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AS YOU LIEE IT

Loo & e L»fﬁwéﬁlﬁ LA e bee
-Fb( s the comedy wheT® the mercurial psychology is most vis-

ibly and most wittily iliustrated in a symbolic plot. From the view-
point of its literary influence it isg aﬂ:ﬁgﬁﬁinﬁh@ grandchild of

Lilly's Hurhues, £6r its subject matter is taken from Thomas

§ . . o
! . a’ s

Lﬁdgs's“ﬁosaiynd"; whic&lhad a sub%itie "Euphues ' Golden iegacie
Tfeund after his Death in his Cell at Silexedr#, Bequéathed to Phii-
autas"sbﬁnes“. The meréurial theme in its inhar gignificéhce B8 &
veiled eﬁpression referring to the sﬁkitu&i disgipline.to Which young

men of the age were subjected in contact with mercurizl masters, 1s

: ’ . -
. .. ' . Wf)fw./bwm.%;? )
indicated in the introduction to the tale of Rosalynd. where we find /

the spiritual"Eestdment of Fuphues to Philautus“ﬁ‘“The vehemency of

my sickness, Fhilautus, hath made me doubiful of =mx life, yet must I

die in counselling thee like Socrates, becavse I love thee...... ....
. # .

‘Thou hast scns by Camilla......bend them in their youth like the

‘willow, lest thou bewail them_in their age of their wizfulnéss.......
They shall find Love anatomized by Furhues with as lively colors as in

&iﬁ;&&ﬁﬁ Arelles! table: roses to whip him when he Is wanton; reasons

. - Vel e i g u-‘:i";,w\-.—i*\‘““\
et L o ot b i el e R R

.‘%‘ S
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tc Withstand him when he is wily.".

The tale hy'Thomas Lodge, Rosalynd, expresses according tb

?fg : | i ' '
‘Edmund We Gosse an almost Kix Quixotlo reverence for womanhood.

e e e

/,—/ ‘ e S N S I R
“The title of the e-.omedy, As You Like It, has been ex'plai‘ned

by ExxdeXx Dr. Hermann Ulrici, in a sense which comes near ocur own

 view. DixyrfrrmxximveEwrrspirduny
- He contraverts A. W. Schlegel's interpretation that the title refers
| | heolds

to the relation betweer the play and the public. Hgﬂnas the view

that it refers principaliy to the actors o¢f the play who shape thelr

lives as it Pleases imsxgimxmxrherseif thelr individual seives.
(Shakespeare's Dr&matic Art, by Dr. He rmann Ulrici, translated by

L. Dora Sehmitz, Vol. 11, page 16§ -- London, 1908) In. our opinion

the title has even a more definite implicaﬁion. The poet shows four
mercurial couples who marry at the and,.an@ who will arr&nge their

- ' ' government under !
lives mccording to that inner moralyEERKS R S ind

i 1 WhiCh '

‘ 1they'prefer to live. The poet_ﬁoes not share that indifferent lax-’
| gEER ity which Ulrici's interpretation‘suggestémxs.‘;In four‘couplég

he exemplifies the choice for the manner of living. The clown T outh=

stone has mhedsm chosen to live with his wife Aubrey in an unseﬁtled

R S el e e B WS L labe - e i




AS 3 .
| _ | | O
and unheppy condition; Orlande, the menliest among the wocers, gives

prOmiée that he'will‘make ﬁis'wife-ﬁosaliné happy; Betwesen these"
two couples stand in gradatiOn'Sir'Oliver, the converted brother of
Oriando who marries Résalindfs frien&, Cella, and Sylvus, who marries
the wayward Phoebe; In single blessadnesslremains the melancholy
Jejue, the comic Hamiet of the rlay who prcmisaé t? emefge frcm his
nmelancholy mdo@ inta‘whiéh his mercurial experience has thrown Him,
Lo becom¢ ﬁhe jesting artist:gnd satirizing roet of the age.

A1l these couplés, with the melancholy Jacque as cobserver,. -g

offer the rainbow colors of one peyehie process which is symbolized

in the action of the play.  The banished duke has the mercurial . - .,

]

leadefship of masteriy'authufity in this group;'ahd the reconeiliatibp, 
with his brother brings, like many pf Shakegpeare's fairyxtaies,'ﬁhe 15 §
finalrvictory of gentle sgiritualiﬁy over brutal %mbition;" The'§1d |
faithful servant Adam, who‘saérific&s the swall\amoﬂnf bf his thrif%

and foiloWs Orlando in dutiful faithfulnéss.into ﬁhé forest ;f Arﬁén,_A,%

1s next to the Duke, a sepnd symbolie figura of the spirit of man.

In the centre of the play stands Rosalind, gifted with the

‘poet's wit, and illumihated by mercurial mester wisdom. Se is more
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than a her&ine smitfenl#ith 1ove;lwhokseté out in douhleﬁ and hose';'A"
1like so m&n& of Shakespeareds master-mistresses, to £ind end winlhef
laver. As the 1iteraryﬁtradition of her namq&mpjies, and the role
and intfigue given to her ;ﬁ the  comedy proveg, Rogllind is xxg ﬁo,a
certéin degree the %mit androggnic disguiseﬂ fgr the mercurial master
rimself. This fairy tale role is even predominant in the piay snd

her mercurial wisdom and cunning flow ffom.this anonymous fact of

her poetic personal;ty.

_ &
"I have; since I was three years old, conversed with«magicianx

most profound in his art, and yet not damnablie, " Rosalind tells Orlan&é,

t0 the Duke,
&ﬁd it Is repeated by hlm&gﬁof her whom he believes to be Ganymede:

But, my geod lord, this boy is forest-born,
And hath been tutored in the rudiments

Of many desperate studies by his uncle,
Whom he rerorts to be a great magiclan,
Obscured inthe olrcle of this ferest. 3

The forest of Arden is the psychic forast’ whereto a group of idlers.ia

‘drawn withthe Duke, who lives in exile’ beﬁause bls brother - had usurped
‘ .

his dominions. The entrancing gentle magic of this court in exile bew’
comés s8¢0 powerful that the last remnant of the good charactsars who live

at the court of the wicked Frederick, are drawn hither and finally

the ‘ ' ‘
, attract iniquitous members of the play mkxxaxﬁxﬁxanxx into the‘forest?

Who are there brought to fEwmkx conversion. Sh&késpeare traats 

[T b
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with irony thé fancf world of this idy&lid Arcadian court; and makesl
us guess that the transplantation of the $piritual truth en the soil
of the real world, whioh its members had won in the state of naturs,
16 the moral lesson of the play.

The iﬁtroductory first act gives the symbolic atmosphere

- - The noble
for the ensuing acﬂ«y\Orléndoﬁ thnxxﬁhi&xxﬂumgﬁxxhxmkhxx#xﬁﬁxﬁix

fxdxexopowre had been robbed ¢f his material inhéritance By his older

brother, Sir Oliver, who had.also withheld from Lim the menns of getting
a courﬁly education. The young man, strong and courageous, Yoy embit-
tered and weary of life, decides %o wrestle at court with a faﬁous érize
fTighter. He is éhe wnexpected winner in an unequal fight, but’he does
notrwin the favor oflthe Wickgﬂ Duke, ﬁho remenbers with ill-will the

.honesfy éf Orlandc's father. His'ﬁwn brother plots against his life
and he decides therefore to leave his paterﬁal home, and is followed

by the faithful servant Adam. ZxEimitayfatmmxxsefxyysx Rosalind,

- the daughter of fhe‘banished Dune ¥rm 1iv;s as playmate to Celia,l

and | o

dauvghter of the usurper Frederick,N

wien she had jus£ fallen in love with Orlando, when she witnessed his

is banished from court at the Hime

‘courageous_wrestling. Under the disguise of a bOJ and assuming the
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' o fhe disgzuised sbepberdess
name of Ganymede, Rosalind seﬁs out with Celia, fxmxz who is deeply

attached to her and iﬁsists on fellowing herﬁﬁmnﬁxmthXExiiﬁgximﬁixxx
ExERERRerdsaEy to the forest“of Ardeﬁ; i'They are accompanied by tﬂe
mercurial clown, Teuchatone.l The heroic deed of Orlando(ﬁgg“gggg the
first magic effect Ef separating the éood from the wicked. (AA Tew
acrobatic stunts of mercurial wilt are shown in the firét act by Rosa-
S : ial
lind, Celia and Touchstone, to introduce Shakgspeare's dirferen
treatment of Thomss Lodge's theme; ' Bdmund W. Gosse had sﬁated, as al- '
reédy ment ionied, that Rmx the tale Roslynde indicates a Don Quixotie
reverence fér womanhood.r' Thg_unéovering of the escterically hidden ‘
mercuriai rsychology might give the same lmpression a#—if the %ercurialﬂ
iéé}kﬁz;e such Don Qﬁixotic reverencérs‘of womaﬁhood. Ana vet, al-.
though they inspilred thelr foliowers to submit to that love whicﬁ wemen
need and deéire, didckdrpntxak indkRem ﬁhqy-were not blind to the
typical qualities which women have.' Of rcourse the e#pression of woman
hatred in general was & theatrical disggise Whioﬁ went to the‘address

of man. . But yet they knew a very sober, disillusioning truth about

womanly nature in general. = Shakespeare infuses into the theme of his

. ' in '
comedy, A48 You Like TIt, this disillusionfstoberdmby 2f point of view

i
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. on the character cfﬁwqmen,'which'is }acking in Thomas Lodge. | fhere is

é bantering between éelia and Rasa;iné aﬁouﬁ fortune and nature, which
- iw cut off by Toﬁohstoné's statemenf that he dces not share the opinibn
1cf e certain knight;thgt "rancakes are good, and mustard is naught'.

- imexsks believes " |
He pzxamdixziexit that pancakes are naught and mustard is good. Fgoorey

concealed referance to
ﬁﬂ@fﬂéat is mxxxkxhx the aEAxingREking 'pancakes! and 'mustard‘?

_I.venture to suggest that

and.mam;' Yet Bhamkespeare does not share Touchstone's noint of view

+

. as Tlrst stated. The bcnversaticn goes on in the following wey:

Rosalind: Where learned you that ocazth, Fool?

Touchstone: 0OFf & cerfain knight that swore by his honour they
were good panoakes, and swore by hils honour /the mustard was navghty now,
I'11 stand to it, the pancakes were naught and the mustard was good: and
vet was not the knlgbt forsworn.

‘ Celia: How prove you that, in the great heap cf your knowledge?

Rosalind: Ay, marryy now unruzzle your widsom.

Touchstone: Biand you both feorth now: st roke your xzzxd ching, and
swear by your begrds that- I am a knave.

L Celia: By our beards, if we had them theu art.

Touchstone: By my knavery, if I had 1t, then I were; but if you
swear by that that is not, you are not forsworn' no more was this knight ,
gwearing by his honour, for he never had any; or if he had he had sworn

" it away Tefore ever he saw those pancakes or that mustard,

@l S

The last sentence reveals Shakespearsg's lnner thought about
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the character of men and women: ¥o general statement can be made about
the one or the other. Whether men are good, women bzd, or vice versa,

or whether both are gcod or both are bad, depends on the particular

‘ ' disguiging men and women
kerson. It seems to us that thls statement, xxnzxx&xmgrﬁnder the

symbols of pancakes and mustard, pervades the thought and mood of the
MwleomwMQ

At the begiﬁning cf Aot 11 we see;%ha banished duke with his

- .
co-mates and brothers, living in exile ip’the wild Forest of Ardern.

. ,i/’ . -
The Duke praises,wif¥i more wigdonm Yﬁﬁﬁ@ﬁeanwﬁanﬁewWRﬁﬁSgﬁ&ﬂ“&V@?”ﬁ&d
. . 1 /, ¥

in
the life =mx® nature as mcre sweet gham that of civilized painted pomp.

in /
The lifeig wild nmture is the SE te of mind of the mercurial navices}

/
/

"Wheh they are brouglt down to/live with their own irnstincets in the
: N -~

/ rou /
Primitive wild nature of ty&ir sou1n<f;ut is not the experlence where
/ Vi

,

man feels the 'penaltyoﬂfAdam‘ mere ﬁrving than the rut of accustomed

1ife in civilized so%ﬁét{> (f;hera iz one,in

Jacques, who wars Wﬂth his master on thig account, who complains about

his companyyp the melanchdly

the injustice (el Wik Yeaven:- mﬁ

suffereth. S&kespeare gymboligss this act ¢f vioience iIn Wild'naturé
SR .

with the killing of the degﬁi which we'fauﬁﬁ”ﬁ?ﬁ??BﬁEI?“tnw%ex&lg;Lahours

s
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Lest—as o symbeol for the initiate. Jacgﬂgs iS'himsélf the deer who
stands weapimg'&t the brook, hurt by the hunter. He complalms about
iifer

Thus most invectively h@ pierceth through
The body of the country, city, court, .
¥ea, and of this our-life: swearing that we

Are mere usurpers, fyrants, and what's worse, N
To fright the anim&ls, and to kill them up : ' \ e
In thelr aesign‘?‘and native &wellinguplaceng}gung ‘ ;

- . /" N
Shakespeare crystallizes with this figure the contradictory mﬁntal state
/

Of ,f"
of mindtne initiate who is destined to become an artist. . He did not

care, therafore, to show him involved in any erotic entahglement, which

he Brings ocut sufficiently in four éouplss. ' Jacquey’is an 1dle lover

of melancholy, nursed by ﬁoe%fy, irrespomsfble in/ﬁ;s wild, untamed

/

nature, unscciable, given to lomliness,-- a napé;e like that of Jean -

, ;
Jacques Rousseau, whose instincts war swmxfikkdmgxim against the adjusgt-
Y :

/
s

mant tc the discipline of any order, and,@hose‘convictions are negative.
. . v '/‘/ ‘ ’
He has only one gx possibility: to becoms a railing destroyer, an orator,
1 g £
s , ‘ ,

Hot a counsel or ambassador, of thqf;pirit. He strikes the satirizing

note for this idle life in whigh he indulges more than anybody else:
. ‘ /
r//
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Who doth ambition shun, . )
Anﬁ loves to 1lie i' the sun, : o
Segeking the food he eats,

And pleas'd with what he gets,

Come hitigr,come hither, come hither,;
Here shall he see ' :
Yo enemy,

But winter and rough weathsar..

Bis own stanza to this song is:

If it do come t¢ pass
Thet any men turn ass,
Leaving his wealth and ease
A stubborn will to please,

Duedeame, ducdame, ducdame;
Here shall he see

- Gress fools as he,
An Af he will come to Amil.

‘Asked by Amiens what ducdame means, he answers enigmatically and yet

‘glear encugh to be understood Bo=—gET "'Tis a Greek invocation to call

fools irtoc a circle.® He then continues in & more riddlesome way:

"I'1l go sleep, if I can; if I cannot, I'1l rail agrinst the first-born
:

(Ast 11, scene V)
R AR A1t AR Jacques ig the men of unsolvable con-

“tradictions. The Duke says of h@ﬁ,

li“t
If he, compact of Jars, ger'musdcal :
Fe shall have shor*tlJ dispor& in the sphreres. (Act 11, scene V1l)

1nta the worlid

He will soon be sent out by xhe duke&as a motley foel. THe has ripened

j[' .
out in this idle life to méster the folly of the theatre of the soul,

7

“and the fear of time tha%"hé‘will soon pass away, Incites him t§ become

& creative, satiriziqg‘poet of the day. He quotes the wisdom of the
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feol Touchstone vhom he has met:

'Tig but an hour ago since it was nins;
Aud after one hour more 'twilil be eleven;
id 80, from hour to hour, we rot and rbt;
Ard thereby hangs a taleé..... _ (Act 11, scene 6)
“And 8¢ from hour to hour, we ripe and ripe,

The tale which hangs therevy is the story of the inverted initiate who
.had_liVed in self-retirement until he comes forward with a new creativse

desifqﬁ‘to participate in the affairs of the world. Jacques has chosen

active
from the viewpoint of theAxExXKz% busy workd, the spiritually lowest job

of heaveny to become the jestirg poet of the age. He entreats the Duke
to give him a motley coat to g¢ cut and to preach to the world.

Jacgques: reeees L must have 1ibertxy

Withal, as large a charter as the wind,

To vlow on whom I please; for so foold have:

And they that are most galled with my folly,

They mest must laugh. And vhy, sir, must they so?
The why is plain as way to parlsh church:

Ee that a fool doth very wisely hit

Doth very foolilshly, although he smart,

Hot to seem senseless of the bob; if not,

The wise man's folly is shatomiz'd

Bven by the squandering glances of the fool.
Invest me in my motley; give me leeve -

To speak my mind, and I will through and through
Cleanse the foul body of the infiected world,

If they wilil patiently receive my medicine.  (Act 11, scene 6)

. The poet ds the irrdsponsible provoking fool of
the age;-whose folly inspires the wise man to bear the smart of the at-

tack and to mend kimzr his ways correspondingly, uniess he will be unmas k-

8d by the mere intuitive glanck of the fool fhat he is inferior to him,
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is here repfesented in his mercurial mission. The Duke: cerisures Tadques
from the viewpoint of his own genﬁle spirituality; the cantre of which is
conscience and respensibilitys

Most mischievous foul sin, in chiding sin:

For thou thyself hast been a libertins,

As senslal as the brutish sting ltself;

And 811 the embossed sores and headed evils

That thou with license of free fcot hast caught,

Wouldsy thou disgorge into the gerneral world. (Agt 11, scene 8% 7)

& . ' .
Jagues escapes with xkx defense which shows what 2 »1ind alley the liter-

ary word ls If severed from its lilving senée of challsnging and upliftﬁng

: llvlng '
tq%he rlata of consciousness which the voet effects with althresence;

witheWk his presence‘the roetic workﬁ is but am irresponsible generality

‘ ) Rbee sdew o
begetting no germinal sense In the soul of the kistenevr:

Jagues: ¥hy, who cries out on pride, p
That can therein tax any private party? -
Doth it not flow as hugely as the sea,
Till that the weary very méans do ebb®
¥hat women in the city do¢ I name
When that I say, The ¢ity-woman bears
The cogt of princes on unworthy shoulders®
Wro can come in and say that I mean her,
When such a one as she, such is her ne;ghbmwr
Or what is he of basest function,
That says his bravery is not on my cost,
Thirking th&t I mean him, -~ but' thefein suifs
His folly to the metal of my speesch? _
There then; how then? what then® Let me see wherein
s My tongue hath wrong'd him: if it do him right,
- Theri he hath wrong'd himself; 1f he be fres,
Why then, my taxing like a wil& goose f1ies
Unclaim'd of any males:.. . o {4ct 11 scene 7)

s e P

R

With the figure of the melancholy Jaques, Shakespeare gives

the psychology of the irresponsible artist who escapes with hie very
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oratory of his spirit, from his sthical self. @e_ rainted door to the
" holy of holies keeps one from entering. ) He shows in Jagues' soul the
inner chamber of the poet before he fakes his seat in heaven. The poet
' | our
1s the craftiest liar of bumanlty, and onlv&?ﬁﬂ divine intuitive 1ook
can reveal to us his rank. Shakespeare contrasts Jagues with the marly:
lover and doer, Orlande. Jaques, the satirizer of the vices of others,
forgets his own; he is unsympathetic and uncharitable. He is a merciless
esthete wh L0 draws Ewerkams his judgment Trom the aesthetlc code of ﬂxpresm
glon Instead of from the inner motive of the scoul. Thus he judges
Orlando's love verses engraved on the barks of trees{ from the viewpcint
of their style, instead of the sincerffity of their exrosition. G&r a
- 414’44,{,{&9%%\.&‘/&5
poem which can pravoke criticism in an edition de lee deserves PSR RE
i it is written by & sincere Llover on. the bark of a tregt Jagues puts

peoplie at a distance instead of bringing them nearer to himself, Hear-

ing the name of Rosalind, he immediately replies that he does not 1ike

’ -
P

;t,_barring with his unsympathetic attitufe a prio}i that Expsrtswze
wxig¥kxkr friendship which he could win with gympathy. He is no lover,

it a fool. He invites Orlande to rail with him againét the world,

whersupon Oriasnde replles:

co BT . Ve . .
¢ TR e BT s St i i e S o SR LR £ 1

S AT U VUL AL VP L T N KL N - SRS S pre



\

AS 14 B T

*1 will chlde ne breather im the wor]& but myself against Whom

I ¥now most faults.®  (Act 111 scene 2)
o : whereas
Oriando has lost his Narcissus complex in the brookakaxx Jagues has not

. . runs _
stopyed gazing at his image. Orlando, who. kxxxies into the company with
his dr&wn swofd,-to rob feod for poor old Adam who ig dying of hunger,
gives the Duke ceccasion to remark to the melancholy Jagues that we

shiould not feed our imagaination‘with the melancholy drawn from the dark

. chamber of our own self,

Duke. eese This wide and universal theatre
Presentsg more woeful pagaents than the scene
Whersin we play in. : (Act 11, scene 7)

The sesthetic gagues take immediate occasion to change the sthical pathos
of this remark into theatrical oratory which gilves t6 the world an ir-

and histrionic _ -
responsible estheticpaspect. ¥Fhat Shekespeare intended to satirize in

- Jaghes! &ell—kncwn 1in¢s, *All the world's a stagel, is today admired on

account of its pretty flippancy as the utterance of wisdom, Whérﬂas b .4
for Smkespeare 1t was the utterance éf folly« The greatest stress in ﬂhe_
Puke's remsrks lies in-the‘words Ywoeful paéaents‘,‘Which'briﬁgs up the
‘pictufe of m the wide, univeréal fheatre of the world. Jagues reacts

- ) picture of sight xizkuxz of
as an actor; he is insgired by thestheatre, ard not by theKﬁoes. The.

-\ toAdsxe€ stage meens the world to him, EZmidwe 1ife to him is only =&




\
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stage, whereas for Shakespeare the stage offers a ridiculously‘small ine
complete picture of 1ife§ wxerexirerxerk so Incomplete, that the roet

never ceases to undeceive his audierice with his irony about the illiusims

and falsifies: leaqin
which be hag arouseé Jagues only prettyfiéqaestheticaily by it out:

which
the. ethical kernel of‘ the- thought)mkak: the-#ses Dukre-ad. already stated

mors: o
in m@wessdmplasandkfbrcef&i language.Not evern thercomparison d&-¥Wis own;
Ne isrmeredy ornamentalland: playful,. - - : i

The witty RosBlind sees through this melarcholy fellow:

Rosalind: A.fraveller!‘ By my faith, you have great reason to be
gad: I fear you have scld your own lands to ses other men's; then, to ¥x

have seen much, and to have nothlng, is to have rich eyes and poor

hands.  {Aet IV, scene 1)

} _ , Fis soul .
Jagques the artistis not centralized in his scul. anlives from the Ixpk

_incubat ion BExwfmxswrX inte other personalities. The poet, the artist,

the thinker, is less fit for metlon ; he is‘the more imperfect.
* ’

At the end of the play Jagues meastres out, like one of the

¥ ] o
‘BxmxE Parcae, the lots which have fallen to the four couples and Xkm

to the Duke, and hurries to get news from the wicked Duke Frederick and
hisg foilowers, who have become 'convertites'. Jagues ls the'reporter

of the mystery.
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‘Shakespeare stones for e curse of being a poet, by showing

that the first man of heaven is in reality the last. Only thus can he
devote himself with gook consclence and sober cheerfulness to paint the
other figures which Are brought to¢ the adventure of the 3piri£.

?he cheerful disillusion of the theme of love from the mercur-
ial point of view, is artistically dramatized by the contrast of two
couplesééxx the relaticn of Orlandﬁ to Rosalind and of Fhpebe to
.Silvius. The mercurial master-wit and master-role of Roéalind ig pre-
dominant over this con?rast; The gro&esqﬁe caricature of the mercurial
triangle 1€ given in the mmmgke relation of Touchstone to Audrey, an@
the theme of identification with the master is in & few lines enlgmatical-~
1y indiéated by the shortlintroduction of Audrey's former lover, Willilam.

