idea of salvation in its more limited sense;
and it may be remarked in passing that this does suggest th.at
their author was following a spiritual path, which itself implies
attachment to an order.

At the beginning of Act V of The Winter's Tale, with ref?rence
to the long penance done by King Leontes during the sixteen
years which elapse between the two parts of the play, the
priestlike Cleomenes says:

Sir, you have done enough, and have perform’d

A saint-like sorrow: no fault could you make
Which you have not redeem’d; indeed, paid down
More penitence than done trespass. At the l.asr,
Do as the heavens have done, forget your euil;
With them forgive yourself.

In King Lear the blind Gloster, recognizing the King's voice,
asks to kiss his hand. Lear replies: |
"Let me wipe it first; it smells of mortality.

This remark contains not only the very essence of the pl':ayl but
also of most of Shakespeare’s other maturer pla_ys;'for in the
course of them what does Shakespeare do but wipe away mor-
tality, that is, the sin of Adam, from the hand of _the hero? The
hand must be altogether clean: there is no question of more or
less. In Hamlet the prince says of himself in the middle of the
play that he is fairly virtuous:
I am myself indifferent honest;

but Shakespeare’s purpose goes far beyond such mediocrity. The
1 See René Guénon, L'Esotérisme de Dante (Gallimard, 1957, p. 11).
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porter to the Gate of Purgatory, that is, the gate to salvation,
is by definition of unfathomable mercy. Hamlet could have passed
by him at the beginning of the play; so could Leontes at the
moment of repentance, sixteen years before the speech just
quoted; and so could Lear long before the end of the play. But
the porter to the Gate of Paradise, that is, the gate to sanctifica-
tion, is relentlessly exacting; and for his heroes and heroines,
Shakespeare stands as that porter. He will let nothing pass except

perfection; and so he makes Hamlet add to the above quoted
words:

but yet 1 could accuse me of such things
that it were better my mother had not born me.

Character after character is developed to a state of virtue which
is pushed, one feels, to the very limits of human nature, until
cach could say, with Cleopatra:

Give me my robe; put on my crown; I hque
Immortal longings in me.

Even those who refuse to admit that Shakespeare himself speaks
through any of his characters cannot escape from the fact that it
is Shakespeare himself, and no one else, who is the architect of
his plays. And when, after a certain maturity has been reached,
play after play follows the same quest for human perfection, each
Play in its totality (over and above the marvellous variety of
detail), hammering home the same message, we have no alternative
but to conclude. that Shakespeare was altogether preoccupied,
at any rate for the last fifteen years of his life or more, by the
fame questions which preoccupied Dante.

CHAPTER III
Henry IV

Ie Hamlet is Shakespeare’s first really great play, the outlook
which dominates it is none the less already to be found in several
of his earlier plays. Particularly striking in this respect is Henry
IV which, in its two parts, must have been written within three
or four years before Hamlet, probably between 1597 and 1599.

Dover Wilson says: ‘Henry IV was certainly int?nded to
convey a moral. It is, in fact, Shakespeare’s great morality play.”
He adds:

‘Shakespeare plays no tricks with his audience. ... Prince 'Hal is
the prodigal, and his repentance is not only to be taken seriously,
it is to be admired and commended. Moreover the story of the
prodigal, secularized and modernized as it might be, ran .thc
same course as ever and contained the same three principal
characters: the tempter, the younker, and the father ‘with
property to bequeath and counsel to give.”

This is altogether convincing, but it leaves unansw.ered thuc
question as to whether the play is exoteric or esoteric. Or is
it not in fact both? The idea of different meanings existing
simultaneously at different levels, however strange it may seem
to us, was altogether familiar to men of letters t.h.roughout the
Middle Ages and even later—witness Spenser’s Faerie Queene.

According to Dante, ‘writings are to be undm:stood and should
be expounded chiefly according to four meanings? or in other
words the literal meaning should be considered as a veil over
three others, which he specifies as ‘allegorical, mo‘ral and
ahagogical'. The same principle is to l?c found also in other
arts: the idea that a2 true work of architecture should have at
least three meanings was certainly familiar to Freenfasoi'ls as
late as the XVIth century. A cathedral, in addition to its literal

1Ibid, p. 14.
¥ Ibid, p. 22,
]l Convivia, 11, cap. 1.
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meaning as a place of worship was planned as a symbolic image
of the whole universe, and by analogy, as an image of the human
being.* both body and soul. The symbolism of a building as an
image of the human soul, the inner world of man, corresponds
to the fourth and highest meaning mentioned by Dante, the
one which he calls ‘anagogical’, and which he illustrates by
interpreting the Exodus of the Jews from Egypt to the Promised
Land to mean, in addition to jts literal or historical meaning,
the exodus of the soul from the state of original sin to the state
of sanctification. Now this is also the highest or deepest meaning
of the story of the return of the Prodigal Son, and it could be
said to underlie all faithfully 10ld stories of the prodigal, in-
cluding Shakespeare’s Henry IV, even without the author's
intention. But Shakespeare’s intention is undoubtedly there; we
do not need to examine his text over carefully to see that he
conceived the newly crowned King Henry V’s rejection of Falstalf
as representing more than salvation in the ordinary limited sense
of the word; for him it is clearly no less than the equivalent of
the Red Crosse Knight's victory over the dragon in The Facerie
Queen; and this victory, whatever else it may mean, clearly
signifies above all the soul’s final purification, its final complete
triumph over the devil.

We must be grateful to Dover Wilson for his timely reminder
that ‘Shakespeare lived in the world of Plato and St. Augustine;
since the French Revolution we have been living in the world
of Rousseau; and this fact lays many traps of misunderstanding
for unsuspecting readers.” He also says: “The main theme of
Shakespeare’s morality play is the growing up of a madcap
prince into the ideal king.' Putting two and two together, it
must be remembered that in the world of Plato and St Aupustine
noe man who was less than a saint could possibly pass as ‘the
ideal king.’

No limit can be set to the extent of Prince Hal's reform. His
world is very remote indeed from the world we live in, the world
of mediocrities and relativities in which epic is stifled beyond
breathing point, while the psychological novel thrives and grows

¢ For details of these correspondences see Titus Burckhardt, Principes ¢t
Mdéthodes de I'Art Sactd, p. 70 (Derain, Lyons, 1gs8).

5 P- 7

‘p. 2.
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fat. There is an unmistakeable ring of the absolute about the
last scencs of Henry IV which makes it difficult, from any point
of view, to attribute to the new king anything that falls short
of perfection. None the less this play can be said to have two
meanings in relation to the human soul, one exoteric and moral,
and the other esoteric and mystical; but as elsewhere in Shake-
speare these two meanings are not altogether distinct, for the
lower meaning as it were opens on to the higher. Henry IV can
be considered as a morality play in which the final perfection
remains far above the spectators” heads, although it serves as a
shrine of orientation for their ideals; and it can be considered
as an esoteric or mystical drama the purpose of which is to draw
the spectator into the mesh of the plot, into the very person
of the hero.

The meaning of Henry IV as a morality play is its literal
meaning and needs no comment. As to its deeper meaning,
one of the principal keys which the text offers us is the son's
identification of himself with his dead father. A strange ‘alchemy’
has taken place by which the spirit of the old king is reborn in
the person of the new king whose former faults—aflections or
wildness as he calls them—have died and lie buried with the
old king.

My father is gone wild into his grave,
For in his tomb lie my affections,
And sadly with his spirit I survive. (Pr. 3, V, 2).

The young king also uses the image of the corrupt tide of vanity
flowing out into the waters of the ocean so that a new and truly
royal tide may flow in. Not far below the surface here, as else-
where in Shakespeare’s plays, lie the words of the Gospel "Except
a man be born again he cannot see the Kingdom of God'.

The heir's identification of himself with his father is important
because in order to have a full understanding of Henry IV it is
necessary to understand that ‘Everyman’ or the human soul is
represented not merely by the Prince alone and by the King
alone, but also, above all, by a synthesis of the Prince and the
King. In its static aspect, as a fallen soul that ‘smells of mortality’
and must die before a new soul can be born, the soul is personi-
fied by the King: and the symbolism is strengthened by the fact
that the King is a usurper to the throne, just as fallen man is a
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usurper to the throne of earth which belongs by rights only to
man in his original state, man created in the image of God. On
the other hand, in its dynamic aspect, inasmuch as it is capable
of being purified, and inasmuch as the foundations of the
new soul are being laid there, the sou] is personified by the Prince
who, at any rate according to the logic of the play, will not be a
usurper when he becomes King. It is not only the faults of the
Prince which die with his father's death but also the stigma of a
crown that had been usurped. The dying King says of his own
wrongtul seizure of the throne:

Al the soil of this achicyement goes

With me into the earth . . .

How I came by the crown, O God forgive,

And grant it may with thee in true peace live. (1v, 5)

The substance of the soul of ‘Everyman’ is also represented
by England which is in a state of discord and which is gradually
brfmght into a state of peace. The two plots of the play, the
bringing to order of the Prince and the bringing te order of the
country run parallel to each other and have the same significance.
Civil war is 2 most adequate symbol of the fallen soul which is
by definition at war with itself; and_the meauning of this particular
internal strife in England is heightened by the King’s intention
Lo convert its energies, as soon as possible, into a holy war. The
?vholc play is in fact consecrated by beginning and ending as
it were in the shadow of the Holy Land. At the beginning of
part I the King announces his integtion of leading a crusade to
:]crusalcm; and towards the end of Part 1I he reaflirms this
intention, announcing that all preparations have been made to
sct out for Palestine as soon as the rebels at home have been
defeated: |

Now, Lords, if God doth give suceessful end
To this debate that bleedeth at our doors

We will our youth lead on to higher fields
And draw no swords but what are sanctified.
Our navy is address’d, our power collected,
Our substitutes in absence well tnvested,

And cverything lies level to our wish. (v, 4).

The rebels have in fact already been defeated, but the news

HENRY 1V 25

has not yet rcached him. Symbolically connected with this is
another ‘already’ which, though it dawns on him later, he has
also not yet grasped: he is already in *Jerusalem’—the Jerusalem
Chamber of the Palace of Westminster where this scene takes
place; and here, shortly after his just quoted speech, when news
comes that the civil war is at an end, he suddenly sinks down in
mortal sickness. For the moment the play's deeper meaning wells
to the surface as it were and obliterates the other meanings. The
only connection between the good news and the King's illness is
a spiritual one: the end of the civil war means that the pilgrim'’s
journey is at an end, that the old soul is now ripe for death so
that the new soul may be born. If the King is no more than
dying and not yet dead, this is simply because the return of his
prodigal son has not yet been fulfilled. Once this has taken place
the King asks to be carried back into the Jerusalem Chamber,
in order that he may die in Jerusalem.

The Jerusalem Chamber has also its meaning for the Prince.
We may remember that in The Faerie Quecne the Red Crosse
Knight is only able to overcome the dragon because the fight
takes place at the threshold of the Earthly Paradise, within reach
of the Waters of Life and the Tree of Lifc? Now Jerusalem is
symbolically equivalent to the Earthly Paradise; and the Prince's
real victory over himsclf, when he speaks of

The noble change that I have purpos’d

takes place as he stands by his dying father’s bed at the threshold
of the Jerusalem Chamber, before his final meeting with Falstaff.
This symbolism is strengthened by another; for if any particular
moment can be assigned to the Prince’s victory, it is at his fore-
taste of royalty when, believing himself to be by rights aiready
king, he places the crown on his own head.

‘The last scenes of Henry IV pt. 2, make an undeniably strong
-spiritual impact. But neither part of Henry IV, when taken as
a whole, has anything approaching the closely knit intensity of
T Spenser died in 1599, about the time that Shakespeare was writing this

play. The Faeric Queene, which death prevented him from finivhing, is
mentioned here and elsewhere as an example of symbolism parallel 1o
Shakespearc’s at the end of the XVith century, without any suggestion that
Spenser had a profound understanding of the symbolism that he was using.
It would perhaps not be unjust to say that compared with The Divine

Comedy and the best of Shakespeare, The Faerie Queene is like 2 plane
surface as compared with a form of three dimensions,
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a play. like Hamlet. In particular we cannot help noticing that
th‘crc-:s no real conflict: like the killing of the dragon, the
rejection of Falstaff symbolizes the most difficult thin ix; th
w.orId, and yet the Prince has not had, as far as we cangsec th:
slightest difﬁcu!ty in rejecting him. Secondly—and this wcak.ncss
;: connected with tl-lc first—Shakespeare makes the rejection of
alstaFE' very dramatic, but he has not previously brought home to
us drafatically Falstaff's utter villainy. The villainy is there in
the text, but we only discover it by analysis; the plot of the pla
does not decnd on it at all, so that at the end we have a ccrr:ailz
seuse of disproportion which leaves us with a vague feeling of
Injustice. But it may well be that we partly owe the cxce]lenci of
some of Shakespeare’s later Plays to his experience in writing this,
Pe_rha_ps when conceiving the part of lago-he said to himsclf‘
thinking of Falstaff: *This time there shall be no mistakel"; anci
perhaps when he set Hamlet to kill the dragon he said to ,him-
self: “This time it shall not be easy!”

CHAPTER 1V

Hamlet

THE basic theme of Hamlet is summed up in the Prince’s own
words:

Virtue cannot so inoculate our old stock

but we shall relish of it. (u1g, 1),

This means: ‘It is no use plastering one or two superficial virtues
over our old stock, that is, the original sin which permeates our
nature, since in spite of all such virtues, we shall still continue
to reek of the old stock.” But in order to express fully what is
in Hamlet’s mind here we must add: *There is only one thing
which can effectively wipe out the stench of our old stock and
that is revenge, or in other words a complete reversal of the
state of affairs which caused the Fall".

In its immediate impact upon us sacred art' is like a stone
thrown into water. The ever widening ripples illustrate the
limitless repercussions that are made, or can be made, upon the
soul by this impact, fraught as it is with several meanings at
different levels. One meaning can, as we have seen, open out on
to another decper meaning® that lies beyond it. In this way
sacred art often conveys far more than it appears to convey, far
more sometimes even than the mind in question is conscious of
or could take in by way of ordinary didactic teaching.

Needless to say, the initial impact itself must captivate the
mind and the emotions. According to the literal meaning of
Hamlet, our sense of Queen Gertrude’s culpability goes far be-
yond the sin of marriage to a dead husband’s brother, just as we
are given many strong and obvious reasons why Hamlet should
kill Claudius, enough at any rate even to make us forget for the

1 Shakespeare's plays cannot be considered as sacred art in the full and central
sense of the term, but they can be considered as an extension of it, and as
partaking both of its qualities and its function.

3 Needless to say, not every detail in this text has a deeper meaning.
Conversely, there are some details which only make good sense on the
decpast plane of ali.
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wwoment that revenge is unchristian, None the less, it would be
true to say that there is no common measure between the
literal meaning of this play and the deep sense of urgency that
Shakespeare instils into us, There is something mysteriously
unfathomable about the Queen’s guilt. Morcover, so long as we
are in the theatre we are not far from feeling that revenge is
the most important thing in the world; and we are right, for
there s nothing more important, and indeed nothing more
Christian, than what revenge stands for here.

The Ghost's revelation to Hamlet is, as regards its symbolic
meaning, like a puzzle with a few missing pieces which it is not
difficult for us to supply in the light of those pieces which we
are given—the garden with its fruit trees, the serpent, the guilty
woman. The Genesis narrative is undoubtedly here. There is
also, explicitly, the first-fruit of the Fall, the sin of fratricide. But
the Fall itself was in fact a murder also, the slaying or making
mortal of Adam by the sexrpent, and the forbidden fruit was the
‘poison’ through which that murder was effected.

The Quecn is not merely Hamilet’s mother; she is his whole
ancestral line going back to Eve herself; and inasmuch as she is
Eve, she represents, in general, the fallen human soul, especially
in its passive aspect. In other words, she represents that passivity
which in man's primordial state was turned towards Heaven and
which after it lost contact with the Spirit has come more or Jess
under the sway of the devil or, in the words of the play, baving
sated itself in a celestial bed has come to prey on garbage. Like
the father and son in Henry IV, mother and son here can each
be taken separately as representing ‘Everyman’, but above zl]
they are to be taken together as constituting fallen human soul,
Hamlet himself being the personification of its active aspect—
its conscience and its intelligence. The attitude of the son towards
his mother, which many people consider to be something of an
enigma and which has prompted more than one grotesque ex-
Planation, is amply explained if we consider that allegorically
nmiother and son are one person, different faculties of one and the
same soul. '

Unlike the writer of epic, the dramatist has a very limited
space at his disposal. Consequently he often chooses to build a
house of more than one storey. In Hamlet the soul is not only
represented by the Prince and his mother; its state is also reflected
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in the condition of the country. Not that there is actually a
sub-plot of civil war asin Henry IV, but none the less
Something is rotlen in the state of Denmark
and The time is out of joint and needs to be set right. Morco»:cr.
as a parallel to the whole action of the play, the soul of King
Hamlet is being purified in Purgatory. ‘
But the dead King has also another aspect. Just as Adam was

not only the man who fell but also the most perfect of all
creatures, made in the image of God, so also King H?mlet_, w.hu
in a sense corresponds to Adam, is not only a purgfxto_nal pilgrim
but also a symbol of man’s lost Edenic state. It is in virtue of
this that he refers to his own marriage with Gertrude as a
celestial bed, and is spoken of by Hamlet in terms of human
perfection: )

A combination and a form indeed

Where every god did scem Lo set his seal

To give the world assurance of a man. (11, 4).

It is also in virtue of this aspect that he acts as spiritual guide to

n. - .
hl?l'sl(:c difference between simple piety and mysticism might
almost be summed up by saying that the averagely pious man
looks at the story of the Garden of Eden for Lhe‘most part
abjectively, whether he takes it lit_crally-or ‘al}cgorxcally. 'I‘hc
mystic, on the other hand, looks at it subjecuveIY.as something
which intensely, directly and presently concerns himself. Agaui
the averagely pious man is aware of‘ the existence of the devil,
but in fact, if not in theory, he imagines hlml to be more or less
harmless and has little idea of the extent (?f his own su.bscr‘v:encc
to him. In general he is extremely subject to the illusion of
neutrality, But the mystic knows t!‘lat most OE: what seems neutra
is harmful, and that one may smile and smz.le and be a v-zllam.
The Ghost initiates Hamlet into the Mysterfes b_y conveying to
him the truth of the Fall not as a remote hlstonc.al fact. but' asl.
an immediate life-permeating reality, an acute pain Whlch.utl
not allow his soul 2 moment’s rest; and every man in .Eact xsbm
exactly the same situation as the Prince of Denmark, did he but
know it, that is, if he were not

Duller . . . than the fat weed
That roots itself at ease on Lethe wharf. (1, 4).
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What the Ghost says to Hamlet could almost be paraphrased :
‘Latterly you have been feeling that all is not well. I come 1o
confirm your worst suspicions and to show you the remedy. Since
man has been robbed by the devil of his birthright, there is
only one way for him to regain what is lost and that is by taking
tevenge upon the robber’,

With all the ardour of the novice, in answer to his father's last
injunction Remember me! the Prince replies:

Remember thee?
Yea, from the table of my memory
Il wipe away all trivial fond records,
All saws of books, all forms, all pressures past,
T'hat youth and observation copied there;
And thy commandment all alone shall live
Within the book and volume of my brain,
Unmix’d with baser matter. (1. 4).

Spiritual wisdom, from a wordly point of view, is a kind of
madness; and so madness can be made to serve, in certain
contexts, as a symbol of spiritual wisdom, Shakespeare avails
himself of this possibility more than once in his plays; and in
Hamlet, in addition to its more outward meaning as a stratagem
and a blind, the antic disposition which the Prince puls on serves
above all to underline the drastic change that has taken place in
his life. In his soliloquies he shows no trace of madness; but as

soon as he has to face the world, that is, when Horatio ang |

Marcellus enter, shortly after the exit of the Ghost, the new
found spiritual outlook which fills his soul almost to bursting
Point has to find an outlet in what Horatio describes as wilg
and whirling words, It is under cover of this ‘wildness’ that
Shakespeare momentarily allows the deeper meaning of the play
to come (o the surface, for what Hamlet says is:

And so without more circumstance at all,

I hold it fit that we shake hands and part;
You, as your business and desire shali point you;
For everyman hath business and desire,

Such as it is; and, for mine own poor part,

Look you, I'll go pray.
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And prayer, which in the widest sense of the word may be said
to comprise all forms of worship, is in fact man's chicf weirpon
of ‘revenge’?

It is not however Horatio and Marcellus who represent the
world in Hamlet. They do so in this scene only incidentally,
because they are the first living creatures that the newly initiated
Prince is called upon to face. But he soon takes them both half
into his confidence, and later he confides everything to Horatio.
The world, not only in its incomprehension, but also in its
allurements, everything in ‘ordinary life’ which it is difficult to
give up but which the man who has taken his vows must break
with altogether and leave behind him is summed up in the person
of Ophclia. Hamiet’s subsequent visit to her, which she describes
to her father, would seem to be prompted by the vain hope that
it may not be necessary to turn his back on the world alt.ogetlfer,
or that it may be possible as it were to take the world watl-f him,
But when he looks into her face he sees that he must go his way
alone; she would be quite incapable of sharing his secret; and
so he leaves her without saying a word.

In the ‘nunnery scene’, where we frst see “them together,
Shakespeare once more allows the deeper meaning of the p_lay
to rise to the surface under cover of Hamlet’s ‘madness’. The
first part of the spiritual path is ‘the descent into Hell'. "I'he
deeper meaning of Dante’s Inferno® is the descent of Dante into
the hidden depths of his own soul. The novice has first to lear.n
the meaning of ‘original sin’; he must come to know the evil
possibilities which lie, almost unsuspected, beneath the surface
illusion of being indifferent honest. The gist of 21l that Hamlet
says to Ophelia in this scene is in the following speech:

3 dy quoted line: )
The slrex 13 me wipe it (my hand) first; it smells of mortality ) N
which brings the deeper meaning of King Lc:fr to the surface, is spoken by
Lear when he is mad. The fact that Hamler’s madness is .(cxgnccf whcrca.f
Lear's is not makes no difference to its symbolism. Anothc_r kind of ‘madness
which has the same significance is the “folly” of the professional fool.

do mot mean to suggest that
4 The references here and elsewhere to Dante " g
;l;laicspe::rc owes anything to Lim directly. Of this we know nothing. The
Divine Comedy can nonc the less help to throw light on certain aspects of
these plays because it is based on principles with which no intellectual of
Shakespeare’s time could fail 1o be familiar.
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Get thee to a nunnery; why wouldst thou be ¢ breeder
of sinners? I am myself indifferent honest; but yet I could
accuse me of such things that it were better my mother had not
borne me. I am very proud, revengeful, ambitious; with more
offences at my beck than I have thoughis to put them in,
imagination to give them shape, or lime to act them in. What
should such fellows as I do, crawling between heaven and earth?
We are arrant knaves all; believe none of us. Go thy ways to
a nunnery. {m, 1)

Elsewhere ‘the descent into Hell', that is, the discovery of
sinful propensities in the soul which were hitherto unknown,
takes the form of actually committing the sins in question, as
happens, for example, with Angelo in Measure for Measure and
with Leontes in The Winter's Tale. The same may be said also
of Macbeth, but his ‘descent’ as we shall see, is of a different
kind.

Despite Hamlet's antic disposition, all that he says to Ophelia
in the ‘nunnery scene’ makes profound sense. But ‘the world’ is
quite uncomprchending; for Ophelia it is all nothing more than

Sweet bells jangled, out of tune and harsh.

In The Divine Comedy the discovery of the soul’s worst
possibilities and purification from them are treated scparately.
The Inferno and the Purgatorio correspond to an altogether
exhaustive . Confession followed by a full Absolution. The
‘architecture” of Dante’s poem demands this separate treatment,
as also the fact that it has an eschatological as well as a mystical
meaning. Occasionally, as we shall sce, Shakespeare also treats
the two phases scparately, but more often, as in Hamlet, he
represents them as taking place simultaneously. The killing of
Claudius will mean reaching not only the bottom of Hell but
also the t . of the Mountain of Purgatory, for Tevenge means
purification.