The marrizsge of Exmrk Celia with the oider brother of Orlsndo, Sir

Oliver, is fitted in to bring some harmonyg and symmetry to the ernd of the

' ’
)

tale.
' The nams of ?hﬁebe, who disdains her faithful lover Silvius,
the mythieal siymbol for thé changing moon and thus of fickle woménhood,

1s to be found throughout Elizabethan llterature. Thebe is the cor-

respcnding female plcture tq&he'selfwloving Narcissus, and in this
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sense she is introduced in Thomas Lodge's tale Nosalynd.  Fexresx

Thers we read of her: “Of zll country lasses, FPheebe Isthe brightest,

but ths most coy to stoor unte desire;f but let her take hesd, guocth

e, I have heard of Harcissus whe for his high disdain against love per-
ighed in the folly ¢f his own love," The relation of Fheve to ByXx
Le Ha evmrvvs o

Silvius is thus the Inverted ricture of the mercurial initiate(Gnto wkmx

. a
Whose arms ne runs. For theatrical pyurposes this relation ochruel o

woman to a falthful man is more fitting, asimercurial symbeol, than the
s%raightforward'pSycholog;cal ricture such as ﬁe find in All's Well Thm:-
Ends Well. For it fla@ters the erotic_fiction instead of destroying
it. Wrat the sonnets of Elizabetﬁan literature felgned thaaﬁfically, is
hére shown with thestrical effect. Shakespearé used it with artistilce

purpose for the sake of xxﬁxxiimgxﬁxk rrating, as Goethe vary »k wisely

stated of Shakesyeare, about the mExEm¥ixk secret of the spirit, withe

out betraying it. Disguising Rosalind a% the boy Ganymede, wk with
the noet ’

-

whoy Fhebe falls in love,p\ks oould-treat'the'triangular gsituation pEy cho 1=
vglieaiiv. Rosalind becomes the kmyrenmdimem?z physician of Phebe's
soul. Vhen FPhebe refuses ﬁx‘Silvius’ love, Rosalird sters forward and

tells her ocutright what the sonneteering poets told in insinuations to
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the gentlemen they berhymeu as crusl uomen# Rosal:nd asks Pheoe why she
does not love Siitviua:

Eosalind: And why, T pray you? VWho mié%t be your mother,
That you insult, exult, and all at once, -
Over the wretched? Wlmt though you have no beauty, --

Ag, by my f&it”, I see no more in yeu

Thar witheut candle may go dark to bed,.

Must you be therefore proud and ritiless

Why,,what means thise Why do you look on me”

T see 1o mere In you than in tre ordinary

0f neture's sale work: -~ Od's my 1ittle life,

I think she means to tangie my eyes too! -~

Yo, f=2itk, proud mistress, hoye nct after 1t

'Tig not your inky brows, your black silk hair,

Your bugle eyeballs, ncr your cheek of cream,

T™hat czn erteme my sririts to vyour worship, --

You foelish shepherd, wherefore 4o you follow her,

Like fozgy sgcuth, yuffing with wind and rain®

You are & thousand times & proreérer man

Then she & woman. 'Tis suck fools ag you

Thet makze the world full of ill*Luvour‘d childreﬂ' .\
'Tis not ger glase, bul you that flatters her; L
- And out of you ghe sees hergell mors prorer

: Than any of her lineanments can show her; --

‘But, mistress, know yourself; down or your ¥nees,

A thank heaver, fasting, for & good man ‘s 10vs:

For I mugt tell you friendly in var BHY, ==

Sell wheyyou carn; you are not for a1l mmrkets'

Cry ths man mercy; love him; take his offer:

Foul is most foul, being foul t0 be a scoffer. .
S¢ take Lier to thee, gherherd;r-- fare you well. (Act IV, scene B)

The leve of Bilvius to Fhere 1ls the oprosite case of the love
of Helena tc Bertranm. Both love affalirs are brought shout by the gdbtle

dynamic law of contrarddcontrariis, & mercvrizl idea w¥ich had, since

N X

Chavicer, poetlc currency. Marcurial psycholovv is generally ambivalent
o . . IELERH o ‘

but always in defence of kExbpRriyxwiexix the actlve lover, Just as &

the nature of man was suprosed to be refined to gmi# spiritusl gold,

Just so the mercurialists thought the nature of women c¢ould be refined

to syiritual silver. I did not find, however, any indication in

W - - o
%“ ) .
Biimact. ' 7 Lt i o S e i (3 L b et s R ) e bt Wn f S e n L Eat e e menp e . . : [ S A 22
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Biligabethsanr liters tureﬂ#kxt the mercurial treatment of women. It seems

to me that the love affair of Silviue =nd Phebe is merely an imaginery

a ‘conceit! ,
roetic bia:a g pendart;\of that peychic: ex*srience to which the male young
initiate was broﬁght¢ 8 eany réte, the love affair of Siivius to Thebe
&8 treated in As You Like It, revesls openly the mercurlal triangular

relat ion which 1ls ceheealed in sonnet literaturs. Phehe falls in lowe .

with Resalind, the disguised Ganymede, who treats her with the sere mer-

curial cunning &8s the sonneteers treated their Ewxk cruel ladies, dnd

Shakespeare his sweet boy. Thebe sends through Siivius a love letier
to Ganymede, wrich reads as follows:

Art thouw goé to sherherd turnid,

That & maiden's heart hath burn'd?
Why, thy godhead laid apart,

Warr'st thou with a woman's heart?
Whiles the eye of men did woo me,
That cculd do no wengeance to me.--
If the scorn of your bright evne

Have rower tc raise such love ih mine
Alack, ir me what strange effect
Would they work in mild aspect?
Whiles you chid me I did love;

Eow then might JOur Lrayers. move*

He that brings this love to thee '
Littlie knows this lobe in me: ’
And by him seal up thy mind; : '
Whgt:cr that thy youth and kind

Willthe faithful offer take |

of me, amd‘all that I can make;

Or else by him my love deny,

And then I'11 study how to die.

It is & similar attechment like the sir-reverence love of the initiate

townrds the mercurial master. The'&eificatidn of the father imago
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introduces the poem, and it contains the humiliating plea of love of

crne who Ixxskkrxzefed runs awayﬁfrom the love of the oprosite sem and
in :
tmkes refugepks the false directed imago of the same sex. There is

~also contained in the last two lines a hint how Thebe can be healed:

'Rosaliﬁﬁishould deny her love to Fhebe for the sake cf Silvius, and
change ' ‘
Fhebe will&nxﬁxnmmz her sntipathy into love by dying, a8 the sonnsteering-
Fhrase ®mxx went for the spiritualization of the soul. It is now in-
to note cunning

' terestingNyhatA;nterpretation Rosalind ,gixmx in the presence of Silvius,

ks gives to this leﬁter. She reacts like a mercurial master when the

T Lrocess., 3
sclple shows, in tke second yart of the mercurial Fiblites that tender
the master L
attachment to his father imago of which B wents to ¥E free him., Rosalin
IEEEREEREKS 1iterary : ‘
;@quks contrary %o the context of the letter, Interprets and reveals

in hér theatrical disguise, the poetic feigning of sonneteering.

Rosalind: Patience herself would startle at this lettar,
4nd play the swaggerer; bear this, bear 8li:

She says I am not: fair, that I lack’ manners;

She calls me proud, and that she could not Tove me,

Were man as rare as Fhoenix. 04's my will!l

Her love is not the hare trat I do hunt: :

¥hy writes she do to me? -- Well, shepherd, well,

This is & letter of your own device.

Silviue: NWo, I protest, I know not the contents:
Fhebe did write it.
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Reoealind:Come, come, you are a fool,

And furrn'd into the extremity of love.
I gaw her hand: she has & leathern hand,
A freestone-colour'd hand: I verily did think
Trat her 0ld gloves were-on, but 'twas her hands;
She hes a huswife's hand: but that's ne matter:
I gay she rever ¢id invent tris letter:

nls le =2 man's invention, arnd nhis hand.

Silviue: Sure, it is hers.
. - Rosalind: Why, 'tis belstercus ard a cruel style;
A style for challengers; why, she defies me,
Like Turk to Christian: woman's gentle brailn
Could not drop forth such glant-rude invention,
Such Ethiop weords, blacker in their effect
Than in their countenance., -- Will you hear the letter?

Silvius: Sv please yeou, for I never heard it'yet;
Yet heard too much of FThebe's cruelty.

Rosalind: She Phebes me: mark how the tyrant writes. (resds)

Art thou god to sherherd turn'a,
That a maiden's heart hath burmtd”

Can a womsan reil thus®
Slvius: Call ycu thils railing?

Rosalind: Why, thy godhend laid apart
Warrtet thou with a woman's b@ rt %

Did you ever hear such railing?

Whiles the eye of man did woe me,
That ccould do ne vengesance to ms, --

Meaning e a beast. ; (Act Iv, scene B)
revealed
The conceit of the sweet sonnets&@mﬁ hereAunder a new tbeat—
ricsl disguise as‘a/style for challengers'. The style iz judged by
- the act of Phebe and not by her words, as bolsterous and cruel, because

 she gent the letter by Silvius. The celestial apostrophies in sonnets

are revealed as reailings. After rebuking Sglvius for his fooilsh

o i,
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love, Rosal¢nd then charges SllVlUS to tell Pheoa'

veseo And say this to her; =-- that if she love me, I oh&rge

her to love thee: if she will not, I will never have rer,

uniess thou entreat for her.,-- If you ve& & true lover, hence,

and net 2 Worde.eceess: (4t IV, scene 3)
Here we find 6penly'revéa1ed that mercurial triangular situastion which
wes the thefie of sonnst litersture. Rosalind is for Fhebe what Shakes-

peare is for the sweet boy; hot /How to attract khxm&ghkaxg,by love,

'weo'v-. ' ‘ ‘
butCﬁﬁ% to repulise by love, was the cunning of mercurlal master wisdom.
If there lg needed cne proof mors for the reveroleogloal sitﬁation in
EREXEERR Bhakespeare's sonnets and kkw In sorinet lifterature generally,
this p&ssaﬁ%e of the comedy, Ag You Like It, Emr gives it.

' healthy and
The love affair of Orlando and Rosalind. ig theAnormal case of

1eve; &s the love affair of Silvius and Phebe is a pathological BHESY
one. Orlando is pictured by Shakespeare as a real man; he i8 a fightef,
helpful, &wxkt a dooer, not a talker. His mercurial treatment is quite
- different thar all the cases , for he does noet resgist 10ve, on the con-

trary, he loves Rosalind toe much, but he 1dves ker in heaven and not
on earth; he ldeamlizes and deifies her. He thus wooes in Rosaliqd an
i@aginary rerson, not a woman, but the boy Ganymedé. ¥hile he loves
Rosalind poetically, he has not trat manly consciousness to be attentive

to , s
xfgx her womanly desires on earth. Rosalind fells Orlande of her ZLmede,:




i
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AZBzx to cure the women Xhew loves, Rosalind, the
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- old religious wuacle, the magician,"who wa.s in his youth an inland man,

one that krew ccurtehlp too well, for there ne fell in love. I have
keard him read many lectures against it;‘and I thank God I am not &
| woman, toc be touched with so meny giddy offences = ﬁe hath generslly
Jaxed their whole sex withal. "
‘ OrlandoE Caﬁ you remember &ny of the principal evils
that he laid to the charge c¢f women?® ‘
| Rosalind: There were none principal; they were 2ll 1ike one

another asg halfrence are; every one fault seeming monstrous t111 his

.felloﬁ came to match it. (At 111, scene 2)

The reference to her uncle, the irland man, whe throush court-

[N

ship fell in love and became an accuser ¢f womanhood, is a eﬁphuiétjo
remark. The inland man is the man who went through the mercurial exper-
i8nce of his inner soul. The final conclusion to which he came, that

women are all alike, is a more delicate statement theh ¥erndsbdss

- of ' that :
Merhésto's phow they are to ve curéd. Chaksspeare knewagaw the imagina-
‘ . | A

e . . is N .
tive, peetic male loverxNgxm =k first o be cured in order to embolden

him ! possessor
PRI EREN AL YT
l\

of her

uncle's mercurial master-wisdom, tells Orlando how she undertcokrto cure
the lunacy of love in an imaginative lovers

Orlande: ¥Hid you ever cure any sof
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Rosalind: Yes, one; aﬁd in this manner. He was to imagilne
me his love, his mistress; and I set him every day to woo me: at which
time would I, being but a moonish youth, grieve, be effeminate, change~
avle, lonb¢rg, and liking; proud, fantastilcal, apish, shallow, inconstant,
full of tears, full of smiles; £or gvery. m@&ssiOn something, and fcr no
vassion trulyanything, a8 boys and women are for the mopgt part cattle
of this colouwr: would now like him, pow loath him: therentertain him,
then forswear him; now weep for him, then spit at him; that I drave any
suitor from his mad humour 6f love {0 a leving humour of madness; which
was, to forswear the full stream of the world, and tc live In a nook
nearly monastic. And thus I cured him; and this way will T take uron mé
to wash your liver as clean 28 B sound sheep 8 heart that there ghall
not be one s;ot of leve in't. (et 1121, scene 2)

This policy, which she confesses to have practiced and proyoses
to repeat on Oriando, is not merely s psycholegical description of k= a
sly rolicy of a woman. A weman, as Rosal ind had previocusly stated is' !

‘garable of carryving ocut

not«ghixﬂpﬁ such & pollcy with such a strange effect, because she, too,

along rostiéc :
is in love. So-called, romantic love, #p s%c%hdngand,erotic fiction, is

comic fools o
likely 1o maﬁpAof tweo humar beings. The passage refers to the digsimu-
‘1ating attitude of the mefcuri&l méster toﬁards revekend, coy BEREINK
vouthe whom they brought to that inversion out of which they rose withl
their own sgﬁl forces Lo xxg dionysic male consciousress after they had
been purged from their inhibiticns.(§% Aﬂ’Yoﬁ Likg It is par exceil&nce
che comedy of love, and the merrilest expression against the érbtic fictimm

, the mercurial insplration tauvbt
of romantic love. Rpsalind pratiles whatAShakespeare kxxmx.#ﬁwﬂﬁﬁy%gﬁ

SR PRI E# If men $FIA4H¥ commit suicdde on account of unhappy love,

N _— L oreia g T . S ) l - L.t N e e T e
g R it S L iz e o A T St 20 MR ST et i e it s 1 Tt b n bl W L fm 2 e e 0 e A 4 A o e A L




A8: 25

behind it :
tteres 18 another m'o’clve than the love cange. mm Rosalt“irzd advlses

&Eﬂ@é&x for love rather
OrEL ando , 'E0 die-Dy attarney‘than in his o person

A T ard centi-_

e ;'The' poor: World is almost’ six thousand years: old,a.rsd im- all” thds: a!:#
 téme:there was not! any man died ih his own person,yidelicet in a lovesr
cause, Trodlus had’ hls: brains dashed cuts W:Ltli‘ a Grecdan club;yet: he:did"¥
what:he could to die beforejand he i8 one of thevpatterns of loves.
Leander;Ye would have: 1a¥ed: many: & fair-yearythough Hero Yiad turned: oy
CAfr 4t had not been forfiEf a hot zﬁid@Summ*ert*nfigh‘tf; for;good” youth, e went B
but’ forthtc wash him in the Hellespontiandibeing taken with the- cramp,,
was drowh;%;and---tha- foolish chroniléders-of that:ake found’ it wag-~

He roc off‘"Sesfbbs%.;But’i these are-&all’ llésymen bave:-dléd from time to time
and ' worms Yave eaten themgbut: notl fm‘»nl:o&e;% *{Act! IV Scene 1)

erlc poem
Omec has  only to readf the pa.radist iei#tndy of Bero and Leanderrby

Mariowe and CHapmer,which has as Its background the mercurial” psychiology,
Shakespeare Rosalind's

1o undérstesngd that Whatmi states here. in A 1850 0 R MY T S me( is~the

coneept lon of the en;lighten;ed wits of“the age.Th Elizabethar poets: trea-
éd there: remains a vast*

ted alls legends f¥om an escterie point: of "viéw
: to ascertain
. fdeld: for literary inveﬂtiga‘bicm,\whather their treatment was not Just‘i-

“ffflecl even: f‘?nm a scdentific poinﬂt of vie .The creatn.ve wisdom of " 1llumi-

alike
nated myth makers seems to have "been,\in all> ages mm and the ironic use

' .Jf the erotic fz.ct ion seems to date from mythological antiguity.

Shakesy-e::t"re makes Rosalind, disguised In doublet and hose, the

5pokesm&n of her sex who mrwEiiks contrary to the laws of womanly ps*rciﬂol—
Yetrays:
0gY, ?ﬁ(‘ﬁ’@rﬂ;ﬁ# An her Jove-prate that:secret of womanly nature,which Womn

Lo etale
are carefnl and sensitdve enocugh to keep tasteftlly kffden under-the
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underrthe-vaiis aﬁdfornamenmatibns‘ef‘thewerotic fictionsi

Rﬁsalind:ﬁbw tellime how long you Weulﬁéhave her,after you have posseseed
ﬁer? ' .

Orlandc:For everrand a &ay;.

- Bosalindi ey & iay,wifhou;ti- the eve-r;mm,mon, Orliando;men are Aﬁril in when
they woo, Decenber when they wedimalds areclay when' they are maids,but $
the«eky changés when they are wﬁvee;lfwdllTbavmnre jealous of thee than
& Barvary ccok-pigeon over his nen;more clamorous thamn & parrot against
rain;more new-féangled than an ape;more glddy in m& Geasires thanﬁa-mbnkyy
I-will weep for nothing,like Diana in the fountelim,and I will do that |
when you are disposed to We merry;I will laugh like a hyen;and‘that when
thou @ft inclined to sleep.. ' l
Orlando;But will my Reosalind do so%

Rbsaliﬁd:By.my lifé,she‘will do Hbas I“db;

Orl&ndo 0,but she is wise,,

Rogalind: Dr else ghe could not Yave the wit to 4o this:the wiser ,theﬁ
the wa.ywrder.make the Agors upon & womean's wit,and it will out at the &
casemsnt ; shut’ that ,end it Will’but at the keyhélb;stop that;#ﬁﬁétwilll
£fly with the smoke out at the chimney;

oriandc éﬁ men that had a wifée with such a wit,he might say,-Wit,whither
wilt® |

Rosalind Way,you might keep that check fbr it,tdll you met yvour-wifé's
wit: going to your neighbour's beﬁ

Orlsndc:And what wit could wit have to excuse that?

Rosalind:Marry,to sey,--ghe came to seek you there.you shallﬁnever take
Yer without her answer, unless vOu take kher without her tdngue O,that wo
manthat cennct make ¥er fault her husband's cccasion, ket her never nure e

~her child herself,fob-she Will breed it like a fom1‘ (Aot TV Séeﬁez)



' WBat Rosalind here ﬁgays flirvantly is not intended for the dis-

3

paragemert of womanhood, bub only khxxkakzm&xx that womer are nbt dom-

inated by the need for wisdom but Zmx by the need for love. However il=-

. ‘ ‘ her :
logical womsnly aetions may be, they flow from kaxfgxxxxhKXxA?eeling of
‘ ner l ‘

weakness imﬁﬁkﬂﬁx relation to man;and her passionate wer and pesslonate
tricks are only attempts to insuire Xhetx love of ilza eI Shakespears
hints that even her adul®rous zscang 316 the neighbor is an attempt to
another : : | —
seck kkm.rrotecting lover or hushand m=x® for the one who has neglected
her. The spiritusl comscicusness and gupériordty of man consists just
in the géntle resppnsiye attiﬁude to‘the never riddiesome wit of woman,
Fram_this point of view Orlando is the imaginative lover and delfier of
Rosalind, to be cﬁ?ed towards a sober disillusicn in order not to betcome

a disappointed husbhand.

The love myth of ercgii fietien so far sz 1t stards in an ideal
) :

' fl ’

’

cornnection with the esthetid creztion of Shakesunenre, hof been graduall
. ; » & $ -

efféminated until it heod Axcome to its inverse sense ¥m with the Symo ol -~

ic figure of Oscar Wilke. How scberkly Shakespeare thought of the resl

"/ FERossliind's :
lover can e seen Ifompgkem description of Orlando, whe is a proper men?
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Rosa;ihd: There/is none of my uncle's marks upon you: he
taught me how to know g man ipn love; in which cage of rushes I am sure’
you are nct priscnery/

. ' /

Orléndo: K/What wers hils marks?

Rosaiindff & leanrcheek; which voa have not: a blue eye and
sunken; which yoﬁ have not: an unqnestionable gpirit; Whiéh you have =zl
not; hﬁtxi & beard neglected which vou hawve ﬁot' put I pardon vou far
-that; for simply your bav1ng in beard is a younger brother's reverence: -
then your hosa should be ungarﬁered, your bernet unbanded, your sleeve
unbuttoned, your shoe untied; and ever&thing about you demonstrating a
careleps desclation. But vou ExE=EXEE are nc such MAN; yOu are rather
point-device in ycour aécoutrements; as loving vourself than saeming,
the lover c¢f any octher. (dct 111, scens 2)

i

! te young Werther, the
- One has only to‘§£¢nx of the generative hero RYBXEER

gﬁaﬁx& of Goethe's poetr&, whoe dies tragically as s lover, with ungart=
ered hose and shoe unitled, to V¢smsllze the gradual effeminacy of the
1ife ideal of esthetic culture. It is the doom of ideal creations to
deteriorate mikkyiks through its descehdaﬂ%s.and for lmmortals zs for
. ’,l' : .

] ) I ' + '
God comes the 7@me when they regret® whatthe haws created. It seems to
us that the igeal i1ife forces which brought about the creation of
Shakespearj/s works are spent and done. EREKEIERAXEXERMEXERFERRXEREDS

tufxx . | Shakespeare sums upfithe theme of love in that musical

quartet, where Silvius,the suffering lover, explains to Phebe,'Rosaiind_

PrN
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“and Orlango what love is. Every lover declares himself in Silvius'

prrewistemy o8-

sense for his veloved, but ﬁcsalin@[ WXKR
serts repéatedly, "And I for no woman." Shakespearse's work stocd few |
thie service of women, but was & living challienge for man as a lover and
fighter.

The relation of the clown Tcuchstone, whose vgry name indicates
his wercurial origiﬁ,.to the honest woman Audrey, gives the‘caricéture
of the mercurial mrriage of & roetic Lgur& to an unpostic wife. .Thié
peet is afraid he will not be understood by her; He savs to her:

Touchstone: I am here with thee and thy goats, as the most

capricious ?oet, honest Ovid, was'among the GOthS.....'v... When a man's

verses cannct be understood, hdr B oments geod wit seconded with ths
forward chiid understanding, it strikes a man more dead than a great
reckoning in a little room. ~-- Truly, I would the gods had made thee

poetical. (Aot 111, scene 3)

The 'great reckoning in a little r‘opmi is like Armzdo's tday of wrong

seen through the little Lole of discretipn'l an @lluslon te the soul-

- ghaking mercurisl experience. - $he bib i perspective to poetry from the
viewpoint of the‘syirit[ iﬁxthﬁﬂigi#ﬁx and the ;z;@waéﬁ&@&%ieawﬁni
womanly beautyils then given in %he followiﬁg dislogue beltween ke

- poetlc Touchstone and ki® prosaic Audrey:
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Ahdreyﬁ I &eo not know what poetical is: is it honest in_ 
deed and word? is it a true thing®

Touchstone: Fo, truly: for the truest poetry is the most
Telgning; and loverg are given to roetry; and what they swear.in roetry
mey be said, as lovers, they do feign.

Audrey: Do you wish, then, that the gods had made ne pos stical’

Touchstone: I do, truly, for thou swear'st to me thou art
honest; now, if thou wert a rovet I might have some hope thou didst
felgn. |

ﬁu&rey: Would you not have me Lonest?
Touchstone: Wo, truly, unless thou wert hardfavcured' for

. 5)
honesty courled to beavty is to have honey a sauce for gugar. (Act 3,scem

: ,-xthkmMizwﬂymemmmﬁmmxxﬁxm
Brkximxerrrera o Rek xRt re g xepX tegxx Touchstone refers to the trans-

centental mercurial cuckoiding. He is advised by Jagues nct to be

by & priest. ‘
‘married under & bush like a begg~r, but in church,\ *ouchstone rerliesﬁ

i

that he wants to be married under a ftree by Sir Oliver Martext:

Touehstone: I am not in thé mind vut I were better to
. ‘ * .
be married of him than of ancilier: for he 18 not like to marry me well;
and not/being well married, it will ke a good excuse for me hereafter £0

leave my wife. | {sct 111, scene 5)

£xQ ke gings as ons who refuses to marry,

Wind away, ==
Begone I say,
I will net to we&dirg with the@.
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We see then this guairt ccupzeéxaxﬁﬁxxxgﬁyX%zﬁﬁXK&EﬁXWEKXEX,,-

in the Tiftt act . : .
: ﬁPFTOaGhedﬂPY William frxthexfifteraniixirxiwxer whoe is called a country

feliow in lové_with‘Audrey. | Touchstone tells Audrgy that there is a
youth here in the forest who lays claim to her; but Audrey repﬁies,
"He'hath no interest in me In the world." The whole scene with Williem
is invented to make visible the mercurial tfiangulaf theﬁe of thre gge;
The poet veils rather than reveals the real:relaticn, and only certailn
phrases betray for what pﬁrycse ¥iliiam is introduced intc the economy’
of the‘play. William is asked by T cuchstene whether he ioves budrey,

in spite of the fact that Audrey has told him William= does not care

for her. - mmmum:gimx HEE B x}{g_x;; Tanmhnirs rrrespendgxky

e xxemxxkex The dialogue goes on in the fol-

lowing way:

Teuchstong: +sev... Art thou wise?

William: Ay, sir, I have a pretty'wit;

Touchstore: Why, thou say’st Waal.’ I d¢ now reember & saying:
The fool Goth think he is wise, but the wise man knows himself to be a
fool. The heathen philosopher, when hé haé a desire to eaﬁ a graye,
would open his lips when he rut it into his mouth; meaning tfereby that
grapes were made to ezt and lips to open. Yeu do love this maid?

Wiliiam: - I do, sir.

© Teuchstcene: Give me your hand,., #Ert thou learned®

Williem: Fe, sir. ' i
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Touchet one; Then l_eam this of me: -~ te¢ bave 1s to have; for
it is & filgure Iin rhetoric that driﬁk, belng poursed out of a cup into a
glass, by ‘filling the cone doth empty the other; E‘Or all your writers do
consernt that ipse is he; now, you are not ipse, for I am he. |

(Act V, sceme 1)
gives

Shwhesyewrc hera,\gxm with ths aliusion to ipse znd he WikExX
the theme o¢f mercurisl idertification. Touckstone hag married for
William, as In Shakesveare's sorrnets “‘che voung mwan is the reet's self,
80 is Touchstone ¥illismts self. '”ﬁiﬁ;éiﬂt%‘um "@Wﬁiﬁﬁ’%éﬁ;%@éﬁ%m

7 s e A A A A ”»#ﬁérbr e A e I R Y
seems to have
Sh&ls.es Jearﬂ sd only

SR A AR thé interest to indicate the mercurial theme but

not to xifek 1ift its secret ﬁ%ﬁﬁ%ﬁ%gﬁ%ﬁﬁﬁ%ﬁ%#m
! mmﬁm qz;akeﬁrea?-e feigns poetically as: if

’

Touchetone 1s- jealous of William:

Bt St

Touchstone: [{. .Tﬁerefb re ,yow c&.‘owr%,;:«;b‘andOnz; -whith 1s in the
vulger, lleavec,..mthe- spodety, 7éf ti*% fémale, I?~ Jwhiieh in the commen 15 womeg -
which t ;ge‘chnr is abandow the: s.f.occi'et‘y of*this female;oryclom,thon pers

.Bhest; or‘,t‘o thy better unde rsténdin% gﬂ.‘ie's;t soryto wit, T Kills tﬁé’e ,make#"ﬁ_
thee away,transiate thy 1life i‘.n‘c-t{: damth,thy liberty into bond'a‘;ge r T wizl

deel in pmscm with thee,or In bczs‘o inado L0r in steel; I will bandy with

thee in feetion;I will oBer-run thee with policy I will k111" thee 3

BT 20, P s i g e A i e e b G AGHAR e 1,8 5 SR it ; g o
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a hundred and f'ifty" Wayéstheraf@re tremble and departi

Audrey:Do y£00& William.

William: God rest:you merry,siri
. and” Willdam
The way how Touchstone bubbles overrwith wo rd-s-;‘\t%’sﬁ{fsé%gf,%:' how 4915#,_@,@%#&@%

i
1

| rescts,shows thaet' nsitlier Mmcved“by ‘Jeslousy,nor thes other-
/‘ . moved: by the: desiresto possess Audrey?ﬁ%%#—#ﬁéﬁﬁ’iﬁﬁ?ﬁwmﬁt%%
P s s 7t seems to Us thet SHakespesrefalludes ibr e topsy-turvy
WaY 8B ﬁew‘oem with clowney to FHesF that war which is corcealdd
it sonnete.. at the end of° the: rlay Tbu&ﬁsmbmgmiﬁh villainous,ciowhish
with Audrey .
speerl preegses. in[\ameng Athe"'c-omtgy{copulayives-“

The four-couples. of the: play are wedded in that spiritual

- sense: virich Hymen gives uttermnce to::

n . )
' THen 18 there mirth 1n heaven
ghen earthly things madeés even:
Atones ‘tbg_e‘bhew »




THE WINTER'S TALE

"A sad talels best fbr_winter:

T have one oflsprites and goblins...... -

There Wa§ & man,=- .f.....; A -
Dwelt by a churchyard: - I will tell it softly;

Yond crickets shall not hear it."™
(Act 11, scene 1)

It 3 imdeed to0ld so édftly that the orickets do ﬁot hgar-it.
What remains for earthly ears, at first impression, is not the inner‘_"
sense, but the artistic translation of the inner sense: music; what re-
meins for earthly eves is not the wision, but the_ar@istip‘t;angl;ﬁ%pgm
of the vision: painting. Thé poet, knowing that an audience igﬂgag%ly .
charmed by mere vainting and music, intentionaglly ﬁisenchants them gﬁhthe
: end of the piay. He purposely disappoints the audience by’thg moﬁ%ygi
that Hermione's painted statue, "performed by that rare Italign“mgﬁﬁér,
Julio Romano", is awakened by music and embraces her grief-stricken
. husband. |
N | Leontes: ..... Let no men modk

N, i A

\\ < For T will kiss her!
\..\‘
,‘;

{ S

z

Paulina: Good my lord, forbear:

f%e ruddiness upon her lips is wet;

"\
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You'll mar it if you kiss it; stain your own

With oily painting....... :
{Act V, scene 3)

- After a gruesome and then pleasﬁnt fantasy, The Winter's

Tale ends with the symbol of Hermione's painted statue awakened to life,-
a sjmbol with which the poet ironized the mere painting in his play. It
was invented, it seems to us, to make the audience ponder ower the inner
meaning of his tale. |

The Winter's Tale starts as a hypérbolical comedy-of_mannerg.
Polixenes came to visit hig dearest friend, Leontes, The latter cannot
prevail upon his old playmate to extend his visit for one day more; ster:
duty calls Polixenes away. His dearest friend has no power to bring-hir
to make a concession., (Quite different is it when Hermione éntreats.him
to stay. The grace of concession is the gift of a male guestlto the
hostess, and noifo the host. Polixenes, in yielding to Hermione's ?nf?f
treaty, acts with the perfect tact of a man. Teontes, by not understand
ing Polixenes' attitude, shows that he is still the "boy eternalf. }ﬁe
shows that he has no spititual relation to his wife nor to his friend.
Polixenes and Hermiones through their Tine tact and understanding,_are
indeed spiritﬁally wedded to each other, and Teontes? jealousy is that of
a man whose soul is in discord with the hé:mony of the spirit. The_
mercurial triangular psychology is brought forward on the social plane.
Like an exquisite Chinese parable, éhe t;agédy of Leontes and Hermioune
starts from a delicate point of etiqﬁetté. Leontes' lack of fine

feeling discloeses the spiritusl confusion of his soul. In the first




Wr 3
part of the play we see how a man is b rought "in reﬁellionuwith“himself“
we Witness his spiritual descent into'his owﬁ he11§ the descent ofAé
Tather who drags hig family down into suffering. In the second part we
are shown a mercurial wedding in romantic pastoral disguise, from the .

dark background of the purgatory of the father, whose family rises with

‘him and reaches the heaven of happiness. The Pguliniec voice of a - -

spiritusl midwife holds fogether the musical elements of ﬁhe'passionape
Furioso of a man, answered in counterpoint by the desperate grigs of &
woman in birth throes; the loving pity for infants in misery;lthe' S
Beethovenesque pastoral symphony of youth, cheered by the tipkliﬁg Scherz
of a mercurisl foolscap. The.play ends with & harmony developed from
the Paulinic motive.

The Winter's Tale is saturated with the wisdom of the spir-
itual path of the family father. It is the Qld;Man's Tale, though told
by a child. Students of literary history will be interésted how the .
form and the subject of the play developed. We find the dramatization
of %g winter's tale" in George Peele's "The 0ld Wives Tale", In a
rhapsodic arrangement of loosely connected scenes, wnich g:e'sym@olio
allegorizatioﬁs of the mercurial mystery, the falry tale elements of
Ariosto's fable world are mixed with allusions to living figures of the
8B, It is interesting that Gabriel Harvey figures as the knight
Huaﬁebango, who comes with his delpﬁical’"tWonhand sword" to help free
Delia, kept by tﬁe sorcerer Sacrapant. ‘Whether Delia is the lass of wik

Daniel sang and whom Spenser mentioned, living on the Avon in the west

p)
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and interested in the theatres of London. cannot be‘ascartained. ~ But:
Harvey'é figure has been recognized by literary critics frpmjéngtaﬁ;ppﬁ?
of his own parodistic verses. We cannot hers enter intc a close‘gnglys.
of the meaniﬁg of Geqrgd?eele's symbolic Beenes. We shall deal only
with the first scenes, which sanounce the psychological secret of the
mercurial triangie as their theme., and prepars the way for the epic -
dramatization of a winter's tale. The short play starts with the.;gtro
duction of thxee Werry Greekeg, -- Antic, Frelic and Fantastic, -~ whdxrf
have lost their way in an enchanted wood.; The enchanted wood, like the
realm of Proserpina, the Acherontic world, is & symbol for the_;abyrinth
into which the initiate is thrown. The mercurial triangular theme is
indicated at the Ppeginning in the following dizlogue:
Fantastic: Why maXes thou it so stxamge; seeing
Cupid hath led our young master to the fair lady, and
she is the only saint that he hath sworn to se$ﬁg?
Frolic: What resteth, them, but we commit_'

him to his wench, and each of us take his stand up in

a tree, and sing out our ill fortune to the tune of

"Q man. in desperation®? (1)
The committing of the young master to his wench and the mocking‘of the
"man in desperation® is the psychological'ﬁﬂtive of this poeticgl, al-
legorical phantasmagoria... In the 8ark wood the three fellows meet the
smith Clunch, who discovers them with a Tlantern éné bringé them to his

hut, where he lives happily with his wife Madge. These guests are
i

(1) The Chief TIirabetnan Dromaiists, by Wm. Allsn Neilson, Houghion.
¥ifflin Co. - page 24, limes 13/20
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treated hospitably, and while the gmith goes 4o bed with one of the
fellows, Antic {whom he intends to bring to his “unnatural rest?}vhis_
wife Madge tells the other two guests a winter fairy téle, ‘Therg_w§s
once a king, shs begins, who had the fairest daughter there ever was,
and who was stoleﬁ. ".,.1 And hé sént all his men to seek out h;g
daughﬁer;_and he sent so long, that he sent all his men out of hi§‘l§p§;“
This is a hint to show hbw the mercurial master drove away his digciplgsy
from himself, to become busy in the world. The daughter, ladge continue
was stolen by a conjurer who kept her in =z castle of stone. When all.
the king's men had gone out to seek her, he sent the two brothers of the
princess. Mzdge then interrupts herself to msay: "0, I forget! rshe {he
T would-sayg turned a proper young man to a bear in the night,‘and_é
man in the day, and keewps by a cross that parts three several ways; and

he made his lady run mad, -- Gods me bones, who comes here?® (1) e
see the conjurer has androgynic qualities:‘is 2 she aﬁq g, hg;'ﬁuyngh@'
proper wung man into a bear; lives by a cross that pérts threveays;
The lady run mad is a sounet la dy painted. or a sonnet boy sainted.
‘The poet continues his epic dramatic tale by introducing figgres and
surprising events which.continus the thread of the tale. The first to.
appear are the two brothers of the primcess....cven... _
The subject of George-Peele's.;The 01ld Wives Tale“,_thcugh
shariﬁg with Shakespeare's play the‘éene}al‘inspiration of Blirabethan

literature, has nothing in common with The Winter's Tale. George

(l) 111365149/,154 ) DPEEZE 2D
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Peele's allegorization is mocking, boyish and obscure. Howevex} hgrg\;s
prefigured the poetic frame of a winter's tale, and the attitude.ofJf@a;§
poet who pretends to tell a tale "sad in mood, and sober in cheer',(l) as
Erestus, the "white bear of England's wood" says.

The subjgct,of The Winter'é Tale, 38 is well known, is“ﬁgken
from Robert Greene's pastoral fomance, "Paﬁdosto, the Triumph of Time"
(1588). It was subsequently altered in various ways and then apbeared
under the title "A Pleasant History of Dorastus and Fawnia?,  ; Thgw
characters of Antigonus, Paulina and Autolycus do not appearﬁin reene's
tale., If we keevp further im mind fhat in Greene's %alegHermioneA
(Belaria) dies, and that Léonﬁas (Pandoste} falls in love.with.hig_pwp‘ 
daughter and is finelly seized by a melancholy i&n which hg kills;himself,
we can-understand how far Shakespeare's independent mythsmeking mind
wanderea from the morbid imagination of the unhappy Greene. | Yet one
form and %houghﬂ%lement is preserved from‘Greene's tale, whi@h hasv?hg_
subtitle "The Triumph of TimeY. Time as Chorus links bot@ paptsnof_@hg_
tion through which Leontes, the father of the family, goes. Time is
here seen as Father Chrones, the oldest of the gods, and the'bggetteyp
of the ages. He lives in the moment and he lives in eternity. The
welightiest words are spoken by Time as Ghofus:

weeenv... Impute it not a orime
To me or ﬁy swift passage, that I slide

Oter gixteen years, and leave the growth untried

(1) cp. page 26, line 209
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0f that wide gap, simce it is in my power
To co'erthrow law, and in oxne self-born hour
To plant and oterwheln custom. Let me pass
The saﬁe I am, ere ancient'st order was
Or what is now received:s . I witness %o
The times that brought them in; so shalil I do
To the freshest things now reéighing, and make stale
The glistering of this present, as my tals

Wow seems Tto Itesesses
(Act 1V, scene 1)

An Interpretation of thege lines can best be aﬁtemptegnfro
the viewpoint of the theatrical situation of the day, when the tenden~
cies for a more regular drama camﬁng nearsr to the classicsl rules, bew
gan to asseft themselves. In the prologue to his comedy, "Every Man ir
His Humor", Ben'Jonson criticized the 1ax.dramatic eustoms:

“To make a child now swaddled, to proceed

Man, and thenmphoot up, in one beard and weed

Past thfeascore VEATISereasses -
. Aﬁﬁhugh thege lineg cannot refer to The Winkr's Tale, yet they a;luqe
to thﬂ ShakesPearéan menner of playwriting. We know thaet in his con-
versation with Drummond of Hawthorndon, Ben Jonmson had criticized
Shake speare in that he had “Wanted,art,'and sometimes sense", mentionin
thét in The Winter's Tale Bohemia is sppkeﬁ of ag = country liying on th
SCh.. We can see in the figure of Time as Chorus, a defense of the con

struction of the play. But it is mofe than that. The figure of Time
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is essehtial to ﬁhe.undeflying central idea of The Winter's Tale. .The
first part of the play is an illﬁstration how in one "self-born houfﬁ‘f
Custom Was “overWhe1med and new planted" in the soul ofla man, We are
shown in the second vpart the result of this growth.

| Before we proceed with a closer analysis of the speciél
motives, let us Dear in mind the words of Ben Jonson, which have, in our
opinion, a reference to the esoteric method of Elizabéthan dramatists iﬁ
genéral. In the theoretical Inductioﬁ‘to his play,'“The lagnetic Lady
or Humours Reconciled", the boy of the houée says: "Sir, all our work
ig done without a portal or Vitruviué. .ig gggg, as a true comedy‘shoulé
be. And what is concealed within, is brought out, and masde present by
report. "

There is indeed no "epen entry or portal" into the central
ideas of most Blizabethan plays. The Elizabethan poets understood
playwriting from the viewpoint of itraditional motives, hyperbolic apd
parabolic ohéracters, and dynamic masks of cioﬁ@ish disguise and.dis—
simalation Which‘oftén veiled a mystical secret. .

What we see in forc in The Winter's Tale is g tragedy'of
Jealovsys a romance of love of the son of the king with a shepher&’s
davghter, against the will of the king; the restoration of happiness
in a family: the reconcliiation of a brokéh fri@ndshi@, the end crowned
by a strangely miraculous event, Whére the mother of the family is

brought back from death to life.
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The love romance of Florizel and Perdita, from an exoteric
point of vieﬁ, offers thé enchanting picture of two ideal young lovers. .
uninhibitad%d and grown~up in their vital instincts,. There is a charﬁ
about them like about the medieval pair, Aucessin and Eicolettg,_who
show a similar strong snd ténder matﬁrity of fine erotic instincﬁs.
Yet ho poet of‘world literatﬁre knew better than Shakespeare that the
erotic fictioy of romantie love is a cultural and poetic inheritan;gtwm
ﬁhiqh helps rather 406 vell than to disclose the psychology of the human- -
Tace He knew that the erotic fiction of romantic love lives mag;ly"in
thé tapestry of legends, revealing xkg spiritual experiences of guite a
different order; 'Shakesﬁeare made use of the exoftic ficltion, but he ﬁim-
self, as a poet, stcod behindg the veil and not bhefore it. From the
gserioms background of Christian platonie spiritual discipline, he use@'ﬁha
theme of the erotic fiction of romantic love as an illusion of the imagin-
ations in this sense he had presented with spiritual irony the romance
of love in'"Romeo and Julieth where he had shown that the love iﬁétinpt
itself in its ¥y inflamation and rapidity is destructive, and an ex-
pression of the "rude wili® of the soul, and not of grace. 'The_gp%#g
itual father Torenzo views in %his light the fate of Romeo, Tor whom the
virtue and medicine of love become a poison and vice.

Shakespeare's real thought about the natural state of male
youth is expressed in The Winter's Tale by the words of the 61& shepherd
when he finds the baby Perdita: "I would. there were no age between ten &

three-and-twenty, or that youth would sleep out the rest; for there is

"nothing in the between but getting wenches with child. wronging the

[




WT -~ 10

_ancientfy, stealing, fightingee..." {Act 111, scene 3).

The theme of the relation of father and son is motiv§§gd;i@if
The Winter's Tale from the beginning. In the first scenes the xmxhyggng
gons of Polixenes and Teonies stand in the limelight of the drama?}p_i@f

terest. Mamilius, the son.of Leontes,rbecomés the mysterious‘victim_pf;f
nis father's blind passion. Polixenes speaks in terms of dearest father.
lg lo§e'ab§ut his yoﬁﬁg son, Florizels
| "Lf at home, sir,
He's all my exercise, my mirth, ny matter;
Now my sworn friend, and then mine enemy;

My mrasite, my soldier, statesman, 211lt....
‘ (Act 1, scene 2)

The psychlc mercurialists used to call thelr ansgogic art "disciplina

_ ' of the mystae o T
Juvenilisg”. The spiritual fatherhood,of the Elizabethan age consisted
in “fiXiﬂg& the éworn friend snd parasite into a dear enemy, so;die?‘
and sﬁatesman; in meking a youth conscious of how he wronged themgmc§§§??§
and in leading him on to the wisdom of the Ancient of 0id. This is the
themé of The Winﬁér's Tale, "concealed Within and made present‘bylrgyorﬁyﬂ
It gives a double plcture from the viewpoint of spiritusl disilluéionﬁggﬂ
romantic illusion. The ironic contrast of mere poetic painting and spir.
itual reality of life, developed in this play the freedom of humor, the
- differential idea about the mystery of the ége in its relation to poetry
and philosophy, and the crowning. symbol at tée end of the play.

- The painted romance of love between Florizel and Perdita is =
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ﬁerourial love romance. The poet adhered to the general traditioggli
motive'of the Elizabethan stage, which often #eiled the psychp;ogy 9£m
mercurial mating urder the picture of the mérriage of a rich man' s son -
with a poof mén's daughtef. _ It was also alluded to as the marxiagg‘pf
the king's son with a beggar's daughter, who is then herself discovered
tﬂ be of noble birth. Tt is interesting that this marrisge motive - -
occurred almost always with the father of the wooer as third party inﬁer5
ésted. The mother was ﬁarély; introduced  or mentioned. Modern fietion
usnally makes use of wooer-daughter-mother motive. It has the jocose
mother-in-law motive, as oppoged to the spiritual father-in-lsw motive
of Elizabethen literaturd. Behind the ironic theatrical motive of
‘the marriage of a poor man's dasughter with a rich man's son in E;iZabethgx
literature there was a very deep psthological insight intoc human nature.
The illuminated masteré and ﬁoets knew that family happiness is the pre-
rogative of women aﬁd not of men. Men are not born to become'happy,.bgt;
.. to make happy. | Man can share happiness through the medium of the family
MEEentered in the mother in a material.'sense, in the father in a spiriﬁuglL|
sense, ' Hvery social tradition is apt tb undermine this ideal 1if$.$¢?5?f
The hafdships of life bring about in a society fettered by old traditions,
a perverted order. .& societﬁ living in old traditions marries off its
'%hildren‘so that the husband secures a better position in life through 2
dowry gnd through the advantages of the higher station of the wife's
family. A calculating, arithmetical sense dominates the life~values in

a traditional cultural human group, and curbs the life-sense. The il-
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juminated men of the age fought against this matérial, arithmetical

sense, They were “geometricianS“ who led their discipb,s ot to an inger
gsense of "geometrical proportion®; whereby they could measure the rela-
tive values of iifesa,&j;“:'cgzh ’ |
The mystical whirl of ié%%;sion into which the initiated
' young men was thrown had én effect contrary to the rational mating of
society fettered by itradition. It drove the young ﬁan not inf:quently
to the lower social level, and not to the higher. Thig is psychological-
1y clear. A young man in despair, seeking lofe and protection in the
arms of a woman,.finds it there where he-ig sufest of his love. :A typies
case ig that of Bertram and Helena in "Alli's Welerhat Inds Well". B A
marriage so effected meant the breaking up of oid tréditiqnal values and
the establishment of new values on & spiritual basis. Sueh a mar:iaggv
is that of the king's son Florizel with the shepherd;s daughter Perdiba.
The poet introduced a clownish mercurial figure,_?he ppgtic

pedlar. Autolycus. who was "littered unler Mercury". Antolycug,_agf
cording to the Greek myth, was the son of Mercury and maternal grandfathez
of Ulysses the Crafty. This pedlar is a mercurial matdh@aker and -
mystiéél cunnycatcher, whose revenue is the fgilly-cheath, He ironizes_
the love romence of Florizel and Perdita: "I have served Prince Florizelg
and, in my time, wore three-pile; bu?'nOW'I am out of service.® (Aet 1V,
scene 1l.) The rich "three-pile™ veivéﬁ ﬁhich'he wore when in

Florizel's service hints véry unobtrusively at the triangular motive.
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This trisngular motive is made‘present by report by iutroduping a $atyr.
‘dance of #four threes of herdsmen', "one three of them, by their qwh
report, have danced before the king", It is aléo indicated by thg‘
words of the clown, who_gpeaks of the sheep shearers at the feast_as pf:
"three-maen song-men all®, It is a dionysic feast, whers young men are
shorn of their sheepish illusions and brought to their senses. The
Clown stresses phe fact that he has to buy'rice! :
Clowns sseevs Rice -~ what will this sister of mine
do with rice?  But my father hath made her mistress of the
feasgt,and she lays it on. She hath made me four;and-twenty
nosegaya for the shearers, -- three-man song-ien all?landl
very gcod ones: but they are most of them means and bases;
bt one puritan amongst them, and he sings @salms to horn-
DIiPEBearesoss (Act 1V, scene 1)
It was Spenser who was the first to write music for hornpipes to accompan
puritan psalms. _
Autolycus had compassed "a motion of the Prodigal Son".
Shakespere here hints very’clearly st the psychic process Which.Autplypyg
the mercurialist, brings- about. He had married a"tinker's wife"; he was
whipped out of the court for his vices, leaving virtue behind. |
Tt is shown how this merourial’pedlar sells love tokens to
the Clown, whose oongcience is moved to keep’his promise to his sweethear
'MOPsa, whom he had neglected. With great humor‘it is shown hBW‘ﬁutolycu
_ with feigned ballads
enpuares the country coupleaNand brings into them a dionysic spirit, with

hig "sir's song": the song of Mercury: .

53
rE
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Clown: What hast here? Dballads?
Hopsa: Pray now, buy some; I love a ballad in print
a=1ife; for then we are sure they are true.
Autolyéus: Here's one to a very doleful tune. How g
usurer's wife was brought to bed of twenty money-bags at a
burden, and how she longed to eat adders' heads and toads
carbonadoed. |
Mopsa: Is it true, think you?
Autolycus: Very true; and but a month old.
Dorcas: Bless me from marrying a usurer!
Autolycus: Here's the midwife's name to't, one
Migtress Taleporter, and five or 8ix honest wives that were
present., Why shouvld I carry lies abrpad?
lopsas Pray you now, buy ibe.
Clovwns: Come on, lay it by; and let's first see more
ballads; we'll buy the other things anon. o

Autolycus: Here's another ballad, of a fish that ap-
peared upon the coast on Wednesday the fourscore of Aprii,
forty thousand fat&om above water, and sung this ballad
against the hard hearts pf maide: it Was‘thought she was a
woman, and Waé turned into a cold fish for she would not
exchange flesh with one that ioved her. The ballad is very
pitiful, and as true.