When Hamlet, on his way to speak with his mother, suddenly
comes upon Claudius praying and is about to kill him, he
refrains from doing so on the grounds that to kill him while at
prayer would amount to sending him to heaven which would be
hire and salary, not revenge. According to the more outward
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meaning, that is, according to Hamlet as a morality play, the
Prince’s failure to kill Claudius at this juncture springs from
the inability to take decisive action, the readiness 1o snatch at
any pretext for procrastination. At this level a more or less blind
eye has to be turned to the actual pretext given. None the less,
it is difficult to pass it over altogether as an unpremeditated
excuse which flashes across Hamlet's mind and is seized on with-
out being weighed, because later in the play Hamlet deliberately
sends Rosencrantz and Guildenstern to a sudden death, no
shriving time allowed, without even knowing whether they are
in the plot against his life or not-—and in all probability they
are not. We can accept the normal idea of revenge without too
much dificulty, even in a morality play, for revenge is or can be
a name for justice. But what sin can compare with the implacable
determination to send a soul to Hell?* And how is such appalling
malevolence to be reconciled with the fact that Hamlet is
unquestionably a man of gieat nobility and magnanimity of
character, with a profound love of good and hatred of evil and
with even much of the priest in his nature—witness the wise,
benign and moving sermon he preaches to his mother in the next
scene? It must be admitted, with regard to these questions, that
the play’s deeper meaning strains here the outward sense almost
to breaking point. But once the decper meaning is understood,
the difficuities vanish. Revenge on the devil must be absolute. It
requires no apologies. There must be no scruples and no com-
promise. But the time is not yet ripe. There would be no revenge,
and therefore no self-purification, in killing Claudius ar that
moment because Claudius is not himself. Sometimes the soul's
worst possibilities may manifest themselves only partially, in
such a way that it would be quite easy to overcome them. But
nothing final could be hoped for from resisting them on such an
occasion; it is only when those possibilities really show themselves
for what they are, when they are rampant in all their iniquity,

1 As answer o this question we may quote from Measure for Measure (written
about the same time as Hamlet) what the Duke says about sending a soul to
Hell. He has been trying to preparc Barnardine for death, a criminal jusily
sentenced to be executed for murder. When asked if Barnardine is ready to
die, the Duke replies:

A creature unprepared, unmeet for death;
And to transport him in the mind he is
Wers damnable. {IV, 3).
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only then is it possible, by stifling them, to give them the death-
"blow or mortally wound them. As Hamlet says:

When he is drunk aslecp, or in his rage,

Or in the incestuous pleasure of his bed,

At gaming, swearing, or about somne act

That has no relish of salvation in't;

Then trip him, that his heels may kick at heaven

And that his soul wmay be as damn'd and black

As hell, whereto it goes. (tn, 3).

In this scene the devil is far from manifesting himself fully in
Claudius. The dragon has not yet come out into the open. Or
in other words, Hamlet has not nearly reached the bottom of
Hell. He has not even had yet any direct experience of the full
villainy of Claudius. All that he has learnt so far is relatively
indirect compared for example with what he finds when he opens
the letter to the King of England and reads Clandius’ instructions
to have him beheaded immediately on arrival; but the very
bottom of Hell is only reached when the Qucen lies dead and
Hamlet’s own body has tasted the poison. Mcantime, before he
can kill the great devil he has first of all to account for the lesser
devils—Polonius, Rosencrantz and Guildenstern; and like Dante's
‘cruelty’ towards some of the sufferers he sces in Hell, who are
really elements in his own sou), Hamlet's attitude becomes
immediately understandable and acceptable and reconcilable
with his nobility of nature if we realize that all the victims of
his revenge are in a sense part of himself.

What has so far most impeded Hamlet upon his path is a
certain apathy, sluggishness and lack of fervour. Lapsed in time
and passion is the way he describes himself. The basic cause
of this half-heartedness, the chief reason why it is out of the
question that Claudius should be killed at this moment of the
play is that the soul is divided against itself, being still, in so far
as it is represented by the Queen, largely under the Devil's
domination. It is only in the next scene that a certain unity of
soul is achieved when Hamiet wins his mother aver to his side.

This scene is as it were the centre of the play. Personifying
the soul that is afraid of its conscience the Queen is afraid of
her son and has been holding him at bay. Even now, when the
two are to be alone together at last, she has contrived, or rather
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fet us say willingly consented, to have a third party present,
one of the devil's spics, hiding behind the arras. Polonius is the
embodiment of hypocrisy. His presence at the beginning of this
scene means the presence, in the soul, of the determination to
brazen things out. The Queen’s first words to Hamlet, referring
to Claudius as his ‘father’, are shameless in their effrontery:
Hanilet, thou hast thy father much offended. (11, 4).

But when Hamlet's sword pierces the body of Polonius, conscience
picrces through the soul’s mask of self-justification and with all
possibility of intervention at an end the soul is forced to listen
to its better self:

Leguve wringing of your hands. Peace, sit you down
And let me wring your heart; for so I shall

If it be made of penetrable stuff,

If damned custom have not braz'd it so

That it is proof and bulwark against sense.

The Queen is eventually driven to say:

O Hamlet, speak no more!
Thou turn’st mine eyes into my very soul;
And then I see such black and grained spots
As will not leave their tinct$

No sooner is the socul’s repentance assured than its good angel
appears. Gertrude, representing the lower part of the soul,
cannot sense directly the spiritual power which the ghost of her
dead husband represents; but Hamlet sees and hears it, and
under its inspiration he tells his mother what she must do.

In this scene, which is really an epitome of the whole play,
cven the literal sense rises to heights that are almost mystical. It
is as if the drama’s outer meaning, in virtue of which it. is a
morality play, had been drawn up to the level of its inner
meaning. For whether we consider the Prince to be afidfcssmg
another person or to be addressing his own soul, he is in any
case speaking with an exalted penetration worthy of a sl?mtual
master who has years of practical experience of the mystic path
behind him. .

According to the First Quarto’ version of this scene Hamlet
* Nothing [ can say to myself will make them leave their black tint to take

on 2 lighter colour.
1 1603.
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succeeds in destroying once and for all Claudius’ hold over
. Gertrude. Morcover she Promises to help Hamlet 1o accomplish
his revenge. This is lIcft out of the masterly revised text of the
Second Quarto," which leaves the audience with the impression,
not that Gertrude has completely conquered her weakness for
Claudius but that she is well on her way to doing se and that
she is sincercly repentant and determined to give her son all the
passive support she can. They feel that like Hamlet himself she
still has some obstacles to overcome; and indeed if she had not,
and if Hamlet had not, Claudius would have to dje then and
there. :

To judge from the cuts in the first Folio edition of Hamlet,
published ouly seven years after Shakespeare’s death, we nay
assume that the full text of this play was considered then, as
now, too long for the requirements of theatrical performance.
Unfortunately one of the Passages nearly always sacrificed js
Act IV, scene 4, without which the balance of the play as a
whole is scriously upset. In this scene Hamlet, on his way to the
Danish coast to set sail for England, has a glimpse of Fortinbras,
the young Prince of Norway, who is leading his army through
Denmark to fight against the Poles; and this glimpse reveals to
Hamlet a hero endowed with all those virtues which he himself
most necds to develop.

Fallen man stands between two peifections, one past and one
future, that which was lost and that which i5 to be gained. In
this play it is the dead King Hamlet who stands for the past
perfection and its loss, whereas Fortinbras represents the per-
fection in which the redeemed soul, after its purification, will
be reborn. It is he whom the dying Hamlet is to name as his heir,
The analogy between the symbolism of this play and that of
Henry IV is by no means exact in every detail; but the dead
King Hamlet largely corresponds to the dead King Richard I1,
whereas Queen Gertrude and her son, taken together, correspond
to the synthesis of King Henry IV and his son * while Fortinbras

* 1t

. r\'n-‘.nm 10 53y there v no exacy orrespanilence here hetween parent and
parent and between son and son It s trite that Gertrude i< burdened with
puwlt 1onards King Hamlet just as Heney 1V is burdened with guiit towards
hine Ruchard, Lot Prnipge Hamlet, the censurer of sclf and others, also has
much o common with Flenry IV, whereas Gertrisde in some rcspccts COomey
closer, symbolically, to the repentant prodigal Prince Hal,
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in 2 sense corresponds to that son regenerated as King Henry V.
But this scene, where Fortinbras first appears, is needed above all
in that it marks a stage in the devclopment of Hamlef, who
drinks a new strength into his soul from his vision of Fom_nbras.
In the soliloquy which is prompted by this forctas.tc of h}s own
true self there is a ring of confidence and resolun?n which we
have not heard before. It must be remembered in d.us. connection
that the symbolism of honour throughout this play is inextricably
connected with the symbolism of revenge. In other words, as the

-+ incentive to revenge, honour means spiritual aspiration.

In Hasnlet, as also in King Lear, the play begins with worldly
wisdom in a state of triumph. It is as if Shakespefire had set up
a pair of scales, and to begin with he allows the wcx.g?ut of worldly
wisdom in one scale to lift the opposite scale oF spx’ntual wisdom
right up into the air, so that it appears as ‘{1ght as fo.liy. BIM
as the play goes on, more and more weight is thrown into the
spiritual scale until, even before the last act, f" has’ :sunk dow.n
to rest on a solid, sober foundation. By the time King Lear is
drawing to its close the Fool has disilppcar.cd, Eflgar -ha_.'s ceasc.:d
to feign madness, and Lear has recovered his saml)'r. Similarly in
Hamlet we see no more of the Prince’s ‘mad’ness after .he l.ms
left for'England; and when he returns he astonishes 'Horztucf with
his new-found strength and determination. Meanum-c it is the
scale of worldly wisdom which, found :sadly w.antmg, hangs
poised aloft in insecure suspense; and the ‘lightness’ of t:lus.world,
unstable and transitory as it is, racing :owa}rds decay, ruin and
death, is pictured in the madness of Op!fclaa. For her there are
only two categories—the dead and the dying.

And will he not come again?

And will ke not come again?

No, no, he is dead.

Go to thy death bed.

He never will come again. (1v, g).

Ophelia’s madness is like a mirror for the failure of a}i .wm_’ldl.y
aspirations, the'shauering of all worldly: hopes; and it is sngllu-
ficant, considering what she stands for.m the play as a whole,
that the corpse which is being buried in the church-yard scene

is none other than hers. ) _
In this scene, Hamlet, who is himself to die the next day, has
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the inevitable certainty of death brought home to him with a
concrete realism which makes his bones ache, and those of the
audience t00. He is made to hear death in the knocking together
of dead men’s bones as the gravedigger throws down one against
another; he sees, touches and smells death as he takes the jester’s
skull in his hands; he even almost tastes death as he remembers
how often as a child he had put his lips against what is now no
more than two rows of teeth set in two jaw-bones:

Here hung those lips that I have kissed I
know not how oft. (v, 1).

Moreover the scene is to end with the actual burial of everything
that had represented, for Hamlet, the possibility of earthly
happiness.* His own days are numbcred too, for it comes out
that the grave-digger had taken up his profession on the day that
Hamlet was born, thirty years previously; and for him the Prince
is already almost a thing of the past, one who has not only come
but gone. There is a strange and sudden chill about the words,
spoken with the objectivity of a chronicle:

1t was the very day that young Hamlet was born;
he that is mad, and sent into England.

We are reminded by this scene that more than one mystic has
sought before now to familiarize himself with death by laying
himself out in a coffin; and this is precisely what Hamlet is made
to do here. It leads up to his speech in the final scene where he
expresses his readiness to die at any time. What does it matter

if a man die young, since no man really ever possesses any of the
things he leaves behind him at death?

Since no man has aught of what
he leaves, what is't to leave betimes?

We have come a long way from the fears expressed about death
in the most famous of his soliloquies.

That soliloquy, To be or not to be . . . » marks Hamlet's lowest
ebb. As has already been pointed out in an earljer chapter, he
goes somewhat back afier the first encounter with his father

" There is a strong suggestion of death agony in the convulive violence of
Hamlet's outburst over Ophelia’s grave—his towering passion as he regret-
fuliy describes it the next day.
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before he begins to go forward. We cannot start to trace Ll_lc
development of the soul he represents until the play-scene, in
which doubts are altogether removed and faith confirmed.
Onwards from there, the soul gains singleness and sincerity from
the reconciliation between Hamlet and his mother; confidence,
resolution, a sense of true greatness and even a foretaste of
perfection from the glimpse of Fortinbras; resignation to death
and a forctaste of death from the churchyard scene; and complete
trust in Providence from the discovery of Claudius’ letter to the
King of England. Hamlet’s discovery of this plot to ha\fe him
killed in England takes place shortly after he sees Fortml?ras.
but we only hear of it in the last scene of the play. He asqxl?es,
with considerable insistence, every detail of his escape to Divine
intervention, and his account of what happened enables trust
in Providence to take its place as cornerstone in the remarkable
image of royalty which Shakespeare gives us in.Hamlet at t.hc
beginning of this scene. Without the least arrogance, but with
an altogether objective, sense of values, he dismisses Rosencra_ntz
and Guildenstern as baser natures who have perished for c!armg
to step between two mighty opposites, that is, between 'hlmself
and Claudius—mighty because, as we may interpret, since all
Heaven is on his side, as he now knows beyond doubt, the clash
is ultimately between Michael and Lucifer.

Why, what a king is this!

exclaims Horatio in wonderment. It is signiﬁcam_ also that
only here, for the very first time, does Hamlct_ menm_m among
Claudius’ other iniquities, that he has robbed him of h-xs rightful
caown; and when Horatio implies that there is no time to be
lost because news of what has happened will shortly come from
England, and when Hamlet replies:

It will be short; the interim is mine;
And a man’s life’s no more than to say ‘Once’

we know that Clandius has not long to live. .
The keynote of this opening passage to the ﬁ_na-l scene is
maturity-readiness in every sense of the word, a:ld it is summed
up in the words the readiness is all. ‘Everyman’ knows that }-le
has almost come to the end of his journey and that thf: end will
be victory but also, necessarily, death. The confidence in the one
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and the foreboding of the other are expressed in Hamlet's words
to Horatio:

I shall win at the odds. But thou
wouldst not think how ill all's
here about my heart.

These words, with their combination of victory and death, are
equivalent to Henry 1V's:

And wherefore should these good news mahe me sick?

: (v, 4)
as he hears of his victory over the rebels. Symbolically the two
situations are identical; Henry IV here corresponds exactly to
Hamlet before the fencing match. All that remains to be achieved,
in cither case, is the complete redemption of the other aspect of
the soul, represented in Henry IV by the Prince and in Hamlet
by the Queen. As regards the Queen, ‘the return of the prodigal’
has in a sense already taken place; but ait demands that it should
be clinched beyond all doubt. In this respect, what is generaily
accepted today as the final text is almost certainly more elliptical
than Shakespeare originally intended it to be when he conceived
the play. After the King and Laertes withdraw together at the
end of Act IV, scene g, the First Quarto has 2 scene in which
Horatio tells the Queen of Claudius’ unsuccessful attempt to have
Haumlet killed in England and of Hamlet’s return. When the
Queen learns that her son is back in Denmark, she tells Horatio:

SO Bid him awhile
Be wary of his presence, lest he fail
In that he goes about

which means, freely paraphrased: *Tell him to make quite sure
that Claudius does not kill him before he kills Claudius, But
although this scene is left out in all the later editions of the play,
according to the final text a letter is brought from Iamlet to
his mother, presumably telling her everviliing. Morcover, on the
basis of Claudius’ remaik at the end of the churchyard scene:

Good Gertrude, set some watch upon your son,

we iy imagine that mother and son have muple 1ime to discuss
the whole situation. However that wmay be, the Queen would be
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certain that Hamlet’s life was in the greatest danger, ‘and she
would be watching Claudius’ every move. It is very hkcly,.to
say the least, that she is suspicious of the drink that Claudius
has prepared for her son, and that she drinks from it herself to
test it. Though not clear from the text, this ca-n -bc made c!ear
by the actress. But even if we do not accept this interpretation,
Shakespeare has completed his symbolism beyond all doub_t by
making this last action on the part of the Quecen an act ?f direct
disobedience to Claudius who had forbidden her to drink, and
by making her final words whole-heartedly on the side of her son:

No, no, the drink, the drink,—O my dear Hamlect,—
T'he drink, the drink!—I am poison’d.

As 1o Hamlet’s last words, it is perhaps significant that they
are a message te Fortinbras. This, together with the entry f’f
Fortinbras immediately after Hamlet’s death .n}arks a certain
continuity between the dead prince and the hvn.ng one. 'I here
is a suggestion—nothing more—that Hamlet is fnys.tenousl_y
reborn in Fortinbras, though Shakespeare does not indicate this
‘alchemy’ explicitly here as he does in Henry I V.‘ At the end of
Hamlet the stress lies rather on the fruit of rebirth. "Except a
man be born again. . . ." If the play as a whole corrcsponds to an
interpenetration of Dante’s Inferno and Purgatorio, th:: .Paradz..fo
is none the less not merely implicit. It is expressly anticipated in
Horatio’s farewell prayer for Hamlet:

Flights of angels sing thee to thy rest!




CHAPTER V
Othello

THE essential feature of man's primordial state was the union of
his soul with the Spirit; and one of the most universal symbols
of the regaining of that state is marriage, the union of lovers.
The prototype of this symbolism in Christianity lies in Christ's
own references to himself as ‘the Bridegroom’; and the Middle
Ages were dominated by the conception of the Church or,
microcosmically, the soul as the bride of Christ. Let us guote
from the beginning of Ruysbroek’s The Adornment of the
Spiritual Marriage:

*“This Bridegroom is Christ, and human nature is the bride;
the which God has made in His own image and after His likeness,
And in the beginning He had set her in the highest and most
beautiful, the richest and most fertile place in all the earth; that
15, in Paradise. And He had given her dominion over all
Creatures; and He had adorned her with graces; and had given
her a commandment, so that by obedience she might have merited
to be confirmed and established with Ler Bridegroom in an
eternal troth, and never to fall into any grief, or any sin.

Then came a beguiler, the hellish fiend, full of envy, in the
shape of a subtle serpedit. . . . And the fiend seduced the bride

of God with false counsel; and she was driven into a strange
‘ country, poor and miserable and captive and oppressed, and
beset by her enemies; so that jt seemed as though she might never
attain reconciliation and return again to her native land.

But when God thought the time had come, and had mercy on
the suffering of His beloved, He sent His Only Begotten Son to
carth, in a fair chamber, in a glorious temple; that is, in the
body of the Virgin Mary. There he was married to this bride,
our nature.' :

Mediaeval art was contin ually expressing this union, in various
ways, as for exawple in pictures of the mystical marriage of St

! Jan van Ruystnoeck, The Adornment of the Spiritual Marriage, translated
by C. A. Wynschenk Dom. pp. 3-4. (John Wadkins, 1g51).
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Catharine of Alexandria with Christ, she reprcscx_lting the perfect
soul and he the Spirit. But the Virgin Mary, in virtue of her
Assumption and Coronation and her function as Co-Redemptress,
also stands for the Spirit, and so by extension may a perfect
woman. In The Divine Comedy, when Dante reaches the C-_‘arde_n
of Eden on the top of the Mountain of Purgatory, Beatrice his
beloved, personifying spiritual wisdom, qescends .Erom I-Icave_n
and the two meet in the terrestrial Paradl.se; and_m The Faerie
Queene, the sequel to the Red Crosse Knight's victory over the
dragon is his marriage to the Lady Ur.la. .

In Othello the black Moor and his white lady are soul :{nd.
Spirit. Like Cordelia, Desdemona is ‘the pearl. of great pnce:
which was wantenly thrown away. Othello describes himself as:

One whose hand
Like the base Judean threw a pearl away
Richer than all his tribe.

As for lago, Othello says of him, after his iniquity has been
revealed:
I look down towards his feet; but that’s a fable,

meaning: I look down to see the devil's cloven hf)oves; but ‘since
I see that Iago, who is unquestionably th.c devil, has ordm:}r.y
human feet, I now learn that the current idea abqut th_c devil's
feet is a mere fable. Then he strikes at Iago with his sword
saying: -
If that thou be'st a deuvil, I cannot kill thee,
and in fact he cannot kill him. Tago remarks to Lodovico:
I bleed, sir, but not killed.

The sudden and secret marriage of Othello and DeSftlcmona
at the beginning of the play has takfrn Iag? by surprise. But
this union of soul and Spirit is only virtual; it ma.rks t.hez outset
of the spiritual path, not the end, and symbolizes mmauo_r;
rather than realization; and the first scene opens upon the devi
preparing to do all in his power to wreck thc. marriage hcfor;i
it can come to fullness. T'o start with he can do little, for althoug
husband and wife are temporarily separated, the Senate agrees
that Desdemona shall follow Othello to Cyprus; but their ﬁrsl:
night there together is disturbed by tpc drnnkcn'brawl 'Wh[;c
Iago has staged; and the next morning he begins to imbue
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Othello with the suspicion that Desdemona is unfaithful to him,
so that the two lovers are never really in peace together until at
the end they are lying dead side by side upon the marriage bed.
Only then, after it has passed through the marrow gate’ of death,
is the soul truly united with the Spirit.

But it has a foretaste of Paradise, when the Moor arrives in
Cyprus to find that Desdemona is already there before him. Her
speedy coming has Leen almost miraculaus, for as Cassio says:

Tempests themselves, high seas and howling winds,
The gutter'd rocks, and congregated sands,
Traitors ensteep'd to clog the gutltless keel,

As having sense of beauty, do omit

Their mortal natures, letting go safely by

The divine Desdemona. (1, 1).

When Othello enters he says:

It gives me wonder great as my content

T'o sec you here before me. O my soul’s joy!

If after every tempest come such calms,

Let the winds blow till they have waken'd death!
And let the labouring bark climb hills of seas
Olympus-high, and duck again as low

As hell's from heaven!

We have here an anticipation of the terrible ‘storm’ that is to
follow, but also, in a sense, 2 guarantee of the final peace.

It may be asked: If Desdemona symbolizes the Spirit, why
does she not see through Iago, as Cordelia would undoubtedly
have done? But apart from the fact that Desdemona’s proneness
to think well of people unless given good reasons for not doing
s0 is an aspect of her generosity and childlikeness and therefore
part of her perfection, it must be remembered that a symbol
can never account for every aspect of the higher reality that it
symbolizes. One has the impression that no one was more critical
of Shakespeare’s symbols than the author himself and that he was
continually striving to make them fuller and more all-embracing.
It is probable that Claudius in Hamlet represents Shakespeare’s
own consciousness of the inadequacy of Falstaff as a personifica-
tion of the devil: and Jago is certainly an ‘improvement’ on
Claudius. Similarly the transcendence of Cordelia no doubt partly
reflects Shakespeare’s consciousness of certain shortcomings in
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Desdemona as a personification of the Spirit. None the less,
granted that a symbol must always fail short in some respects,
Desdemona is unquestionably adequate to fulfil her functfon
in this play. She is convincingly perfect, and human perf-ecuon
is a mirror for Divine Perfection. Moreover she is the
idcal complement to Othello. The Ancient World and the
Middle Ages held that every human being is pe‘rfcctly matched
by another human being of the opposite sex. 71 iﬁxe two may be
separated by time and space and inay never meet in this lffe, but
if they do, no ordinary earthly passion can compare with the
love that cach feels for the other. Consequently, since a true
symbol must be perfect of its kind, we may say that 1h‘rhcre th(?
symbolism of sexual love is used. only such lo.tal an_cl absol-utc
love as this is fully worthy to represent the primordial relation-
ship between soul and Spirit, and it is clear that Shakespeare
had no less than such Iove in mind when Le drew the characters
of Romeo and Juliet, for example, of Or.hel‘lo and Desdemona,
and of Antony and Cleopuua. In Othello, as in tl}csc other‘plays,
we are made to feel thai there is something cosmic and universal
in the intense mutual attraction between the lovers; and our
thoughts leap to identify themselves with Othello’s when he says
in the last scene, with reference to his wife’s death ;

Methinks it should be now a huge eclipse
Of sun and moon, and that the affrighted globe
Should yawn at alteration.

Iago, by far the most villainous (:Jf all Shakcspea‘re'.s vi_llains,
is his last representation of the devil as such, and it is difficult
to conceive how this representation cosxld t-ne surpassed. In his
subsequent plays, as we shall see, it suits hxs. purpose better to
let his villians represent certain aspects of evil, v.mhout actually
personifying evil's root. Edmund, in ng Le-ar, is no doub_t the
second most villainous of Shakespeare's villains, but there is “f’
common measure between him and Iago as regards what moti-
vates their crimes. Edmund’s chief motive i.s worldly ambmoz}.
whereas Iago’s villainy is ultimately determined by !ovc of evil
and hatred of good. They have none the less fnu‘ch in common
as regards outlook, and this outlook serves, 1f1c1dentally, as a
clear indication of where Shakespeare stands in t.hc transition
from Middle .Ages to Renaissance which was still not quite
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complete in the England of his day. More than once his drama
is a meeting place, almost a battleground, for the two points of
view; and it is significant that Iago and Edmund are both out
and out humanists, that is, typically representative of the Renais-
sance, and typical rebels against mediaeyal tradition, Jago even
Boes so far as to deny the existence of virtue as an ideal since
that implies, most unhumanistically, that there is some power
above man which sets a standard for man to conform to.

Virtue! a fig! *tis in oursetves that we are

thus or thus. Our bodies are our gardens to the
which our wills are gardeners. . , . If the balance

of our lives had not one scale of reason to poise
another of sensuality, the blood and baseness of
our natures would conduct us to most preposterous
conclusions; but we have reason to cool our raging
motions, our carnal stings, our unbitted lusts, (% 3)-

Iago might almost have said: “Thou, reason, art my goddess® just
as Edmund does in fact say

T hou, nature, art my goddess. (1, z).

Either remark is centrally humanist, for according to bumanism,
humanity is the highest thing in existence, and humanity as such
is limited to reason and to nature. Beyond reason, which marks
nature’s upper boundary, the supernatural begins. Under the
flag of Renaissance humanism, naturalism in art and rationalism
in thought march together side by side. It is clearly humanism, the
rationalistic denial of all that is superhuman and supernatural
that the mediaeval Hamlet means by the word ‘philosophy’ when
he says:

There are more things in heaven and earth, Horatio,

Than are dreamt of in your philosophy® (1, g).

Nor can there be any doubt that Hamlet is here voicing Shake.
speare’s own view. The same may be said of the equally mediaeval
Duke of Vienna in Measure for Mcasure when he sums up
Barnadine's Ladness:
Sirrah, thou art seid to have g stubborn soul
That apprehends no further than thisworld. (v, 1).
* lhese Liney are certainly not direried agunst Horativ, The possessive “your*

13 bere general and impersonal. The Arden cditors quote as a parallel
Hamlet's Your worm is your only emperor for diet.
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In Othello, unlike Hamlet, Hell and Purgatory are .trcatcd
separately and successively. Almost the whole o.f Othello is taken
up with the descent into Hell: the soul, pcrsomﬁer:l by the _Mo_or,
gradually plumbs the very depths of error, that is, '.Df thinking
that black is white and white is black, that _falsehood is truth' and
truth falsehood. But although the descent is gr?dual', there is no
correspondingly gradual development of .sr-m[ in this ]?lay. The
first stage of the journcy only becomes splmuall): elective whc?,
at the bottom of Hell, the truth suddenly Preaks in upon Othello
like a flash of lightning which lights up in retrospect the whole

" descent that he had made in darkness, and he is transformed in

i a dupe to a wise man. Then follows Purgatory,
:vriltllln:;at;tf:;ﬁ concfntrated brevity. _Ahhough cou}prcsscd I;;LO
only a few lines, its anguish is so intense that it alsoget er
convinces us of expiation and purification. Othello anthxpatc;,
and therefore wears out to nothing, all that would have separate !
him from Desdemona, this heavenly sight, on th.c Day o
Judgement, when we shall meet at compt. He cries out:

Whip me ye devils,
From the possession of this hcaven.Iy sight!
Blow me about in winds! roast me in :mlphur!
Wash me in steep-down gulfs of liguid fire!
: (v. 2).
i in si i iation i iplete, a deep
‘Then, as it were in sign that his expiation is con I
calm settles upon his sadness almost from that moment until
nd. - - - -
ll'1f!1“;u: everlasting union of soul and Spirit after death is indicated
by Othello’s dying upon a kiss and also by the man:agc_shaets,
oz the bed of death, a detail that Shakespeare stresses just as
much as he stresses the fact of Henry IV's death in the Jerusalem
ber. o ' o
Chlg\?t:rything is really explained in the Moor's own ?b]cmve
judgment of himself at the end when he tells the Venetians that
they must speak of him as _
Of one that loved not wisely but_too well,
Of one not easily jealous but being wrought
Perplex'd in the extreme. '
sely but too well that he
does not mean by the words not wisely
lI'A{ail l(:vcd.l)csdcmona too much, but on the contrary that he
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bad not loved her enough. Wisdom here is certainly not worldly -

wisdom such as might limit the extent of passion, but wisdom
in the higher sense which would have added its light to the
heat of passion and made him see that Desdemona was in fact
goodness itself. Then he would have been proof against lago's
deceptions, whereas a blind love which had too much Passion in
proportion to its wisdom made him a relatively easy victim. In
this play it is blindness above all that characterizes fallen man,
leaving a loophole for him to be wrought, that is, worked on by
the devil, until he is so perplexed that he comes to believe the
€xact opposite of the truth.

Unlike Shakespeare's other heroes, the Moor is almost perfect
even at the outset, and this partly helps to make the quickness
of his passage through Purgatory so convincing. It is as if only
one elcment were lacking to complete his perfection, an element
of wisdom or vision. Now the descent into Hell for the discovery
of the soul’s worst possibilities is only necessary because these
possibilities are an intcgral part of the psychic substance and
need to be recovered, purified and reintegrated, for in order to
be perfect the soul wust be complete. This question will have
to be considered more fully in connection with Aeasure for
Measure. For the moment it is enough to bear in mind that the
lost and perverted clements have first to be found and then
redeemed, and that the interval between finding and redemption
is likely to be fraught with danger. The case of Othello might
be described by saying that when he reaches the bottom of Hell
he finds a hitherto unknown blind eye, namely the lost element
of vision, lying in the depths of his soul. Corruptio optimi
pessima, and since this eye, as well as being virtually the most
precious is also the most powerful of the psychic elements, it is
able to transmit its blindness to the rest of the soul, and he
throws away ‘the pearl of great price’. Then dawns the truth.
Shakespeare achieves here an overwhelming impact of a kind
which drama alone, of all the arts, makes possible. Emilia’s
revelation of the innocence of Desdemona and the villainy of
Iago, her instantaneous and dazzlingly cle..; proof that white is
white and black is black, comes as a fiat lux. The blind eye is
filled with light and takes its rightful place at the summit of

the soul. “The stone which the builders rejected is become the
head of the corner’. :

PRSP R S U P

-CHAPTER VI
Measure for Measure

It had become almost a ‘tradition’ until a year or two ago
that Measure for Measure, the ‘bitter c?rnedy’, should leave an
‘unplcasant taste in the mouth’. It was {lnble to do so bc.causc 2
superficial first glance at the play is liable to set 2 dare.ctors
imagination Howing in the wrong channels. It is 1§nmcdlately
obvious which parts are dramatically the most effective, whence
the temptation to subordinate everything to these two parts, a;
if the play were entitled Angelo and Isabella on thft lines oc1
Shakespeare’s double-titled tragedies. If suc_h an idea is allowe

to govern the production, and if everything is do.ne to make
the audience feel that the essence of the play lies in the clash
between these two characters, then the whole balance .of one of
Shakespeare’s masterpieces will be in danger of being upset
from the very start.

What is not obvious at first is the basic resc_:mblancc bct-wccn
Measure for Measure and two other plays which are PerC[lCa]'ly
never mentioned with it in the same breath, n_arnely A Mid-
summer Night's Dream and The 'I'cmpe.st. It is true that as
regards setting they are as remote from it as the supernatural
is from the subnatural. What indeed could be more remote fr(?m
an enchanted wood and an enchanteq island lh.at} a corrupt city
centred round its prison? But this difference is far c.)utwcnghed
by the fact that in all three plays the events can be viewed from
a heavenly as well as from an earthly anp_;le. and the audncn;e
are permitied to take the higher standpoint not mere}y at the
end as in other Shakespearean plays, but also to a certain extent
throughout. In Measure for Measure the .sk-}'-hght wh}ch make.:s
this possible is the Duke of Vienna; and ‘lf it be adnu.ttcd. as it
readily will be, that no parts can be conmdc'rcd more 1mpor}t1am
in A Midsummer Night's Dream and Thc.z Tempest than t os«;
of Oberon and Prospero, it must be m!mlttcd that the part o
the Duke is equally important in the third pla}'_. "

During the last few years more than one director has taken
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this into consideration, aIIowing the Duke to dominate the
Play as Shakespeare clearly intended that he should; and these
productions have demonstrated that far from deserving the
epithet ‘bitter', Measure Jor Measure is penetrated by a deep
serenity which makes i, despite its setting, 2 herald of the plays
of the poet’s final period.

Measure for Measure was written about the same time as
Hamlet and Othello, cither between the two! or shortly after
them. In Hamlet and Othello the devil is represented by a
scparate character as if he were entirely outside the human soul
whose spiritual journey is the deeper theme of the play. Such
a manner of representation makes it possible to paint the devil
in his true colours and to portray the hero in such a way as to
give a definite foretasie of the perfection towards which he s
being developed. But in actual fact the first part of the spiritual
journey is chiefly concerned with the devil's inward presence,
which can best be conveyed by forepoing any separate repre-
sentation of him and by revealing diabolical elements in the
soul of the hero; and if the dramatist sets out to do this, he
immediately finds himself in something of a dilemma. If the
diabolical is not painted sufficiently black, the meaning will be
lost; but if it is painted black enough, there is a risk that the
audience’s sympathies will be alienated from the hero, and this
will be fatal to the ‘alchemy’ of the play, for they will not be
able to identify themsclves with the Everyman that he represents,

In Measure for Measure Shakespeare ventures to represent the
devil as being inside the soul and at the same time avoids
spoiling the effect of his play through the device of portraying
Everyman three times, in three closely inter-woven plots. These
are, to name each after its central character, the plots of Isabella,
Angelo, and Claudio. In the serond of these Everyman has an
unmistakeably satanic devil inside him; but although we are in
consequence alienated from Angelo, and although we are scarcely
given time at the end to become fully reconciled to him-—though
it is up t0.a good actor to achieve a reconciliation with the
! But for this possible exception, the chapters are arranged according to the
order in which the plays are generally agreed 1o have been writien. For [
more complete list of the later plays, All's Well That Fnds Well and

Troilus and Cressida must be added between Hamlet and Othello, and

Conolanus, Timon of Athens and Pericles between Antony and Cleopatra
and Cymbeline. ‘
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audience—this does not spoil the effect of the play, l.Jecause 'Lherc
are two other souls for us to identify ourselves with, while at
the same time the three plots are so inextricable that thc.clearly
established inwardness of the devil in one may serve, as it were
by refraction, for his inwardness in the others.

Psychologically the two characters Othello and A‘ngelo are so
different that they are scarcely ever thought of in the same
context; but the two spiritual paths traced out by these two
characters are ‘rhythmically’ almost identical. In both cases the
slow descent into Hell which takes up almost the \:\rhole play
terminates with a sudden dazzling ﬂas?x of truth and is folluwed
by a Purgatory which is compressed into only a few lines but

- which in each case is altogether convincing in virtue of its

lﬂt(‘)’f;i“z-f the keys to understanding in general the descent mtlo
Hell, and in particular the part of Angelo. as wcl.l as ,COHCS_‘PE“_ -
ing parts in other plays of Shakespeare, is Mariana’s speech in
ie s
fhe fol ;‘f;lcy say best men are moulded out of faults,
And for the most become much more the betler
For being a little bad; so may my husband. B
As we have seen in the case of Othello, the soul cannot be ma (ET
perfect until it is complete. In order to reverse the process o
the Fall by which part of man’s soul came un(‘ier the d_ouunauox;
of the devil it is necessary first of all to regain consciousness o
the lost psychic elements which lie in dormant or sem:-flqrm;nt
perversion in the nethermost depths of the soul. ']jhus itis t a(;
in ‘some traditional stories the descent -nto Hell is rcprcs?(;c
by a journey into the depths of the earth in s.earch of hi den
treasure: the lost psychic elements are symbolnz.ed by I;;‘ecmus
stones which have been stolen and hidfiizn by dmb?hca ¥ cur:i-
ning dwarfs. The second part of ‘“hf’-' spiritual p_nth is com:_crm:E
with the winning back of the lost jewels, that is, 'the frc.emg_ o
the rediscovered psychic substance from the de.nl s dommar;on.
If in Othello the fallenncss of fallen man is mp.rcsenl;f:l as
blindness, in Measure for Measure the stress is on incomplete-
ness, at any rate as far as Angelo is conccrne_d. At the l()iegml.mgg
of the play Angelo appears to be by certain smm};‘l; sDa r}i ,
perfect, but as yet he is werely a human {ragmcnt.- l:c u ¢
well aware of this; he is also awar¢ that beneath Angelo

w
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limitations there lies a decp sincerity of purpose coupled with
a sincere desire for perfection. Certainly it is not from any intent
to harm him but rather to help him to know himself that the
Duke confers on him the vice-regency. It is this ‘initiation® which
marks for Angelo the beginning of the descent into the hidden
depths of his own soul.

What is traditionally known as ‘the descent into Hell’ is
termed so because through it the lower possibilities of the soul
are revealed. But the modern developmnent of psycho-analysis
makes it necessary to explain that this first phase of the mystic
path is radically different from any psycho-analytical descent into
the subconscious. Psycho-analysis is largely a case of the blind
leading the blingd, for it is simply one soul working upon another
without the help of any transcendent power. But initiation,
followed up by the devotional and ascetic practices that are
implicit in it, opens the door to contact with the perfecting and
unifying power of the Spirit, whose presence demands that the
psychic substance shall become once again a single whole. The
more or less scattered clements of this substance are thus com-
pelled (o come together; and some of them come in anger, from
dark and remote hiding-places, with the infernal powers stil]
attached to them. From this point of view it is truer 1o say that
Hell rises than that the mystic descends; and the result of this
rising is a batile between the ‘mighty opposites’, with the soul
as battleground. The mystic fights, by definition, on the side of
Heaven; but the cnemy will spare no stratagem to seduce him
into fighting on the wrong side.

In no play does Shakespeare represent more clearly than in
Measure for Measure the dangers of the spiritual path. At the
outset of the path the perverted psychic elements are more or
less dormant and remote from the centre of consciousness. They
must first of all be woken and then redeemed, for they cannot
be purified in their slecp; and it is when they wake in a state
of raging perversion that there is always the risk that they will
overpower the whole soul. This is what happens with Angelo;
but in his case it is necessary that he should he overcome for a
while by his lower self in order that his pride may be broken;
and in the end he is saved by his basic sincerity which calls down

a Divine Grace personified by the Duke.

The chaos in Angelo’s soul is instantly reduced to order in the

MEASURE FOR MEASURE k3

final scene by the flash of truth which is brought.abogt b.y the
sudden appearance of the Duke from Leneath h}S d:sg}usc as
the Friar. Then begins Purgatory, and Angc}o dies as it were
ten thousand deaths in the space of a few minutes. But b}ff til':e
beginning of the last scene, even before the appearan.cehf) t <;
Duke, Angelo was no longer merely a‘hum:{n fra.gmcnt. is 30-111
was a chaos of warring virtue and vice, with vice momentarily
in the ascendant, but it was at least a co:lxplctc soul; and 11! is
because the fallen soul in quest of perfection has i.irst of al tlo
be made complete by the addition o.f fau}ts, which ;;l/r[c only
subsequently purified and transfornied into virtues, that Mariana

says: .
They say-best men are moulded out of faults.

In Shakespeare’s maturer plays there are many echof:(si c;f‘;axds
earlier plays, sometimes as if the au.thor felt that _hc had 21 Fn
to do justice to a good idea, and wished to try his hand again.
There can be little doubt that The Taming of the Shrew was in
his mind when he conceived the central theme of ﬂ{easurebf?r
Measure, but his treatment of the Duke a'nd !sabella ls)as' su t.‘;
as his treatment of Petruchio and Katharina is crude. Pa Ifaps hl
he could have foreseen the fate of Measure :ror Z‘\I ezfsurel 1r; Lne
hands of posterity, he would have made th_e taming of Isabella
a little less subtle, or at any rate made his intention Ir}norc e::-
plicitly unmistakeable. But we must remcmber' that c; wrocr:
on the understanding that he would produce his own plays, o

nt at the production. ]

atﬁl;;s:nlt);gricabella jarspon us, she was certain!y lntcndled :o
jar. At the beginning of the pl.ay sh:e appears, like Ang::ho,n (;
have a certain perfection, but like him she is no molrle ha :
human fragment. Nor could she ever have become fully crsc(;n
by following the spiritual path that she .has already chosen. »
the contrary, one feels that the very sac.nﬁces she plans :10 Tnla ‘
would have merely increased the onesidedness of her dev }({: opc
went. It is significant that the first words we hear her spgil :_r_
an expression of disappointment that the nuns of Slt). [:vtiraer
one of whom she hopes to become—are not bound by s rt '
rules. She is prepared to throw herself whol_eheartedly in othc
life of celibacy, fasting and prayer; h}n Providence ;eft;:eshave
sacrifices she is prepared to make which would no doubt



54 SHAKESPEARE IN THE LIGHT OF SACRED ART

been relatively casy for her and demands in their place sacrifices
of an altogether different nature. Isabella's shortcoming which
she has to make good is shown up very clearly in the prison
scene when her brother asks her to save his life at the price of
her chastity. Shakespeare clearly intends us to think that she is
right in refusing; but he does not intend us to think that she is
right in saying to her brother:

Die, perish! Might but my bending down
Reprieve thee from thy fate, it should proceed.

Pll pray a thousand prayers for thy death,
No word to save thee,

We know that the Duke is listening to this speech; and though
he never comments on the hard and selfrighteous streak in
Isabella’s character, what he arranges for her to do in the last
act of the play is such a perfect ‘measure for measure’ that there
can be no doubt that it is based on a full knowledge of her
Particular fault. For first of all she is called upon to make a false
declaration in public that she did sacrifice her chastity; and
secondly she is called Upon to go on her knees and beg for the
life of the man who, as she believes, has most terribly wronged
both her and her brother, and on whom, with her all too human
sense of justice, she is thirsting to have her revenge. Let us recall
the situation. Angelo is married to Mariana and then condemned
to death. Mariana goes on her knees to beg pardon for Angelo,
Isabella stands in silence beside her. The Duke refuses Mariana’s
request; again she asks, and again he refuses. We must imagine
that he is longing for Isabella to intervene, but the intervention
must come unprompted by him. She still stands there in silence.
Then Mariana turns to Isabella and says:

Sweet Isabel, take my part:
Lend me your knees, and, all my life to come,
I'll lend you all my life to do vou service.

Tsabella makes no movement. and the Duke says:

Against all sense you do importune her:
Should she kneel down in merey of this fact,

Her brother’s ghost his paved bed wonld break,
And take her hence in horror.

[
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Mariana is not to be silenced, but continues:

Isabel,
Sweet Isabel, do yet but kneel by me:

Isabella still stands like a figure of stone:
Hold up your hands, say nothing, I'll speak all,

says Mariana, but Isabella’s hands remain at her sides. Mariana

‘goes on:

They say best men are moulded out of faults,
And, for the most, become much more the better
For being a little bad; so may my husband.

O, Isabel! will you not lend a knee?

He dies for Claudio’s death,

says the Duke. Then at last Isabella steps forward and goes on
her knees beside Mariana. The Duke has created this situation,
deliberately making things as difficult as possible for her, so that
her intervention when it finally comes, may be- a real triumph
over herself. The victory which is symbolized in Hamlet by
revenge is symbolized in Measure for Measure by the foregoing
e.

Of';‘?':nlfart of Claudio runs parallel to those of Angelo.and
Isabella. For him the most difficult thing in the world is to
become resigned to the idea of death. The Duke, athough
determined to prevent his execution, holds out no hope of life
to him uatil he has attained and made firm the necessary
resignation. When Claudio says to him:

I have hope to live and am prepared to die,
he replies:

Be absolute for death; either death or life
Shall thereby be the sweeter.

At the end of the Duke's speech, Claudio says:

I humbly thank you; .
To sue to live, I find I seek to dzf,
And, secking death, find life: let it come on.
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Later however he becomes unsetted again, and the Duke says
to him:

Prepare yourself to death.

Do not satisfy your resolution with kopes that

are fall:ble: to-morrow you must die; go to

your knces and make ready;
and when Claudio replies that he is out of love with life, the
Duke insists: Hold you there!
This third theme of the play, far simpler yet no less profound
than the other two, sums up the spiritual path as 2 ‘dying into
life".

Outwardly Measure for Measure represents, in Shakespeare’s
art, a more direct continuity with the Middle Ages than is to be
found in any of his other plays. Consequently it is not too much
to assume that to its earlicst audiences, who still had much of
the Middle Ages in them, this play would have presented no
problems. They would not, for example, with a purely psycho-
logical interpretation, have pitied Mariana for being married to
such a man as Angelo, for they would have sensed that by the
end Angelo had been washed as white as snow. Nor would they

have disliked Isabelia for taking so long to be merciful, for they

would have realised that at the moment of her going down on
her knees, the last flaw in an otherwise perlect soul had becn
forever effaced.

It is by no means impossible to make this clear to a modern
audience also; but to no audicnce can the play be wholly
acceptable unless they are made to feel, as unremittantly as
possible, that all spiritual wisdom is embodied in the Duke,
who personifics the transcendence of the claims of the next world
over this world and whose presence in this world is, to use
Angelo’s words, like power Divine? The Duke is trebly 2 symbol
of the Spirit. Firstly, he is the spiritual guide of the three souls
in quest of perfection. Secondly, Isabella's marriage with him
at the end means no less than the peifected soul’s unjon with
the Spuit: for everybody in a sense, but fur her in particular,
the begiuning of the Last scene recalls the words of the Gospel;

Plh wac adimiraliy browghe out in Michael Flhears pronluction {the tase
prhay to be postared at the Gid Vic befare it became the Nariona) I'heatre)
atd s John Blatchley's Stratfurd production about the smue time.,
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‘Behold, the Bridegroom cometh, go ye out to meet I}im.' It is
in virtue of being in 2 sense a prolongation of thc. 1.)ul.<e that ‘thc
faithful Mariana may be said to stand for the Spirit® in relation
to Angelo, to whom the Duke says:

Love her, Angelo!
I have confess’'d her and I know her virtue.

{v. 1).

T hirdly, when the Duke takes his seat on the. throne.to pronou.ml:c
the final verdicts, there is an unmistakeable impression—certainly
intended by Shakespeare—of the Last Judgement, an 1mprcss1olz1
which is made all the stronger because althmfgh, literally speak-
ing, the Duke was merely disguised as a priest, we have none
the less come to look on him as an incarnation of the two
functions of spiritual authority and tempm:al power merged into
one. Moreover we cannot help noticing, in retrospect, another
resemblance between him and Doomsday's Judge: altho.ugh
supposed to be ‘absent’, he has in fact becn present all the time.

There is nothing transcendent about Juliet, w.hom.Claudnzer::igliz. bl:x::
i is las, marriage, since it may :
re is no nced to analyse this las m
;:-:ethc sun of the other two marriages and to borrow its symbolisto from

theirs.




CHAPTER VII

Macbeth

ALTHOUGH Macbeth is largely taken up with the descent into
Hell, what makes it something of an exception among the plays
of Shakespeare's maturity is that it lacks any clear indication of
Purgatory. As 2 morality play, its theme is unquestionably not
human salvation but human damnation, at any rate as far as
concerns the two chief characters—the only two who have any
real claims upon our interest. Did Shakespeare hide, bencath
this, 2 deeper meaning analogous to those of the other plays of
this period? In other words, do Macbeth and Lady Macbeth
each represent a human soul which not only makes the descent
into Hell but also simultaneously the ascent up the Mountain
of Purgatory? The Clarendon editors seem to answer ‘yes', at
any rate as regards Lady Macbeth, and if she is a ‘purgatorial
pilgrim’, then Macbeth must be one also. They say: ‘Shakespeare
has inspired his audience with pity for Lady Macbeth and made
them feel that her guilt has almost been absolved by the terrible
retribution which followed." The Arden editors also seem to
agree that Lady Macbeth has expiated her sins. But is there not
a wide difference between Gertrude's saying to Hamlet:

Thou turns't mine eyes into my very soul
And there I see such black and grained spols:
As will not leave their tinct

- and Lady Macbeth’s saying in her sleep:

Here’s the smell of the blood still: all the

perfumes of Arabia will not sweeten this little
hand. (v, 1).

Is not Lady Macbeth’s utterance a cry of despair rather than,
like Gertrude’s, a oy of rcpentance? In any case, from the
beginning to the end of the play neither Macbeth nor Lady
Macbeth shows any real virtue. It is true that they are not
merely themselves, but that each is a-human soul with the devil
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fnside it. But with Angelo, who also has the devil inside hix'n.
there is a genuine conflict between great good and great evil,
whereas the conflict in Macbeth’s soul is mainly between worl:%ly
ambition and the desire for worldly security. He even says quite
explicitly that he is prepared to risk whatever may hal;fpcn to
him in the next world, and that what makes hlm.hesnate to
murder Duncan is the fear that some retribution will overtake
him in this life:

That but this blow
Might be the be-all and the end-all I:crc.,
But here upon this bank and shoal of time,
We'ld jump the life to come. (1, 7).

Ethical considerations are not altogether absent from his mind,
but they appear to have a very secondary plfxce., Latcr,_ after he
has murdered Duncan, he is conscious of havmg‘sold his soul to
the devil. Bui here again Shakespeare stresses hn_s regret, not so
much that he has sold it, but that he has sold it too cheaply:

For Banquo's issue have I fil'd my mind:
For them the gracious Duncan have I murder'd;
Put rancours in the vessel of my peace
Only for them; and mine cternal jewel
Given to the common enemy of man .

To make them kings, the seed of Bangquo kings!

(ur, 1)

But agniﬁst all this it may be argued that as the play proceeds
Macbeth and Lady Macbeth are more and more weighed z.iown
by a sense of guilt and not merely a sense of t}rorldly fallur.c.
Even immediately after the murder the dominating thought in
Macbeth's mind is guilt:

a

Will all great Neptune's ocean wash this b{aod
Clean from my hand? No; this my hand will rather
The multitudinous seas incarnadine

Making the green one red. (11, 2).

It is partly true that Macbeth becomes more hardened against

" the sense of guilt as the play goes on, but it is not altogether true.

Is it possible that a soul doomed to damnation should ery out
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with such longing for inward peace as is expressed in Macbeth's
words to the doctor:

Canst thou not minister lo a mind diseas'd,
Pluck from the memory a rooled sorrow,
Raze out the written troubles of the brain,
And with some sweet oblivious antidote
Cleanse the stuff’d bosom of that perilous stuff
Which weighs upon the heart? (v, 3).