Dorcas: Ia it true too, think you?
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Autolycus: Tive justices' 5aﬁds at it; and witnessesi
more than my pack will hold.
Ciown: Lay it by too: another.
Autolycus: This is a merry ballad; but a very pretty
one. | '
Mopsas Let's have some merry ones.
Autolycus: Why, this is a2 passing merry one, and

goes to the tune of Two Maids wooing a man: thers's scarce

a mald westward bubt she sings it: 'tis in request, T can

tell wvou. '
. (Act 1V, scene 3)

There ig an esoteric literary itradition behind the foolish
content of fhese ballads, which refer to the initiates he is called a
usurer's wife (we have shown that the mercurial master was often called
‘& usurer), and is freed from his money complex through spiritual con-
tritioh} he appears as a cold fish whe sang againét the hard heart of a
maid: he himself had this hard heart of a maidtﬁefore he was mercuria}ly
"congealed" into a cold fish; he figures in the trianguiar ibailad of
two malds wWoolng a mam. We know from sonnet literature whait the "maid
westward" means.

Autolyeus has a passion to disguise his hongs%y, which he
denies, under a cloak of-foolish knavery, a mercurial attitude so strong
in Shskespeare'!s age, especially in poetry: just as the attitﬁde 6f Rwa

themselves _ :
‘knaves of all ages has been to disguisegas honest men. This mystical

Meutpurse” slludes to hie discretion about Florizel's flight with
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Perdita and Camillo, under the following "eoat of folly':
Autolycus: teesses LT I thought it were a piece of
honesty to acguaint the king withal, I would not do't: I
hold ;t the more knavery to conceal it} and therein am X

constant to my profession.
(Act 1V, scene 3)

His prqfeésion ig that of Mercury. -The figure of Autolycus can serve us
as o symbolig key that opens the hidden meaning of the craity, foxy,
cunning literary products of the Elizabethan poets, particularly of the
plays of the

acleverest of them: Ben Jonson.

The differential idea about the dionysic mystery in relation
to painting poetry and fati@nai philosophy, is expressed in the conversa-
tion between Perdita snd Polixenes,.who speak about the bastards, the
Tatreakt'd gillyvors". Though Polixenes, for theatrieal purposes, is
opposed to the mateh between Perdiﬁa and Florizél, whom he tells "reason
my son should choose himself a wife®, yet the thought concealed Withinuaﬂd
made present by report, shows that he is in the mercurial coxspi;acy‘of
the play. Polixenes asks Perdita why her rustie garden is barren of
gillyvors:

'Polixenes:- Wherefore, gentle maiden,

Do you neglect ﬁheﬁ?
Perditas For I have heard it said
There iz an art which, in théir piedness,lshares

With great creating nature.
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Polixenes: Say there be§

Yet nature is made betﬁer by no mean,
But nature makes that mean; so, oler that art
Which you say adds to nature, is an art
That nature makes. 7You see, sweet maid, we marry
A gentler scion ftc the wildest stock,
And make conceive a bark of Taser kind
By bud of nobler race. This is an art
Which does mend nature,_wm change it rather; but
The art itself is nature.

Perdita: So it is.

Polixénes: Then make your garden rich in gillyvors;

And do not call them bastards.
- Perdiltas T'11 not »put

The dibble in earth to set one slip of them:
¥o more than, Wefe I painted, I Would-wish_

This youth would say. 'twere well, and only therefore

Desire to Preed by me, -- i B WA
' {Act 1V, scene 3)

What the poet makes Perdita say ils above the ponsciousness
of a shepherd's daughter or even a-king‘s;daughter, but yet.oharaoterisi
ic for the unconscious instinct of every woman. We see from Perdita'

f
remark that the passage does not, as thg Béconists had asgsumed, refer_é
only to the crossing of flowers, in which Bacon was largely interested,

but to the crossing of human beings.




W - 18 |
Qolixenes, in speaking of the aft‘ef creating nature, Whibh
is nature itself, alludes to wﬁat natural‘phiIOSOphers of the age like
Giliordano Bruno or Gabriel Harvey called "natura naturang®. Perdita, the
unsophisticated woman, cannot understand the philosophic attitude of 2
naturalist. She reacts with the spontaneous moral feeling which lives
in ner soul snd which she projects into nature. For ller the sireaked
gillyvors will remain bastards. . Bhe is the legitimate child of nature
and demands a legitimate love. Polixenes' rational explanation of
natural philosophy, where he iells Perdita that Iin marrying a gentle
_ mended or rather :
scion to the wildest stock nature ispchanged by naturelitself, seems to
herprtificial. There is a point where an exterior rationalization of
nature becomes a sterile painting for the soul. With Perdita’s reply th
poet shows the point where the aspect 6f nature turns off into the silent
intuiticn for an inner divihe law of love growing out from the relation
hthe Bl
of the sexes to¢ each other. The natural philosophy ends with a larges
ultra realm where reason is silent, and only acis of love speak, with a
knowledge of what is good and bad. This passage can show us how
Shakespeare differentiates in The Winter's Tale Wiﬁgié consciouéness of
spiritual reality, ﬁhat he integrates by means of poetic painting and
rationral thought. |
In the mercurial garments of Autélycus, Florizel siarts his ad-
venturous journey with Perdita and Camiljo %o Siciliay there he preten&s

to have come from Lybia, the country where "black" people live. Hig

gpiritual trials were foretold by Autolycus in jocose, esoteric language!
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- . Autelycus: He has a son, ;- wno shall be flayed
alive; then fnointed over with honey, set on the head of a
wasp's nest; then stand till he be three quarters and a dram
desds then reOOVeréd again with agquavitae, or some other hot
infueions then, raw as he is, and in the hottest day prognos-
.tieatiOn proeclaims, shall he be set against a brid -wall, the
sun looking with a southwafd:eye upon him, -~ where he is to

behold him with flies blown 40 deatheecesees
{Act 1V, scene 3}

lThe underlying morai lesson of The Winter's Tale about
xpiiitually new-born gentlemen, is brdught out from the ironic perspect-
ive of the old 8hepherd and the @lown, simple minded rusties who dare not
loock at = king and cannot believe that they themsélves may possess gentle.
manly qualities, The Clown sSayss
Clowns esess but I was a gentleman Born before
my father; for the king's son took me by the hand and called

me brotheTveseecs (Act V, scene 2)

When the Clown is”&sk®d By Autolycus for a good report to the prince,

the Shepherd says to the Clown:

Shepherd: Pr'ythee, son, do; for we must be
14

gentle, now we are gentlemen. ) '
{Aet' V, scene 2)
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Eere, as in many other comedies of Shakespeare, the inferiér
¢lownish characters throw an ironic 1light on the main theme and on the
main characters. :

Shakespeare enlivens with humor the end of the ﬁlay, where
ne winis up the events of an incredulous tale. He introduces couftiers!
idle tale bearers, who feport With sentimental excitement fthe unbeliev~
able events. What is improbable in its content becomes probable by the
form of preéentation, in showing the willingness of human nature to
create sensational hezpsay. The Winter's Tale, in our opinion, is the
comedy of human gullibility.

The antinomy of poetic painting and the inner spiritual
meaning which brings out a commonplace "verity of an old tale" of the
human races is especially stréssed at the end, when Hermicune changes
from a'ﬁainted statue into a living woman, and embraces her husband.

: “he could
The theatre ws for Shalke speare the place where,ZXmeEL tell the truth

by feigning and painting. He used the motiw of Hermione's statue to

indicate how far the inner meaning traﬁmﬁnﬁs the painting. = In Shakes-

peare's phraseology, a woman in sorrow is a "monument of grief".  As
long as Leontes was not spiritually purified as a father, his wife had
lived at his side in grief, a life of a dead woman. He himself is

gpoken of at the beginning of the tale as .a man who dwelt Dby a churchyar

__Hermioné had lived a lonely life and had preserved herself "to see the

issue"; now she is "wrinkled and old in age"; Leontes is purified by

grief and softened in heart. This romantic woocer who nad wooed Hermion

il
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for three months, is given back his wife by Paulina, with the words:

When she was young you woo'd her; now in age

Is she become the suitor,
‘ {Act V, scene 3)

Leontes has learned

These words contain the deepest ethos of the play.
According to Shale speare,

the lesson to submit in love t his wife.
women are tle continuous wooers of their husbands, who have to

learn to listen to them, and to urderstand the meeds of their heart®m and

Rosaline had once told it to the passionate wooer, Orlando.

soul.
the comfort in the mate. iz stressec

‘The loeliness of old age,
1n.tha words of Paulina,; who hag lost her hushand:

" E ST e Z’ an Old 't-U.I"tle,

Will wing me to some wither'd bough, and there
My mate, that's never to be found again,

Lament €111 1T am lost.
fAct V, scene 3)
The need for humsr

Teontes glvea her “the falthful Camlllo for a husband.
it is stronger thar

companlonshlp is very great for those who are 1onely,

falthfulness unto death.
gw/\*ﬁ’h{e«
The 0ld myth tells hOW'Grmheus brought back Adepmmdia from the

'underworld. | E :

The_Wlnter‘s Tale tells how a ﬁan who had been purlf;ed ané
disillusioned through the hell and purgetory of Orphic art, brought his
wife and children to the heaven of happihess: in a Winter‘s night it is

at the fireplace of a cheerful home.
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- : ' The Winter's Tale is Shale speare's "When We Bead Awsken".
But unlike Ibsen's play it is noit filled with frozen remorse, but wéth
melted gentlen&s@ of hearts it is not a sombre tragicallplay,‘but one
of sober cheer. Even the sad mood is relieved with the.humorous wisdon

-0f old age.

!
’
|
b
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LOVE'S LABORSLOST

o
Sty way, -- we this way."

1y padanﬁ Don Adrienc de Armedo, closes the comedy Love's Labﬁrs’Lost.

g bamss? and Mercury's

©

The contrasting metive of the pkang& Apolio's
. 5;“‘ é¥ 4 W( . ‘

harshness, 4 musicelly tuned at the end where Spring and Winter sing L%

thelir lays; the OCackoo and the Owl lend notes. The mercyrial themefbf"‘

v

 transcendental cuckolding, - . e

i The cuckce then, on every tres, - L .
' . Mo®ks married men; for thus sings he, St w7
' Cuckoo :
Cuckoo, cuckeg, ~-- O word of fear,
Unplemslng to & married ear!

the
sounds withqx very suggestion of the charming happineSS of Sprlng and 1 

@ffsét with the disillusioning ricture of the frosty Winter;wv The theme

and the winter theme of
of love,-the. S“Tiﬂg theie 6f &pollinic illusionghgxﬁ mercurial disillu- |

gion,~is the merry jesf of the‘comGQy, The figure of Adriano de

-,
by sl

ﬂfm&do is at the very bottom of the pléy; Irrkhsdy with this figure ﬁ%”;

concentrated and manifesteﬁ‘what_is in courtly Emykfsm suphuism Gis~.
o \ | S Mw
guised dn erotic ficticn by four couples. Airiano de Armada can tell
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48 what the whole comedy means.

Literary critics have not gone farther with the explanation of |
the play thean what ifﬁ‘witty yhetoric implies. - It is 2 mistake to

-think,that the piay is s satire against eurhulsm, &_manner of siyle

‘

od.
which Sh&kespeare himself renews with =& touch of popular realism and
™ ad

fli}lart volubility of the tungue. _ R

The verbcée and redantic vanity of speech which is shown in

the exaggerat i caricature of Adridmn de Armado, the stilted meta-

phors which the other main eharacters‘bf the play, the King of Yovarre

B share with him to some degres, :
~and his three friends asplrlng towards 1earning'\QMLbui the exterior

costumes N
comieﬁgukxt&ﬁaﬂ of the time. 'The lqg@sﬁ of the comedy, which detarmxm

es the sense of the whole play, can be found out from the attitude
lord
which Adrlano de Armadc shows towards . hisﬁgxxg and master the King Qf
Navarre, and towerds thé country wench Jaquenetta, whom he ls destined -
- to marry. Adriano de Avezdo deifies his king: "My soul's earth God
r ‘ (det I, scene I) -
and hody's fostering patron.lh\ Thus he addresses him in a 1etter.j

"Annéintad, I dmplore se ﬁuch expense of thy royal sweet breath as wil

utter & brace of WardS.ee.... @y fair, sweet honey monarch." (Agt

scene 2) This way of speech is not a mere reporﬁ cf Shakespears s

'.:(:mm.&xﬂw e

S e L :m.—l‘;, £
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observation of @%tranée character. It is the exaggerated repert Qf-

184 r-reverence love! of the learned green fools

‘who became mercurlal novices. This debasement on one side, the

locking up toBards the master, 1s contrasted by Adriano's Jooking down

upon the country wench Jaguenstta, who falls to his lect. The‘attituie

towards Jaquenetia is Exﬁxgxt carried to the same pltch of comic exagger-
ation zs his attitude tomards nhis lord and master, the King of Navarrs,
Thiis is the love letter which he writes to her:

"By Hea#en,rthaﬁ thow art fair, is most Infalllble; true, thou art
beauteous;‘tfuth itself, that thouw art lovely. More fairer -than fair,

beaut iful than beauteous, truer than truth.itself have commiseration nn

' %hy herolcal vassal! The magnanimous and most illustrate King Cophetua

set eye upoen the nerniclous ahd indubitate beggar Penelpphon; and he 1t

was that mig&t rightly say, Veni, vidl, vicl; Which 50 anatomlze in the
vulgar, -- Owbaae and dhscure‘vﬁlgar. -~ videlicet, He came, saw and
oversame; ‘he came, RN one ; saw, tvo; overcama three. Who camea_ The:
King' why did he come? to see: why dmd he see? to overcome: to whom

came he¥t to the bEggar' What AW he° the beggar- who evercame-he° the

. beggar. The conclusion is victory- on whose side° the King's. The

qaptive is enriched: on whose side} the beggar‘s. The catadfrophe is

& nuptial: on whose side? the King's, -- no, on both in 6ne, or one In

' Both. I am the King; for so stands the comparisoen: thou the beggar;

Kt e LT RERER ot : DR
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for o witnesseth thy loveliness. Snall I command thy love! I may+
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s8hall I enforce thjr love? Iéould:shé,il I entreat thy love? I will.
What shalt thou exchange for rags? robes; for titdles? title's; for
thyself? me. Thug expecting thy reply, ¥ I profane my lips on thy fodt,
ny eya's“on thy plcture, and wy hear’s on ’ahy,'every part.e --- Th'ine, in
the dearest design of J,nd.a.sstry, DON. ADRIANO DE AMARA." {mmmm
(ﬁ»c‘b IV, scene 1)

Thus dost thou hear the Venean lion roar

- 'Gainst thes, thou lamb, that standest as his g)rev.
Su‘om;ssa.ve fall his princely feet before,
And he from Porage will incl ihe %o play:

But if thou strive, poor soul, what art thou then?
¥ood for his rage, repasture ﬁor his den, (Act IV, scene 1)

With this letter is the inner sense of the comle figure: off‘Ad:::i’;‘-‘B.azm de'?ﬁ
Armado unmasked.While '=h"é a.pa::ro'a«é&fes Ja,c‘qenétta.wi@h a tae-adii; loral’ compl i.
ment,he lbeksw like a tyr&nm@uﬁ monarch who haSs?b“ést“bwed 8
u@on-'-heﬁ"thewbeggar ma id, theﬁ“}ionour'---of'”ﬁé-_1bifing Iia-a:"‘-:S}:ie i5 the lamb in‘
the lion's dem.Hérrwill;a does z;-dééounﬁp“ﬁt omdy hisf.']?h'e:'- smrmmm%
dﬁmibp&mé.ﬂt ‘which Adirano: d:@w-Mia goes through in= this comedy=-he is
in the: b‘a’ckjgroundof':the play,and yet tim ﬁge@ heve;"loéesr-sighti ef " hime -

consists therin# that he becomes the repentant' lover and’ husband HERES

’i%: _ - ’
5 ~'Who comes b the insight that! Jacgenmetids weal® is more important: thamd
o.:’. . @ . .

li'iss‘ﬁith Adriano de Arpado 18 thus st raigﬁfﬁ reardly outlined the spiri-

twal’ course-through which the other four mercurial herces of the play

+

will have' to. go.Shakespeare shows in him visibly what is indirectly f#
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“hinted at through symbolic &c$ion,plc$;erotdérfiéﬁﬁon*&nd*rhetoric on
behalf offthe four mein characters ¢f the play..The king:of Navarre:
says of him:
A man ef complement 8 ‘whom right and wrong
Has chofe the umpiee of their mutiny: -
This chilll:of’ faney,that: Armado. highty,...
'This descriptlon iz eghlly valid  for the king and his threa atuendants.
Fgr they are-the plétured shadowsof mercurial’ initiates who will experi-
' ‘ mut iny of '
ence in their souls the, right and’ Wrong.But 18t us flrst see how% Arzads
goes through the play.. .

Curiousiy enough,Armado falls iﬁ leve with Jacgenetts in his
attempt tv separateé her from:the cleown CogtardiHe denmounces the latter
toﬁhe=king-&£:having seen him with Jacqen@tta)an& causes Gcstard's
punishment But he himself falls a prey to what 18 forbldden in thig

ﬁw{f'f@@ 11,
pali&ce of " 1earnlng.The clown i3 here the ananymous substitute E&r the
4 merourial triengle.Armade in his inveetlves agalnst dove whom he calls
& familiar-that 1s a demon attendant dn a witch or & conjuregaéiVes'
utterance to the mercurial ethos respectihg love:"His disgrace-ig to be
called boy buﬁ his glory is to subdue men".The consequence of hig love

1

affair to gacquenetta is then shown by ghakespeare with a few significant
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lines. When he plays with the other me of the house beftre the

king,his guests and friends asfAone of the nine worthies'the great Hectey
Costard the clown brings him to open shame:

“Eaith;unlessvyou play the honest'Trojan,the poor wench is cast
éway:éha’s quick,The ckild brags in her BPEH belly already:'tls yoursst
There ensues ajéoﬁicrchalenge ####ﬁ#ﬁ from Armado,the disguised great!

%gﬂi’" two
Hﬁembg,tn4 ostard,the disguised great.Pompey,the4mercurial herves,great

in their imagination.But when Costard declaressthat he wants to Fight
o ' doche B g :
his adversary in the: shirt,Armede confesses he-must: desist: from fighting
"The naked.truth of it -is ,I have-no shirt;l go.onlward_fbr penaneea?
(ACT V Scene II)There is in‘many of Shekespeare's emmed;es & meérourial
. conspiracy of”the figures of the play:they know the poetis geewets.
Boyet,a representative of merourial:master-wisdom,who from the view Hfl
point of the smctdion  is not supposed to know what is in Afmad@{s heart:
since:he 15, as attending Lord of tHe princess)a new guest of the house,
‘ ‘ wanto Ald ! o’
vet betrays what the roet has-told . him::
"True,and it was enjoinid him in Rome for want of linenisince when

?&I'L&fbs sworn,he wore none but & dishelout of‘Jacqaene$ta's,gndﬁthéﬁ§

he wears next-hie heart for a favour;"

So it 1a the relatton to Jacquenetts which brought Armado to

S L e e iR
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penance.Rome stand# herec for ’che'ma.sterly authority,so to speak the spk)

[

ritual popes. ¥e remsmber the lines in Harvey's strange peem Gorgom:

P

Blédmaine entreats the roddi...! ¥&varre woces Rome'....

‘ names of ther ‘ ‘ .
Two names which colncdde with theptwo filgures of "TLove's Ifbours Lbstll

fhe. king of Navarre and Dumain.The mewtionfineg”.of the ‘ROme in its deéieﬁ
dedly symbolile sdgnificance ml- Harvey's voem and Shakespeare'!s c@medy‘.
throws & farther l‘ight;; MThe cmss:ibr;et;t of needl‘es",%?f .by the. Gent lewomer
so praised by Harvey,is a.;s we have rlea,isoln-:sﬂ to assume, Shakespeare's coms -
ay "Iiove.'g La.‘oeu.:_" Lostd

'i‘-her snnounced death o@"‘fhe‘father Qr the princess:ﬂ.givesvéu sudden
gerious tum to the play'. Armadd excwIa-in;s;

"For mine own pars,l bre,éthe free: brea,th’. I have seen ’shepday of”

w-rprrgr;through the 1ittle hole of ‘diseretion ,and"I;willdl right mysel? |

like a soldler:® " .

4
.

The day of wrong seeén through the li:t{;l‘e. hole of discrét low is ths

veculiar mercurial”{experiermerWhich had brought Armado to penance and '€

to the spiritvuﬁli%a,t ion of his soul,.The initiate as a soldier and often

&8s a soldier with a wooden leg is a recurring mercurial symbol;é’{.'ﬁt t e~

end of the _piﬂaﬁerthe plea of the lovers had been so disappoint igly

B
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,\he takes leamve from the king as ’s:’he worthy knight: ongroy.

T will ?ﬁ#ﬁ«ﬁef‘fkif&ssthy royal fﬂnger,and takerlea%re.lﬂ- am a~ votary: T

have  vowed tu Jacgquenettar to Xold'the-plough for her¥ sweet' love three:
kA years, "Although still” in adulation before the king,it is ndw Jacm'
nettae whdse "votary® he has become..

With the figure of Adrianc de Armado is the erotic fictien of the
unmasxed in #finner
age in 1fs outward suphistic appearanc.eﬂ?{a’#ﬁéﬁﬁét ## itsypsychological ad

spirditual; s‘iignif;icance:#ﬁle exolaims: :

"Asslét meysome extemporall god of rhyme,for Iam sure I shall #id
turme sennet 1st. Deviseowit ,~writegpen;foor I-am Por whole volumes in folbol

{ActT Scene I)
Thn poe@ does wot betray the: sacfreﬁ’ of sanneteering For the comedy is#

of lmdiss: '

laid at the feety for A& courtly entertalnement,and the erotic: fivtionn
- wn o ‘ o . o . -

kedinoetito be:destroyed.. But: he«:dr&mtﬁsea 1t with emuberant'mlrtll. andd
confronts the: poed iﬁ‘._ fté<igning of love in- ité, combradietion with the stﬁtq ,

of” | '

of windofdfH the lowrsf* Ve have ‘a2 poetic-test imony how this play was fi#
undérstood by a,«.:i.contamporarsr who record‘ed»h‘is lmpression with__‘reféeence

to his own mercurial theme whieh he: treated in verses: under the t4tlz-8

"TheaNMonth's Mindiof a Mélanchaly Lover® (Printed1598) It centains: thee

following versess

o AL A AT R e 7 w50 h;h)r-‘..‘au-.—wﬁ
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‘Tove'ls. Labour Lost! I once did gee a play
Ycleped so, so calldd to my pain,

¥Which I to hear te my small joy did stay
Giving attendance on my froward dame.

Bach actor play'd in cunning wise hie part,
But chilefly those entrapp'd in Cupid's snare;
Yet all was feign®d, 'twas not from the heart; '
They seem'd to grieve, but yet they felt no care:
"Twas I that grief indeed did bear in breast,
’ The others did but make a show in Jest.
(The Complete Works of William Shakespeare, Harvard Edztion by Rev. Hon
N.Hudson, LL.D. RubkikishsdxbrxxGs Faakhx 1883. Voll 11, pmge 3 Inteo
The writer who teils us that %e bears h&s grief for his own

' froward dame, a disguised Laura and future Academe of tha&imé, throws

ITight on the nature of his grlef by referring to the play Love's ILabour
Lost, where all is Teigned,a fexEximxshum show in jest, and where those
they felt
entrarped in Gupid's snare seemed to grieve and yet, nx;xnsxz& ne sare.
The change € heart which the lovers undergo is éymbolized
through cemic = Intrigues In a ﬁhetoric;not psychologilec ZEEX manner.
This early comedy is the‘bestﬂmample of what the romantic critics of

Gefmany had recegnized as the finest feature of Shakespeare's art, his

ireny which raises and nullifles at the same time the very i1llusion of

+ # )
L

the poetic work. -Bhakespeare, ‘according to thé’bpinion of the-worid[

ig the greatest artist of'westarn ¢ivikization, treated his art with

the fullest insight for what poetic imagination stards. Poetry as the’

piéture of beauty and truth is in its ethical significance the antinomy

Jiodtir et B e i s et o 0 e i,
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¢f spiritual beauty and truth. Poetfy.as the magle charm for the imég—
ination is, according to Shakespeare, not only of no help but a hindrence

for the realilzation of spiritusl besuty andrtruth. ' Spirituasl beazuty
, ' ‘ . - lookixg ,
and truth need ne painted colors: the intuitivemgyxxight towards the

worid 'creates the lucid and beaut§ful colors and is thus the realizer

of rbeguty. Paithfulness Imxkewxm Lo those cne loves and the submissim

: spiritual
to the, authority of

about the refizdsetien of truth. Shakespeare made théx antlimomy of

superiors and masters, bringp

p&intéd beauty and truth and realizéd beauty and trutﬁ, the never-x#xmg
ceasiné tﬁemttieleonflict'of his pl%ys, and by this very process he héé
‘been able to catch the imagination in a‘trap € in which We.are yéﬁ held
captife. Por our inner spiritual sense for the realization of bheauty
‘gnd fruth is defeated Just at fhe mcment,when the poet catches our imm

agination with his vision of beauty and truth which he has painted.