The fact that the foregoing questions can be asked at all
suggests an uncertainty of purpose, and we must remember that
like all actor-playwrights Shakespeare sometimes had to write a
play for a particular occasion which meant that he had to have
it ready whether or not his conception of it had had time to
mature. However that may be, Macbeth is an anomaly in more
than one respect. Apart from scenes which were almost certainly
added by later hands, and considering only what appears to be
authentic, one has the impression that Shakespcare himsclf wrote
sone of his later scenes merely because without them the play
would have been too short for the requirements of his company—
in other words, he wrote them to make a drama out of what
was not really a dramatic inspiration. It is true that some of the
earlier scenes are among the most dramatic that Shakespeare
ever wrote; but the well known eriticism of Timon of Athens,
that ‘it has a beginning and a middle but no end’ could almost
be applied, dramatically speaking, to Macbeth. After the middle
of the play, once Macbeth has become king, our expectations
have nothing left to wait for but his downfall which seems
inevitable but which we neither greatly fear, through lack of
sufficient sympathy for the two protagonists, nor greatly desire
because Malcolm is too much a stranger to us. Despite all this,
Shakespeare the master of dramatic dialogue manages to hold
our attention until the very end by presenting the undramatic
in a most dramatic way, while Shakespeare the poet carries the
resources of the English language to their very summit.

It may be said then that in Macberh Shakespeare has achieved
a superbly poetic norality play on the theme of ambition, deadly
sin, worldly ruin, death and damnation. At the same time, the
deeper spiritual interests which dominate almost all the other
* plays of his maturity appear to have lent some of the speeches
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what might be called a purgatorial slant. But, if the play as a
whole was intended to have, in addition 10 its outer meaning,
a mystical, purgatorial theme which presupposes, in_ order 10
produce its effect, that the spectator is captured subjectively, then
it must be admitted that Shakespeare has failed here where he
has wonderfully succeeded in other plays written about the same
time. In Hamlet, Othello and King Lear, for example, the
spectator is drawn into the character of the hcro an::l held there
until the end, whereas in Macbheth the spectator remains spectator
throughout. His attention is gripped, but it relinquishes prac-
tically nothing of its initial objectivity.

The absence of any effective representation ?E the pa_th t_)f t.hc
mystics in this play and the limiting of its microcosmic signifi-
cance to the exoteric plane brings into greater prominence a
meaning which has been mentioned but not yet illustrated,
although we are conscious of it in Hamlet and Measure Jor
Measure, as well as in King Lear and other later plays. This
meaning, which may be called macrocosmic, corresponds to _thc
significance of a cathedral not as an image of the human being
but as an image of the whole world.

In order to appreciate this meaning we must rcmembex: .that
evolutionism and progressism only became possible after religious
faiths had weakened beyond a certain degree, and that degree
bad not nearly been reached by the end of the XVIth century.
In the world of Shakespeare—'the world of Plato and St. Augus-
tine’—spiritual logic made it inconceiveable that pn.:uordllal man
should not have been perfect. S0 long as men rctamcc‘l a scnse
of God’, which is very different from a vague, unintelligent and
therefore precarious piety, it was inconccweab]t‘z to them that
anything short of perfection should havri come directly from the
hand of the Creator. The Book of Genesis and the Greco-Roman
doctrine of the Golden, Silver, Bronze and Iron Ages served to
fill in certain details of a general conccptio.n _of the rhythms of
time! which was already inescapably implicit in the very nature
of things, that is, in man as the image o.f F;od and._n:mre gen.cra}ly,
in earthly things as the shadows of spiritual rethues. Beginning
with primordial perfection, history was conccEvcd as a recox_'d
of the repeated backslidings of mankind which at a certain

1 For a fuller treatment of this question. see my Ancient Beliefs and Modern
Superstitions, ch. 1I (Perennial Books, London, 1965).
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point were always suddenly checked by Divine Intervention—
a retribution followed by a restoration of order. Moreover
Shakespeare and his contemporaries naturally expected the
rhythm of the past to continue in the future. It still seemed to
almost everyone, as it had done throughout the Middle Ages,
that things were too bad for the second coming of Christ to be
very far off. The words Something is rotten in the state of
Denmark would have found an echo in every heart. But in any
case when they said: ‘Thy Kingdom come on earthl’ they did
not look for a gradual upward movement. If the sudden retrj.
bution were not immediately at hand, if the worst had not yet
happened? and if so-and-so were not the Antichrist, then thin
would have to go on growing worse and worse, a5 had been
predicted, undl finally they did reach their lowest point with
the real Antichrist. Then, suddenly, the true Christ would come,
the guilty would be destroyed and the remaining few would live
on into the Millenium.

They saw how the world goes: a state of harmony, a fatal step
of error or sin, growing discord, the passage from bad to worse,
more or less sudden retribution, and restoration of harmony.
This was the rhythm that they had scen in the miracle plays and
that they now saw in Hamlet and & ing Lear—to name only two
of those mirrors which Shakespeare holds up to the great cycle
of time. The cosmic rhythm of King Lear is explicitly affirmed
when Kent cries out at the terrible events in the last scene:

Is this the promis'd end?

And Gloster ims already said, with reference to the aged and

demented King: .

O rutn’d piece of nature! T his great world
Shall so wear out to naught. (v, 6).

There is also something unmistakeably Messianic in Edgar’s
appcarance at the third sound of the trumpet to challenge
Edmund.

Macbeth is no anomaly as regards its macrocostaic significance.

A significant and not very reassuring difference between then and now is

that then a criticism of the times—be it XIITth, XIVth, XVth or XVIth
century—-was likely to he answered by a2 unanimous chorus of agrcement.
Now, if anvane ventures to crititise the XXth century, except by comparison
with the XXIst. he is lizble to be met with z chorus of protestl
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The plot, in its main outlines, is in fact very similar. to the plot
of Hamlet. A good king is secretly murdered by a kinsman; the
murderer succeeds in making himself king; he plunges further
and further into guilt; things grow worse and worse; and finally
the usurper is killed and the country enters upon another state
of harmony under a new king. . .

In Macbeth the reign of King Duncan, like the reign of King
Hamlet, corresponds to the Golden Age. The ;ei.gn of Malcolm,
like the reign of Fortinbras, corresponds to the Millennium.



CHAPTER VII1
King Lear

King Lear has much in common with both Hamlet and Othello.
As regards this last play, it is true that in King Lear the love
theme concerns parent and child, whereas in Othello is concerns
husband and wife; but the symbolism is unaflected by the
difference. Lear and the Moor represent ‘Everyman’, the human
soul, and Cordelia and Desdemona represent the Spirit. In both
plays “the pearl of great price’ is thrown away; and in King Lear
this is echoed in the sub-plot by Gloster’s ‘throwing away" of
Edgar.

From a macrocosmic point of view, that is, considering the
play as an image of the history of mankind, Lear's throwing
away ‘the pearl’ represents the Fall. He is not banished from
Paradise, which in this play is symbolized by the presence of
Cordelia, but he himself banishes Paradise, which amounts Lo

the same. Britain is no longer man’s home but his exile. As
Kent says:

Freedom lies hence and banishment is here.
{1, 1)
And this inversion of the natural order of things is repeatedly

indicated in'various ways during the first scenes of the play, as
when Kent exclaims ironically:

Kill thy physician and the fee bestow
Upon the foul disease!  (ibid.)

or when the Fool says:

Truth's a dog must to kennel; he must

be whipped out when Lady the brach mey siand
by the fire and siink. {1 4}

It is significant that Cordelia is Lear’s third danghter. Like the
apex of a triangle, the celestial number three symbolizes the reso-
lution of oppositions (these being represented geometrically by the
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wwo lower corners of the triangle) into a transcendent harmony.
Lear has banished harmony and left his kingdom at the mercy of
discord, represented by Goneril and Regan. By excl:angxng three
for two he has exchanged spiritual wisdom for worldly wisdom,
that is, the dual wisdom of the Tree of the Knowledge of Good
and Evil. The order of the day is henceforth wo_rldly wisdom.
The banishment of Cordelia is inevitably and quickly followed
up by the banishment of Kent and .Edgar. Of tho'se chara-cters
who may be considered as prolongations of Cordeh.a, that is, of
spiritual wisdom,! only the Fool is allowed to remain. He alc.me
of them can fit into the new order because, although truly wise,
he is wisdom masquerading as folly. Kent and Edgar can only
return to the scene on similar conditions, the one disguised asa
humble servant, the other as a lunatic beggar. If.the opening
scene stands for the Fall, the findl events are a!} image, as we
have scen, of the promised end, so that .lhc pen?d of the play
may be said to span the whole cycle of time. This macrocosmic ,
drama serves as a vast and shadowy backcloth for the story of
a single individual soul. ' -

The theme of King Lear as a drama oE. th:e microcosm 1s
summed up in the following words from the King's specch:

*Tis our fast tntent
To shake all cares and business from our age,
Conferring them on younger strengths, while we
Unburthen'd crawl toward death.

These words mark the outset of his joux:ney towards death_, a
journey which is to be soul-searchingly (liffc.:rem from anything
that he had imagined. In The True Chromchle History of King
Leir which must have been, more than anything glse, the source
of Shakespeare’s plot, the King speaks more humbly:

The world of me, I of the world am weary
And I would fain resign these earthly cares
And think upon the welfare of my soul.

i in hi ‘ed among these characters, for
' ¢ is a certain hierarchy to be .obscn .
g(:lg‘:r is more nearly equal to Cordelia than the others ?frci In the Sutzspllr?;
is i i : in the play as a whole, if she represents th
he is in fact her equivalent; and in } she ; s e
4 irif d to stand for its immanence
endence of the Spitit, he may be sai d for

:Ir:::ﬁ ivorld In Mcasufe jor Mcasure the Duke disguised corresponds to
Edgar, the Duke as duke to Cordelia.

c
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Shakespeare’s Lear has too good an opinion of himself to express
himself quite in these termns. His intention is indeed the same,
that is, to be perfectly ready for death when death comes, Of
that there can be no doubt, for Lear is deeply conscientious. But
he clearly imagines that he has already more or less reached the
necessary state. After so good and successful a life, what remains
10 be achieved between now and death? Surely it will be an casy,
resposeful and agrecable passage, in the kind nursery of his
favourite daughter Cordelia.

"The first scene is a demonstration of his extreme unreadiness
to die. From this microcosmic point of view the opening events
do not represent the Fall itself but are as it were a re-cnactment
of the Fall. In other words, they serve as a sharp reminder of the
fallenness of fallen man, and as such they mark the first step on
the road to wisdom from out of a morass of Llindness and

- indiscrimination in which Lear has long been stagnating. His
fatcful act at least serves to bring out into the open many of
his faults, and although he does not recognize them as faults at

the time he is able to do so later in retrospect. Regan speaks the
truth for once when she says:

He hath ever but slenderly known himself. {1, 1)

His previous life, before the play begins, has been a life of
blindness as regards others also. He is quite ignorant of the true
nature of his two elder daughters: and here again the sub-plot
echoes the main plot, for Gloster is equally Llind to the nature
of his devilish-bastard son, Edmund, cven to the point of not
sceing his inferiority to Edgar. Lear docs at least prefer Cordelia
tu her sisters:

1 loved her most and thought to set my rest
On her kind nursery. (1, 1).

None the less, considering what Cordeliz stands for, the very
roots of all Lear's shortcomings may be said to lic in the super-
aiality of his love for her and his {ailure to rate her at her true
waith The Mour's love for Desdemona is lacking in light but
ot o wawntly, whereas Lear's ne for Cordelia is Lucking in
boil “The light and e warnuh are there, buried in the depth
of the aged king’s nature, and he discovers then later; but at
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the beginning of the play he both sees too little of Cordelia’s
inestimable value—

this unprized precious maid,

as the King of France describes her—and feels too little a wrench

in letting her go. )

Cordelia, Edgar, Kent and the Fool are the cmbodamc.:nt-of all
goodness. Albany alse has the same perfection, but it is not
piven the opportunity of manifesting itsclf u-ntll the play is
drawing towards its end. The vices are .pc.rsomﬁcd by Qmwrll,
Regan, Edmund and Cornwall. The devil is not repr_escnted by
any one of these characters more than another, but his presence
is felt in cach of them as the root of all evil-—a root which is
often near to being laid bare. Between the two groups of un-
compromising opposites stand the King and Gloster.

In King Lear as in Hamlet Hell and Purgatory.are treated
simultaneously which means that the discovcry. of h:dden- faults
and the transformation of those faults into virtues go side by
side. Lear's and Gloster'’s characters develop throughout the pl_ay.
The virtues of spiritual poverty, humility, temperance, ﬁdcl.xty,
love, kindness, discrimination and truth are devcloped against
a background of worldly ambition, pride, anger, trcachery, hatred,
crneity, blindness and untruth, ] _

The déscent into Hell is represented mainly in three different
ways. Lear’s discovery of the hitherto unsuspected faults of

Goneril and Regan is like a mirror to reflect the discovery of the

lower possibilities that lie hidden in his own soul; and in 2 sense
Goneril and Regan are part of him. He says to Goneril:

But yet thou are my flesh, my blood, my daughter;
Or rather a disease that's in my flesh,

Which I must needs call mine: thou art a botl,

A plague-sore, an embossed carbuncle,

In my corrupted blood. (1, 4).

Secondly, as also in Hamle!, the state of the count.ry rc.fl:::cts
the soul of Everyman. In virtue of his kingship Lear s Britain;
and he admits his responsibility in the words:

O, I have ta'en too little care of this. (w1, ¢).
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As a supplement to the discovery of vices in Goneril and
Regan the following speech of Lear from the storm scene may
be quoted:

Let the great gods
That keep this dreadful pudder o’er our heads
Find oul their enemies now. Tremble, thou wretch,
T'hat hast within thee undivulged crimes,
Unwhipp'd of justice; . . . close pent-up guilts,
Rive your concealing continents and cry
These dreadful summoners grace. {14, 2).

Thirdly, Hell itself is as it were churned up on to the stage by
Edgar. When he accuses himself of having been

false of heart, light of ear, bloody of hand, hog in
sloth, fox in stealth, wolf in greediness, dog in madness,
lion in prey (1, 4),

it is not quite the same as when Hamlect says:

1 could accuse me of such things that it were belter
my mother had not born me. (i, 1),

In both cases the words are intended to throw light on the hidden
evil in the soul of Everyman. But Hamlet's words refer directly
to the speaker, whereas Edgar is not really accusing himself but
holding out a mirror for Lear to look into. In fact Edgar may
be said to supply the ‘scenery’, the stage setting,® for Lear's
descent into Hell. His ravings are equivalent to a procession of
deadly sins and also a procession of devils, as he traces the
human surfaces of evil to their infernal roots. Translated from
the language of wildness to that of sobricty, the truth that he
preaches without respite in the storm scenc is that the state of
fallen man is the state of being possessed, in some degree or
other, by the foul fiend, the prince of darkness. In other words,
as the Ghost in Hamlet puts it:

The serpent that did sting thy father's life
Now wears his crown. (1, g).

" In this sense, but in this sense alone, Edgar corresponds to the Porter in
Macbeth.
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Later Edgar ‘demonstrates’ to his father that it was not merely
human initiative but above all the devil that had led him to the
top of the cliff and tempted him to cominit suicide, fmd that it
was the grace of a divine intervention that had saved him:

Think that the clearest gods who mnake them honours
Of men’s impossibilities have preserved thee. (iv, 6).

It is Edgar’s function to dispel the illusion that man is indepen-
dent and sclf-sufficient, and to show that his soul is largely a
battleground for the forces of Heaven and Hell. We are especially
reminded here, by contrast, of Iago’s:

Virtue? A fig! 'Tis in ourselves that we are thus
or thus,

a sentiment which Edmund would certainly have endorsed. Edgar
is the very oppaosite of his humanist brother.

Understanding of the nature of evil implies purification from
evil, and Edgar is not only a guide for the descent into Hell
but also, much more, a guide for the ascent of Purgatory. His
vccupation. is, as he says:

To prevent the foul fiend and to kill vermin
(11, 4),

that is, to kill those things in the soul that are purcly negative
and to outwit the devil as regards such psychic substance as
can be salvaged and transformed. The inextricable interpenetra-
tion of Hell and Purgatory is rellected not only in Edgar but
also in the storm, which both voices the anger of Heaven and
purifies by the elements. -
The deeper Lear descends into the abyss of Hell, the iugh?r
he ascends up the mountain of Purgatory. But the ascent is
gradual; he is slow to see any parallel between Goneril’s and
Regan’s treaunent of him and his treatment of Cordelia. There
is one moment, just as he is setting out from Goneril’s house
when he starts a sentence, half speaking to himself, with the
words I did her wrong, (1, 5) which would scem to refer to
Cordelia. But he evidently stilles any regrets that may have risen
up in him, and goes on almost immediately to speak of himself
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as 5o kind a father; and even so late as the storm scene when, in
an already quoted speech, he invokes the Gods:

Find out FOUT enemies now
and adds:

Tremble, thou wretch,
T'hat hast within thee undivulged erimes

he ends with the words of injured innocence:

I am a man
More sinn’d against than sinning. (1, 2).

None the less, this scene marks a milestone on his journey. As
Kent has said of the world in its worldiness, as represented by
the royal court:

Freedom lies hence and banishment is here;

and now the world, which itself is banishment, has banished
Lear, which means that he is virtually set free from the numerous
worldly ties with which his soul was trussed. He had come to
be altogether wrapped up in himself. His extreme subjectivity
now begins to unfold bLeneath the humnbling and universalizing
power of the storm into an outlook that is more objective. When
Kent suggests that he take shelter in a nearby hovel—which
unknown to them is Edgar's hovel and therefore, symbolically,

a palace of wisdom—Lear turns to the rain-drenched and shiver-
ing'Fool and says:

Come on, my boy. How dost, my boy? Art cold? . . .
Poor fool and knave, I have one part in my heart
That's sorry yet for thee.

And when they reach the hovel and Kent begs hiin to enler, the
King says:

Foor naked wretches, wheresoe’oer you are,

That bide the pelting of this pitiless storm

How shall your houseless heads and unfed sides,
Your loop’d and window'd raggedness, defend you
From seasons suclt as these? Of I have ta'en

Too little care of this. {ur; 4).
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But the cffect of the storm on Lear is perhaps brought home to
us more intimately in a later scene when he says in retrospect,
giving us a glimpse of the latter part of his life, the years which
led up to the opening scene of the play:

They flatiered me like a dog, and told me I had
white hairs in my beard ere the black ones were
there. To say ‘ay’ and ‘na’ lo every thing I said! . ..
When the rain came (o wel me once and the wind to
make me chatter, when the thunder would not peace
at iny bidding, there I found ‘em, there I smelt 'em
out. Go to, they are not men of their words: they

lold me I was everything: tis a lie, I am not argue-
proof. (1v, 6).

The freedom gained by banishment from the world is personi-
fied by Edgar in the extremity of his destitution. As Lear says to
him:

Thou owest the worm no silk, the beast no hide, the
sheep no wool, the cat no perfume. Ha! here’s three on’s are
sophisticated; thou art the thing itself; unaccommodated man
is no more bul such a poor bare, forked animal as thou art.
Of, off, you lendings! (i1, 4),

and he begins to tear off his own clotl}cs. Shakespfmrc cannot
quote here ‘Blessed are the poor in spirit’, but this beatitude
was no doubt in his mind. Tradition the world over teaches that
spiritual poverty, that is detachme.m from worldl}r things, was 2
spontaneous and outstanding attribute of man in his c_mgmal
perfection; and in all mysticisms the regaining of humanrpe.r.
fection is conceived as a return to that primordial state. This
aspect of human perfection loomed very large on S_l}akcspeare's
horizon. He was altogether exempt from that superstitious respect
for civilization—'sophistication’, as Lear calls it—which has more
or less dominated the West since his time and which now
dominates almost the entire world. It would not be too much
to say that he was haunted by the G'olt:lcn Age. T hns_ comes out
partly in his great reverence for virgin nature “:l}u:h Is seen
explicitly in As You Like It, Cymbeline and The -lempe.s-t and
implicitly in many passages from other piays and in particular
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from King Lear; but it comes out above all in the fact that his
ideal is always no less than the primordial ideal. In other words,
his hero is not merely priest and not mercly king, but the priest-
king who alone is the true and rightful lord of virgin nature.
Apart from those characters who personify this ideal from the
outsct—the banished Duke, for example, in As You Like It
Belarius in Cymbeline, Prospero in The Tempest and, without
the primordial setting, the Duke of Vieuna in Measure for
Measure and Duncan?® Malcolm and the briefly mentioned
Edward the Confessor in Macbeth—the development which
takes place in Hamlet's character might be summed up by saying
that he has to realize fully the priest-kingship of which we are
conscious as a virtuality in his nature from the very start. Might
it not also be said that what is needed to make Othello perfect
15 the -addition of a priestly element to his outstanding royalty
of nature? As to King Lear, it is clearly the unfolding priesthood
of the King which makes him sense the hidden bond between
himself and Edgar—his philosopher as he calls him; and his
wits begin to turn as if by spiritual contagion, as if he had
‘caught” madness from Edgar.

Lear’s madness is exactly parallel to Gloster’s blindness, and
Closter’s remark:

I strmbled when 1 saw

can be applied to Lear as much as to say that he blundered
when he was sane. For just as Gloster's blindness marks the
beginning of his path<to true insight (it is at the moment of
being blinded that he learns how he has been deceived by
Edmund), so the turning of Lear’s wits marks the unlocking of a
door that opens onto wisdom. The difference between Edgar’s
‘madness’ and Lear's madness only concerns the literal mcaning
ol the play. Symbolically both represent turning one's back on
worldly wisdom and embracing spiritual wisdom. The King's
attitude towards Edgar is at first that of a novice towirds an
adept; but in his later mad scene, just hefore he is discovered

¥ In praise of Duncan and his wife, Macduff savs to their son Malcolm:
Thy royal father
Was a most sainted king: the yueen that bore thee
Oflener upon her knees than on her feet,
Died every day she lived, (1v, 3).
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by the scarch party sent out by Cordelia, he is no longer a novice
and is able, like Edgar, to preach to Gloster:

Thou must be patient. We came crying hither:
Thou knows't the first time that we smell Lthe air
We waul and cry. I will preach to thee; mark:
When we are born, we cry that we are come

To this great stage of fools. (v, 6).

The re-entry of Cordelia means a reversion to the normal
order of things. So long as she was still present, in the first scene
of the play, Lear's lack of wisdom appeared like the folly that it
was. Kent had said:

Be Kent unmannerly
When Lear is mad .. . To plainness honour’s bound
When majesty stoops to folly.

It is therefore quite consequent that when Lear is once more
in Cordelia’s presence, his new-found wisdomn should show as
wisdom, not as folly, and that on being reunited with her he
should recover his sanity. But at the moment of change from
madness to sanity when Lear opens his eyes and sces Cordelia for
the first time since their separation, Shakespeare takes advantage
of the King's bewilderment in order to express directly the deeper
meaning of this encounter which is no less than a heavenly
visitation to a soul in Purgatory. Cordelia is, in virtue of what
she symbolizes, definitely not of this world. The King says to her:

Thou art a soul in bliss; but I am bound
Upon a wheel of fire, thal mine own tears
Do scald like molten lead . ..

You are a spirit, [ know. (1v, 7).

Moreover Lear is echoing here something of what the audience
themselves have already felt when they for their part first see
Cordelia again after so long and terrible an interval. Her sudden
appearance when she enters as Queen of Fr:mce. and sends out
soldiers to scarch the countryside for her father is for us EllS(') as
though a piece of Heaven had descended to carth. This is a
striking example, though not the oni)_' exnmplc: of Shakcspe_are s
ability to achicve an overwhelming impact without the aid of
words. We have not seen Cordelia since the first scene of the
play. Meantinie the vices of Goneril and Regan have been dug
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down to their hellish roots, and this has prowpted us, if only
subconsciously, to go through the opposite process with regard
to Cordelia’s virtues. As a result the contrast between the two
elder sisters and the third sister has become so tremendous that
this unexpected and almost uahoped for return js indescribably
moving,

Lear has first of all had the Fool for guide; then he is passed
on from him to Edgar, and then from Edgar 1o Cordelia who,
when her father's Purgatory is almost at an eud, comes to give
him a foretaste of Paradise and with it a foretaste of humaun
perfection, That perlection, compounded of huwmility, love and
wisdom, with the stress, as regards this last virtue, on discrinming.
tion, detachment and contemplative objectivity, the opposite of
Lear's former undiscrimiuating, undetached and feverish suly-

jectivity, comes to flower in his speech to Cordelia after they have
lost the battle:

Comne, lel's away lo prison;
We two alone will sing like birds i’ the cage:
When thou dost ask me blessing, I'll kneel down,
And ask of thee forgiveness: so we'll live,
And pray, and sing, and tell old tales, and laugh
At gilded butterflies, and hear poor rogues
Talk of court news; and we'll talk with them too
Who loses and who wins; who's in, who's oul.
And lake upon’s the mystery of things
As tf we were God's spies; and we’ll wear out
In a wall'd prison, packs and sects of great ones
That ebb and flow by the morn. v 3).

It is the fully grown priest-king who then expressed his debt to
Cordelia in the words:

Upon such sacvifices, my Cordelin,
The gods themselves throw incense.