* ¢
¥

411 the deeper contradictions of our esthetic culture lie in this chdﬁn
| of Shaekespeare's poetryg The readey given over In admiration to She®bés -
peare, listens to a reveleation which is MRXELX stated merely from the

- viewpoint of poetic or painted truth. It is the curse of the admieer 8f

Shakespeare not to pierce through to his own divine visicn of spiritusl



L 11

B ]

besuty and truth. This is the inner reason, we believe, why the orth%—'
dox bishop x=f£k lev ﬂigﬁolajBWiﬂzszlsﬁbi and‘the'puritan magistrate.

George Bernard Shaw were instinctively aroused against Shakespears's

art.” The fact that Shakespeare betrayd cqntinuou%vith the -charm of
his painted beauty and truth(hils own spiritual aim to posteriiy), mekes

him the scapégoat of all spiritual sins of our esthetic culture. Exmwiki

But should we accuse Shakespenre that he makes us gin and that with the

charm of his poetry he defeats that inner spiritual sense which he wants

, ‘ make
to arcuse in us? Should we accuse him that he 18 too beautiful to e

Ug ‘ :
strue, he can reply with that =3% spiritual silence which he had chserved

in order not‘to lmmortaiize hiﬁselfifga lay any bas;s of eternity, or
securs any personal fame in future agés,‘ _ His\gérks were written on

the spur of the moment as personal confessioﬁs;of himself énd his friemnds,
;&ﬁh%ﬁ*%%atiﬁﬁ%~%9whiS"T@&é&?3‘fﬂrﬁﬁeﬂsana&~ﬁé%%&%t. We, his creéatures,
not he the creator, are‘résponsible fbr the gpiritgal @ﬁﬁgk of our
gsthetlc culture.

Ee can &lso testify k¥mk with the manner of his special ireny,

that he did not take seriocusly the poetle work as culturairgaod, as ob-

ject of idmmikizziie idolization. Shakesypeare had used his lrony in

A
)




4&é§§é§§ tfully entertaineds

the pleture of a paintgd,rvxf:ﬁ'i7 e hell, pﬁféatory and
heaven, as a spiritual and ethical,aim to destroy his own works as
soﬁrces of ihspifation. His poetic irony was a wmagic flute to call
@mﬁom the idels of the theatre to the safe platonic
shore of spiritual coné&iousness/ froﬁ which'%he beautiful gight of this
world and the realiﬁatign of truth by good and frui#ful aetions'aré made

possible. Shakespeare's irony was s sober function of his Spiritualty-

and had a living, challenging sense for the youth of his age, XkuxwFere
fo o nis ' .

Mr/«.&-&“—w Wwie@’/& - the

astéﬁmﬁaﬁ%&ﬁg—ﬁer~g’woman, Lady London, asAmelamcholy xzzxxzaxXKxikx
i3

: : the city, ' ‘ |
Jagues callsAik and stun cumningly the promising young men of his own

i s
age inia ;manner a8 Socrates, the famous gadfly of Athens, had done.
Shakespeare's poetic work floWs from his defeat as an individual. In

M,LMW?/MWMM '
com;c Jjest or tragic pathcs he o= made funhﬁ? himselﬁ, The defeat . of
| male '
the indiv1dual who dies as a son and is reborn as a father is the spirit-
ﬁ&_dhagwwwv

ual basis of Shakespeare's work; his poetic expression Rjospere's cheim -

©bebrivgdd—abeud .

Here we can consider the difference befwéen Shakespeare's post -

ic irony and the irony of the poets of the nineteenth century who imitate@;
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- him boviskly. The poets of the nineteenth century did not make fun
of thelr owmn individual defeat but like wanton boys they made fun of the
defeat of thelr fathers. They thought themselves herces in destrovime

the idols of the market and erected Imskamdxmfxkhwem fmxpkmsm in their
’ 7

A

places'tﬁe idols of the theatre of romantic and modern 1iterature.

aim to refher £ g
They did nctkdrive the public out of the theatre, b&tﬂﬁmmg 1uret them in.

et
Our histrinic age @agﬂprogressed s¢ far that Broadway BREXfaXgyrWEramex

*kE can today be called the symbol of the spiritusl state of mind of

gdviligsd
theAworld.

But to return to ocur comedy.The play starts with the contrasttof
the askesis of learning and the seduetion of love.,lt seems‘fhat+8haka$~

Spearerh&&dinvented the plbt fbr'himselg GOntfary to his-custom of~&&§ﬂﬁ
S -
fﬁs his., argument a literary Bource..ﬁb ked! created. in-opace S i%wwera

psychic i
a symbolic situation which points atqcharacteristig\state of ‘mind ief He
M&pm eeelaraty - ’

group of“noble Syoung menKFerdinaha King of Nav&rre ywith his three atten-
Ging LordﬁrBdrOn ,Eongavilleéiﬂmaiq*havefsworn,to devoteﬂthemsélves'far'

the: term of three years to contemplative study under the*strict rules

' a8 far a8 possibE
not to gee & woman during this time and'to abstain asceticall%%from fodd

—

. . . | ‘ ' . ?
and sleep.A princess of France coming with three attending 1adies“g§ﬂé*/

? ) Ao

-guestslto the king of Wavarre witlhi & plea of her bed ridden father
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to sur?enderrﬂgui%ain whish theﬁking of*NavarrEEKblﬂsﬁgggpaymenﬁ'of

o debt: outside, ‘
ebt must’ cemp, in cénformance to the established rules.THe Doking

ur to learning,##4 a symbol offmanly mestery,as it werejand the loo-
king dowmr upon the female sex;is made t#e&starting voint: of the- comic
humiliat ion of the fégf amademes.While the poet i@troduces the erotie
fiction as if the king‘of Navarre and his three attehdants‘ﬁad f&ilen

‘ﬁéﬁzénquﬁfg’in love == it is this exterilor frame of the afgﬁment*whidb‘
whogrnst

made-our spectatorﬂwe have quoted; say
¥etrall was felguned,'twas not from thHe Wearhm~-

gymbollses
he HrEdsis with the  contrasting figures of Adriano de- Armadd and then

al;o_how he-shapes his-plot and Yrings & to oa#clusion the state of #f
ming.: Gi‘iﬂ"l'nver.f@ fallen through merourial art- into Cupid’s snare.This
- inner mbtiVe=0f'thé*0hmedy)h0W the four herﬁeggentrahced by & 1§arnd@gf
which should meke them kndw "t}¥ings hidiand barrdf from common: sensed,

‘ S that learning-
are brought to find 5n the lcvang eyes of ladies,which they looked for+

1 ’
*

veidyfin bCkaiis the more cleverly hiddem since ShaXespeare anticipates
: ' male
with the rhetorile praise of ladies, that,wisdom to which the heroes are
destined to come later, after many spiritual triais. The comedy has

not a psycholecgic, but a symbolic and rhetoric plof. It can best be

geen in the motive how Shakespeare makes use of the erétic fPiction of
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thelSOﬂnetS, The plo£ discloseé the etotic feigniﬁg iﬁlits psychi§ 
reality; Bor instéad of Biron'é gsonnet to Roéalin&, %he letter gf
Armado to Jaﬁquenetta is brought by mistake to tﬁe Brincess and read

with mercurial understanding by Boyet, & Lord attending on the Princess

of France. Biron's sonnet which visibly bears the
marks of belng addressed to a man,

Thy eye Jove'ls lightning bears, thy voice his dreadful thunder,
Which, not to anger bent, is music and sweet filre,

'Celestlal as thou art, 0o’ pardon, love, this wrong,

That sings heaven's prmise with such as earthly tongus.

iz recelved by Jaquenetta and brought to the Curate Nathaniel and the

gchoolmaster Halofefnes. Hblofernes decides to send it not to Rosa~-

"this
Tine, but to the king, ﬁ%acauseABiron is one of the votaries with the

king"; such & votary is Armado, Xx we have heard. The pious Curate
praises the gchoolmester for what he has done: ' -

Nathaniel, Sir, you have doene this in the fear of God,
very religiously; and, as a cerialn father salthe--~-

Holofernes. Sir, tell me not 'of the father; I do fear
colourable colours...... (Act IV, scene 3)

It is most interesting what ﬁoﬂofernes here states of the'colourable

colours! of the father. From the viewpoint of the exteriow action this
lfzﬁd}w It Pran W&-Mwﬂm
expression never ke explained. It is a sly hint of the subterranean;

1 |
mercurial motive of the play, alluding to the ever-changing dissimulatd




of the mercurial mester. 'Holofernes, the ﬁe&émti& éehﬂolmaa

criticizes Biron's éonnaﬂ?or lack of "élegancy, facility, and golden

cadence of poesy... Ovidius Naso was the man: and why, indeed, Waso;

-

put for emelling out the oderiferous flowers of fancy, the jerks of in-

vention? “Imitari is nothing: so doth the hound his master, the ape his

keeper, the tired horse his rider. ... {act 1V, scene 3) Holofernos

lays stress on the mmxf name Vaso, because he smells out the inner sig- o

nificance of this fiéwer of fancy, arnd jerk of invention; Nc métter
how pedantic,zmk rustic snd vain he is -- Armadolthe cﬁild of fancy, EXFESX
“who is. vanity himsélf, says of him: "he schoolmaster is éxcéedimg
Jantastlcal; too vain, too vain, too‘.t_,oo vgin“ 3% taﬁtv ‘séeﬁe 2}'fn .
Hélofermqs is a dionvele schoo;maater and in hﬁm, not in Amado, has

réfvamﬁﬁ.drlw; R
, Gabriel Harvey as he appeared to those wiho saw xﬂ

Shakespeare portraye

hiz the mirror of their owm vanity. The Curate wyathaniel praises Holéj

ofernes: ek xhuvigrnyEras

"Sir, T praise

7

are & good member of the commonwealth." (Act IV, scene 2) To which

sly mercurialist answers: "Mehercle, if their sons be ingenious, ti

N



to tiem: but, vir-sapit qui panua loguitur....." I%méévawreﬁﬁ-mevﬁq

'fiﬁ&“ﬁﬁﬁwv?fﬂhﬁ-éeashs&-anlg;ﬁaug%@e&gT_aet_&eﬁs; ,fkﬁxﬁmﬁxmmmmmﬂﬁmaﬁ

There is ar esoteric symbol introduced in this comedy: the dw
shoot ing. Tt gt=nds for the Xilling of the initiate with Cupid's
shaft, On this cceasion there is a war of wit between Boyet and Rosaké

1iné;

. : gultor® o
Boyet: ¥ho 1s the, skmsiex? who Is the ERBEEEEr? sultor?

Resaline: Shalil I teach you to ¥nows

Boyet: by, my corntinent of beauty. . § =wf°
' ' : ! Y

-Rosaline:‘why, she that bears the bdl* Flmrly'ﬁu b‘kwi

, L

. Boyet: My lady goes to kill horn& “put LF° t%ou ?rgry,
Hmng me vy the neck, If horns- that yaar m;@ca
Finely put onl -

Rosaline: Well, then I am the shoater;‘

Bovet. And vno is your deer? .
' 'Rosaline: If we choose by the homme, yourself: come not near.
’ Ténely put on, indeed! (act IV, scene 1)

7

Rogaling then challenées Lim with a songs
Thou canst not hit it, hit it, hit it,
Theu canst not hit 1t my good man.

to which Boyet replies:

An T camnot, cannot, cannot,
Ly T.eannot, another can.

B

_k Boyet is the erotic Puck of the qpmedy:
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. guides their intriguéaf with a merry and téasing spirit, which provokes

the cf the King
Amngarﬂand hig three attendants, and es*ecially thet of the witty Blron

who, enamoured with his own wit, feels in Boyet an outwitting rival.

3

-B&yet ig #atufer in'inﬁxxzkxxﬁiﬁg conduct than the four Abademes, whom
e treats ixxm according to the mercurial marner, in a homeopathic way;
He stande for the mercur:al master who behaves as Bovet towards those
who are yet bOySf The theme of trenscendental cuckoléing and of the
triangular gituation, Is indicated in his witty fight and challenging
songs with Resalilne. Rzeyx Both of them,.Rcsaliﬁe and Boyet, have hit

on Mo e

the &eer, but it is Biron who ha&dwmwr%ﬁ#m@k&fﬁifwhcm'Rosaline will
Md%ﬂdjf?}" o -

marny.C:fBbyat is the decelived husband, as Shakesresdre hkes feigned to be

in sOnnet XBIII; The comic mctive in the play ls, 80 to spesk, varied
in & kaleidescopic way ;_just 88 we Bes Armado, Jaguenstta, and the
ciown Costard, or inétéa&_of Tim the flippaét pege, Moth, arranged iﬁ &

. ‘ ! ,
triangle, so is Boyet the third party to the four’éouples i the piay.l
How intimetely cornected Armado's case is with those eof the four main
heroes, car be seen from the fact that the clqwn Costard whe had cbserv-

&d the deer shooting of Boyet and Rcsaiine, alludes lmmediately aftsr

to the Spenish krnight.
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Qost&rd; By my soul, a swain! a most simple clo@ﬁl
'Lord, lord! how the ladies and‘l have put him d&wn!
0! my troth, most sweet jests! most incony vulgar wit!
Wheﬁ-iﬁ comes so smoothly off, s¢ cbseenely, as it were, so fit.
Armador o! the one side, =-- 0, & most dainty mant
To see hiﬁ.walk before & lady and to bear her fan! .
To see him kise his hand! and how most sweefly ta will swear! --
And his page o' t'other side, that handful of wit!
Ah, heavens, 1t is a most pathetical nit! {

Sola, S0la. (Act IV, scene 1)

The mereurial significance: of the deer shooting is alliuded to by the:

HlABAAA " schoolmaster Holofernes:

"The deerfas ,as you know,gapguis -#in blood;ripe as pbmewater,whn

now hangeth like a jewel in-the ear of”ceelum,--the sky,the weikin,tﬁe o
'hbaveﬁ;and,anon,fa}lhth like & crab on the face of ngggg;,--uthe soilf,
‘t¥e land,the earthl.

' ‘ The: pietures hevre used are realisiic,that=is they might*

e _ . .
olnimed ¥ refersims mersly to the shooting of gliéer which was:in good

L ‘ N ‘ . . .
ccnditipnﬂto e shotﬂ and fell dowm like & ripefagple ﬂ?mndﬁﬁxﬁtree..
T But crab meens aﬁﬁ%ﬁé@é mean sour apple and a cancer, and’ the antﬁiﬁhesis

of'coelum and terra indicates, in our opinion, how the initiate'faiié

. , Tr :{"\' C
X . ¢ T
down from hesven on earth and comes ¢ his backward course. . Ehe ine-

itia%ek%eé%g in the sign of the caﬂcer{ is often used in sonnet litere-

' seems w ‘ '
ture. In & similar way ERRESX the alldtverative poem of_Poloferno§,

e e i 4 . . e e - sl
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EEEpE  where he plays with the words pricket, Emxmxmmt sorrel and sore,
méaning a buck of the second, third or fourth year[ respectively,to

Crefer to the fifty and hundred sores of mercurial experience, xik¥k the
bewailed

_mgﬁxiﬁﬁ'cru mccke& grief and care cf the 1yric roemg of Bl izabethan lit~

. grature.

The Princess andfifivthe ladies attending on her:Rosaline;laris
en¢ Eatharine,aré the real sultors of this comedy,as it 15 hinted evem

in the words-pley of suiltor andishootess Bbygﬁ*h@lps'them"@iﬁh‘hiéfmércn-
rial’ mesterswit: t¢ wih thedi-suits.The ¥ing of Hivarres~thinks that the

one
fatherrofs the rrincess Gwes himﬁﬁundred thousend’ crovwns;ywheras the prin-

the King ;ut
ceas: 18 &f theropiniomfthamhoweﬁ tYis svm tm\harwfather,There isAon b5 8

. tnp~bf"thisccmedy ko financial question as tot who is indeb%édi the

xK men or the woman.  Agudtain, whick the King of Navarre is to surren-

der, 18 xExriins the dowry for a gueen, according to Boyet.

Can thie princess, Wi%h hgr n@turai beauty am&‘grace, cqnvince the King

4

of ¥avarre that she rogsesses this dowry, or will the King politely deny

shows

h‘her plea? Shakespeare dramaticallyqzyﬁhﬁxxxﬁxt but dees not lnterpret

subconscicus
thas«mnXExﬁigkx aspiration of the women to bring the men to surrender.

At first the four gentlemen, lacking the responsive atﬁitude towards

' Yerricsde . A il
womeﬂ,Aiﬁggégﬂééthemselves with a ready wit of ﬁéghx discourse, which
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5

RimkamErs with,intelleetﬁal,shperi#rity distances the pleading ladies

.awéy from their hearts instead of bringing them nearer. When the Eing
fair : | :
of Navarre welcomes thg«princess to the Court of Wavarre, she replieg:

FPair, I give‘you back again; and welcome I have not yet: the roof of

this court %s tor high to be yours; and welcome to the wide fields too -

. tells
base to be mine." (Act 11, scene 1) ¥merx Shexxxgxnaxhsx him wittily

that she is offendedqthat she ixxmeixrezmitwmdrzakvirexfoukry and her at-

tendants are not allowed to enter the Court. - ILove's Ibbours Lost

is the comedy of werds par excellence, and its wit consists not merely
. . | . . oo

in the play with words,but in the genuine Shakeppearean method %X un-
nasks the inner situation of the sovl, open to the intuitive glance of

interldcutor, wro destroys that © cover
the pdwkexpekaker which the partner tries to«?xxﬂgnxnxnx with nice

phrages. In this comedy the women gspeclally are made the revengers

for any utterances which do not emenate ffom the heart. The witty

' ¢

Biron approaches Rosaline whom he knows, anéd in whom he is.interestad,

in a similar way ag the King had welcomed the Princess. With ch&racte

gristic highbrow'suyeriority Biron, BEB¥E separates him-

self from his lady with the question: '"EddxIzx

Biron:  Did not I dance with you in Brabant once?

Rosaline:‘ﬁid not I dance with you in Brabant once®



Rosaline: How needlessgﬂﬁéﬁ;t.then to &sk the question!

Biron: You must not bg so quick.

In this 1littie simple dialopue w% can study thqﬁiscreet method of mer-
, _ - ‘ ’ ‘settled ‘ '
’ : FEERUITE
curial treatments tc mmsettle the conceited x@ikied attitudes. It isa
spirit which goes throughout the whole comedy. The ladies who in
‘ - also
thelr rhetoric wit are the mouthpiece of the poet, an%hsxgﬁxiaiig Boyet, ,-
degtroy in unrelenting impromptw the presumptuocus hehavior of the four
géntlemen who try to establish their superiority. rt is showrn how this
fighting and yet amiable method of dealing with these four novices in
. love, begins to mrankle in their soulx, and especially how Biron, the
wittiest and vainest of thHe quartet, is arcused. They intend to make
love to the four ladies in the disguise of Muskovites, The figure of

the Muskovite in Elizabethan literature,%x somewhat akin to the figure

xE® the Turk,stands for{,men who -treat their women kxx 1ike barbarilans.

4
-

Boyet destrdyes this coarse sport of love-making in advising the ladies
to change favors so that each lover would address a false sweetheart.
The gentlemen ares brought to shanme, and Blron cpmplaiﬁs ef this trick

'which had made the men"woo but the sign of she".  Biron exclalms

against Boyet:




This fellow pecks up - wﬁt 58 pigeons reasg,
And utters it ageain whéhi God doth please:
He ‘is wit's pedlar, and retails his wares ,
At wakes, and wassals, meetlings, markets, fairs;
Arid we that sell by gross, the Lord doth know,
Have wt the grace teo grace It with such show.
Thisg gallant pins the wenches on his'sleeve, ~-
Had he been Adam, he had tempted Eve;
Ee can carve too, and 1lisp: why this is he
That kiss'd away his hand in courtesy: '
This is the ape of form, monsisur the nice,
That, when he plays af tables, chides the dice
Ir. honourable terms; nay, he can sing
A mean most meanly; and in ushering,

~ Merd him wo can: the ladies cell him sweet; ‘
The stairs, as he treads on them, kiss his feet}
This is the fiower that smiles con every one,
To show his teeth as white as whale's bcne'
And oonscisnce thet will not die in debt
de him the due of honey-tongu'd Boyet.

Biron
&ﬁﬁ blames Boyet bscause this reﬁresentative of mercurial magter-wit

gshows him like iIn a mirror,'

‘his own smbition and vanity. This is the cause of hls hatred of Boyst
_ . nis

. Rpmerke
who brings him to self-krowledge; this is alsc the cause oquix sympathy
do ki Boyet, because the latter proves to be superior to BEXvwmpximxmwy
him, in what is Biron's c¢wn ambition. ¥hen Boyet derldes Ccstard who

plays the great Pompey, Biron ex@laims: "Well said, ¢l1d mocker; I must

’

needs be friends with thee." °

theat rical:

That: ﬁhefapollinie fiction of this play is but a rhetoricqﬁisg

@%%%ﬁgagainst'the common psycholqu

guises for mercuri&l m&ster~wisdou

of‘WOmelftra 1&&195 Lo B0 xn f=§E-this~eariy comedy of Bhakespemrs

R

burdens the role oftthe women With tco much wisdom and wit -~ #&can be
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T rofl the way S R the-
seen, KRNxEES ?\ﬁ.fuf.:shakespeare plotures the: relation of (wittiest

represemtati#e couple- of the group,Biron --Rosalilhes Biron come
plains that he who was “a domineering xxExmxk pedant” over Cupid---in what

ﬂaixmagxi real way 1s shown in the figure of Zmmdm Armado --- hag been . V

' \ all
subdued by this wanton boy. He calls Curad "a liege of loitererg and

. 4

malponﬁents“ and "sole Imperstor and geeat general of trotiing paritorsy
T#is deserirtion f%ts the siﬁuation of msrcur;al novices who wers the
loiterérﬂ anG malcontents whose soukﬁn&d to be mended and who became
officers of courts spiritgal ag the Wordl“pariters" for apparitors im-
piies{ He accuses Rosaiime_thatshe has got hold of him, =--

A whitely wantonwith a velvet brow,

With two pitch balis stuck in her face for eyes;

Ay, and, by hemvern, one that will do the deed,

Though Aﬁhus were her eunuch and her guard:

And I to sigh for her! to watch for her! ‘

To pray for herl Go to; it is a plague

That Cupid will impese for my neglect

0f his almighty dreadful 1little might (Act 111, scene 1)

He spemks of this love as~if he had beeﬁ cagghf in a snare. "By the Iz
Lord, this leve is as mad as Ajex: it kmm Kills sheep; it kills me, I
am & sheep.... i'faith, I will not. O, but her eye, -=- by this light,

but for her eye I would not love her; yes, for her twe eyes. Well, I

do nothing in the world but lle, and lie in my throat. By heaven, I do
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v ' . . ‘ _ '
Clove...." {Act IV, scene 3) It is just this peculiar situation which is
made the theme of berhyming sonnst literature., The erotic flotion of

the
the sonnets is alliuded to inAg way he spesks of the sonnet he has sent

to Rosaline: "Well, she hath ore o' my sonnets already; the clowm bore
it, the focl sent it, and the lady hath it: sweet clown, sweeter fool,

Vwbxﬁmﬁf L

swedtest 1hiy! (Ac

_In the well-known effusion of Biron
APhe great praise of ladles is the

¢

n . N ‘ H : . !
gurhuistic exyression of mercurial mastsr-wisdomf  BAFER

From women's ayes this doctrine I derive:

They sparkle still the right Promethean fire;

They are the books, the arts, t*e academes,

That show, contain, and nourish all the world,

Elge noneg bt =211 in sught proves excellent.