Nor is it possible that Shakespeare has not in mind here, t
he has to disguise his thought by the plural “gods’, the sacrifice
which is, for the Wesiern world, the very archetype of all sacrifice.
The paraliel is not remote, for in the first scene the King of
France had said to Cordelia:

hough

Thou losest here a belter where to find,
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and her sacrifice is that she has left that ‘better where’ for an
incomparably ‘worse where’ in order that a man—who stands
here for Everyman—might be savcc}. . ‘ o
In Cordelia the veil of humanity which hides the Spirit is
almost transparent. She is not only incorruptible but also un-
deceiveable.
I know you what you are;
And like a sister am most loth to call
Your faults as they are nam’d,

she says to her sisters in the first scene. She is.also: i_n a sense,
unassailable, like an impregnable fortress. Whllc living in the
world she has a hermit's detachment from it. One of }:cr fnodst
significant remarks is the one which leads up to Ltlzars words
about sacrifice. She says, when he begs her not to weep:

For thee oppressed king I am cast a‘own.’
Myself could else outfrown false fortune’s frown.

The meaning of this second line is: As far as I myself aI:n
concerned, having passed judgement upon this world as t ,e
domain of ever-changing, fickle unr?liable fortun.e, I am alw:;}s
ready to frown on it, for what it is in general, w:th. a frown ‘:fr
more scvere than could be merited by ;ml)l/ ffm;wn it could give
i arm of some particular piece of ill fortune. )
mc\hj*l;x;hcc;cfes Shakcspear:e deliberately mak-e Lear and Coufic:a
die, whereas Leir and Cordella are Ie:ft alive at the em.i o ]; ;
older play? The deepest reason of all is no doubt what is calle
‘poctic justice’, which is partly the themne of a later cl:aiptcr.
Another more ohvious reason, also deep yet casicr to ana }.sc,-ls
that the old and broken Lear cannot represent the soul_ in its
immortal union with the Spirit. Lear must the-refore .dne "}[;’
life, and where he is, there must Cordelia bc: I-?ls rcum_r.m wit
her before the battle is only a foretaste; but in .lt therc: 15, a]si \;g
have seen, a hint of the true naturc_: of the. union ;.15 it :xd y
when it is complete, for at first h(-f fhmks that they :nchhot ] c;ia1 !
and that Cordelia is a blessed spirit; a‘nd at the enc:lt Io:re is W
strongest possible snggestion of the life aficr dca;{ .TrllleaK}';n y
like King Lear the dead cannot be made to speak. The K i
when once he is dead, cannot get up and say: ‘I now n}c:\ ’
life is death and death is life. Fut when he is onht 13 \ttclr)tr
threshold of decath—so near to being across that thresho a
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we can take what he says as news of the next world rather than
of this—he tells us, almost in so many words, that Cordelia js

alive. He had already said, before he was quite certain of her
death, that if she be alive:

It is a chance which daes redeemn all sorrows
That ever I have felt.

But thea he saw for certain. beyond any possible doubt, that she
was dead :
No. no, no life!
Why should a dog. a horse, a rat have life,
And thou no breath at all? Thow'll come no more,
Never, never, never, never, never.

Yet now, with his last breath, he says:

Do you see this? Look on her, look, her lips,
Look there, look there!

Lradley took these last words as an indication that Lear’s actual
death was due to the sudden joy of thinking that Cordelia was
alive. I agree with him in being certzin that these words can
mean nothing other than that Cordelia is alive and that Lear
dies in a state of bliss. But all things considered, is it not more
likely that the chain of causality is the other way round? It was
not because he saw (or thought he saw) that Cordelia was alive
that he died; it was because he was dead (or as good as dead)
that he saw she was alive—alive not with this life, but with the
life after death. ' )
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CHAPTER 1X
Antony and Cleopatra

1n three of his tragedics, Rowmeo and Juliel, Othcflo. and /-It‘xlf-uuy
and Cleopatra, Shakespeare combines the symbolism of 'nlfu'l-la}g?
with the symbolism of death. In none of these three pl.a.}r:, is t e
marriage really complete before death. lfl Antony anil C Eo[;au{a
it is the nuptial boud itself that is lacking. Cleopatra, about to
dic, addresses the dead Antony with the words:

Husband, I come.
Now to that name my courage prove my litle!
In Romeo and Juliel, as in Othello, the lovers are in [:.1ct husband
and wife, but they are allowed no peace and sccurity .togcthcr
this side of the grave. Romeo and Julict are married u_1. se?rct
and after one night together—a night spent in [ear of dxfc?fery
—they are separated. The rebirth and fulfilment ?[ m.urza.ﬁe
after death are suggested by Romeo's dr-e:u'n of which he tells
us just before the news comes to him of Julict’s death:

I dreamt my lady came and found me dead ;- ‘
-Strange dream, that gives a dead ”‘f’" !eavf: to think—

And breath’d such life with kisses in my lips,

That I reviv'd, und was an emperor. (v, 1).

The union is further suggested by their being buried together
in one tomb, as are Antony and Cleopatra. ,
One of the differences between Qthello alud tlu: Ol‘hf.:[.‘ 1ux-o
tragedies is implicit in the singlen‘css of the ‘mlc. We l_l:nf" 1::::
the story of the Moor, not of his wife. He as chrygnan repr zsc 10
the soul and she, perfect from the outset and fxz.wmg to un crﬁ
no process of development, represents th.e Spirit. The.re ;:1:;0”&
no question here of reversing the symbolism, whereas in Anlony

3 Let my courage, in dying for your sake, prove that I have a right to cail
you husband.
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and Cleopatra, as we shall see on examining the text in more
detail, each of the lovers has a double aspect, according to
whether the play be considered as the story of Antony or the
story of Cleopatra. If Cleopatra be taken as the more central
figure, then it is she who represents the soul, while Antony,
apotheosized after his death, symbolizes the Spitit, whereas for
Antony as Everyman, the Spirit is symbolized by the Queen of
Egypt.

But can the same be said, analogously, of Romeo and Julier?
The following quotation may help us to an answer, and it is less
of a digression than it might at first seem:

“I'he marriage of sulphur and quicksilver, sun and moon, king
and qucen, is alchemy's central symbol, and in the light of its
meaning we can clearly distinguish between alchemty and mys-
ticisu. . . . "T'he starting point of mysticism is that the soul has
alienated itself from God through turning itsclf towards the
world and that it must be reunited with Him. . . . Alchemy on
the other hand takes the standpoint that through the loss of his
primordial *Adamic’ state, man is rent with inward discord, and
can only regain his full being when the two powers whose strife
has robbed him of his strength have been reconciled with each
othrer, Human nature’s inward dividedness, which has become as
it were organic, is moreover 2 result ol its having fallen away
[rom God, inasmuch as it was the Fall which first made Adam
and Eve aware of their opposition and thrust them out into the
vicious circle of generation and death. Conversely man’s winning
back of his full nature, which alchemy expresses through the
image of the malefemale Hermaphrodite, is a necessary prelude
to union with Ged though it may also be considered from
another point of view as a fruit of that union. . . .

“The marriage of the soul’s masculine and feminine forces
ultimately opens out onto the marriage of Spirit and soul . . .
which is none other than the mystical marriage, Thus the two
states ovetlap: the realization of psychic plenitude leads to the
soul’s giving itself to the Spinit and the aldhemien) symbols have,
coitespondingly more than one meaning: the sun and the moon
cancdanote the two powas of the soul which are termed sulphur
and pncksalvers st the same time they wie vnages of the Spirit
and the soul

Closely connected with the symbolisin of marriage is the
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symbolism of decath: according to some reprcscn%aurfnf ofl:h'c
‘chemical marriage’ the king and queen are killed ’d.t :131;
wedding and buricd together, thence to rise up l’('fju\Cﬂ':l fh.t

If Romeo and Juliet were the only play of Shakespeare’s ha
had come down to us, and if in the light of the above quotation

" we were called upon to answer the question: ‘'Is the symbaolism

of Romeo and Juliet mystical or alchemical?’, there woul.d bﬁ a
strong case for replying that it is alchemical, the more so in t at
'l.hc two lovers are as it were transmuted into gold after their

deaths, for Romeo’s father says:

I will raise her statue in pure gold

and Juliet's father replies:
As rich shall Romeo by his lady lie.

Morcover the strife between the two powers of.the sou'l wou:ll]ci
secm to be adcquately represented by lh.c enmity .beme;:n e
houses of Montagu and Capulet, an enmity which is at t 1:: nd
transformed into friendship. On the other hand -there' cfmljcl 20
doubt that the symbolism of the maturer p}ays is m})mcal’t‘in.
having here a bigher significance expressive of t;: rela; .Iad
ship between soul and Spirit; an_d apart from wha.t drlxs alre 03;
been said about Othello and King Lefzr, a clear in ncatflonunn
this higher symbolisi is to be found in the pres.encse f)‘t]:md
and Ceres, representing Heaven and ca.rth. th:}t 1s, ;;{rl §
soul, at the betrothal of Ferdinand and Miranda in T{"he cmp(c_' ‘c:
Necdless to say, Shakespeare could have changed his per;p;i ;!:’ t
in the approximately ten year in_ten:al between Romeo anlh :{ h.is
and Othello. But a closer examination of the text show‘s a bis
ukimate outlook was already, to say Ehe least, well 1:m ustula}‘)ld
being formed when he wrote the earlier plfq{,, and- the mt;‘1 a fgthe
is here without doubt a symbol of the Spirit whch cactr:: the
jovers represents for the other, as in Antony and Cleopalra, 1
which each, through death, has now :nc-tually bemmc::. - elation.

There is nothing strange or forced in th‘ns reversﬁ; e re :mlnlt
ship hetween the two lovers. Sym.bollsm is not a:‘( >1Lrarz).f :}l,c
is hased on the very naturc of things, on the make-up

. 1
3 rigns Rurchbardt, Alchemie, pp. 166, 172-173 (Walter-Verlag, Olen und
Freiburg, 14060).
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universe.  According to  all cosmological and metaphysical

doctrines, whether Eastern or Western, earthly phenomena are
nothing other than the shadows or refiections of spiritual realities.
The symbolism of a thing is its power to recall its higher reality,
in the same way that a reflection or shadow can give us a fleeting
glimpse of the object that casts it; and the best symbols—the
only ones worthy to be used in sacred art—are those things
which are most perfect of their kind, for they are the clearest
reflections, the sharpest shadows, of (he higher reality which is
their archetype. Qne of the chief applications of this doctrine
to mysticism is that every object of love is a symbol of the
Divine Beauty of the Spirit and therefore has power to recall
something of that Beauty. This explains why in all love worth

of the name there is always an element of worship. Love has
always a double aspect: the heloved is loved for himself or

hersclf and, beyond that, for the sake of the Reality in whose
image man was created.?

For Romeo Juliet is the sun:* at their first encounter her hand

T That is why, in order to convince us of e Jov
introduce a slight suggestion of worship cven into
Othello and Miranda's love for Ferdinand, although these two heroines both
symbolize irreversibly the Spirit in their respective plays.
“1f the symbolism were strictly alchemical, Julict would correspond to the
moon and Romico 1o the sun. None the less the ‘alchemical marriape” cannot
be altngether excluded here, except as regards Shakespeare’s immediate
intention. for a symbol cannot be lintited to one level only. Marriage is a
svmbol of all the complementary pairs which lie above it, whether the two
terms of the pair are on the same level as in the case of the ‘alchemical
marriage’, or one above the other as in the case of the raystical marriage of
Spiric and soul: and altbough Shakespeare has this “vertical® symbalism
directly in mind, he would have known that when an artist uses a symbol
it is as if he had sct free a bird 10 Hly in a certain direction without his being
able to limic the extent of its flight, and that independently of his intention
marriage necessarily svmbolizes also, below its mystical significance, the
perfect union of the active and passive aspects of the soul; and he would
have known that above all, beyond the union of soul and Spirit, marriage is
& symbol of the inseparable wnion of two complementary  Qualities or
Aspects of the Divinity Itsclf, for the Divine Beatitade, which is nothing
other than God’s Love for Himself, is the Supreme Archetype of all the
complementary pairs in existence, just as cach single thing has irs Supreme
Archetype in 3 singie Divine " Quality. In other words, a symbol is fraught
with Tepercussions for the soul of man, and on the ‘wings® of these reper-
cusians the infuition may rise up through 2 serics of higher realitics in the
direction of Absolute Reality, and it is precisely because symbols are the

Ianguage of sacred art that a work of this art has different meaningy at
different levels.

¢. Shakespeare has to
Desdemona’s love for

3
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is a holy shrine, she a saint and he a pilgrim; and at the end the
lrr:st‘:nce: of her body transforms the burial vault t.o a Iantc:m,
{,hat part of a cathedral which according to Masonic symbf)llsm
corresponds to Heaven and the Spirit. For Juliet, Romeo is the
od of her idolairy. . .
¥ In addition to its general symbolism, and dcspm:‘the great
outward differences, Romeo and Juliet has also son;lc ngntgt:orftzzr
ils i i d Cleopatra. Each of the
details in common with Antony an
lovers is called upon eventually to face the fact Ehat the :})ld?;;i
can only be reached through the ‘narrow _gate_ of .dea . he
dificulty of placing all four in this same situation is overrit? :
by the device of the false news which Romeo rcsewcs oEl:]ku n;}t1 s
dzath and which Antony receives of Clcopatral fs ?d[ :1 seat It:
i ' Is dies a self-inflicte
r of Venice, each of the four sou s -
?::0 the sake of being united with the beloved in the next -Worldf
But is there no inconsistency between the coPccpm:in : I(:e
suicide in Hamlet and King Lear as a d.eadly ;1:111, a;mon
representation of the suicides of Romeo, ]ul;et, (1): e co};aractcrz
? As regards the last three ters,
and Cleopatra as noble acts hree tens.
i ‘no’. In Hamlet and King Lear s
nswer is undoubtedly ‘no’. In . _
;?z:nsidercd in a purely literal sense. But where ;lealtih is sym:)l:;
- ' y life, then of all manne
the ‘narrow gate’ that leads to \ 2 .
:’liathe suicide isg one of the most powerfully symbolhc, E;)r 1;
iring soul seeks i
ly the fact that the aspiring
expresses most clear > 5 soul secks 1o
: Antony and Cleopalra,
own death; and as regards ony ¢ ust 1
icide i umstances was no y
ber that suicide in certain circ a
lI:eimtimate but even highly meritorious according to the ;{nore
angcient religious perspectives. As to Othell_o, although fhe door
is a Christian, he stands at the very fringe of‘ Ch-n.sten om.
;Zonsc uently it is not difficult for us to accept his su1c1fie as an
b'ect(i]ve act of justice against himself in accordance with zome
;’\:r unknown to us. Moreover if we recall the words O;E ;,_.r.:]l\r,
. . feel that Othello, like
‘ri is all’, Shakespeare makes us -
:Pti)?ssa:d Cleopatra, is ‘ripe’ for death, that he has fully co;n
II;tedythe course of his little earthly cycle, wh.creas when I;am ;;
fhinks about suicide he is not ‘ripe’, neither is Gloster w cnmIt
actually attempts it. In their case suicide would have bce‘:nh:;ll tre’:l o
igainst destiny, but in the case of Othello we know t
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on the contrary an acceptance of destiny,

the unescapability of
which makes hini ery out:

Who can control his fate?

There is nothing here, Just as there is nothing in Antony and
Cleopatra, to mar the effectiveness of suicide as a perfect symbol
of the mystic's fully intentioned ‘dying into life'.

But in the earliest of these three plays Shakespeare has not
succeeded in convincing us that cither Romeo or Juliet is ‘ripe’
for death, nor has he succeeded in holding up the mirror to the
inexorable necessity of fate. We have rather the impression of a
concatenation of exasperatingly unfortunate circumstances which
end in a double suicide that is more akin to rebellion than to
subinission; and what is already in itself incongruous is made
doubly so by being sct in the very heart of Christendom where it
is impossible to forget that suicide is among the most deadly
of sins.

It is to be suspecied that Shakespeare was one of his own
severest critics, and he must have heen well aware of this short-
coming, at any rate in his later years. However that may be,
and whether or not Romeo and Juliet was actually present in
his mind when he wrote Antony and Cleopatra, it cannot be
denied that he is at some pains in the later play to avoid what
is, precisely, the fault of the earlicr one, and he certainly succeeds.

But in all justice, it must be admitted (hat if we had to
sacrifice one of these two plays, the choice would not be obvious,
Nor wouid our hesitation be due to any inferiority or mediocrity
in Autony and Cleoparra but rather to the overwhehning beauty
of Romeo and Juliet as an expression of love, The perfecting of
the Moor’s love for Desdemona is the theme of Othello just as
the perfecting of the love of Antony and Cleopatra for each
other is the theme of the play we are now considering. But in
Romeo and Juliet there is no comparable development of soul,
and the play is largely centred on the tragic contrast between
the extieme peifection of a love and the extreme imperfection
of the crcumstances it is set in. Consequently Shakespeare s
able to dwell throughout this carlier play on 2 pafection which
is ouly reached at the end of the other two, with the resule that
if we simply compare the three as regards the element ‘love’,

——
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it is no doubt the Jove between ROII.ICO and .}ulicl which has, as
symbol, the strongest wings for the highest lhghts.l e do ot
A striking feature of Antony and Cleo[.mtm Lm: we o ner
find in any other play of Shakespeare is that the ];Ju o
[nacrocosmic meaning runs contrary to the inner one. 1 orm?_lz
the two meanings are parallel: Hamlet, for exan e, w u(,[
representing the soul that seeks to restorc the los’t m";m[::.cks
the inmer world represents at the same iime a man w u; ek
to restore the lost harnnony of the outer worl‘d. B.ut_m(; : Viu);
and Cleopatra according to the outer incauing u:bxs. Li::.r us
Caesar who is in the right, so to speak, from th_c ti'gmn ;( N
the play, and it is he who finally restores order in t *Fhf:apou[c)r
of sole sire of the world as Cleopat?a calls lm'u. :m ue
meaning becomes reconciled with the inner :peamn% a:l limtim{
end of the play when Caesar pays 2 certain tribute of a I}:om on
to Antony and Cleopatra after their c?caths. But thr’oug out the
course of the play the hero and hemme. are both hxer)r ::: ;:n hin
the wrong according to the outer meaning, :imd t c{: s cu.i,
lessly presented as being so from the start. The op;.l Ipiug w[.(;
which is all the more derogatory fc.)r being spoken by whilo whe
is one of Antony’s friends, rings wn‘h scorn at Ar'uo:?).rs; 1 t;::odu[
doting on a ‘gypsy’ who has made him completely forget I y

as Triumvir, one of the three rulers of ‘the world’. Philo expresses

bere the general unhesitating and sweepin.g ccnisubr‘e ufe ﬁ:::l()':l—y- ;
conduct; and yet according to the play’s deeper 'm : nm;ber
meaning which is felt in some degree or othcx: b)l: ev cr} ; ember
of the audience-~Antony’s lpve for .C}]copatra is the richest j e
of virtue in his soul. This opposition between the out;:; and
inner meanings is itself symbolic, for it reflects the trznem“
the inysteries can only be understood by a [fz\\', or morelg e lhyé
for those who kunow nothing of the mysterics, thc. m:; ; tha the
majority are by no mcans ah;;iys right and that th y
imes inscrutable. )
H‘::: ?lsa:;ni(t):lgsre a short passage startin.g [rom line 10 of the
play, at the entry of Antony and Cleopatra:

Look where they come: o
Tahe but good nole,and yoit shall see in hz'm
The triple pillar of the world transform’d
Into a strumpet’s fool: behold and see.

Philo (to Dercetas)
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Cleopatra If it be love indeed, tell me how much.
Antony There's beggary in the love that can

be rechon'y.
Cleopatra I'll set a bourn how far 1o be beloved.
Antony Then thou must needs find out new

leaven, new earth,
Attendant (entering) News, my good Lord, from Rome.

Antony Grates me: the sum?

And in the end Antony does not even listen to ‘the sum’ of the
news, but goes off with Cleopatra. ‘

In a sense the whole Play is contained in these eight lines, at
any rate that aspect of it according to which the soul is repre-
sented by Antony. Let us consider this aspect of the play first.
Outwardly Rome stands for duty, sobriety and morality in
general; it also stands for reason, and the dialogue abounds in
powerful arguments why Antony should leave Egypt altogether—
Egypt which spells neglect of duty, lack of sobriety, lack of
moral principles and also the vanity of unreason. But this outer
weaning does not constitute in any sense a morality play; it is
like the thinnest of veils, which hides the truth fiom no one,
although needless to say the truth is for the most part felt rather
than analysed. What are the means by which, beneath this most
transparent outside, Shukespeare contrives to weight the scales
so heavily in favour of Egypt? One of the first things that comes
to mind is the symbolism of East and West whid correspond
to Heaven and earth; and it is certainly not Rome which stands
at the celestial point of the compass. Rome is this world, and
nothing but this world—a down-to-earth well-being, social

stability, and material security, And as Antony says, in the first
scene of the play:

Kingdoms are clay: our dungy earth alike
Feeds beast as man: the nobleness of life
15 to do thus, when such a mutual pair
And such a twain can do il.

In other words the Roman Empire is a mere stretch of land. All
that Rome stands for is that aspect of man wherein he merely

3 It annoys me: give me a iief sinmary of it and no more,
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has the virtue of being an animal rathcr than a vcgctabic_: ofr ;:
mineral. But the noblest a.sp;clt of life is the love that is fe

en two perfectly matched lovers. ) .
bc;:cfl?e[li;hl: of wh!;t the East stands for, Rc?man_‘vaftu;s are
no more than human limitations: R?man rauon;hty is dri;:ll:rxl\_
intelligence deprived of its suprarational, super :ma;n ﬁl[ en
sion; Roman norality is a system of ethics made to Bt the
shortcomings of that intelligence; Roman subn.ct.y is :f E1: !
lack of spiritual intoxication. Convcr§cly, the wcesr -mg,i
amount to a breaking down of the bftrncrs of. liuman ;m:f ma;
In Shakespearc’s other representations of “the pclz}r dob gom.
price’, the Divine Qualities of f;he Sl.nr.u: are symbo :ze_s 0]:1 ue
standing human virtues. But in this play the strcssnx on the
Spirit's incomparability, the lack of any coimr;n:hc measur
between this world and the next; and as a symbo o e nex;
it is the function of Egypt to convey to us something o: ! c.; nex
world's elusive mystericusness that passes humz.m c;mpx;e:s frec:
its infinite riches, its marvellous variety and {t{.«_, dc;:mcleo free
dom. Everything that Egypt stands .for is personified by o ‘Fe arc:
Morcover as Queen of Egypt shf: is vnrfually divine a
told that it was her practice to give audience

In the habiliments of the goddess Isis.
(iu, §).

From the point of view we are takiflg hfre it is ontlly a 'il;lzrzni
superficial judgement that will attribute fflults to ;:lr.. There i¢
an elusive infallibility about her, a mysterious overa ni nes

which transcends human rightness and defies criticism. y

cxpresses this when he says:

Fie, wrangling queen!
Whom everything becomes—to chide, to laugh.
To weep. (1. 1)

And when it seems that Antony, newly betrothed to Octavia,
has fAinished with Cleopatra, and when Mzcenas says:

Now Antony must leave her utterly
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Enobarbus replies:

Never, he will not:
Age cannot wither her, nor custom stale
Her infinite variety: other women cloy .
The appetites they feed: but she makes hungry
Where most she satisfies; for vildest things
Become themselves in her, that the holy priests
Bless her when she is riggish.

There is also a cosmic, ‘collective’ quality about Cleopatra which
bursts out beyond the bounds which limit the sphere of an
ordinary single human individual, so that she is in some TCSpechs
more a macrocosnt than a microcosm. This is true in a sense of
all monarchs, but what is more or less virtual in other kin

and queens is actualized in Cleopatra to an outstanding degree.
With her it is not merely a question of function. We are made

to feel that her very psychic substance .is macrocosmic. As
Enobarbus says of her:

iWe cannot call her winds and waters sighs and
lears; they are greater storms and tempests
than almanacs can report. (1, 2),

Rich in implication also is Cleopatra’s own remark when she is

chided for unjustly striking the messenger who brings her the
news of Antony’s marriage:

Some innocents scape not the thunderbolt.

Another aspect of this same quality is to be secn in the
grandeur of her lavishness—which Rome would call extravagance
—as when, on being asked why she sends so many messengers to
Antony she replies:

Who's born that day
When I forget to send to Antony
Shall die a beggar. Ink and paper, Charmian . . .
He shall have every day a several greeling,
Or I'll unpeople Fgypt. (1, 5).

These illustrations of aspects of the ‘supernatural’ in Cleo-
patra’s nature are not all taken from the first sccnes of the
play. But the very concentrated first scene of all is quite enough
to give us our orientation—in the ‘literal sense of the word,

i
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Consequently no member of the audience is misled when in the
second scene Antony says:

These strong Egyptian fetters I must break,

Or lose myself in dotage . .. :

1 must from this enchanting queen break off:
Ten thousand harms, more than the ills [ know,
My idleness doth hatch.