Then fools you were these women to forswear;

Or, keeping what is sworn,. you will prove fools.

For wisdom's sake -- & word that all men love,

Or fer lovel!s sake -- & word that loves all men,

or for men's sake, the authers of these women,

Or women's sake, by whom we men are men,

Let us once lose our ocaths to Find ourselves,

Or else we lose ourselves Lo kXeep our oaths-

It is religion to be thus foraworn;

For chmrzty itself fulfils the 1aw, -
And who can sever love from charity? (et 1V, scene 3)

As if they were enlightened in the meaning of them,
Ehe ladies of this comedy speak with hypmrcriticﬂ1 dzstrust of the
gonnet s ; REXIEXHRERXWARE ' ‘

Some thousand verses of a falthful lover;
A hvge translation of hyprocisy, .
Vilely compilt'd, profound stmplicity. (Act V, scene 2)

allude
ﬁmﬁxﬁheyﬁgxxxﬁax on the stage to that serious joke that was a secret zhd

mystery among the enlightened wite of the time:



¥ | : : Insert page 25.
Inhthat‘SQene'where'Bi?dn EEEErTES 6verhear; the conféséioﬁ o

love and the conceited scnnets of the King, IMméin and Longaviile &na.
where fiﬁaliy the four lovers recognize themsslves a8 RETIng fraitors
to the oath;they have sworn, Shakespeare makes an effecﬁi#e ﬁheatricalk
‘use of the figﬁ}e of the black 1ady,'traditiona1 in sonnet literature.
. He ghows these formerly proud mercurisl l®vers¥ as ready to sub@it to
the piea of 1eve. Biron is then teased by.the King, Dumain am& Lbﬁgar
ville that his lady is black. But Biron swears that #kimx her black %
is to him fair. Weat is with such tragic motives treated in Shakes;
rezre's acnn&$s‘ccncer;ing'the blaoﬁ lady unﬁil.the chanée'of heart of

the proud lover comes about, is here rhe%oriqally ghortened snd dis-

guised through the peculiar efoticifictibp of the play.

1

T
s
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Princess: Nore are S0 surely caught whenthey are catch'd,
As wit turn'd fool: folly, in wisdomm- Bt ek g,

Hath wislom's werrant and the help of school, -

Anid wit's own grace to grace a learnéd fool.

Roseline: The blced of weuth burna not with svcb eXCesE
Ag graV¢ﬁvfs revolt to want onness.

:Maria:k Polly in fools Lears rob so strong & note
Ls foolery in the wise, when wit doth dote;

Since all the power thereof 1t doth vr1ly ‘
To yrreve, by wit, worth in simplicity. (fct V, scene 2)

Folly in wisdom hatched was the dienysic spirit of mercurizl master-wis-

.

dom, the anagogic aim of which was to Ex¥mzxemEk free grave and learned
foolg from their erotic inhibitionsg. and to bring them back from rffact -

edness to¢ simplicity. The humiliated Biron confesses to Rosaling that

.

feeling which the mercurial mzster had generated in him: -

Biron: .... Fair, gentle sweet,

Your wit makes wise things foolish whern we greet

With eyes best seeing heaven's fiery eve,

By light we losé light: your capactity

Is of that nature, that tc your huge store

Wise things seem foolish and rich things seem poor.
Resaline: This provee you wise and rich, for In my eye,~-

Blron: I ama feol, ard full ?f roverty. (Aot ?,seene 2)
That the whole sction of the play is 0n1y,an‘invented symbol for the #&
‘spiritual evoluticn of the mercurisl noviée who gets rid of his over-
bearing ﬁsychic attitude in contaot with fhe merourial mastér with whose -
concgited wit t?e Iadles are hers honqrably investedf eémss cut from the

way Berﬁ falls down uron his knees before Rosaline, in self-humiliating



confession:

Here stand I, lady; dart they skill at me;

Bruilse me with scerm, confound me-with a f£lout;

Thrust thy sharr wit guite through my ignorsnce;

Cut me to pieces with thy keen concelly

A I will wish thee rnever more to dance,

¥or never more in Russiar hadbit wait.

0, never witl I trust to speeches penn'd,

Nor to the motion ¢f & school-boey's tongue,

Yor never come ln vigard to my friend; ‘

Nor woo in rhyme, like & plind harper's song:

Taffeta rhrases, sllken terms precise,

Three-pil'd hyrerbeles, spruce affectation,

Filgures pedarticel; these summer-8lies '

Have bvlown me full cf maggot cstentation;

I d¢ forswear them: and T here yrotest,

By this white glove, -- how vhite the hand, God knowsl--
Hencegforth my woecing nind shall be express'd
In russet yeas, and honest kersey noss:

Ard to Ttegin wench, -- sc God help me, lal--
¥y leve to thee is sound, sans crack or flaw.

The previcus behavier of the lovérs is here reviewed in the light of the
of _ . .

noral &spectAyhich the Imxrr repenting lover hes become consclcous. This

moral chenge of an overbearigg.man intc & submissive lover has not come

about mereky through the keen concelt and eMiiful wiﬂ of a woman, this

moral change ls to be explained from the sTirituval background of the

experierice ¢f the mercurial mystery of which Lovers Labowe Lost is a

4
4

symbolic, rhetorilc and jesting reyort. Te think” 1t has perscnal impli-
‘ ‘ for our eyes,
cationg referring to the Haryeyﬂan‘circle, which,will zmmzim of course

remain darkened.

The announced death of the Frincess' father gives to the play
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a serious twrn, which heightens the aspect‘of the spiritual punishmént

of the overbearing lovers. There are still spiritual trials in store

for these four xem gentlemen before they are worthy to marry the loving

# four gentlewomen, whose suit they have at first repulsed in overbearing

pridé. The King of FVavarre ks to retirﬁ'to some Forlorn and naked

hermitage xy for twelve months, suffering frosts and

fasts; hard lodging and thin weeds, - Dumsin has FhE t¢ walt as long for

and

‘his beloved; umt il a beard, falr ﬁealth,ax& honesty growx upon him.

Eongaville, teo, will have to walt é year‘un£illhis beioved will change
her black gown for him, who is to become her faithful friend. But'the
strangest task is put uron Biron; Fof the sake of his purgation, he
must llve for twelve months in 5 hospital where he musﬁ endeavor tp
bring His jests to ExErews ap@rediétion by-peqple wHose BEXENXmEm

"sickly emrs are deaf'd with the clamours 6f their own desar groans,®

t ’ .

If they listen to him he is allowsd to continue jesting ard mocking;

otherwise he must throw mmxx off his mocking spirit;

It is hard to yut definite interpretatione to the symbel of
: by the hospitsl
the hospital., Yet we venture to guess that,Shakesrears mesns the

ﬁ‘waxre,for wxiEk the merriment of which he himself was working.  The
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outlet of Bironis mocking wit should be the:stage; where it fulfilé &

| - 'aéﬁgal.
sgclal purpose, &' Over-merry Jjesting and merciless mocking implife

, _ thus -
is but 2 vice and aginst the spirit. Thig exuberant camedg\ends
With & surprising thoughtfulness which brings to silsnce thet laughter
which it has aroused. There are méwy indlecatione that in Biron the
cruel wit of Thomes Wash is portrayed. The Prineesy and her three
for & ysar .
attending ladies retireﬁﬁo mourn for the dead king. Fer n yerr they

will wear black gowns, In tris early comedy the women have rnot the

flesr and bilcod, the livdiness and naturslneés which we firnd in the

later plays of the poet. They merely eoice the sririt of womanhivod,
and are symbolic shadows. The death of the king, the mourning of the
four women, the spiritual triasls and suffeings of the men, are but one

EXEEY aﬁa the same symbol for the descending path of the first period

of mercurial exrerience where 1t ssems that love's labors are lost,

¥

3
3.
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MEASURE TFOR MBASUEE

- Provost: Come hitkef$ girrah. Can you cut off & man's head?
kf - Clown: If the man be & bachelor, sir, I can; but if he be
¥ & married man, he is his wife's head, and I can never cut off a

““ﬁdﬁa§‘s head. S (Act 1V, scene 2)

¥e shell keep this saying‘of‘the ciovn in mird to helyp us

through the meze of motives of this meaningful comedy.

Measure for Measurs, in its sericus tone, bordsrs on tragic

intent . ' '
mood. In its spiritualAFXXEmpiﬂthe comedy strips naked all worldly

aﬁthority arid morality and brings it to its own shame. Prom the view--

if- ~point of ite artistic workmsnskip the comedynhas theatrical‘sﬁrpfésémmﬁ
; ef unsurpsssed effect.
52 o | ' Measuré for Measure has been till now little avoreciated be-

cause the symbolic backgreund of the play has not been understood.

.

. R : . ‘
will it be undefstpod 20 soon. A special study is necessary to prove

.

| ~in full that the underworld of seducers and bawds brought to prison

scaffold and gallowd, is & greotesque symbolic caricature of the agents .

of the mystery itéelf. From this vackground is the theme of the play‘f
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spirit. TWe outline here %z merely tlepoint of view to follow for the

study ‘ - |
oriticalﬂgﬁﬁﬁxxzmm&img of the play.

The motive which the Dke had for making Angeloe the representa-

;jﬁive of his government in Vienna, has in our EREE opinion not yet been

fully considered Trom the viewpoint of the conflict between the Duke
and Angelo. And vet this conflict moves the play and brings to the
sﬁrfaoe the thestriesnl surprises. So far as the literal text proves
it, the Duke tries Angelo, whom he believes to be merely a ’seemer’.
Wnen the shameful action of Angelo is unmaskéd the Duke says of nim:
Twice treble shame on Angelc,
To weed my vice and let his grow! {Aet 111, scene 2)
. _ upon himself
In what sense can the morally and spiritually unspotted Duke takekthe
vice of the city of Vienna? Theré is a strange monologue uttered by the

& a
Duke ot &we momsnt when Isabella has taken Mariana aside to tell her £k

that she, Mariana, who has been wronged in love by Angelo, will have to

' )

spend the nigﬁt wityr him instead of

'Isabella, whom he expecte. This intrigue is instigated ﬁy the Dke him-

self, who stands there in the disguise of a friar, the devoted servant

of two women wronged by a self~rightecus man. The Duke says{

Congr e e e \,rf——--'_ !wa.:ﬂhg{-ﬁ:-m- 3&?3;



"~\;ﬁme&y for conscience where the demlurg is defemded as t“y

E 3

0, plaece and greatness, millions of false eyes

Are stuck uron thee! volumes of regort \

Run with these false arid mest contraricus cuests

Upen thy doings! theusand 'scapss of wit

Make thee the father of their idle dream, -

And. rack thee in their f?nczes..rv.ﬁxxzmmmiXxﬁxmxagxgm&ﬁ
{Act 1V, scene 1)

Thésé words sre not anchored anywhere in the mction. The
. - . ‘ * '.“l‘ B
Duke here gives utierarnce to something which hovers abowe the play: The
mystery in the teeming city whose demiurgf is the Duke himself. He is
tne centre who identifies himself with the'place ard greaatness of the
, , pOﬁitlon .
world itself. He stands in a @ikwakizx of silent dlsaretlon' no wordf,
ne tale can convey the secret of the spirit. He alludes to thetvolumes

¢f revort¥k, the 'thousdnd 'scapes of wit' which have mede it the father

of their idle dreeams and racked it in their}fancies, the bulk of liter=-

ature of Iiis own age which had grown out of the mystery. Shakesﬁ%&rﬁ

in writing this comedy commits spirituslily the same sin, yet artistical-

1y he dramatizes in paradoxical situations tﬁe,confljct of the demiurg,

! ’

with a1l owtward authority and morality. HMeasure Tor Heasure 1is the

cunning tempt-

Ere

From this point of view we can lock to the bottom of the strange
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motives Aﬁgelo nad loved and was engsged to Mariana. Wnen she lost k
her dowry on the death of her brother who was lost in a shirwreck, Angelo

left her. Not only the loss of her dowry had brought sbout his faith-
Joewind

_ 1esne§s; he pfetende@ 2180 "discoveries of rer dishonour! or 1evity.ri
Since she still mOUIT:S for her lover after five years, we can surmise
Ixm what the discovery of h@% dishonormight.havé kﬂnﬁﬁ&kﬁﬁ baem; Shake g=
j Le&re does\nét emlighﬁen ug directly on this point} bﬁtkhe dramat lzes

nower

wower, becomes the

it for us.  Angelo, once invested with the Dule's
gevere judge of a2 couprle who had lived in free love. The love affair

of Cimudie &% witk Juliet is decidedly the contrasting parsdlel to Mim
Angelio's _
Agﬂﬂ'relation to Mariana. Jullet, too, had no dowry, but Cleudio not

e 3
4

having regard for the oculward c¢rder of marrisge, had cornsented to live
with her in free love until time had nmade for them 2 &cwry. Juliet is
i in expectation of & chiid{ zr% when Angelo sentences Claudic for this

i assault to the morasl law. T4t now bécomek clear to an attentive reader
% of this comedy that the Duke, in investing Angelo with the moral rower

in erder
and autherity, cwningly tempts Angeloabo brirng him to confutation and

L
k
‘@

shame and to make him right the wrong which he hss done to Marians.

N

03

The moral probiem of the play becomes mors subtle slirnce Shakespeare doe

R S JE ST LR PP F Pt SR ST St e
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The Duke tglls. Isabelle ¥xxk"iis unjust unkindness thst in

£

all reason should have quenched her love, kusk hath, like an im-

pediment in the curfent, nmade it more violent and unruly.®

(#=% Act 111, scene 1)
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s
not. share the modarn point of view on free love. The cutwerd order of
wedlock is an outcome of.the natural reiatjon of =& wnan to & women, and

while the poet is 1enient towardg & natural relation at thé beg%wning

of & love affsir, yet Shekespeare is ethicelly convinced of the fact

‘

result in
yhet the further dmplicaticng of & love relation must ne ed s \BRENERNTR

v

the cutward order of wedlock. The questicn of the moral problem of the

{

rlay 1s the mere to be treated with cmutlicusrsss

Erey
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far from the method of & modern dramatist who writes a so-callied

"

rroblem play. Moral problems in the sense of mere dilscussion are nob

after Ehakesyesre's tasts. Moralilty is for Sheliespeare a settled at-

titude withdg%wﬁ from the clatter of worde into the gilsence of watehfud

. o ‘ _ dialectie
cengclence. Shazhespears proceeds not with the logic ofhddwected dis-

-cussion, but with the lcgic of symbolie gituat iong, and it seems to us
C would . s
that Bhakespearerather grefrxzxizm be misunderstood than Em use zErsx™.
. B ' N i :

?
rersuasive sreaching, what he called in his sonrets "o sell his purpoese
To digover the moral kernsl of the play we must try to find the logile
of the symbolic dramatic situation.

There is one significart fact in the play, it seems to us, #

Trom which the loglc of the play can be ssen. Angelo, entreated by
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‘Isabells toﬁfpérdon @he sin of Claﬁdio,‘ﬁer brothgr, promises to do so
1f she wil;'comsent to give herselif to him; " Bhakespeare tﬁkes great
care £o show the pure, unwavering attitude of Tsabella, for whom im-
‘_mﬁculéte henor and virtus is‘the'essence of har'lifa; She does not
falﬁer one mﬁmant-aﬁd she becomes 8till mérs inflamed againgt the pro-
rosal wh@n her brother, in spite of all spiritusl comfo?t against
deathy' whick he received from the disguised duke, entreats her to
save his wife Dby su¢b§tt5ng Lo plaudio‘ It needs the intgrference
the

¢of the duke to give her seeming consent to Angelo's proposal, byﬂsub—

stitut ing of Meriana,whom Angelc had forsaken. The intrigue succeeds.

Teo
mzﬁx The great surprise not only of Isabella but of the public &
: _ , : ' ot
Angelo®™} ordewf to execute Claudlo nevertheless. This unexpected exe

ecution of Claudic, in spite of the promise given to Isabella, is the
merel c¢limax of the play. From it can the desper thought of the cdmady

¢ )

be inferred. Di¢ Bhakespeare intend to heighten the rascality of

Asngelo? He did not need to do it, since Angelo is sufficightiy unmadked

*

when he has made the proposal to Isabella and ig focled by the iﬁtrigus

]

of the Duke. The possibility'of B odmic devel opmert without this

oriaer is greater than with it. It can easily be imagined how much more



cheerfyl the comclusion of the comedy ®euld be. fngelo is too out-

. have hﬁaped ‘
-sﬁandzng & man to keEr upon him nesdlessly such a horrible crime as the

.

ordsr for Claudio's execution appears/ to be, if ER the motive were not
‘ an indication of

5 osurreme iliustration of the logic of his character anﬁﬁyhat seemed to

Angelo his moral conviction.

v

 oRsbmy ' :
wkenxrexkeresgdnstieneekixefxfiandiukngrtekex | Whar the Duke hears

which she has rafused

of Angelc's shameful prorosal to IS&bEliﬁ,Nhé defends him Wﬂwnﬂw before
Claudic;

Spp,I haeve ¢verhesrd what hath gassed between vou and your
gister., Angelc had never the purrose to corrust her; only he hath mede
an essay of her virtue to practice his judgment with the disposition
of natures; she, having the truth of honour in her, hath made him that
gracicus depial which he is most glad to receive; I =am corfesscr to
fngelo, and I know this to be true..... {dct 111, scene 1)

The words of the Eukké, who states he B the gcnfessor of Aﬂgelo,
a'transcription of the fact that he is his mercurial raster, throw a
light on Angelo's charaéter. The ccnflict'betWewn the Duke and Angels,

the 1&tter 8
“i&kﬁ&tXﬁﬁﬂXXﬁﬁx is no%NFKE levztv of conduct but his

severity in judging the levity and-dishonor of Mariana, to whom he had

denied that love which Claudio had giver to Juliet. A peculinr

+

temptation is in store for him $0 bring him to the dnsight of the im-

morality of his self-rightepus morel princiilies. Of nis motive be-
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"hind the arder for Claudio's execution, we hear from Angslo the follows

weeese He should have lived,
Save thst his rictous yauth, nitb dangerous sense,
Kight in the time to come have ta'en revenge,
By sc geceiving a dishoenourtd life
With ransom of such shame. Would yet he had llv'd'
- : (Act 1¥, scene 1V)

His broken word of promise to Isaballm does not zive him the least
cause for repentence. There is no questicon for him that Clavdioc, in

living with Juliet without the outward order of wedlcck, had dishonowed

his 1ife, Bven at a moment when he had stzined his owm Nonor in seduc~

:

as he belileves, ) .
ing Isa0r+1w,hvh,ch he confesses to himself &8 a shame. The order for

Claudic's execution stands for the infinite hypcerigy of SMETEERIIRTCr

.

Angelo's soul which is rdot willing to give up a dry moral code mxemxzk
Ermxexpensayef which is dearer to him tha#t his blood-warm consclence.
sngele has no real rslation to the woman who loves hilm, ocut of which the —

morality of & man can develop and grow. He has a strict relation to
]

~
.

soclety, to justice, to all exterior recoghized valuea. EHe ls negsative

é

thgre wheré the heartbeat of life Justifies the upholding of thess values

According to him honor lies witl men and not with women It dcoes nat

manly
come into his mind that to bear the ,gesrcnsiblﬁnty for the love o@ & wo -

s

msn is thé source from whrich bhe honor of men flows. He interprets



i

on his horn the word good angel tONj”

this world except taamhiagé@mwwﬁmhbang ladckh is in the heart of maﬁ).”

b .

¥eriena's insistence on love, even skxkherexpewmsx without wedlock, as a

sign of dishoncr and levity. Sincs women have no honor, no word of

need be kept with them.

Iszbella in seemingly submitting to his pro~f

cpossl only confirmeg hils convietionf that women have ne honor. Angelo
5 . &

is not a mere rascal; he is a demon of cutward rightecusness and sums up

ah

ip his position the moéral criminality of all ocutward auvthority, based
only on the letter of the law. He is the stubborn soul'ﬁﬁo regsists Hmmx

to recrezte that law in splrit whose letter he knows by heaart, Ha is

.

“thus the devil of the aunthoritive morality of the world Who has written .
¥

disguise

the devil's
crest.f/ thskx

But the eriminality éf thig morsl officialdom 1s only dormant.

Angelo zbould have lived ﬁhe_life of a seif-righteous man, vnspotted in

< ! I '
Liis honor and unmolested In his conscience, Had he not met his master,

3

N _ | !
the tempter, the confounder, who brings man down in order that xhgﬁ’may

B

worthily rise, In investing him with the power of goverrment, the

Duke leads him to the 1nﬁight that there is no ésgential govermment in
héuv{ M”WM
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and.ﬁhat nofm@m ;an save the'méraiity of sex  execept by protabtimg the
woman he loves. In @hé port rayal of the‘Duke's action we find the
cunning dissimi;atﬁsn of mercurial masﬁery; to bring those ﬁroumd Tiim
to insight and selféknowledge, he exposes himself to hé miéunderstood
Cto = degree that @?ouses dﬁubt not only‘of his oharagter, but of his
intelligencé. He is intentionally ridilesome and selfwcontrédicting;

irgekweBscalus: Every letter he hath writ hatd disvouched other.
Angelo} In maost uhevan*and'distr&oted manner; Hig actions

ghow much like to madness; pray heaven his wisdom be not tainkedl
(At 1V, scene 4)
Only those who serve him Ffaithfully know what kind of = man

he is. Bscalus, the ancient lord, the ever-watchful cornscienticus

man, whom the Dike assigns tgibe mmxE® Angelo's right

hand, tells the disguised friar, who ig the Duke himself, of the lat-

ter's character: o . )

' Esoalus; -One that, above all other strifes, contended ssyecisnl
‘ -1y to k¥now himself. | |

Duke: What pleasure was he given 107

analuaé RatlYer rejcicing to see another merry, than merry
_at-anything Whiéh professéd to make him rejoice: a gentleman of all

L emperance.s.e .. (Act lli, gcene 3)

ey R e i e e ot s s s i R« 4 e a1+ e
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He is an iliuminated man ngt lighted for himseif, but & man genergting
f : virtues in others, Angelo is not go; he is"a motionﬁyungenerativef“;
a8 tﬁe ?alkative L@cio 8avs df him;' No begetter; The Duke treats‘
,fali persons arcund him in a2 homeopathic way, sc¢ tﬁat they belleve they

-Seqﬁn him those fzults which they themselves have. The Wigh compliments

VvV N

which the Duke rays to Angelo are from the outstart, ironic and crafty.