We know that despite his logic Antony is here 'il.l the wrong
and that he is expressing a kind of worldly cscapist from hf"
higher destiny: As far as he is couccrncd. the basic theme of this
play, his Purgatory,® is the perfecting of his devotion to Cl.eopatr?..
For this love to become whole-hearted he needs to extrl‘cutc his
soul from worldly ties and to purge it from the dross of Rom.nu
thoughts’. Apart from this his spiritual p:}th cannot .be tr;.;c_ch:
by any marked psychic developmen.t b_ut sunpl}" by his gra lili
worldly ruin. Perhaps the most s:gmﬁcar}t 1311iuslone n‘l L ;13
development is when, for no logically justiliable c:m:,.c: m.
suddenly follows Cleopatra in flight from the B:fu.lc of Aufum,
the event is described by Scarus, one of Antony's more devoled
followers:

The greatest cantle of the war!d‘:'s lost
With very ignorance; we have kissed away
Kingdoms and provinces . . .

I never saw an action of such shame;
Experience, manhood, honour, ne’er before
Did violate so itself. (u, 10).

There is symbolically an analogy between Len.r's madness :n;ld
Antony’s blundering; if we can say of Lear fhe madder 11e
wiser’, we can say of Antony ‘the more he fails the more u:
succecds’ or ‘the weaker the stronger” or ‘the poorer the nc‘hci' ;
and this Antony himself confirms when he says, after the baln e,
that one of Cleopatra’s tears alone is worth all' that he l-ms o;t.

Antony's being purged of ‘Roman thoughts’ proceeds to. rnc
outward accompaniment of his being desertc:d..by I‘{?m:m a u.lr
Roman—Canidius, Enobarbus, and others. This spiritual death

s In this play the descent into Hell is merely implicit in the ascent through
Purgatory.
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—being stripped of all worldly powers and possessions—is not
without its death agonics; as Charmian says:

T'he soul and body rive not more in parting

Than greatness going off. (v, 13).
In the most violent of these agonies Antony cries out:
The shirt of Nessud is upon me: teach me,
Alcides, thou mine ancestor, thy rage:
Let me lodge Lichas on the horns of the moon;
And with those hands, that grasped the heaviest

club,

Subdue my worthiest self. The witch shall die:
To the young Roman boy she has sold me, and I fall
Under this plot; she dies for . (v, 12).

It is patural that the dying soul should have its reaction
against that which is killing it. The ‘witch’ in question, Cleopatra,
is in fact the cause of Antony’s worldly failure. None the less,
his particular accusation is unjust, for there can be no douly
that she has not betrayed him. This brings us to another aspect
of Antony’s short-coming: one of the fMlaws in his devotion to
Cleopatra is that like Othello he does not love wisely enough.
He does not know Cleopatra as well as he should.

Not know me yel? (i, 13),

T The centaur Nessus sent Iercnles (Alcides), Antony's ancestor, a poisoned
shirt. Hercules, dying in agony, hurled Lichas, who had brought the shirt,
up to the sky, and then put an end to his own life. Although outwardly the

i » Hamlet's outburst against Laertes at the burial of

Ophelia (see p. 38, Bnote), his last show of weakness, is also a kind of death

of Antony in that it marks

the same point upon the spiritual path. Hamlet, like Antony, realizes thag
he has been utterly stripped of this world; and both outbursts have much in
common as regards what might be called the magnificent extravagance of
their imagery. Hamlet *rants’ (to use his own word):

I loved Ophelia; forty thousand brothers

Could not, with ali their quantity of love,

Make up my sum.—What wilt thou dy for her? . .

Woult weep? woul't fght? woul't fasty woul't tear thyself?

Woul't drink up eiseld eat a crorodiles

il do't.— Dot thow come here to wfigne

To vuttace mr weth iy v oan her praoed

Be buried qunk with her, and s it i

Ardl sl thew prate uf monntains fog thew throw

Milivans of aiees an s, Ll o grut.mi"
Swngerag Jus fate agansg the burrung zone,
Make Ossa like a wart? {v. 1}.

]
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she complains when, not for 1th last time, he loscsj h.l?hfl? :i:i
and accuses her of betraying him. I!e can be cx.ux.sc;' .o. ot
knowing her as well as she knows: him, l;ccuusc. sh: a.ns.xjr; Hlle
her an enigmatic inscrutability which to:g,cthcr with rer {;3 treme
acuteness of perception is part of her tran'scen(lf:x'u:_:’:i . Due bis
liability to lose faith in her——he‘ does so twice t;)wa.l $ ihe end
of the play—is symbolica}ly as mcxcusn.bl?l as thlc wea
losing faith in religton which can also be inscrutable. reme T
When his final rage subsides, it leaves hma. at _the c:st:lc it
of poverty, that is, at the very verge of extinction and nothing

1ess:

Antony Eros, thou yet behold’st me.; s, noble Lord.
i’:;my Sometime we see a ci?ud that's dragomsh,
A vapour sometime like a bear or lion,
A tower'd citadel, a pendent rock,
A forked mountain, or blue promontory
With trees upon't, that nod unto the world
And mock our eyes with air: thou hast_seen
these signs;
esper’s pageants.
They are black vesp pag oy Lovd
. That which is now a horse, even with a thought,
The rack dislimns, and makes 1l indistinct
As waler is in waler.
Eros It does, my Lon.ri. ‘
Antony My good knave Eros, now thy mp!anlx 15
Even such a body; here I am Antony;
Yet cannot hold this visible shape, réxy km;ve.
w, 14).

The ‘false” news which then comes 0!’ C]('npnl[r]a's d:il;l‘l :
really a truth in disguise, and it is so in a dou)'lc‘rs;:ﬂ.d .nm
teaches Antony the truth that shft bclo?gs to the nex \15 1'“1“ ;
this, and that he can only be united with .Imr l,f.hn:;sc ,p.d.(.mh;;
through death; and jt fals(l)f‘]Iroves}’1 ‘ It: l;:,lu”:.:i}(::]he:nlzc o

is altogether faithful to him, th - de
ltxl;?l:s;ll:clhz wnuIl;ld he is to die of, his l(t\'C is no ]‘.):gc:_l}:;]l;:{:i
in wisdom. His situation at this moment is \'cr)om;n;lgt in:
every respect to that of the Moor at the close of Qthelio.

Antony
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At the moment where the stor

Y of Aniony ends, the story of
the pilgrimage of Cleopatra co

mes into (he foreground. Tpe

How much unlike thou art Mark Antony!
Yee, coming from him, that great medicine® hath

With his tinct gilded thee. x 5).
We may quote also from the same scene:
Cleopatra  What, was he sad or merry?
Alexas Like to the time o’ the year between the
exlremes
Of hot and cold, he was nor sad nor merry.
Cleopatra O well-divideqd disposition! Note him . .

He was not sad, for he would shine on those
Who make their looks by his;

he was not merry,
Which seem’d to tell them his remembrance lay

In Egypt with his joy; but between both:

O heavenly mingle! Be'est thoy sad or merry,
The violence of either thee becomes,

So does it no man els

This scene prepares us for the conversatior

and Dolabella in the last scene of the play, t
death.

1 between Cleopatra
hat is, afier Antony's
Cleopatra I dreami there was an Em pievor Antony:

O! such another sleep, that I might see

But such another mant . . .

Fiis face was as the heavens: and thereiy stuck

A sun and moon, which kept their course, and

lighted
The little O, the eqrih -

His legs bestrid the ocean: his rear'd arm
Crested the world: his voice was propertied
As all the tuned spheres, and thay lo friends;

* The Philosopher's Stone which, having POWEr ta tuansmute baser merals
into gold, is an image of the Divine Spinit.

ety ¢ e gL B g rary
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But when he meant to quail and shake the orb
He was as rattling thunder. For his bounty,
T here was no winter in'l; an autumn ’twas
That grew the more by rca?mg -
Thinfryou there was, or might be, such a man
As this I dreamt of?
le madam, no.
labella Genl ;
gl.;opatm You lie, up to the hearing of the gods.

The alternative which faced Antony throughout tht.: lwllu)lcl
the choice between Heaven and earth, the cclcsua. ;:
PI:ldY 'the worldly West, and which is finally E;rced }?tnhl(;::le u))(
ar i
! 's death, is also broug
the ‘false’ news of Cleopatra’s > brought home to
’s death. But for her the sy
e xeanty: the i between E d Rome but
ity; i gypt an
into the reality; the choice is not betw
"::i(:e ;iterallyybetween Heaven and earth. It now faces her for
:lhc first time; until then, as she says,

It were for me
he injurious gods;
To throw my sceplre at | j _
To tell them that this world die equal the:rs} .
Till they had stol'n our jewel: All's but naught;
Patience is sottish and impatience dues
Become a dog that's mad.

" . compar-
The word ‘injurious’ does not make Cleopatra’s remark comp
able to Gloster’s

As flies to wanton boys are we to the gods:
They kill us for their sport.

She does not need Edgar to tell her that impfme;zlce do?;fg;::;

that's mad. Her attitude is as much intellectua o
it Now that Antony, a brief loan from Heaven to ear
m;l']c;::l.sheor‘:;vcr really possessed, has been snatched lLack, she
wni

sees this world as utter vanity.

And there is nothing left remarkable
Beneath the visiting moon.

i situation
Both patience and impatience are equally pou;‘tiles.& The
is for her as a Divine summons to the next world.
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In the following scene, the last of the

play, she continues i
the same vein:

My desolation does begin to make

A better life. 'Tis paltry to be Caesur:

Not being Fortune, he’s but Fortune’s knave,
A minister of her will: and it is great

To do that thing that ends all other deeds;
Which shackles accidents and bolts up change;
Which sleeps, and never palutes more the dung,
The beggar's nurse and Caesar's.

In the first scene of the play Antony had already said:

Our dungy carth alike
Feeds beast as man.

None the less, to kill herself is, for Cleopatra, the most difliculy
thing in the world—as diflicult as it is for Isabella to forego her
revenge on Angelo. There is nothing at all of the European
romantic about Cleopatra. She has a deeprooted Oriental prac.
ticality and no one necds less to be taught the old adage that
warns us against putting all our eggs into one basket. Earlier on,
when Caesar's messenger suggested to her that her attitude 1o
Antony was one of fear rather than of love, she agreed with him
for no other reason, apparently, than because she
to throw away a possible advantage. Might it not be very usefuf
to her in the future thut Caesar should have such ideas in lis
head about her relationshiy. with Antony? It was not for nothing
that in a previous scene Antony had said of her:

could not bear

She is cunning past man’s thought.

And now, when she is overflowing with contempt for this world
and when she has already decided, so it scems, to put an end (o
her life, she is none the less prepared o go to some lengths in
order to prevent Cacsar from Laying hands on the bulk of her
teasure, Her treasurer’s betrayal of her prerh
wake up her mind ultogether and overcome |
weaknesses. o view of these weaknesses, in view
to Kl herself s, for her,

aps helps her to
wr last lingering
* of the fact thae
the most difficult thing in the world,
saicide is In her ease. doubly symbolic: it means both Lilling

‘the dragon” and passing through the ‘narrow gate” and as suclh
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it s equivalent both to Hamlet’s killing Claudius and to his
d}-ing himselE.

When singleness of purpose finally crystallizes in her, she says:

Show me, my women, like a queen: go [etch
My best attires: I am again for Cydnus
To meet Mark Antony.

and then:

Give me my robe, put on my crown; | have
Immorlal longings’in me: nau[}lnoo;:;:a:;;is ip

The jui rape shall m
e juice of Leyptgrep Husband, I come:
Now to that name my courage prove my title!

1 am fire and air; my other elements

I give to baser life.

Previously Antony had said, in just the same situation:

I come, my queen . .. stay for me -

Where souls do couch on flowers we'll hand in hand.
And with our sprightly port make the ghosts gaze . ..
' I will be -

A bridegroom in my death, and run into’t
As to a lover's bed.  (1v, 14).



CHAPTER X
Cymbeline

IN the Divine Comedy, shortly before Dante reaches the top of
the Mountain of Purgatory, he is made to pass through the fire,
fire which harms not a hair of his head yet which is so fierce to
the senses that—to use his own image—if there had been 2 vat
of molten glass at hand he would have plunged into it to cool
himself. After this there remains no further obstacle between him
and the top of the mountain on which is the Garden of Eden.
But the night has fallen, and so, unable to go any further, he
lies down to sleep; and in that sleep he dreams of the Earthly
Paradise which he is to enter the next day.

In all the plays we have considered so far except Macbeth,
Shakespeare takes his heroes and heroines up the Mountain of
Purgatory and through the final fire to that sleep, and sometimes
to that dream of Paradise; but he takes them no further. Even
at the end of Measure for Measure we are, as it were, only upon
the threshold. As to the other great plays of this so-called “micddle’
period, they are in any case all tragedies and as such could at
the most only imply or herald what lics beyond Purgatory,
without directly representing it on the stage. But in the larest
of these, Antony and Cleopatra, Shakespeare’s treatment of his
theme comes near to bursting the tragic form and to overflowing
across the threshold of Paradise. It is therefore not surprising
that for his last plays, Pericles, Cymbeline, The Winter's Tale
and The Tempest, he should have abandoned that form for one
which would allow him to express directly not merely
itself, but also something of what Purgatory leads to.

The opening situation of Cymbeline reminds us, in different
ways, both of Hamlet and of Othello. Daughter and father in
Cymbeline correspond to son and mother in Hamlet. Cymbeline
himself, like Gertrude, represents the passive aspect of the human
soul in its state of fallenness, and Imogen. like the Prince of
Denmark, represents the active aspect of the soul, its conscience
and its intelligence. The soul's state of corruption is indicated

Purgatory
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by Cymbeline’s second marriage, his bei.ng doxflinatcd bY.hfs
wicked queen as he calls her at the end, Just as in Hamlet it is
indicated by Gertrude’s marriage to Claudius. For the Test, the
same truths are expressed in each play, but by means of different
symbols. In famlet the Fall is marked by the murder of QQI-
uude’s first husband, which brought about the soul’s separation
from the Spirit. In Cymbeline it is not represented by the death
of the King's first wife, which is not mentioned, but by the loss
of his ‘immortality’, that is, by the loss of his two sons, the re:iult
of his misguided rupture with his wise counsellor Belarius.
Unlike Cordelia, Imogen is not enhanced as a symbol through
being the King's third child. It is only. at Ehe very end
of the play that the number three comes into its own ‘wl}en
Cymbeline, having regained all his children, speaks of himself
as being ‘
A mother to the birth of three.

Until then it is the number two, in its positive aspect, which
takes precedence. The King's two elder children represent fLiere
the two natures, heavenly and earthly, of primordial man. l-al%cn
man, by comparison, is single, with a singleness of nature \t'h_lch
is at the same time fragmentary, inasmugh as the remaining
earthly nature is no longer perfect as it was before; an.d Cyn-
beline is reduced to that fragmentary singleness by being left
with only a daughter, that is, with somefhing less good, from
the point of view of succession, than a single son would hz}ve
been. The two sons are the two worlds, Heaven and earth, which
Imogen (including her father) regains at the end of the play. She
says:
I have got two worlds by 't,

that is, by the return of her two brothers. Their presence at her
final union with Posthumus is thus exactly eq_u:va!en.t to the
presence of Juno and Ceres at the betrothal of 'Mnranda anfl
Ferdinand; and although the symbolism of The M_’m{er’s Tale is
not strengthened by any such presence, !'t is s:g.mﬁcant that
Leontes at least mentions the two worlds in question when he
says, of the newly betrothed Perdita and Florizel:

I lost a couple, that "twixt heaven and earth

Might thus have stood, begetting wonder as

You, gracious couple, do. (v, 1).
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The significance of Cymbeline'’s two sons is thus the same u5
that of Castor and Pollux,’ and it secs almost certain that

Shakespeare had the heavenly twins in mind here, for he makes
Belarius say of the two princes:

They are worthy
To inlay the heaven with stars. (v. 5);

and at the end Cymbeline prays that they may continue to reign
in their orbs. They are also, like Antony, the Philosopher’s Stone,
for like that great medicinet they too have power to turn baser
metals into gold, inasmuch as they are spoken of as having
gilded pale looks in the battle. Relatively speaking both the
brothers, and not merely one, may be called ‘heavenly’ because
the earth which the second brother signilies is not the earth as
it is but as it was primerdially, a Paradise altogether penetrated
with celestial influences.

The symbolism of the two brothers is strengthened by their
outstanding perfection; and this brings us to a point which
concerns Shakespeare’s last plays in general. These plays are
less naturalistic and more nediaeval not only in virtue of the
presence of Divine Powers albeit necessarily in ‘pagan’ disguise
—Diana in Pericles, Jupiter in Cymbeline, Apollo in The
Winter's Tale and Juno, Iris and Ceres in The Tempest—hut
also through the relative absence of psychological detail in the
characters, an absence which is made up for by detail of another
kind. It is to be noticed, for example, that in the three latest
plays. those persons who represent the lost spiritual wisdom
are not only perfect in character, like Desdemona and Cordelia,
but also perfect in the circumstances of their lives; the two sons
of Cymbeline have been brought up amid entircly natural sur-
roundings, far away from all contact with corrupt civilization;
Perdita has been brought up by shepherds whose way of life

! The heavenly twins were born from an cgg that was laid by Leda in the
form of 2 swan. René Guénon in La Grande Triade (La Table Ronde,
1016, p. 43) temarks that ia Hinduism, to which the ancient Greck
tradition is related, the creation of the univeise js represented by the
hatching of a swan's egg out of the two halies of which come heaven and
carth. The swan is here the symbol of the Spitit of God which “Dbreathed
upon the fuce of the walers'; and the “dividing of the waters” in Gencsis is
tquivalent to the dividing of the ‘egg of the Universe” in Iinduism,

* Sce above, p. go. notc.
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has always been associated with purity and. innocence; and
Miranda bas been brought up on the enchanted 1sland..

What the openings of Cymbeline and Othello have in common
is that in both plots the powers of darkness had bccn_ schem.mg
to bring the soul of Everyman still further und.cr their dmfuna-
tion. Iago had been doing his utinost to ha've h1mse1£. appointed
as the Moor's lieutenant; and in Cymbeline the wicked step-
mother bad been deing her utmost to marry l:‘nogcn to }.mr son
Cloten. In both cases the devil has failed to increase his lfold
upon his victim; and what is more, a sudden and secret marriage
between soul atid Spirit has taken him altogether by surprise.

Posthumus is an eagle—

: I chose an eagle,
And did avoid a puttock.? (1, 1),

says Imogen—and he is also Leonatus, the lion’s whclp., t,h.e
eagle and the lion being the bird and b_east of the sun which is
the great symbol of the Spirit. There is no common measure,
from this point of view, between Leonatus and Imogen, since
he, as she says,
overbuys me

- Almost the sum he pays. (ibid.);
and since Iachimo in the hour of repentance describes Posthumus
 being The best of all

Amongst the rarest of go?d ones. (v, 5}
we tmay quote also as sincere his earlier remark:
He sits 'mongst men like a descended god. (1, 6). '
But in Cymbeline, as in Othello, the marriage is only virtu:;l.ul:
has not yet been consuinmated, and does not become_ u y
actualized until the very end. Posthumus 1s immediately bamshf:(ll,
and by banishing him, the king in a sense reenacts the Fl‘a lE
reiterating the loss of his two sons. The complt:tc .rever-s:a o
the situation at the end is indicated by Cymbchrfcs ta!\mg a
lesson from Posthumus, who has just pronounced his forgiveness
of Lachimo. Cymbeline says:
Nobly doomed!

We'll learn our freeness of a son-in-law;

Pardon’s the word to all.
1 Kite.

-1
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And Posthumus's symbolic identity with the King's two sous jg
confirmed by their Joyful acceptance of him as a brother.
Although, as we have seen, the relationship between Imogen
and her father corresponds globally to the relationship between
Hamlet and his mother, there is a considerable difference ol
detail. In Hamlet both the Prince and the Queen share (he
imperfection of fallen man and both have 1o develop and be
puriied. In Cymbeline all the faults are concentrated in he
King, who remains entirely static, his only development being
his repentance. Imogen personifies fallen man's better Nature
struggling to free itself. Unlike Hamlet she is represented a5
being perfect from the start, her only imperfection being that
she is not yet free. The spiritual path is her escape from the
court and her journey to Milford Haven in order to make good
her marriage. This journey is a perfect image of the ‘straightened
way which leadeth unto life’; and it is so fraught with destitution
and desolation that she may certainly be said to have passed
through the narrow gate of death. It is significant that when

she is finally found by the Roman Lucius she replies, in answer
to his question who she is:

I am nothing; or if not
Nothing to be were better (v, 2).

But on the journey she has been given a foretaste of Paradise
in her fleeting rcunion with her two lost brothers. Here again
the svmbolic identity between them and Posthumus is brought
out, for they take as it were his place in Imogen's eyes, and
although she does nor know who they are, she momentarily
transfers her allegiance from him to them, since he has forsaken
her.
Pardon me, gods!

Uld change my sex to be com Panion with them,
Since Leonatus false. (sn. 7).

Meantime other effects of her spiritual striving are to be seen,
not in hersell where there is no room for development, but in
that part of the soul which is divectdy dominated by the powers
of darkoess "Lhese powers are gradually being forced to loosen
thew hold upon Cymbeline himsell 1 he lesser of them, Cloten,
sodrawn onin pursuir of binogen until he trespasses upon the

it would be better to be nothing than what I wu.
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very outskirts of Paradise, where he is kiiled outf'ight by the
Spirit; and this indirectly kills his mother, who dies gradua}lly
of a fever brought on by frustration at his absence, exasperation
and despair. Thus the whole soul is finally set free from its bonds.

S0 far we have only considered the play from one angle,

" according to which Everyman is represented by the synthesis of

Imogen and her [ather. But like Antony and Cleopatra, Cym-
beline has 2 reversible symnbolisin: its also the story of Posthumus
Leonatus, and from this point of view it is he who stands.E(-:-r
the soul and Imogen, the princess, who represents the Spirit.
Imogen’s transcendence is stressed throughout the p.lay. l?y
various characters in various ways. For Post.hEmmS she is a gift
of the gods; for one of the courtiers she is divine I mogen just as
for Cassio Othello’s wife is divine Desdemona; for P:sa::uo-she is
more goddess-like than wife-like; but perhaps the most sagmﬁ_can't
of all, considering the wisdom of the speaker, s Bc'tlan‘us s
exclamation when he first sees her (she is at that time disguised
as a boy): .

By Jupiter, an angel! or if not

An earihly paragon! Behold divineness

No elder than a boy! (i, 6).

The path of Posthumus Leonatus is. a dcsc?n't into ‘ Hell
followed by an ascent of Purgatory. The sin of spn:;tual pride—
manifested by his public boasting abo.ut I_mogen—:s brought to
light, and brings with it its own rcmbunon.. a too easy loss of
faith in Ymogen, which breeds the sins of raging anger, treachery
and, by intention, murder, for he treacherously seeks to lure‘
Imogen to her death. It is only when the false news of h_cr death
comes to him that light dawns and his Purgatory h?gnns-_'l:hc
change from the descent to the ascent is markcd_b): hn-s deciding
to change sides in the battle and fight for Britain instead of
rome ri fight

Against the part I come with; so I'll die ‘
For thee, O Imogen, even for whom my life
is, every breath, a death. (v, 1).

He helps Belarius and the two princes to rescue Cyrpbcline i.n
the battle and to -put the Romans to flight. Then, in despair
at not having died, he gives himself up to the Britons as 2
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Roman prisoner, hoping to find death that way, and is led off
to prison. His eloquent prayer for Divine Mercy—a passage tog
little known on account of the language difficulties caused by
its elliptical concentration—recalls Hamlet's the readiness is all
and Edgar’s ripeness is all. In Posthumus' case, ‘ripeness’ takes
the form of having paid all debts, that s, of having expiated al
sins or, in other words, of having passed through Purgatory iy
this life. He is altogether confident that the act of death wilj
work the final purifying touch and win him the fullness of
Divine Mercy, thus opening for him the door from the prison
of Purgatory to the freedom of Paradise. His certainty is con.
firmed by the vision which he then has of blessed spirits from
Elysium interceding with Jupiter on his behalf. It is in virie
of this that he can so flatly contradict the gaoler at the end of
the same scene. The gist of their argument might be expressed
as follows. The gaoler insists that death is a closed door and
that no one knows for certain what lies on the other side of i,
Posthumus maintains that death is an open door through which

anyone who is prepared to open his eyes can see what ljes
beyond.

I tell thee, fellow, there are none wanl eyes to
direct them the way I am going, but such as wink
and will not use them. (v, 4).