The Duke"pays with falsehood, false exacting™. (Act 111, scene 2) He

i | applieg"craft againstrvicev' The men who has the simplicity of a dove
towards those whoﬁare true, is ths fempting serpent towards those who

are inwardly false:

Duke: O, what may man within him hide,

- Though angel on the outward sidel (Act 111, §¢ene 3)
The‘ﬁké himseif, and not Angélo,:is thé‘enaqtor of gt rict statues and
moet biting laws, ﬁhe naedful bits and curbs for hagdstrong‘steeds“.
(Act 1, scene 4) Angelo is the hea%stréng:steed who 1s to be tamed

igkxwikk the Duke's strange

by needful bits and curbs, and
A .

his mast er!s vice,
actions flow from his conTlict with Angelo, who weedar\as we have beani

the Duke say,,and $0 Angelo refer the verses where he says t¢ Friar

Thomes:

The baby beats the nurse, and quite athwart
Goes all decorum. : {Act 1, scene 1V)
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Thg whele action of the ;1ay'is_deviseé %8 an aﬁ?%nsetérthe mefdu;ial
temptations of those mén of whom Escalus says:
Some rise by sin and some oy virﬁue fall. (Ast 11, 8cene.1)
Trom the viewpoint of the mercurial ‘temptation ié trhe symbolic
invented with
ﬁackgrcﬁnd ﬁf prison scaffold and gallows,AFhe lower figures of bawds,
prigsoners, henchmen and constahles: There is much talk af.the cuttiﬁg
off of the heads of men who die as pacheloré an@ revive as hushands.
Tﬁé humor of the lower figﬁres.of the comedy, the bawd, the clown, thé
henchman Avhorson, constaﬁle'ﬁibdw, anﬁ the foeolisgh gehtlemén Froth,
tg%gge in é'mhﬁxxﬁx chiare o;cdrc of ligentious wit, is derived £rom the
tﬁeme‘of the play iﬁself, as éaricaticﬁres of thé agerts of the myéte;y;
| to the immorﬁl characters
Hernce the ambigulty of expression which gives pra%seApy reviling ftken.
They diaguise, according to thélliterary tradition which goss back to
Gren$ﬁif not farther, asﬁﬁeric allusions in a slang of criminal profes-

t

glons, It will require, fromthis point of ¥iew,.a long study to Zimswm
an . ‘ '

Acover the symbolism of this esoteric slang. The clomn, Pompey Bum, £
figures a8 the helper of the bawd, and 1s by profession a tapster. "ﬂge

tapster is an esoteric pendant to the wife or daughter of an innkeeper

"who chronicles small beer?, Alcohel is from time immemcrial the svmbol :
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of the dionysic spirit. The baﬁd is not a mere realistic figure, she

it is well
is & mystlcal bawd, anamua-M'r a3

G reoall
rimkrkackirks? trat nysticel bawdy

house of which Middleten speaks in his introduction to the Roaring Girl.
When, for instance, the tawd, seeing Ulaudio brought to prison, says to

two gentlemen,

e...THere's one yonder arrested and carried to prison was worth
five thousand of you all. (Act 1, scene 2)
she praisss him not as lmmoral customer, dut a8 a man whose mercurial

the = .
en,\mmm inform~-

experience will bring him to worth.

of Lucio,
aticn ngxxxxxxhzxx whose illégltimate child she had sroﬁected ghe is

~ . arrested. With one word, Shakespeare introduces the bawd and her helpey

the clown Pompey Bum, &8 & symbel for the mm¥umy calumny of the mercurdal
agents by those who wers brought to contrition and sheme. The secrecy
&nd the necessary disgulde for the mercurial mystery%&s at all ages =xg

urgent becsuse its propagaters, although inspired by loftisst spiritual .

s

- alm, dwelt on a plane of consciousness wiich was "Jensedts von Git und

Boesed, While the mystery created morality it could nbt come “efore

‘ ‘ and
tre court of morel discussion. Only the mythica%\poeticzk‘symbol wa.s

ite adequate expression. Measure for Measure is such a poetic symbol
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of the myétéry,‘iﬁ conflict with established morality. "It were 8

lawful tradé if the law would allow it," says the clown of this kind of

L ' to have him whipped,
bawdry, When Fsoalus had threatene&A§3m3§n@ preve a shrewd Caesar to

if any complaints against him ghould come

_ uﬁ, the ¢lown says:

Whip me? Wo, no; let camem whip his jade;
The valiant heart's not whipt out of his trade. (Act 11, Bcene2)

Only'from the sym;o;ic,viewpoint is the deeper humqr of the desprilesble
asﬁect of life dr&wnf' Thé clown gives utftsrance to the cqmﬁrasts of
Angelo'ts g&vernment and_éhié kind of bawdry which he callg the "merriest
usury";

'Iwas never merry world since, of two usuries, the merriest wms

put down, and the worser allowsd by order of law a furred gown to keep

him warm; and furred with fox and lamb-sking, too, to signify that craft,

being richer than innocency, stands for the facing. - (Aot 111, scene 2)
0f course, Shakespeare had bo be very careful on the ground of
ysuch & sliprery symbolism, and he was by prainting the inferlor persconages
an&by :
of the play reallstlcally,Agnﬁ giving the Buke and EBscalus ccceasion to

velce their moral indignation. The drift of thadt long scene where

Bloow brings in the clown and Froth for a hearing before Angelo and
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- Bscalus, la&enawith:that coarse hwmor qu@%§%¥‘¥;réens talking at ran-

£

Lot

dom B0 that pe one can understand them, has an undercurrent of defense
| It
of these characters. mhxﬁkNeomas out in the way Elbow int roduces them
, as twoe notorious bénefactors, misuing the word for malefactors, and fin-
ally admitting that Mistress Overdome is & respected woman, Pompey a
respected fellow, andthe house which he keeps a resPected house. It is
hinued by means Gf very dark runs, that Elbow himself had Eser mended
ot his relatior to his wife through thelr influerce. The inferior er-

s@nagas carry on symbolically the mercurial conspi&aﬁy‘and idea of the

plav.

v

Just as the bawdy houss txxaxﬁgmhgi with its rspreseﬁtétives
is & symbol for the agents of the mystery, so is the prison, with its
Frovost and-ité graesome henchman, Abhorsom. It s a.parabolic prigom

. ‘ ) ‘ [ .
for ghose who have been drawn into the mysterys tain fideles Gefdngnis®

a8 we would call it after ' _ |
kxkexRurRkr® \Johann Strauss!? operat%a The Bat. The Clown is arrested

r

for peing a thief, and ordered by the Provost tc become the helper of k

the henchman Abhorsom. Abhorson, hearing ﬁhat'the Ciown is & bawd,

) ' unzted in a'mystery!
wears that in &Cceﬁﬁlﬁb him as & helper the guild of the hanchmen Will

he discredited. The following dialogue ls carried on by these twe

LRSI S SR N Vo e e am e e e e . P P JR—



Chonorable fellows:

Ciown: Prey, sir, by your good favour, =- for surely, 8ir, a

good favour you‘havé, but that you have a hanging lock, =-- do you eall,
sir, your océup&tian a myvstery®
| BAbhersen: Ay, sir, a mystery.

Clown: Painting, sir, I have heard say, is a mystery; snd yar
whores, sir, veing members of my cccupetion, using painting, do prove
my cooation 2 mysteryr but what mystéry'fhere should be in hanging, if

I should be hanged, I cannot imagine. | |

Abhorson: Sir, it is 2 mystery.

Ciown: Froof.

Ibhorson:  Bvery true man's apparel fits vour thef: if it be

too little for your thief, your true man thinks it ig enough; if it e
too big for your thief, your thief thinks it little eﬂough; g0 every

L]

true man's apparel fits your thief. - (&et 1V, scene 2)

The esoteric meaning of this rassage seems to usg as-follows;
 The“C1own ¥z in speaking of paintirg 28 being 2 mystery and inferring,
from £h¢ faot that whpres use painting, that this profession is »

’

mystery, aliundes to the poets of the time whose expression &% was 2
~ ralimting and felgning, and as it were, a'prosfitution of the spirit.

The ®igker esoferically highér stiritual order is that of ﬁ hér chman.

The riddlescme sorhismx ®R which Athorson uses, seems t0 point out that

hanging is & sﬂvﬁzrdiscipliﬁw to which caught thlefes, mxaxswoieshed

it s 0 e e e omin s i i e+
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‘ ﬁhe initlates, are subjected. They must learn to put on.a true man's
‘ | , | |

apparel and become, whether they want to cor not,'thgroughly honest.

A true man's arparel will fit every man. The honest law, the true

or
mﬁn 8 arparel, has to fit evéry thief, may he be supﬂrnormalAsubnormal.

_Theré is8 no escape/ from the discipline of the 1&%. Having this ex-
planation, the Clown confesses to the Provost: .

. 8ir, I will serve him"for T do find your hangman is & more

penitent trade than yo&r bawd; he doth cftener a8k forgiveness.
{Aet 1V, scene 2)

Ag a matter of fact many of the customers of Mrs.-Overdom's

house are now inhabitants of the prison. The Clown enumerates them

all and alludes iﬁ escteric language which it is diffieult to unravel,
to their different crimes which they have committed:

veesss Bl greaf doers in our trade, and are now"for the
Lord's sake."® : (Act, 1V, scene 3)

. ‘with
The mock trial and the mock justice,@ﬁ&xxﬁ its continueus

! +,bearing
theme of beheading and hanging in this play,«xaxXxg no relation te the
idea of temporal justice , can be clearly seen from one figure: the

priaonef Barnardine, & so-called murderer. He has.been_in rrison for

nine years, drinking end sleeping away his timse. When sentenced to be

brought vefore the block, he declares he is not readyv flor execut lon.
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The way he is‘dealt with by the Duke, in comparison with the other guilty
' poetic thought of the
persong in the play, leaves no doubt that them?amedy has no relation 10
_the 3idea of temporal justice. The Duke sees that Barnadine is unfit
to live or te die, and finds it damnable to bring a creature unprepared ,
unmeet for death, to the block, - At the conclusion of the comedy he
is again brougﬁt vefore the Duke, who rebukes him for having a stubbom
soul "that apprehends no further than this WOrldﬁ','ana squar'st his
life according". Wil he remains condemned, the Dukxe giyxersz turns him -
over to the Friar to advise him spiritually. The h&ngimg'or cutting
off the head is accordhg te the logic of this comedy, an honor. Only
o _ are given '
those who are prepared to die«gxmxxhaxmxix this honor. Clandio has
undergoﬁe the imagindtive fear of death in prison; Angelo is threatened
. i 5 | | |
‘with it after he hasumarried Mariana; Iucio has likewise to marry the
womsys he has seduvced, after which he will Ye wnirped and hanged. It is
& kind of treatment whidﬁ translates these zullty ones from death to
Tife. As bachielors they are condemned to die, and as husbands they

are mirdemadx sentenged and pardoned. TWariano herself entreats fer

Angelo and defends the mercurisl temptation which brings man upen the
®

descending pathe

e

i L B L e e oms s | e e e s o e e e
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They say, best men are moulded ocut of faults;
Apd, for the mest, hecome much more the vébter o
For being a 1ittie bad: so may my husband. f{Act V, scene 1)

Isabella herself defends‘Angelo. She sees in the death of
Lucio, which she believes[ éb have occuréd, a Jjust pﬁnishﬁent for the
offensé of the law, and entreats for Angelo, since he is convicted
only for his wicked intentions which, like thoughts, are not punish-
able. The advantage of the extremely sﬁilful and thestrical arrange=-
ment of the plot is that Shakespeare, in defending the teﬁp&tion of

the mercurial mystery, conveys that no tittle of the law is te be in-

¥

for Angelo ‘
fringed upon. This mercurial temptation,is exemplified KEwmmphxilrer:

S in the figure:of Isabella. The two gcenes where she entreats him
. want wiak to

to pardon her brother's sin and tempts him unwittingly toAcommlt that
sin'wﬁich she wishes to see pardoned in her brother, are written with
the most pathetie irony, for the jocus severﬁs, the serious joke of
the merocurial mystery. Sh&kespeare‘q own invention, tc substitute
later the wronged Marilana for Isabellé,‘makes it possible for the
poet to defend with rhetoric pathcs the virtue and honor.of women £zx

whemxantyskke whose destined tragedy it 1s that thelr virtue and

honor dpeat the mercy of the men whom they love, From a deeper point
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' of view Isabella and Mariana E¥S\one persoh, as genuine in her saintly

as '

¢chast ity and virtueﬁgkixh Isabella's character portrays, 28 true in
B : - | .

ner love to Angelo which we see in Marisnd. In Gir81dl Cinthio's

- novel, &8 Well 48 In Whetstonés/ Promes and Cagsandra, wherefrom

Shakespeare took the subject matter of the play, Isabella (Bxitia--
Cassandra) actually zives herself up to Angelds desire. It better

filtted Shakespeare's xmekim imagination and roetle tact to have two

- women instead of one, whereby he could separate the saintiliness of

womanly nature and the love in womanly nature, %he siéterlyj%éture

and the_nature acoording to the destingyz of theirlsex. Shakespeare
derived'immenée @r@mazio.advant%ges.from thils separation, but ffom the -
fiewpoint'of the inner thpugﬁtof thé.camedy this separ&tion'was of
no great account. Wheﬁ Isaﬁél;a, the maéterﬂnistfess of this play,

has left Angelo, he feels that he is tempted by & curning enemy:

* +

0 cunning enemy, that, to cateh a saint), .

With saints doth bait thy hook! Most dangerous

Is that temptation that doth goad us on
Te 8in In loving virtue: never could. the strumpet,
With all her double vigour, art, and nature,

Once stir my téemper; but this virtuous maid
Subdues me Guit&.es.. (fct 11, scene 2)

The efféct of this temptation is of a double nature. Angelo 1s to be

Cbrought ¥o dudge the sexual relations of other people, and he is[ to
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I

" e brought to recognize the spiritual guthority of the mercurial mastsrs

Great men may Jest with saints: 'tis wit in them,
But, in the less, foul profanatlen. (Act 11, scene 2)
Angelo nimself isthe saintly hers of this jest. A =elf-rightecus nature

as a5 law a8 mere
like Angelo’s, in recognizingpa dry moval code above nlm,Agmmx Yhantom

~of justice, rebels zgalnst one spiritual fact where living religion be-

ging. Every living ferscn carries with him definzte syavituwl rank,

ar:d there is for EXERZINEXEXE = Seeing eye a hierarchy of spiritual

rank which leads up to thejhighea@%piritual autkority or: earih, as it

18 in heaven. IGF e carge. HRene. e wet anaamﬁ o ,:ul: Eh degrees wk of

are merely a vilifisatitn of this spiritunl 1ire sense.,
ranks according to the custom of secular or clerical institutions. The

hiera;c 1y of ranke& values, ag Dante had Woﬁked out poetically in nis
Divina Comedis, is latent.in tﬁe scul of évery person and répresented
by all the rersons each individual knows; The idea of the 1i ing
hiér&rchy of spiritua;'rank in human‘groﬁrg ﬁemiﬁateg Shakespeare's
roetic 1ife ﬁcrk. It.ié s¢ to speﬁk the agtrol?gical basis, his.in-

»

tuition forthe destiny of characters, In this sense Tsebella Fmmimiwx

rrringaim warns Angelo to think himself alike to

. great Jove, It I8 & plea to find one's own master;, to submit to him,

and to hal Liim; then to set onesel? up ag indernendent auvthority:

. Bt e e AL e 0 B et i e PP o = R

.
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Could great men thunder
As Jove himself does, Jove would ne'er be wuiet,
For every pelting petty officer '
Would use his heaven for thupder nothing out thunder.--
Merciful heaven!
Thou rwther,,thh thy sharp and sulphurous. bolit,
Splitt!st the unwedgeable and gnarleu oak
Than the sofy myrtle; -- but man, proud man!
Dress'd in a 1little dbrief autnorlty -
¥ost ignorant of what he's most assuresd,
His glassy essence, -- like an angry arpe,
Plays such fantastic tricks befere high heaven
As make the angels weep; whe, with our spleens
Would all themselves laugh mortal. : (Act 11, scene 2)

In a aimilar sense is the day of judgment and the pogsibility
for Angeletls reblrth recalled to him:

‘ Igabella: Alzsl alas!

Why, 21l the sculd that wers forfelt once;

And He that mighkt the vantage best have tock
Found out the remedy. How would you Ye

If He, which is the top of Judgment, should

But judge you as you are? O, think on that;

And mercy then will breathe within your lips,
Like man new made. (4ct 11, scene 2)

The symbel of the cross ds the symbol for the unlon of a couple brought
togethsr thrcugh the'ﬁaradaﬁfof the 1ife mystery, is indicated when

Tsabells takes leave from Angelc after heir first mestirg. 8She assures

" him that she will brifie him not with fond shekels of the tested gold

af}(MAng mmf‘v g tg

or stones, but with true prayers w%ose minds are dedjcate4m3$k nothing
i

temporal:

Isabella: Heaven kesp your honour safel
Angelo. . Amen: for I
Am gxing that way goling to temptation,

Where pravers cross, (Act 12, scene 2)
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end through her becomes & oriminal. At the.end of tle play he falié

at the knees of the loving womﬁn; who kreels for him ot the throne of
hesvenly justiéelzzxmaxkh@hergsSh&kespeare=traaﬁs feﬁpor&lujustﬁce with
ireny &8 the rﬂugh g&r% of‘the~b0d§ pol@tié;he ofganises in hiscplay
sPiriﬁﬁal idea of juﬁtiéa tﬁ an‘eﬁtremely fine  degree,vwhere the actions
cf(ail persons ,f#pespecially of £he'superficialiand talk&tive~Lﬁ@ib and
of ﬁhﬁ énest provost; are weighed on the finest scalbs;?he way hxm‘thea

denies his authority
Duke” in the:dibguise of a friarsand in the same time ssserts it, belongs

Sliskxegrearst's o
to the finest:traits of FHRE tYeat re. ol SHlEEEEdNE L.
{ -If once we have caught the symbolic idea of the play as the

arraigonment and acquittal of the mercurial center, we can come nearsr

the cause of that bitter mood in which the comedy Memsure for Weasure

L wals written and wbacb has not r@mslred unnot:ced by litarery critics.

The cause of thie bitterness seems 1o us ex rresaed ir the folﬁcw:rg

et

lines which the Duke, disguised as = friasr, says to Escalus:
! ’

s
.

Bscalus: What news abrozd i' the world*®
l,Duka:' Fone, but that there is go great a fever oﬁ goodness,
tth&f the.di5561gtian of it must c@re it: novelty is only in reqﬁest: and
iﬁ is as dangerdus to be Hged in any Tind of course ag it is virtuous
'to be constant in any undertaking. There 1s scarce truth encugh allve
tQ mare socletles secure; bul security encugh to s @ fellowshiy &c-‘

c .




man and woman, in that second

‘metasthical :
There is somethilrg thcF goes to the 1a8tAMKﬁﬁghyaxnwk relation batweaa'

meeting
4?§§ﬁﬁ where Angelo dEkExxFRErREndtEXeny PRy

frewing tells Isabella‘that Claudic will 1live if she will consent to

v

love him: .

*

_ fngelo: You seem'd of late to wake the law a tyrant;
And rather provéd the siiding of veour brother
A merrﬁmpzt than a vice.

IsabelLa: 0, rardon m&, my 1ord 1f oft falls out,
To have what we ﬁCLAJ have, we BLeRk not.whaﬁ WE menn
I something d¢ excuse the tklng T nhate _
For hi ;ﬁvwm zge trat I dearly love. .

Ahé6¢0' e are 231 frail.
Isabellisn: Else let my brother die,
IT net & fecdary, oug,only he
Owe, and succeed by W 1$ness,

Angelu: | yay, women are frail too.

oy
0
“§

Isabellia: Ay, a8 the glasses where they view th
Which are &8 easy broke as tley make forms.
Women! ~-Help Heaven! men their creations mar
In profiting them. Way, call us ten times frail;
For we are soft as our complexions are,
And credulous to false prints.

selves,

Angelo: I think it well:
And from this testimony of your own sex, --
Since, I suppose, we are mads to be no, strengar
Then faults may s%&ae ‘cut frames,‘f; Tet me be boldy=-=
I do arrest your words. But thdt you are,
‘That is, a woman; if you be more, you're none,
If you be one, -- a8 you are well express'd |
By all external warrants, -- show it wnow
By rputting on the destin'd lilvery. (Act 11, scens 1V)

Measure for Measure hnsa motive which was the moving idea of

’

the mmfwemk the 1ife-work c¢f the emirent Germen peet, Fﬁﬁdérich Hebbel:

& saintly woman kindles love in a man who believes nidmself +¢ be g an int

T T o ST CI AT RN SO R S TP ORI B T T S BT R I P ERRP I E B S cIC Py e S OICER
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cursed: much uron this riddle runs the wisdom of thes world. This news

‘is 0ld enmonwgl, vet 1% i every day‘s‘news. I yray you air,_of what

disyosition was the duke? (Act 111, scene 2)

. - : .
The last Guestlon, the answer to whilch we have already gquoted,

helrs to bring Porwsrd the differerce between a man. who tries to come
. .

“to self-kncwledge and those vho are cut to mend the world. The deep

remark thatTthere is scarce trutk encugh to make scociety secure bub

security encugh t¢ make fellcwship accursed!, seems to refer to Shakes-

for ¥ezmsure is ar artistic expressicn. The satire tkat there Is a
great fever on goofness, that the dissolution ofr it must cure it,

seems To suggest the mmdm mood of the‘age, which brought forth the

-

“peare's conflict within the cirele of his borndfellowe, of which Heasure

e

Rosicruciarn manifestos of how to reform the universal wide world. The

cunring phrasing that the dissclution of goodness must cure the fevér,
is centered in the themé of thre play ipself, which shows how Angelo is-

.

brought down by the tempiaticn of the Bike. The satiric t@ﬂutégainst

the age thet only novelty 1s iIn request Instead of the never-changing

W

gtemal truth, and that it is dangerous to gxmgmﬁﬁ vurgue in virtuous

e

H
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novelﬁiesgf{xﬂxkxxmxikﬁsfa confounder of khis owrgand his friends geod

gifts," g0 he writes to Syenser of a man whom he calls "the olde mmmmkyg
OF ferme. '

Controllergt, The atmospher@bf the time, as Farvey felt it, cannot

¢

better be illustrated thed by'the‘lines in the sane letter to Spenser:
"The Gosprell taughte, not learned: Chari{jelkey eoclder nothing good, but
by Imputaticn: the Ceremonisll Tawe, in worde abrogatedé the Judleldall
in effecte disanrulled: the ¥orall indeede abandoned: the Lighte, the
Lighte in EVery eI Lirres, but marke me their eyes, znd tell me, if %k
they lccke not liker Howletts, or Battes; than Fgles: as of olde Bookes,
Bo of auntient Vertusg, Forestle, Fidelitie, Equitie, newe Abridgementes:
every dGay freshe span newe cpinions: Heresie in Divinitie, in Fhiloscrh-
ie, in Bumaritle, in Manrers, grounded muche uron heresay; Doctors
contemred: thre Text kncwer of moste, understood Bf fewer magnified of
ail, practiced of ncre......" (Works of QGavwriel Warvey, the Huth

Library, Vel, 1, page 70)
The idea of the titie of XkmyxZsy the play Measure for Measure
ls expressed by the Dhe to Angelo at the end In the following lines:

Haste st&ll pays haste, and lelsure answers leisure;
Like doth quit like, and méasure still for measure.
. {Act V, scene 1)

~ It refers to the mercurial attitude of homeopathic treatment, and Is to

v, fourd in a similar sense in Harvey's writings?
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It is cur corntentlon trat in Harvey's writings can be found the germe

inal worls which gave to the cutstanding artistic productie=s of tre
e
Gge s ethical accent. Rimxt
The theatrical effects of Memsure for Memsure are g0 bewild-
ering that they lerd a way from its central idea, We are ag yet

1ittle accueinted with it, =nd It wculd require much further study to

disenteryie the cunningly woevern threads, A theatrical performance

with the right prevortion of lights and shades could bring it to unex-

+

spected success..

JEETS
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TWELFTH NIGHT; or., WHAT YOU WILL.

"How Mercury endue thee with leasing, for thou speak-
est well of B olsl " S50 says the Clown o Olivia who blames
Malvolio that he is sick of self-love, and does'not take the
fooling like those who are generous, guiltless and of free disposie
tion. "There ig no slander in an allowed fvol, though he do
nothing but raily nor no railing in a known discreet mam , though

do ‘
he &0 nothing but reprove." (Ack 1, scene 5)

Mercurial ® oling and mercurial discretion, railing and

reproving, are behind the comedy Twelfth Night; or What You Will.
o ' mer

The first part of the title excuses the mrpurial practice of taking

away man's wit in order to restore it with the sdirit of that time,

which wag the preluﬁé to the merry season of Shrovetide which was «

passed amid\nu?tial jokes akin to those which Were_ﬁhe ountcome of

4
i

mercurial practice. The'Bean King"' who was elected by the lot of
a bean whidr was baked in a cake, had to select a queen,and establis
ed 2 burlesque kingdom where everybody had to obey him. This

tradition seems to be a cerdémonislized residue in subcenscilous memor

of the nuptial mystery of the humsn race. The gecond title,

s BB ‘_ e e e
J@;ﬁ*ﬁ‘@%{uawwfm"‘i’“‘“ 2 T
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What You Will, seems like the title of the comedy As You Like It, not
to refer to the relation between the play and thepublic, but to the

plaYers in the comedy itself, - Malwlio is en overbearing evil wisher

- and the spirit which he bears towards others revenges'itself on him,

At the end of the play three couples are united according to the wishes
_ men
of the women, to which the will of theﬂxmx complies.