The meaning already given to these words js the literal one in
answer to the gaoler. But in the case of Posthumus this meaning
coincides with a deeper one, for the wiy I am going is the path
of the mysteries, ‘the straitened way that leadeth unto life’, and
‘few are they that find it’ because although it lies in front of
everyone as the obvious course to take, most people turn a
blind eye to it. The ‘narrow gate’ itself however is not reached
by Posthumus until the final scene when, still thinking that he

has killed Imogen, he learns that she is entirely innocent, and
cries out:

O, give me cord, or knife, or poison,
Some upright justicer! Thou, king, send out
For torturers ingenious: it is I
T'hat all the abhorred things o' the earth amend
By being worse than they.
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It is by virtue of his being absolute for death, like Cl.auxho :f“,d
Augelo in Measure for Measure, that he may be sald' to 114»(?
‘died into life’ just as much as those of Shakespeare's herocs
roines who literally do die.

an;lnh;mony and Clcopa{'m the symbolism of Egypt and Rom‘c
is not reversible. For Cleopatra as well as for Anton?r Rome is
this world, and at the end the choice for Cleopatra is betwegn
this world, represented by Rome and Caesar, and.thc neXL wor Id
represented by the dead Antony* But in Cymbeline Britain an.d
Rome have each a positive and a negative significance. Wlxc:f;
Everyman is represented by Imogen a.nd lxcr.fatlnf:r, the cou:i
of Britain represents this world just as it does in King Lear, anc
Kent’s words

Freedom lies hence, and banishment is here

might just as well be applied to Cy.mbc}inc's palace as tc; Le;.r;s;
One aspect of Cymbeline’s corruption is that he .has refused
pay tribute to Caesar; and there is also a 'spe‘cxai connection
between Rome and Jupiter in virtue of Iove s bm{, thr:- Roman
cagle. Moreover Caesar’s ambassador Lucius, Rome's chn:fi repre-
sentative in this play, is exr.remf.tly Yenernble. -Wl_xcn advising
Imogen to seek service with him, Pisanio says of him:

He's honourable,
And, doubling that, most holy. (i1, 4).

Considering the play from this point of view there is a certain
identity between Rome and Belarius’ cave inasmuch as both
are spiritual centres with regard to which Cymbeline is at fault;

in the next world,
i ever, that the presence of Antony in
s true, how ? a Romen by a Roman
aliantly vanquisht )
adds as it wer':a r.e:rtZin 'p‘i-cstigé' to Rome; and although in the last scene

Cleopatra 12y *Tis paliry to be Caesar;

5 hastened
own death and the deaths c:f her auendants are cne
andtlﬂg:flll:; l:hl::c:m;erativc need to escape being taken to Rowme, of which
sol?e clornjugrm up the most sordid pictures, she has none the less already said
! d body: ,
over Antony';e‘-}l‘;a bury }Lm, and then, whal’s bmvc‘, whal’'s noble,
We'll do it after the high Roman fashion,
ke death proud to take us; o
and the pgr;dc:;s im a nofc of grandeur and magnanimity from Caesar.

D
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and it is to be noted that Cloten, who is actually killed for his
sacrilege of trespassing upon the precints of the cave, has pre-
viously expressed his readiness to comumit sacrilege with regard
to the other sanctuary. In Preparing to follow Imogen he says:

I will pursue her
Even to Augustus’ throne. (11, 5).

It is to be noted also that although the speeches expressing
Britain’s defiance of Rome have a patriotic ring about them and
might seem in themselves to be pusitive, they are for the most
part put by Shakespeare into the mouths of no more reputable
characters than the Queen and her degenerate son.

On the other hand, from the point of view of the banished
Posthumus, Britain, the abode of Imogen, is a Paradise. From
this standpoint the faults of Cymbeline are not relevant. ‘The
soul, represented by Posthumus, is not yet worthy to be united
with the Spirit, and has been justly banished. The celestial
aspect of Britain is brought out strongly when the devilish
Lichimo, who is a Roman, says that he feels the very air to be
taking revenge upon him:

The heaviness and guilt within my bosom
Takes off my manhood. I have belied a lady,
The princess of this country, and the air on't
Revengingly enfecbles me. (v, 2).

As we have seen, it is a milestone in Posthumus' spiritual
journey when he discards his Italian clothes for the garb of a
British peasant and decides to fight for Britain against Rome.

The two opposite points of view are reconciled at the end
and merged into one standpoint from which both Britain and
Rome are celestial. Cymbeline says:

Although the victor, we submit to Caesar

And to the Roman empire promising

To pay our wonted tribute, from the whick

We were dissuaded by our wicked queen;

Whom heavens in justice on both her and hers

Have laid most heavy hand.
*To digress for the moment from Shakespeare's deepest meaning, and also
fiom the litesal meaning, is it possible to read into Cymbeline’s somewhat

uncxpected submission a plea to the son of Mary Stumit to find some way of
tmending once more the breach between Britain and Rome?

9
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This reconciliation is the meaning of the soothsayer's vision:

The Roman cagle,
From south to west on wing soaring aloft,
Lessen’d herself and in the beams o' the sun
So vanish’d: which foreshow'd our princely eagle,
The imperial Caesar, should again unite
His favour with the radiant Cymbeline
Which shines here in the west.

Meantime, without our being able to say exactly how or when,
the drama itself has been snatched up to 2 higher plane. The
transition from earth to Heaven is not so clear-cut as at the end
of The Winter's Tale, but the celestial effect is none 't%xc less
overwhelmingly conveyed by the altogether_ unearthly piling up
of happiness upon happiness—the sudden blissful perfect recovery
of so much that had seemed to be irretrievably lost, thr:- simul-
taneous realization of all the fullness of conjugal, filial and
fraternal love. This celestial wealth of felicity finds perhaps above
all its expression in Cymbeline’s words:

See,
Posthurmus anchors upon Imogen;
And she, like harmless lightning, throws her eye
On him, her brothers, me, her master,? hitting
Each object with a joy: the counterchange
Is severally in all. Let’s quit this ground,
And smoke the temple with our sacrifices.
[To Belarius] Thou art my brother, so we'll hold thee ever.

7 The Roman Lucius, whom she had served as page.




CHAPTER XI
The Winter’s Tale

OF all Shakespeare's plays the nearcst parallel to The Divine
Comedy is perhaps The Winter's Tale, though needless to say
even this cannot take us as far as Dante's epic does. Like the
cpic, hawever, it none the less falls into three distinct parts.
For Leontes, as for Othello, Angelo and Posthumus, Hell and
Purgatory are represented separately. The first part of The
Winter's Tale deals with the discovery of the evil which until
then had lurked hidden in the soul of Leontes. His behaviour
in his first scene has something in commnon with Posthumus’
boasting about Imogen. Both men are in possession of a secret
treasure which in a sense they profanc. Leontes’ great fault is
that he exploits the forces of the Spirit, represented by Hermione,
for a purely trivial purpose. There is no reason why Polyxenes
should stay any longer in Sicily and there are many reasons,
50 he tells us, why he should return to Bohemia. But Leontes
squanders Hermione's irresistible power to make Polyxenes
change his mind, and then even forgets himself so far as to say:

Hermione, my dearest, thou never spokest
To better purpose. (1, 2).

She takes him up on this point, and he admits that she had
spoken to better purpose once before, namely when she had
consented to marry him. But his admission cannot atone for the
enormity of so monstrous a loss of sense of proportion. It is in
fact no less than sacrilege, considering what his marriage means,
although in his case as in the other cases we have seen, the
union of soul and Spirit is as yet only virtual, the marriage
signifying initiation rather than realization, for Leontes has not
yet learnt to rate Hermione at her truc worth.

To say, as is so often said, that the jealousy of Leontes is less
convincing than that of Othello serves merely to confuse the
issuc. As we have already seen. it is impossible to represent all
the dilferent aspects of the truth jn one play. Iago is a wonderful
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portrayal of the devil in all his hellishuess; but at the pr‘ice of
such a portrait Shakespeare is scarcely able, in Othello, to cfnlllvcy
the Eact that the devil is inside the soul of _fal‘len man as;xe' as
outside it. Leontes is Othello with Ia.go. inside hu-n. '1' ac;e 1:;5
no outward personification of the devil in The Winter's }:.f 1;
or indeed of any evil, except for the kfzavcry of Auto‘lycus. w:::id
has no dircct bearing on the plot. The other char.:;tt‘crs 5 a ]d
round like guardian angels while Leofnes plu_ngcs t.ev];Crt .1}113
deeper into Hell. They know tha:'. he is not. huns-;:lf. L m_' ;;'5
already been said about Angelo in connection with Marian
fines They say best men are moulded out of faults

i ually well to Leontes. The lost psychic sub-stancc has
;Eslihoc; ::\el(ll to ge rediscovered and then purified and :;m;gr:\tr:d,
and there is or can be 2 dangerous moment between the :scment;ys
and the purification. Leontes has woifen up dormant ee; enes
in his soul which have leapt upon l.um and OV:CrPOWE:'e | b
before he could subdue them. He is, as 'Carml{o p:lz's e, :
rebellion with himself. But he ht.xs saved himself _llln -a vance by
submitting the whole issue to the judgment of Apollo:

‘Yet for a greater confirmation, )

For in an act of this importance “twere .

Mast piteous to be wild, I have dispatch’d in post
To sacred Delphos, to Apollo’s temple,
Cleomenes and Dion .. . now !T'Om the oracle
They will bring all; whose spiritual counsel had,
Shall stop or spur me. (11, 1).

Later we learn that Cleomenes and Dion have Z‘Ci}lrllCd ia:)ltcr;
Delphos with. almost miraculous. spc_f:d.; and we are gul’(:; ,:L. J .
glimpse of them as they land in Sicily, yuite overwh ol O
the blessedness of Apollo’s temple, d}e solemn reverence £ the
priests, the unearthliness of the sacrifice, an.d the vou:lc‘ Onm_. :S
oracle which reduced the hearers to a [ecling o[. nr:t m:'zr l.l i;
Shakespeare is clearly dcl.lcrmincdlthat r(i(igrzl;all preside o s

i itanical laws to the co
Plg;?vit:g 'z;:;s]c)):vr;:t‘i his new-born d.aughter ?md sent !mrl rto e
Jeft in some desert place where sh.e is more !:kt:ly to (hf t L,m 1:;
live, Leontes puts his wife Hermione on trfal for adultery taiacnm
treason. The descent into Hell goes on, without any ques
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of Purgatory, unil finally Hermione appeals to Apollo for justice,

Cleomenes and Dion are called inte court and the statement of
the oracle is read:

Hermione is chaste; Polyxenes blameless; Camillo a
true subject; Leontes g jealous tyrant; his innocent
babe truly begotien; and the king shall live without
an heir, if that which is lost be not found. (uy, 2).

The oracle Precipitates Leontes to the

ncthermost depth of
Hell and he cries out:

There is not truth at all ©* the oracle,
The session shail proceed; this is mere falsehood.

thus bringing to light the greatest of all evils,
Heaven. Iinmediate retribution foliows:

those present, the King's son is dead and
without an heir except for that which is los
whom he has cast out. No sooner has Leo
phemy than a servant eniers

impiety against
unknown to any of
the King is in fact
t, the baby daughter
ntes uttered his blas-

about by the oracle in
The Winters Tale. At the news of his son's death, the scales

fall from Leontes’ eyes, and seeing exact
he is all repentance. Meantime his wife has fainted and is carried
off: and then the news js brought that she too is dead.

The Purgatory of Leontes takes place in the interval of the
sixteen years which elapse between this act ang the next. But
although it is not represented on the siage, Shakespeare gives us a
wonderful g]impse, at its outset, of the immensily of the task in
all its apparent hopelessness, and of 1he soul’s contrition which
makes all things possible, Paulina says to Leontes:

A thousand knees
Ten thousand years together, naked, [ast:'ng,

— ——
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s replies: .
Leontes rep Go on, go on;

Thou canst not speak too much; I have deserv'd
All tongues to talk their bitterest.

After he has said at the end of the scene

Come, lead me to these sorrows,

\ i i i ixteen ycars have passed.

" do'n()t dic hlf:c;g:?r:cl;: lptll:;' -"l‘: timcrzrsii'u:d in its c.ﬂ'cct uponf
o umhsgl;;lism of death and birth combim::d with th‘:lllt' 0
” o th‘!‘d‘wm'n It is Leontes’ son, the young Prince Mami nusl,E
“_’lmﬂ'_m. SP;‘ if.is he who tells the winter's tale, the story of
Ylh(l)l ‘ill;:;' ;'Illxrgator)r. When asked by Hermione to tell her a

e

merry tale he says:

A sad tale 's best for winter. (11, ).

i ther's ¢ar to whisper to
his mouth close to his mo shisper (0
;‘C tl:li:!:t:ﬁzt:bout the man who dwelt by a churglya:;ii,n arr:) ] t]it;:;]
i i hes in, and se
the raging Leontes rus :
e 'zloggcrsl(:rm:vfulglcfcnts. The last of these is thlz;tf tu;l;c:
;’l:::dti::l the new-born daughter of Legnt;:séth}:la:r i:;?:e dein 2
’ in Bohemia, Antigonus w ole
e o c’lnthc crew of his boat are shlpwrcckc?d. These.dcaltlli
o h'i::s::d by the son of a shepherd; meantime Pcirdua
:rcinwfloﬁ’nd by the shepherd himself, who says to his son:

i : i ith things new-born.
Thou mettest with things dying, I wi I v

i , and identifies Perdita with
T'his b_rings . EZ:V sifh::!‘:v;l:cig::}t(iﬁcd with death; and }x:lahc:
Bt e se0 her, after sixteen years, she is drf:sscd as {1”1\ é
the Goddess feS’ ring. This sheep-shearing festival scene, 11 N
ke GOddessfotthsccond part of the play, takes place mda.
- th'k:vl(:ich is the season that Leontes has now reached In
sumimer,

TR TR e e,

kc Pca oV 1 ]I[l)s II. § sCason W[Ih tlle Seal Of
llfe. But Sha S

) Sprlng 1 thc Cha!‘aCIClS OE ICIdlta alld I IOIIZel; Wh.e" tlle’
13 d,CCldC to Clopc to Slc;lr; we kllow th'at' Hllh' th'CII co“]'lng Ilc

Upon a barren mountain, and still winter

In storm perpetual, could not move the gods
To look that way thou wert,
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tale of winter wiil end for Le

ontes, and the tale of spring will
begin,

This is confirmed by the opening speech of the next
which has already been quoted in an emli
once more with Leontes in Sicily,

scene,
er chapter. We are
and Cleomenes says to him

- Sir, you have done cnough, and have performed
4 saint-like sorrow; no fault could you make
which you have not redeem’d; indeed, paid down
More penitence than done trespass; at the last
Do as the heavens haye done, forget your evil;
With them forgive yourself. (v, 1).

These words tell us that we are now at the point beyond which
the plays of the middle period do not go.
A gentleman comes in to announce the arrival of Florizel,

Prince of Bohemia, accompanied by his princess, of whom it js
said '

Women will loye her, that she is a woman
More worth than any man; men, that she is
The rarest of all women.

Paulina says:

Had our prince—
Jewel of children—seen this hour, he had pair'd
Wellwith this lord: there was not full a month
Between their birth.

This indicates, in a2 sensc, that Florizel is to replace the dead
Prince Mamillius. He and Perdita together, like Cymbeline’s
two sons, thus represent the ‘immortnlity' of primordial! man
which was lost and has now been found again,

Leontes is now on the very threshold of the Earthly Paradise,
and the sipht of Florizel and Perdiia 15 as a vision of that
Paradise. The entry of the Prince and 1y

rincess can be quite ’
meiwhchning, provided that those who play their parts are
adequare, and provided th

at thete is the right kind of music
(we will come back to this question later), continuing long
cnough, after their entry, to enable them to ‘beget wonder® in
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Leontes and his court, and also in the audience, before Leontes
says to them:

I lost a couple, that "rwixt heaven and earth
Might thus have stood begelling wonder as
You, gracious couple, do;

and later:

Welcome lither,
As is the spring to the earth.

The vision of Paradise fades for !‘.l'{e mome.m. but only to gx‘:“c:
place to something more than a vision, for. in the next scezuihus
are told of his discovery that Perdita is his daughter, an

i which was lost. : o
hc;;iagl:aih::cnc takes us further. The' Ear'thly Para.dme 1; t:cc:
gateway to the Heavenly Paradise, which is ll‘le th,ux;c ?‘L. N
third part of Dante’s epic; and althoug.h according tf) lt “il li Jr:».t
meaning of The Winter's Tale I-I.crmwnc never rcaldy.rcnéz f:r
all, but has remained hidden for sixteen years, the ';u; lL ;ncs
once, have not been taken into the secret. They, like e.o1 thé
are sure that she is dead and in Heaven. Her ?I?pcaraflcc i e
last scene has therefore the implicit effef:t of raising th:lt sc(clnsfife
a celestial plane and of making us certain that husban d:;'n
will, quite literally, ‘live together happily ever afterwards”.

<




CHAPTER XII

The Tempest

The Tempest is by general consent Shakespeare’s last complete
play. We have already seen something of how it is anticipated
by both 4 Midsummer Night's Dream and Measure for Measure.
But perhaps the nearest parallel to The Tempest is As You Like
1t. In both a reigning duke is driven out of his duchy by«a
usurping brother; the plot of each turns round the love story
of the rightful duke’s daughter who also has been exiled; in
each the usurping brother finally repents and the rightful duke
gains once more possession of his duchy; and the most striking
reseiublance of all is that each takes place in a setting which is
beyond—and above—the confines of civilization.

"The forest of Arden represents the Golden Age. The banished
duke and his followers are said to fleet the time carelessly, as
they did in the golden world. We are transported back to an

age when man siill lived as it were in the neighbourhood of the
lost Paradise.

Here feel we but the penalty of Adam,

The scason’s difference . . .

And this our life exempt from public haunts

Find tongues in trees, books in the running brooks,
Sermons in stones, and good in everything.

! would not change it. (i, 1).

says the Duke. The enchanted island of The Tempest also
transcends the rest of the world. Like the forest of the earlier
play it is near to Heaven and therefore the jdeal setting for the
love that symbolizes the reunion of the celestial with the ter-

restial. At the end of As You Like It, Rosalind is led on by
Hymen who says:

Good Duke, receive thy daughter:
Hymen from heaven brought her.

And in The Tempest, as we have already seen, the ‘marriage’
of Heaven and earth actually takes place in the persons of Juno

ety

-
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and Ceres, who are brought together by Irfs, the celestial ra-mbo(\;
messenger, to attend the betrothal of Miranda and Fcrdm:?nk.

Although at the first meeting of these two lovers each _thmds
the other is divine, and although in the last scene h{lra}:l a
expresses wonder at ‘ctvilization’ as a ‘brave new wor]d; . t er;
can be no doubt that it is she who represents the Spl;‘lt anf
Ferdinand the soul, without there bcling any question 1cr}e‘ol
reversing the symbolism. The perfection of he:: nature which
allows for no further development, the perfection ;)Ef her llzlpc
bringing, the fact that she has spent a_lmost all h'crd 1ehc:n f:l ;
enchanted island, and the fact that she is Prospero’s augh er o
outweigh any ‘untranscendent’ remarks t.h.at fhc ma'y l;w?t o
make on behalf of the play's literal meaning. ﬁ}bme all, n_ol
Prospero who represents the Spirit; a_nd Miranda is an e?chtensl{kr;
of him, just as Perdita is an extension (')f H(frrmone W o,[ :1 N
Desdemona and Cordelia, is the ‘pearl’ which was wantonly
[hl;:xw:dil‘:;z.n to the already mentioned -resemblance bt:ih\;cl:lerl
The Tempest and Measure for Measure, 1t may be gmtf: - i
if Prospero is banished from Milan: the Duke is also 1:ums -
self-banished—from Vienna; and if tl}e D.ukc secret dy r;:m .
in Vienna to observe what happens in .hIS suppose al_t)‘sencit,
Prospero keeps Milan under his o!)s?rvatmn i?y transpor mgble,
together with Naples from which itis s:ymbohcally }nscpa;r; In,
to his island. Naples and Milan, like Vicnna, are this ‘;or .t
a sense the whole world is on board. the boat; and at ;1 ; centre
of that world stands Alonso, the King _of Naples, mtf h:s }sﬁni
Ferdinand. We do not see them at all in the scene o ft ]e shll')r
wreck, which opens the play, but we are made to fcel thei
presence. Gonzalo says:

T he king and prince at prayers! lel's assist them,
For our case is as theirs.

i imi de by the two sons of Cymbeline.

" e ar ap!‘:ll"gn:loa s:vn;iarmr:éza:l;s s'}:l:dderyat civilization with such un-
itiges mg'sd ; as would accord with their symbolic meaning, the play's

n.ut!gatcd R amzu:.n‘n'ding te which they have to spend the rest of their

Ittﬂal‘ mcapt.r;g.ed setting, would come dangerously near to tragedy. At the

o of th av:x:zo Tays thé courts of Britain and Naples have therefore to be

:::sio(;e::gsien a pgrely positive sense, as things which were lost and are now

regained.
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The King and the Prince in this play, like the King and the
Princess in Cymbeline, together represent the human soul whicl
is on its way through purification to sanctification. The symbolic
relationship between parent and child in both plays is exacily
the same? the child representing the better nature and the
father remaining altogether static, a personification first of guilt
and then of repentance. Hell is not portrayed in The Tempest,
except in retrospect. The powers of evil are present, but they
are already together under control. Prospero’s brother Antonio,
the usurping Duke of Milan, is not the devil himself, but he
none the less strongly recalls Clandius in Hamler. 1t is Antonio
who has contrived to bring about the exile of .the Spirit by
seducing the soul, in the person of the King of Naples, into an
unhely alliance.

The greater part of Purgatory is concentrated in the tempest
itself at the opening of the play. Having passed through this
storm, Everyman has reached the enchanted island which js no
less than a sctting for the sacred precinet that marks the end
of the soul’s quest. This precinct, Prospero’s cell, is as a sanctuary
compared with the rest of the island which is however exceedingly

blessed for being at the outskirts of Paradise, so much so that
even Caliban is aware of it:

Be not afeard; the isle is full of noises,

Sounds and sweet airs, that give delight, and hurt nor.
Sometimes a thousand twangling instruments

Will hum about mine ears; and sometimes voices,
That, if I then had waked after long sleep,

Will make me sleep again: and then, in dreaming,
The clouds methought would open, and show riches
Ready to drop upon me; that, when I waked,

I cried to dream again. (1, 2).

Having reached the outskirts of Paradise. Alonso and Ferdi-
nand are separated and each has to suffer the death of believing
that the other is dead. For Alonso the end of Purgatory is
marked by his complete repentance, afier Arjel, at Prospero’s

t Sec above, p. 98.
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command, has caused him to be penetrated through and through
by a sense of his guilt. Alonso says:

0, it is monsirous, monstrous!
Methought the billows spoke and told me of it;
The winds did sing it to me; and the thunder,
That deep and dreadful organ pipe, pronormced
T he name of Prosper: it did bass my trespass.
Therefore my son i’ th'ooze is bedded; arnd
I'll seek him decper than e'er plummnet sounded,
And with him there lie mudded. (11, 3).

Later, when he meets Prospero, still thinking .that his son ?s
dead and thinking also that Prospero has lost his daughter, his
complete sincerity is not to be doubted when he says:

O heavens, that they were living both in Naple'S,
The king and queen there! that they were, I wish
Myself were mudded in that oozy bed

Where my son lies. (v, 1).

It is only when Alonso’s repentance is assured and when cach
of the evil elements in his soul has suffered

a sea-change
Into something rich and strange .

that Ferdinand, for his part, comes to the er‘ld of h'is ordt_zat:
of carrying logs, and Prospero consents to l}ns marriage \;:;

Miranda. We are now at the same point that is reached in u;
Winter's Tale when Perdita and Florizel come to the court 0]
Leontes. There is no character in The Tem pest to correspfm(
to Hermione. Instead a stress is laid on ti.xe fi:ﬂcrcnce between
betrothal and marriage. The Earthly Paradise is not th-c cotnl)}cte;
union of soul and Spirit but the leaning dow:n as it :v:.‘.‘rz.i_ol
Spixit to soul, of Heaven to carth. In the Earthly Para 1;1
symbolized here by the betrothal of Ferdinand an_d-lfhlraiu :
Everyman has reached the fullness of .cn-rl-hly pOSSli?lltl}(.] Lt 1.:
therefore at this point that Prospero initiates Fcr(.lman l(lllu
the Greater Mysteries, preparing him for the Celestial Paradise
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by telling him that all the glories of earthly life are nothing
more than a dream:

You do look, my som, in a moved sort,

As if you were dismay'd: be cheerful, sir,
Our revels now are ended. These our aclors,
As I foretold you, were all spirits, and

Are melted into air, into thin air:

And, like the baseless fabric of this vision,
The cloud-capp’d towers, the gorgeous palaces,
The solemn temples, the great globe ttself,
Yea, all which it inherit, shall dissolve,

And, like this insubstantial pageant faded,
Leave not a wrack behind. We are such stuff
As dreams are made on; and our little life
Is rounded with a sleep. (iv, 1).

The Celestial Paradise is not actually represented in The
Tempest, as it is in The Winter's Tale, but the whole play
leans towards it, that is, towards the final marriage of the lovers,

It may also be said to lean towards it in another sense. Again
and again in his plays Shakespeare has likened this life either
to the part played by an actor on the stage, or to a shadow, or
to a dreamn. Now to speak of a play or any kind of fiction neces-
sarily means that as a term of comparison one has in mind
something which may be called ‘real life" to be continually
likening things to shadows suggests a longing for the substance;
and to dismiss everything that we experience and possess as a
mere dream betrays a nostalgia for the state of being awake. But
in order to reach that state of waking, that is, the Paradise of
secing “face 1o face’ and not ‘as in a glass darkly’, it is necessary
o pass through that sleep which is the surrounding wall of the
dream-world in which we live; and it is clearly in view of that
sleep as a gate—for in itself it is not worth meditating on—that
Shakespeare, about to give up his art and retire to Stradford,
nizkes Prospero say, when about to give up his art and retire
to Milan:

Every third thought shall be my grave.

B L L T r
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CHAPTER XIII

" Notes on Performance
and Production

"How can actors and producers best do justice to the deeper

i hakespeare’s plays? A gencral answer to this ques-
:?(f:nilsn:g t?; ls)eing Es faithfl:ll as possible to the l.ucralkmcanmgé
Take care of that, and the deepc_:r meaning will take carg:_ :
itsclf. But to be true to the letter is less easy and more exacti Ii
than it may sound, for Shakespeare’s maturer plays, cfvcrll_ ::,
regards their literal meaning, centre round h.uman per fcc :on
if not already achieved at any rate in the making—a perfectio
that is absolute and unsurpassable:

A combination and a form indeed ‘
Where every god did seem to set his seal
To give the world assurance of a man.

Shakespeare has in view a universal norm, a coin whlcfh w;;;li
remain current ¢ven as far East as ff:udal Japan, and as far I‘,-
as the Red Indians of North America—a complex bu;l n;)t :::‘ -
plicated psychic substance made up of marvellously_nc cle: e
which are closcly woven into a t-ota.l effect of unity, simplic u))r
and unfathomable depth; and this ideal spf:lls great dnngct*lrldr ,
an actor, for it cannot fail to measure out his capacitics to

. < : ‘
‘m;f] fg:::k?’il;;t example, the actor may be said to have Em::;::
in his part if in the last sccnc‘t.hc audlcnce-do?s not ass
whole-hcartedly to Horatio's admiring exclamation:

Why, whal a king is this!
and to Fortinbras® last words over the Prince’s dead body:

He was likely, had he been put on,
To have proved most Toyally.

: £
Similarly, to take another example, thc' actor of the p.lml (:)1[
Antony cannot afford to forget during his performance tha
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the end, when Antony's men find him dying,
The star is fallen.
And time is at his period.? (v, 1),

and that Cleopatra is to say, when he actually dies:

There is nothing left remarkable
Beneath the visiting moon. {tv, 15).

But if, as a loophole of escape, from a greatness hard to portray,
the actor seizes on the word ‘dotage’ 50 often applicd to Antony
by Cleopatra’s enemics, and if he sets out to portray a man whg,
however great he may have been, is now psychically dilapidated,
then the whole significance of the Play will be seriously impaired.
No actor would however admit, even to himself, that for fear
of putting on a garment that was too big for him, he was cuiting
down the garment 1o fit his own small size, The conscious motive
for side-tracking is usually the desire to be thought original or
‘up to date". However that may be, an actor may well stand in
fear of a central Shakespearean part: and whatever the motive,
it happens all too often that the main issue, which is one of
sincerity and depth, is avoided, and as a miserable ‘compensation’
all sorts of psychological subtelties, quite unwarranted by the
text, are invented.

To illustrate this question still further let us take a recently
much discussed example from a Play that so far has been
mentioned no more than by name; and since the plays written
Lefore Hamlet have scarcely come within the scope of this book
execpt incidentally, it must be admitted here and now, while
leaving the allimportant question of total effect (0 be considered
in the next chapter, that if we were to choose out the greatest
single scenes from Shakespeare, or the greatest single moments,
not a few of these would be found to come from the earlier
plays. One such moment is in Twelfth Night. But if the part of
Olivia be made comic through affectation—as is now something
of a vogue-—this moment will be sadly diminished if not reduced
to nothing? As regards her love [or Cesario, thad is, for the
disguised Viola—who, it must be remembered, is consciously

they are to say:

! Time has reached its final phase,

T Whatever travesties there may have been since, DPenis Carey’s admirable
production of Twelfth Night at the Old Vie in 1951 left nothing o be
desired in this respect. Gwen Cherrill's simple, direet and altogether wn-
sophisticated approach 10 the part of Olivia was exactly right.

" oy
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jimitating her twin brother Sebastian—it i.s csse.ntial that it Sh(:ui(i
be portrayed with all the depth and sincerity that an Zc res
can muster. It must be intense enough to compel the audience
to echo in thought Viola’s ‘alas!’ when she says:

As I am a woman,—now, alas the day!—
What-thriftless sighs shall poor Olivia breathe!
O Time, thou must untangle this, not I;
It is too hard a knot for me tuntie. {11, 2). -
It is clear that Shakespcare intended the audience to share L};:s
sentiment; for only if their feelings arc pr'operly Fouscd can the
‘knot's’ sudden and blissful ‘untanglement’ make its full 1mpalllct,
when Olivia comes running out of the house to protclcit EIE
beloved Cesario—as she thinks—from her un.cle, and finds fcrse
face to face with Scbastian for the first time. Several! actor;
contribute to the strength of that impagf. an(_i not lheheast o
these is its unexpectedness. So well contrived is it that Oxv;}o'er
often we have seen the play before, it ten.ds to come as something
of a shock, partly because our atten.tion is absorbcf:l by t;:)c c'omlg
effect of the mistaken identity on Sir Toby and Sir An rfcv\. a;l
we are expecting more comic effects ratt}er than 2 pro 'ou(riz Y
serious one. But by far the chief fact(?r is the audience’s ;E'I;
concern for Olivias happiness, and this can only be assurehx
they take her and her love altogether scrfonsly. Stfz-ikes;[);:ar;z) Ez
already paved the way for them to do this by makmg. 1; - 1111 ke
say, in the first scene, in reference to her long mourning fo
dead brother: _
0, she that hath a heart of that fine frame
To pay this debt of love but toa brother,
How will she love, when the rich golden shaft
Hath killed the flock of all affections else
T hat live in her!
According to the ancient conception of true love, the beloved
is, as we have seen, no less than the lost half, the pcrfecf corin-
plement, which the lover has always, perhaps unconscnousy;;
been yearning to recover. Olivia i.s thercfo-re not so 'vr;ry fz::u;n
mistaken when she falls in love with thc.dlsguxs:.:d Viola, or in
view of the irresistible mutual attraction v~vh‘1ch has alw yl
existed virtually between herself and Scbastian it is not urflmuurite
that for want of ever having seen him she should feel a foretas
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of that love on seeing his disguised twin sister, enough even (o
prefer her to all the world. From the abnormality of this strange
and somewhat puzzling situation Shakespeare snatches somethin
of the abnormality of miracle. Viola has already become for the
audience, as far as Olivia fs concerned, a symbol of all that the
soul most deeply desires, Sebastian is therefore something more
than a symbol. In him the shadow has given place to the
substance. It is as if he had dropped straight from Heaven;
and it is in the ‘opening of Heaven® that there lies the secret
of this moment’s extraordinary power.

In the already mentioned production the effect of this firse
meeting between Olivia and Sebastian, and indeed of the play
as a whole, was unmeasurably deepened by exactly the right kind
of music. This brings us from the question of acting to that of
production, though the two things necessarily overlap, since in
most modern productions the director js mainly responsible for
the interpretation of the parts.

Despite what some nay say, it is very conceivable that
Shakespeare would have welcomed many of the facilities of the
modern theatre, at any rate in principle. He might well have
been glad to exploit some of the scenic effects which can be
obtained now and could not then. He would almost certainly
have preferred not to have his mediaeval kings and queens all
dressed as Elizabethans as they werc in his own productions.
But the wider range of possibilities has also its drawbacks, for
it opens the door to many blunders which would have been
out of the question in Shakespeare's own day. There might seem
to be a cerrain logic in the argument that since Shakespeare
produced his plays in the sort of clothes that were worn by his
audience why should we not do the same? Might it not make
the audience feel more ‘at home'? But apart from the fact that
the audience do not go to Shakespeare in order to be made to

feel ‘at home—or rather, they go in order to be made to feel
at home in quite a different way—Shakespeare in modern dress
does not make them feel at home in any sense at all. The utter
. disparity between Shakespearcan verse and twentieth century

fashion is bound t create a fecling of uncasiness even in the
least critical members of an audience. Whatever the limitations
of carly Jacobean and late Flizabethan dress may be, it at least
belongs to the tailend of a tradition which was based on the
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conception of man as the representatiyc of God on ca.x:th. Ix;
thuse days garments were still conccwcd' of as 2 means o
enhancing the dignity and beauty of man’s body just as vers;
and poetic imagery are a means of mhancm_g the dignity lan
beauty of man's speech. But modern dr-ess, \?’h-lch to say t}.u: cast
has no such pretentions, cannot possibly join forces wuh' .thc
splendours of Shakespeare’s l:ufgua-gc:.'l It can only fight aguinst
that splendour, fatally diminishing its impact upon us. .

We are taking here an extreme case. Fortunately producuoins
of Shakespeare in modern dres.s are comparatively rare. Bu.t t n[e
objections to them apply also, in a lesser dcgrcet to any auuu;L $
to give the plays a modern slant. The shoe mm_ply' cannot lc;
made 1o i, and when we are forced to wc.ar .n. 1.t hurts.
Shakespeare was ‘not of an age buf for .all time this dOt:S rior.
mean that his plays ¢can be twisted into line with the paru?}l:- a;
limitations of each successive age, least .of_ all our own age w u:n
on the surface is so very remote from h:s':d.cals. If he was ff)r a
time’ and therefore of our age also, this is beca.usc h_e was an
intellectual in the ancient sense of the x‘vord. wnth' l:us cg;e 0f1
the universal, and because the universtal is by deﬁm.ucul a wa}:
present, however little it may be in cv;den.ce. It‘was in virtue 0
his intellectuality that Shakespeare, unhkfe his contemporary
dramatists, was able to escape from the pr:son_of his own age
into the universal world of Plato and St. Alfgusn_nc. W_hat.thellrc-
fore can be mnore perverse than to seck to imprison him in the
particular limitations of our own age? Besides, a Shakespcar;
audience is composed of people who have choscn.to cumch od
their own free will, and who could have goue, if they ‘a
wanted, to a modern play instead. They are cert:.unly not preaﬁm
because they are men and women of th_e twenticth ccm;ury 1‘;;
because they are men and women; and it would not per. u:;}s:l e
far wrong to say that even if for the most part they are no ul (}1
conscious of it, they are present l.)ecausc. the?r are men i
women who have in them somc_thmg which is in danger
being starved to death by the twentieth century. )

N dilferent
e e e e
;2$:s;e$?nly have claimed that its dress enhanced the dignity of man’s

i i i lien to the spitit of
ifici and cleteness of iis style is so a !
g;:z&;t:r:rﬁgsa;:!e ;éain we should have the weakness of discord rather

than the strength of concord.
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However that may be, there can be no doubt that the ideal
in production is that the text should make as strong an impact
as possible upon the audience. This is what the audience wants
above all. And what director would dare to admit that this js
not his aim? But there can be no strength without unity; and
how seldom it is today that a director succeeds jn uniting all
the different elements in his production. How often, when the
dresses are admirable or at least adequate, their effect upon us
is ruined by a bleak semi-surrealist setting. And even when
the cye is satislied in every respect, and when if the ear were
correspondingly satisfied the audience would be taken by storm,
how seldom it is that we are not given some quite mediocre
utterly unmoving sounds* specially composed for the occasion.

When it was suggested to one of our leading directors of
Shakespeare that he should make more use of Elizabethan music,
he objected that this would oblige him to dress the actors like
Elizabethans, which would give the production an aspect of
‘quaintness’. It cannot be denied that there is something fantastic
about Elizabethan dress which is not to be found in any dress
that preceded it. By comparison, Tudor dress, 1o take the nearest
example, has nothing of the ‘quaintness’ and limitedness—non-
universality one might say—of the costume in which Shake-
speare’s plays were first acted. It was no doubt the defect of non-
universality that the director in question was driving at. But
Elizabethan music is not necessarily to be classed with all the

other features of its period. We have been educated to think of
the past, at any rate as regards Europe, century by century. But
not all centuries are cqually isolated. The thirteenth, fourteenth
and fifteenth centuries for example have each their own special
characteristics which distinguish them from one another, but
these differences are made relatively insignificant by being sub-
merged as it were beneath a mediacval sameness inasmuch as
this period all belongs to the Christian civilization, that is, the
theocratic civilization which has its roots in Christianity and is
dominated by it. On the other hand the centuries fromn the
seventeenth onwards are merely distinct from each other, for in
their case there is no positive unifying factor. As to the transi-
tional sixteenth century, the Middle Ages were not quite over
in England, even as late as Shakespeare’s day. The mere fact

* It is po use having music which is Just mildly agreeable.
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that a thing was Elizabethan or even carly ._]acobezm ;c?t\:c:
therefore unanswered the more impon_:a.nt question as tc;l W c(:1 e
or not it belongs to the Christian civilization. Elizabet zlm dr;-;:
certainly does not, but Shakespeare’s plays do, and so also doe
much Elizabethan music, and even some carly Jacobean music.
Whatever features of ancient Greece anc_l Rome Lh.e RFnifss:thm;i
may have discovered, it could not brll.]g to a lrebnrt hiChcm
music. Consequently, for want of a classical model on dwb 0
be remoulded, this was of all arts thj: least affecte ] yf "
Renaissance; and so, like Shakespeare himsclf, llfc .musm_ﬁle n;;
day tended to be ‘behind the times:. At any rate it ;: plczsts:) ble 0
choose out from it any number of pleccs-wh:ch lean ac pares
the Middle Ages’® and make an admirably llar.1'|:1<)1111:?u.<:l ) c:d
ground to the speeches of Romeo, Lorenzo, Orsino, Ferdinan
an'(;‘l?::r::}msiderations may seem over—subtle,-but practically
speaking they are important; £'or if a too purist appr;a;cl;il:;:
allowed to forbid a combination of E_hzabethan mfu ¢ wih
mediaeval dress, our most easily a.ccesmble source © sd able
music will be barred except on pain _of wasp-waists f:mh t ca;i
gerated ruffs. But apart from the practical quefuon‘ of wha can
easily be had, early Tudor and pre-Tudor pieces b::eﬂx:: s
suitable than Elizabethan ones, and we m‘ust remember
Shakespeare himself had a special love for ‘old musmt; i the
All this concerns not merely th.c songs but adoz_: | e
incidental music. Except in plays like Othello and King L bé
where the drama itself is fotrl t:hl:1 r:ost p:;r;cs;lo ;;1;3;5:! :: o be
- ient, there shou e as
:1“;‘::“_3;5 SS;;:EEZ?)Zare knew well that some (I)f th;: most pc::;rf;el:
effects of the theatre are gained with the help o musac,d A
i at he would be supported when
necesary gle ; '::ll::‘ial?:ti:gmtll;crcurrent of sound, swelling up
;::f:lss:irnyxe 30 time into something more t?lz.m (;m ;;::lszrc;;esr:
Mediaeval and Elizabethan pavanes, gailiards, S H.,
ike serve this purpose so admirably
b:r:inl::; IST::?;:U;;S ;E:'liot:: cl;::)icc that oncpwould not normally
a

i Fitzwilliam Virginal Book,
$ Picces hy William Byrde and others from the Filzwi £

for example. .
€Syclh as are to be found in

collection of dances.

Pierre d'Atteignant’s early XVIth centurv
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expect to have anything else. Besides, there is a great and
growing interest in such music today, no doubt far more than
there has been for the last three centuries. How is it, then, that
one 5o rarely has the pleasure of being overwhelmed in the
theatre by these sounds and sweet airs which blend so wonder.
fully with the plays, deepening them and being deepened by
them, inspiring the actors to excel themselves, and making the
audience doubly responsive?

Necdless to say the music must not only harmonize with the
text but it must also be great, that is, intensely moving, since
otherwise it will not fulfil its function. Consequently, even for
those plays which are set in a pre-mediaeval period, the sort of
accompaniment that Shakespeare himself would have had is no
doubt the best, for who today can produce truly moving music
in the style of ancient Egypt. Greece, Rome or Britain? In such
cases the justification for the music will be that it belongs to
the period of the play's poetry rather than to that of its theme,
None the less, there is a wide variety to choose from, and this
calls for a judicious choice. For example, mediacval Spanish music
which betrays Moorish influence would clearly be more suitable
for dAntony and Cleopatra® than for King Lear.

A part answer to this question was given by another of our Ieading
theatrical directors, who writes: ‘F think that maost people would prefer to
have the music of Shakespeare’s time. . . . Vhat happens is that when ane
asks someone to arrange the music, he begs se hard to be allowed to
compose it that the director usually takes the line of least resistance, and

gives way". Whatever the cause, it has now become part of the Stratford -

routine to have a composer for cach play just as one has a director and a
designer; and when the OId Vic did the complete cvele of Shakespeare’s
plays. only for two out of the whole thirty-six was the music not specially
composed for the production. One of these two was the already referred
to Twelfth Night, for which music such as Shakespeare himself might have
had in his head when he wrote the play was admirably chosen and arranged
by Gordon Jacobs. The other was A Aidsummer Night's Dream, with
Mcndelschn’s setting, which is extremely effective in fts own way, but which
definitely reduces the dimensions of Shakespeare™s immortals and easts over
them a certain haze of unreality. Mendelsohn has indeed his rights. But his
music should be used on the clear understanding thar the evening will be
bis rather than the poct's.

* For this play also Elizabethan music would he adequate, in virtue of the
art form itself. In virtue of the theme, perhaps the nearest approach in st
extant great music would he Arabian or Perian, or even Indian provided
that it was not of a kind that conjures up 0o specifically the tiindu
civilization.

S Wi
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i der may ask. Because in
hy so much about music, the rea :
cogid)::ring the different elements which go to make the impact

of Shakespeare’s plays upon the audience, this particular element,

i both quality and
tently neglected today as regards ¢
;(:naﬁ:;‘:;s is ofya,n itcﬁportance which can scarcely be overestimated.

Therefore the poct
Did feign that Orpheus drew trees, stones and floods
Since naught so stockish hard and fuli_ of rage
But music for the time doth change his nature.
(The Merchant of Venice, v, 1).

But to conclude on a more gcneral. note, t.hmgs‘;lavc s:;:k ;c;
such a pitch that it would be quite ongmal—-::. we ;; ;
llowed to offer this bribe to those who seek- ongm'ahty a o;lv
all?»w have a production of Shakespeare in v:'hu:h all lt c:
Zilferent accessories were of the highest q.ualnty in :hc:(;si \i{ih
while being at the same time in harmony with the text a

each other!



CHAPTER X1V
The Audience

THE 1focstem world has been for so long under the spell of
.humamsm, which Edmund personifies in an extreme form, that
In some ways we understand the bastard better than we d'o his
!eg:tlmatc elder brother Edgar who personifies an outlook which
Js now very far away. When we are faced with a typical mediaeval
reaction we are sometimes rather at a loss. In King Lear the
111):1::. o_E ﬁlt;:ny, hearing that Cornwall has died of a2 wound
ceived from a serv. ri i ’
s ant when he was putting out Gloster's
This shows you are above,
You justicers, that these our nether crimes
So speedily can venge! (v, 2);

and at the end, when he hears of the de .
R ’ ath of .
egan, he says: y of Goneril and

This judgment of the heavens, that makes us tremble,
Touches us not with pity.

A few moments previously Ed i i s si
: gar, referring to his father
of adultery, has said to Edinund; ’ S

The gods are just, and of our pleasant vices
Make instruments to plague us:

The dark and vicious place where thee he got
Cost himn his eyes.

Edmund, whose outlook has been modified b immi
th
of death, replies: Y the imminence

Thou hast spoken right, ’tis true;
The wheel is come full circle; I am here.

At a cursory reading of the play these speeches are almost
embarrassing to some of us. Our’ reaction is spontaneously

)
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rationalisticc. We ask ourselves what is the meaning of these
reiterated assertions that the gods are just. Can Shakespeare
have forgotien for the moment the crying injustice of Cordelia’s
death which is just about to become known? Or is he simply
making Edgar and Albany express a rather primitive and un-
intelligent point of view which he does not hold himself? The

~ answer to both questions is certainly ‘no’. Our mediaeval ancestors

did not believe in chance. When a worldly cvent seemed just,
they immediately rccognized the workings of Providence. But

" their faith remained quite unrufiled in the face of triumphant

and prosperous wickedness, for they knew that any apparent
injustices in this world would be made good in the next. The
remarks of Albany and Edgar that I have quoted are simply
spontaneous comments on events, equivalent to some ejaculation
such as ‘Laus Deo!’ If they jar on us it is because we wrongly
suspect an attempt to justify the ways of God to man. In other
words we attribute to Albany and to Edgar something of a
modern psychology, a sort of primitive rationalism, cruder and
less fully developed than our own. We fail to realize how little
store was set in the Middle Ages, despite all their dialectic, by
logical . proof.

Shakespeare, unlike Milton, has no illusions about the scope
of reason. He knew that since reason is limited to this world
it is powerless to ‘justify the ways of God'. Milton may have
known this in theory, but in practice he was very much a son
of the Renaissance, very deeply under the spell of humanism.
Paradise Lost cannot be called an intellectual poem. Milton
portrays the next world by sheer force of human imagination.
His God the Father, like Michelangelo’s, is fabricated in the
image of man; and the purely logical arguments which he puts
into the mouth of God to justify His ways inevitably fail to
convince us. Now Shakespeare also seeks to justify the ways of
God to man. That is, beyond doubt, the essence of his purpose
in writing. But his justification is on an intellectual plane, where
alone it is possible; and this brings us back to the theme of his
plays, for the intellect is none other than the lost faculty of
vision which is symbolized by the Holy Grail and by the Elixir
of Life.

In considering how Shakespeare conveys his message to us we
must remember that the true function of art is not didactic. A
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great drama or epic may contain little or much teaching of »
didactic kind, but it does not rely on that teaching in order
to gain its ultimate efiect. Its function is not so much to define
spiritual wisdom as to give us a taste of that wisdom, each
according to his capacity.

The first spectators of Shakespeare were probably more re.
ceptive than we are. We tend to take art less scriously than
they did. For modern man the supreme distinction is between
‘fiction’ and ‘truth’, as we say, between art on the one hand
and ‘reality’ on the other. Now naturally our mediaeval ancestors
made the same distinction, but for them it was not so sharp,
They were not in the habit of speaking and thinking of life as
‘truth’. By trath, by reality, they meant something different:
for them the supreme distinction was not between life and art,
but between the next world, that is, Truth, and this world
which is the shadow of Truth. The sharpness of that distinction
took the edge off all other distinctions. Moreover, art for them
was not merely a copy of life, that is, it was not merely the
shadow of a shadow; it was also, by inspiration, partly—and in
some supreme cases even almost wholly—a direct copy or shadow
of the ‘substance’ itself. The distinction between art and life is
therefore not so much between a shadow and a reality as
between two shadows. This sounds cxaggerated, and no doubt
the divergence in outlook between then and now was far slighter
for the vast majority than might appear from what has just been
said. But it went certainly further than a mere verbal quibble
over the meaning of the word ‘reality’, and it would have been
cnongh to make an appreciable difference in the attitude of an
audience to a play. By attributing a less absolute reality to life
they attributed more reality to art. They no doubt entered into
it more whole-heartedly. But the difference is relative. We also
can enter in. Let us consider what actually happens.

In life we have no view of the whole: we see only bits and
pieces here and there, and our view is quite distorted. What js
near to us we look at with feverish subjectivity; what is not
near we look at with more or less cold objectivity. Above all we
fail 10 sce the pattern. It is as if life were a great piece of
tapestry and as if we looked at it from the wrong side, where
the pattern is obscured by a maze of threads, most of which
seem to have no purpose. Now a play of Shakespeare’s is like a

o

THE AUDIENCE 127

much smaller piece of tapestry, partly copied from the other
but also, by inspiration, partly copied from the original of the
other. Its smaliness is to a certain extent made up for by its
extreme intensity. Shakespeare holds out this smaller piece of
tapestry to us in the theatre, between ourselves and him. He is
on the right side of it and we are again on the wrong side, just
as we are on the wrong side of the great tapestry of life. 1o
begin with we look at the rather chaotic mass of threads with
the same cold objectivity with which we view the threads of
our neighbours’ lives. But little by little as the play goes on we
are drawn into it and become more and more bound up with
its threads. Our cold objectivity vanishes and we feel the warmih
of subjectivity. So it is with any dramatic piece, one may say.
That is true; but with most drama what is the benefit to be
gained? It is simply a question of exchanging one’s ordinary
subjectivity for another onre which is no better and which may
be worse. But when a drama is created as an image of the whole
universe, and when the hero represents a great soul which is
being purified of all its faults, and being developed towards the
limits of human possibility, then it is no light thing to be
drawn into the web of the tapestry and to become identified
with its central figure. But that is not all: the purification of
the hero is in view of an end. By the close of the play we have
become objective once more, but with a higher objectivity which
is completely different from the initial one; for Shakespeare has
drawn us right through the tapestry and out at the other side,
so that we now see it as it really is, 2 unity in which all the
parts fit marvellously together to make up a perfect whole.
Having been given something of the hero’s purification we are
now given a hint of the spiritual wisdom to which it leads:

and just as Shakespeare’s small tapestry merges mysteriously with

the great tapestry of life, so our view of the harmony and beauty

of the one is also, in a sense, a view of the harmony and beauty

of the other. It is only a momentary glimpse, and it does not

last. But it none the less makes an imprint upon the soul, which

may not be easily effaced.

This higher objectivity is directly mentioned by King Lear

at the beginning of the last scene of the play. He is now almost

at the end of the quest, and he imagines what it would mean

" to be altogether united with Cordelia who, according to the
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