Dr. Hermann Ulrickdi, in trying to find out the leading idea
in the comedy, suggests that the play is centered in the Clown. Yet the
Clown does noit mrticipate in the action and intrigue. His mereurial

and muiy ¥xk his -~ radiate
consciousness and observatlon{&$xx spirit mxixxixxxx,@s centre of the
play. He wisely remarks that he is not Olivia's fool. This xEWXFIGL
wx role will fall %o the lot of her future husbm d. The Clown is merel:
her currupter of words. ' The corrupting of words, the unmasking of the
through - ' ‘ was
inner 51tuat10n of the souldﬁnamﬁ skllful fooling pretensestExE Just

exactly the mercurial practice. He is the most gserious thinker in the

group which thefomedy presents. He is not carried away by gﬁ the

imaginary emotions of pebple around him, and he dogs not flatter
their inclinations which make them blind to themselves. He provokes

through disereet attitudes and paradoxical statements, the persons
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around him to self-knowledge into the insight of what is good for them:
The best.examplé for his metho@ can be seen in hisbehavior towards Mériao
She scolds hlm tgat he has been so long absént froﬁ t&ehcvse and tells hlI

his lady w111 hang him

th&tqz?'- g~ for it.  Maria likes fooling and she betrays an

inclination for the £8m Clown. He answers Exyiy with a dry humor:
Mary a good hanging prevents a bad mafriage..,. (Act 1.scene 5)
And he continues then seemingly, without any o nnection:

eeve Well, go thy wayjy if Sir Toby would leave drinking,'thou werk

as witty a plece of Eve's flesh as any in Illyria. (Act 1, scene 5)
As a matfer of faét Maria,narries sir Toby at the end of the play. Thé
Clown had hintingly brought Maria to the ingight to save Sir Toby.‘
The introduction of the romantic twins Viola‘and Sebastian,
who léok alike; and Viola's disguise as a man, give the poet ﬂné w:casion
hks |

for. the development ofpskExr mercurizl psychology. The bisexual components

in the figures of the two maih couplés, the Duke and Viola, OllVla al
Sebastian, are thus =m 51gn1fzcant1y p01nted out. Olivia, who has fall@
in love with Viola, and whose luck it is to merry with mercurial swiftnessg

Sebastian, is told by him, with reference tomher misdirected love for

Viocla:
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Sebastians So comes it, lady, you have ® en mistook:(To Oiivi
But nature to her bias drew in that.
You would have been contracted to a maids
Nor areryéuﬂ therein, by my life, deceived;
You are betroth'd both b a maid and a man.

‘Aﬁd in a similer way -is the Dule brought b;gki?§:§ the heaven of a senti-
mentd fancy to marry Viola, who in her diéguise af fmxx Cesario was but
the mirror for the Dule 's own manliyt femininity. The main plot of the
cgm&dy Tﬁelfth Nighthixxx is derived from the mercurial and poefic idea
of the time, that the love of women has the prerogative over the sentiment

2l love of mans

Olivia: Nay, come, I prlythee. Would'st thou be ruled by me !
Sebastian: Madam, T will. | (Aet 1V, scene 1)

Thus is the mercurial match concluded between Olivia and the surprised
Sebastian and in a similar sho t way consents the Dule to be ruled Dby

g ;
Viola. Olivia sudles Viola,whom she believes to be Cesario, with the
conceit of a sonneteer. Vicla~-Cesario confesses that she pities

Olivia's love to her:

Viola:s I pity youe.

Olivia: That's a degree to leve.

Viola: No, not a grisey for 'tis a vulgar proof
That very oft we pity enemies.



Olivias Why, ¥hen, methinke 'tis time to smile againe
0 world, how apit the poor are to be proud!
If one should be a prey, how much the better
- To fall before the lion than the wolf!
(clock strikes)
The clock upbraids me with the waste of time,~=
Be not afraid, good youth, I will not have you:
And yet, when wit and youth is come to harvest,
Your wife is like to reap a proper man.
There lies your way due west.

Viola: Then westwardehoe... . (Aet 111, smx scene 1)

mercurial
The whole passage iz 40 be understood oniy from thebeHmKXEﬁxXKg point of

‘ opinion,
view. YIt is better,/Aplzv1aggaxxxythat a men who does mot love should

fall the prey to & loving woman, than & woman who does not love should
fall the prey to 2 loving man. For & man in xkixx the first inetance

is a lion, and can show generosity; a woman in the.second ins tance is
only a wolf. The striking of the clock is a dramatic abbreviation of th
.motive of time, which playé so great a role in sonnet literature. When
wit and'youth is come té harvest, Olivia says to Violas that is, at the

time when a young, girlish boy had lost his venity, his wife is iike to

+ ’ >
s

Teap a Proper man. Heanwhile Cegario's way is wéstward. We have point
gd out on numerous occcasions tﬁat the weatwdrd course B the course of
the evolution to manly consciousness in ;he young initiate. The fairy-
tale theme that O0livia, who had loved Viola iﬁ vain, marries Viola's

brother, the pm per young man, Sebastian, is thus motivated from the
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viewpoint of mercurial psychology. A pimilar ironic mercurial prospect-

ive is given to the relation of Viola to the Duke. The Duke'is z senti

mental , romantic lover of @livia, carried away by his emotions like a

rassionate Woﬁan. " Near him is poor Viola, who fels the silent pangs of

love and whonis not permitted  utier them. Musie plays and the Dule
: o such

asks Cesario (Viola) how he likes the tune. He-she answers‘inﬁe manner

that the Duke guesses that Cegario is in love:

Duke: What kind of woman is't9

Violags Of your complexion.

Duke: She is not worth thee, then. What years, i' faith?
Violas: About your years, my lord. (Act 11, scene 4)
Here lies the special sonmeteering irony of the age. The Duke then ex-

presses the often quoted passage:na

Duke: Then let thy love be younger tha thyself,
Or thy affection cannot hold the bent:

For women are as roses, whose fair flower,

Being once displagftd, doth fd4. 1 that wery}hour.

Vielas:s And so they are: alas, that they are soj
To die even when they % perfection grow! {Act 11, scene 4)

recurs often

That women die when they grow to perfection Xmxam
in Shakespeare. S0 pays Helena in All's Well That Ends Well, of her love

to Bertram , 1o his moiher:
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-Helenat esese.. Oy then, give pity,

To her whose sitate is such that ecannot choose:

But lend and give where she is sure to loses

That seeks not to find that her search implies,

But, riddle~like, lives sweetly where she dies! (Aet 1, scene 3)

The androcentric point of view dén love is unmasked by
Shakespeare in its full romantic savagey . The poet.ihroﬁs his 1light
from various angles. The Clown sings that melancholy song about the

maid :

crueﬁ&mxxﬂ. The yearning for death and isolation expressed in this song,
characterizes not the Duke's love but his delight in the impossibility of
love, with its backward tendency towards the melancholy aspect of the
world. The Duke's trgafmen% of the Clown shows how this melandholy
pqison‘works in him to sepaﬁaie him elf from théSe who serve‘him.

The Duke tries to get rid of the Clown by paying him Hr his "pains®,

The Clown replies:
Clown: | No pains, sir; I take pleasure in singing, sir.
Duke:s Tt11 pay thy pleasure, then.
Clowns Truly, sir; and pleasur? Wil} be.paid one +time or another.

Duke: Give me now leabe to leave tgee: - {Aet 11, scene 4)
The Clown jystifies the mercurial temptation éor fellows 1like the melana
‘choly‘pukea'

Clown: ¥Wow, the melancholy god protect thees and the ﬁailor make

thy doublet of changeable taffatad, for thy mind is a very opall =--- )
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would have men of such coﬁétanéy put to sea, that their business might be
everything, and their inteﬁt‘everywhere; for that's it that'always makes
a gqod voyage of nothing., -« Farewell. (Act 11, scene 4)
| The Duke charges Cesario to tell Olivia that hé loves her

beyond any congideration of her wealth. Viola asks:

Violas But if she cannot love you, sir?
Duke: I cannot be so answer'd.
Viola: tSooth, bul you must.

Say that some lady, as perhaps there is,

Hath for your love as great a pang of heart

As you have for Olivia: you cannot love her;

You tell her so. 3Must she not then be answer'd?

Dukes: There ig ne woman's sides _
Can bide the beating of so strong a passion
As love doth give my heart: no woman's heart
8¢ big t0 hold so mbk;they lack retention.
Alas, their love may be called appetite,=-
No motion of the liver, but the palate, ==~
That suffer surfeit, o¢l0yment, and revolt
But mine is all as hungry as the sea,

And can digest as mudr : make no ® npare
Between your love a woman can bear me

And that I owe Olivia.

Violas Ay, but I know, --
Duke:. What dosj'tﬁou know?

Violas W&
to men may owe.
In faith, they are as true of heart as We .
XPumkxr Wy father lm d a daughter loved a man,
As it might be, perhaps, were I & woman,

T should your lordship.

g well what love women

Dukes ¥k And what's her history?

Viola: A dlank, my lord. She never told her love,
But let concezlment, like 2 worm i' the dbud,

Teed on her demask cheekd: she pined in thought;

And, with a green and yellow melancholy,

She sat like & patience on a monument,

Smiling at grief. 58 10 ﬁhﬁ§ love indeed?
pur shows are more tnan will: for 11l we prove
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Jueh in our vows, but little in our love.

Duke: But died thy sister of her love, my boy?

Viela: I am all the déughters of my father' house,
And all the brothers too; ~- and yet I know not. -- (Act 11, scene 4

Sh—sbatldobo-tils 2 iy 2

The Duke'ls savage brutality is then shown in the scene
he approaches Olivia with a soft complaint:

Tukes Still so cruel?

Qlivias 8till 50 constant, lord. (Act V, scene 1)
The Duke has a fit of jealousy and txrEvER £ els even capable of killiing

her, but decides finally to rob from her the man she loves, Cesario. Thus

he comes to marry Viola.

Justfes the figure of Adriane de Armade fowshadows ﬁhe
psychic situation of the male lovers in Tove's Labours Tost, so we find
indicated in the figure of the'madly used" Malvolio,the psychic situation
- of the mercurially fooled male lovers. Thelmercuriallmystifica%ion of
a man who takes it amigs is shown kexw in ﬁim. He falls into a ra%ing
mzdness and yét he =mx® assures th@t he is ﬁoﬁ mag e The Ciowm Who vigits
him as the Curated Sir Topas tells him that EEXXﬁ it is not hig chamber

where he is imprisoned that is dark; there is no darkness bat ignobance.
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The comic examination of Reix Pythagoras has a distant bearing on the
mystery 'itself:

Clown: What is the opinion of Pythagoras concerning wild-fowl?

malvolio; That the soul of our grandam might haply inhabit a bird.

Clown: What thinkest thou of his mpwt opinion?

Malvolio: I think noblyg of the soul, and no way approve of his

wpEZopinion.

Clown: Fare thes well. Remain thnouw still in darkness: thou
shalt hold the opinion of Pythagoras ere I will allow of thyy wits;

and fear to kill a woodcock lest thou dispossess the soul of thy grandam.

Fare thee well. {Act 1V, scene 2)

Haivoliot's statg of mind is a comic exaggeration of the
kind of madness whit Sebastian fears in consenting to the mercurial
wedding with O0livia. In Acﬁ v, scene.S, the monologue of Sebastian
leads up in all the sentenses ﬁo the words médnéss and ﬁad.

Antonio, %k Sebastian's friend, is Wiﬁa a few strokes hinted
2t a8 being the causer of the mystification.; He istarresﬁed and brought
before the Duke: | ' p

1 Officer: Oregino, thig is that Antonio

That took the Pheonix and her fraught from Candy:

And this is ke that did the Tiger board

When your young nephew Titus lost his leg:

Here in the streets, desperate of shame and state,

In private brabble did we apprehend him. (Act V, scene 1)

Antonio as a pirate of the Bhnoenix and the man who boarded the Tiger,

has two mercurial symbols b TP e 3 B B L 5 A L A ofrthe dionysic mpEho



w11

mystery-wriften on his facs. The initiate who had fbught himsgelfl
through the mercurial mystificatién is often represeated as a soldier who
has lost his lege Antoniofs arrest figures thus as the expression of
anger ﬂfx#hnnm vented by those who Zxwm were the victims of the mercurial
mischief.

The mirth gf thié comedy e eds no further interpretation. We
only advanca{so much as it 1Is necessery to see that its lawx of composi-

tion is determined by mercurisl psychology.
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CYMBEL INGE

Philarmonus, the soothsayer, stevs forward at the con-~

«yclusion of the play. With the inspiration of a seer he barmonizes

the remnant of obscure riddles and Jjarring disCQrds into the visiop of
T a fruitful life of peace and plenty for Cyﬁbeline's‘fami;y_ofmlqve: K

Cymbeline is Shakespeare's dramatic Jupiter symphony, so im-

bued with benevolent, divine irony that this play of his maturest age,
as well as the Winter's Tale and the.Tempesf, deserve another_néme than
the comedies of the "inland man", which we have previously analyzed.
The spirit of Cymbeline is more than mercurial: it is jovial -~ gigan~
tically Jowial -- but not in the modern sense of the.woxd, which implies
| a slight disrespect for the good fathery a_faint derisive smile falls ..
. Tather upon the children whose ‘crooked smékes climb from blessed altafs

to the nostrils of the gods'. ‘
The apotheosis of the unfathomable guidance and f therly

_ wisdom of Jupiter, in Whose temple Imogen and Posthurms were married,

; is not a mere mythical wreath around the theme of the piay, serving

i only ornamental purposes. Some 1££erary;critics went so far as to
declare the Jupiter scene an 1ntef%§§atmon from another hand, in spite ¢

the fact that this scene is woven into the texture of the play to the

Tery end:Athe scene where the ghosts of Posthumus' parents and of his

two fallen brothers arwmign the father of mortals and the father of

. L e e =
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orphans, because he had not shielded Posthumus from 'earth-vexing smart!

that the latter was mocked with marrisge; exiled and thrown from the

geat of his lion nature; and that Jupiter hgd allowed Tachimo to taint:
Posthumus' nobler heart and brain with needless jealousy. _Thefghqpﬁs
- entreat Jupiteﬁ and expect that the great thunderer will takeﬂaygyﬁtpg_
miseries from Poéthumus, who 1s by nature good. In}al; his_t@ggﬁgipal
glories appeérs Jupiter: sitting upon an eagle, descending in‘thunder
and lightning, throwing a thunderbolt when he appears, so that the
ghosts fall awe-strigken upon théir knees. What Jupiter declgygs“§s
not new. Delphic Wisdom is the same in all ages. .Posthumus' lot is
the 1ot of Hercules and Job:

Whom best T love I cross; to make my gift,

“The more delay'd delighted. Be content;

Your lew-laid son our godhead will uplift:

His comforts thrive, his trials well are spent.

Our Jovial star reigntd at his birth, and ip

Our temple was he married. =-- Rise, and fadel

He shall be lord of Lady Imogen,

And happier much by his affliction made,

This tablet lay upon his breast, wherein

Our pleasurex his full fortune dotﬁ confine:

And so away: no further with you? din

Txpress impatience, lest you stif'up mine., =~

Mount, eagle, to my ﬁalace crystalline. (ascends)

{Act V, scene V)

. / |
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The book with its riddlesome inscription which Posthumus finds on awaks
ening fromAthls dream, is a new é%é;g;zlon to his wit.  The interpreta.
tion of this inscription by the phllhargoﬁlc spirit of the soothsayer;
at the end of the play, proves that the Jupiter scene is npt"@n inﬁern
polation; on the contrary, it is the ironic center of the p}éy from. .
which the kaleidésgppic motives radiate. From.the palaceIcrysta;1§peu
of Jupiter, the empyrean, are refracted thelspeqtral polors of ppg‘p;ayf

3¢ various as are the poetic ﬁotives, 80 plgyfully g;@beséu
in their epic dramatic axrangemeﬁt, there is but one musical theme,
witich lends its bewildering variaﬁioné. The product of the poetic
imaginastion may he infinite: as various as Proteus and Maia. o Thg
poiegis, the arrangement, has always a mechanical, technical asPecﬁ, an(
is the work of routine. Cymbeline ig par excellence the play of
Shakegpeare's theatrical routine and 1is based on the ever recurrent =
motive which we flnd»aé\early\;:rin the Two Gentlemen of Vernunas, how a
true loving woman sets out in doublet and hose to win back the faith-..
Tulre ss and cbnstancy of her misguided lover.  We have recognized thi;
motive as the stereoiyped symbol for the psychologica}mand gpiritual
gsituation which arises from the triangular mercurial mystery.v_ Tpe
fairy tale argument of Cymbéline contains‘this stereoiyped dramatic
symbol in the relation of Posthumus to Imogen; a couple, as we have
already mentioned, married in the btemple af Jupiter, who stand gnder

et
his special tempiation and care. Whatever happens to them is instig-

P il

ated by Jupiter himself, and the human group which surrounds Pesthumus

and Imogen become the earthly actors of his will. The apotheosis
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of the masster into Jupiter permitied Shakespeare o gain a larger dramatic
horizon for the problem of the spiritual father. Jupiter is the ruling
destiny of the play._ He brings his children through tﬁg%ggiévﬂs, back
to his ideal harmony. Except for the wicked Queen, whovhad‘gssgm§¢_ﬁp
- rule the family wifh her material, hylie mother spirit, and tbg spoiled
mother-son Clotén, in whom the spirit of man does not live, all other
actors of the play are raised and purified by Jupiter., Cymbeline, from
the henpecked husband that he was, becom g a father who winswback his‘_n;
children. The ratification of peace with the great Caesa: in the Temple
of Jupiter, is the larger symbol that the harmony and unity is brought.
about through the concordance of the most powerful fathgrs Qf‘ﬁhe wprl@.
¥ot only the philharmonic conclusions.of the motives and the nare Phil-
armonus for the soothsayer, bﬁt also the name Belarius for the gducgtor
of Cymbeline's lost sons, testify to The musiedl spirit'of_the play,
which received the title of Cymbeline from the oldest father of this
group who stands nearest in age to Jupiter. . o
Th; psychological centér of the dramatic plot of Cymbeline
is Posthumus' rage after he is brought by Iachimo to believe that Imogen
was faithless to him. Hence follows his order to Pisanio to kill -
Imogen, andkalso'the further complications of ﬁhe action, except the wag
of the Romans and Britons, which is the exterior cloak of the play. Thi
war is rhetorically stressed as the'figﬁt of the sincere Britons with
v the sly Romans, and- is thus the visible Exponent of the way Posthumus

fights through all deceptions and temptations until he is undeeeivedti

The way the motives of the afgument are arranged, especially how Post-
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humues pardons Tachimo for his gross treason, which had such‘amtér:ibgé
effect on him and Imogens the introduction of %he Jupip?r gpeﬁeAwhére
it is shown that Jupiter is directly responsible forvlachimp's dge@‘w
and confesses 'whom best I love I cross'y the further dgq;axation‘t@gﬁ;
Posthumus' trials are spent and that the 16w41aid son will be up;ifﬁgd;
will easily convince a critieal readeréﬁhat the argument of the play.
is not treated from the viewpoint of what we might ¢all common-sense
rationalistic psychology., but from the angle of mercurial, jovial;
heavenly, or Delphic psychology. The argument of Gymbe;;n?‘isran
irrationsl parable which illustrates and justifies the tiggzggggns of

the spiritual father.

The gquestiion mzy come up as to why Posthumms, the paragon
' ' L bl
of 211 manly virtues, who loves Imogen faithfully, should be bempied.
the - - ' ' '
The answer will lead us topZ similar theme in Othello. For in both

plays we see a man's jealousy and savageyy aroused thfough g s;§n§§r0u§
tongue. The dramatic inkrigue of Tachime in one play. andAgggo;nhth
other is not, as a naive audieﬁce would belisve, 2 mere aqcusation_pf;
rascality in human nature that the poet wanted to-présent. ihe_ppetiﬂ
problem in both plays xmwimxx does not center in the poet's indignation
that there are rascals in this world, but in his fine serpent wisdom .
that unendightened, honest men are blind enough mnot to see throgg@_tk<
rascality of the world. A comparim n of these two plays has in-
deed Teen attempted by literary critiqs./ But first let us limit
ourselves to the play Cymbeline itself.

Pre o , .
The mercurial tempdatien purporis to bring a young man to
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self—knowledge. Eﬁén if a man is virtwous and able to live accor@ipgif
to the ethical standérds 6f the world, is he on that accounﬁ‘fiﬁ'tp‘gppe
with the World? As master of himself, can he cope Wlth the rascallty
of the world? And theﬁascality of XZkexwmrid human 11fe,rnot mpral;ty,

is the real fact of 1ife, as every sober philosopher and poet has seen

- it. What we call rascality, the evil, is from tﬁe viewpoint oflgyagg;

on the plane of consciousness 'Jenseits von Gut und B¥se', shifting in-.
consistency, changeability, the traié of the weaker part of human natures
the womanish trait. The religious myth that woman is the causef “f

emplrlaﬂ%ationallsm,
evil, which contradicts so much our Leddvmadieddies i 8

is the expression of higher wisdom which stresses the patrocratic point of
view that the divine law, for the benefit of woman, is based on the

spirit of man and not on the spirit of woman,.

In patrocratic religion the frailty of women is made a point of con=-
science for men. This is the miracle of the @ivine mystery of human
life; the miracle which Nora had expected from her husband, and in
which he had failed. Not women, but the womanish nature of wan, is
the causqffof evil., And the womanish nature_of man 1u;ks ip eveiy nan
In this sense Posthumus,

posthume—spiritunt-existonse, is cunningly bedpted to believe that

nenasrrbine

Inmogen was faithless to him, in ord?r to experience his own womanish
nature through hié—passian of aroused jéalohéy and savagery. A man does
not know hims elf if he does not knée” the womenish part of himself. This
point is made the center and climax of Shakespeare's thought in Cymbel-

ine; an entire scene, the monologue of thesg econd act, is devoted {to the
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exposition of Posthumus' misogynic point of view which, with character
istic Shakespearean irony, shows Posthumus hiﬁself_tﬁe victim pf'womanly
passion, | Posthumuis speaks 6f himgelf when he rages against woment

............;. « Could I find out

The' woman's part in me! TFor there's no motion

That tends to vice in man but I affirm |

It is the woman's part: be it lying, note it,

The woman'*s: flattering, hersi deceiving, hers:

Lust andrank thoughts, hers, hers; revenges, hets;

Ambitions, covetings, change of prides, disdain,

Wice longing, slanders, matability,

A1l faults that have a name, nay, that hell knows,

Why, hers, in part or alli but ra ther all;

Fer ev'n to vice _ |

They are not constant, but are changing still

One vice, but of a minute old, Tor one

¥ot half as old as that. I'll wriﬁe against them,

Detest them, curse them. Yet *"tis greater skill

An a true hate to pray they have their will:

The very devils cannot plague them bgtte:.

(Aet 11, scene 5) .

The monologue of Posthumus sums up whatever Otto Weiniger stated mixhxx
passionately with youthful logic, in his book on Sex and Character.
But how paradoxically ironic is Shakespeare'$ master wisdom in refuting

hié gpiritual logic by his erotie psychology, in creating the aromatic
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odof'of Imogen's personality.

" In the sedond part of the play we see that Posthumus hag
become conscious pf the womanigh part of his‘own self, ‘Wg_wétngssLﬁb@
spiritual transformation of his soul in the gense of the psygh@c 3?$@x;*
alchemists. If we overcome the fictitdous habit of treating characters
of & drama as independent reglities instead_pf as_funptiops of the"wtw»
organic whole of the play, we shall understand why the foil to_?pgﬁ@umus
Cloten, the unvaliant mother-son who sets out inm Posthumus' garments.to
bring back Imogen, is killed. In the artistic idea of the play it is
Posthumis' womanish nature which is thrown off. Fromiﬁbéuggmg point of
view is used the invention that Imogen believes she recognizes the body
of Posthumus in the killed Clotene.

The paredistic treatment of the theme of death, alluding to
the Jocus severus, the serious joke.of 1n1t1at19n, becgmesAyiglbgg in
the parodistic funeral song which the trinitarians of the mystery,
Belarius, Guiderius and Arviragus, sing when they belieéve that Imogen
iﬁ dead. The mocking vein of these verses aroused the suspicion of
literéry critics in a false direction; they thpught these verses as un-
worthy of Shakespeare's pen and attrivuted them, like thg_Jupiterlspene
as-interﬁolations by another hand. We have shown how much of the lywic
expressions of the Blizabethans is mere narody, gung with a"loud 1aughﬁm

love poetry.
blown beyond the seas", as Beaumoht hazd sgid of Spenser'sa The mercur
ial theme beéomes visible in the folloWing'linaéz
Golden lads and girls all must

As chimney-sweepers, come to dust.
{Act 1V, scene 2)
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The phrase refers to the imner fire which burns out ﬁhe“black"impﬁritie{
of the soul. The other refrain,
All lovers young, all lovers must

Consign to thee, and come to dust. ) '
‘ (Act 1V, scene 2)

sugges%sths poetiec fiddling to a mercurial wedding, and not an actual

death song.

¢; That Posthumus has become another man in consequence of the
tam@izgﬁgns which he had overcome we hear from his confession:

seeseees Lot me make men know |

WMore valour in me than my habits show. _

Gods, put the strength o' the Leonati in mel

To shame the guise o' the world, I will begin

Tﬁe Tashion, -~ less without and more ﬁithin.

(Act Vs, scene 1)
He has become free from theatrical Dom Quixotic 111u51ons, which are th ¢
Posthumus*
dangers of a noble male youth. hﬁx& manlluass is Wltnessed by hls o
decision to fight for his oountry in snzte of the adver51tles which are
inh Cymbeliiie

against him. As in "Measure for Measure", Shakespeare uses;&hgnsngQ;
of prison and gallows as an indication of the lowest point ef_Pps?@ymgs‘
spiritual descent, from which he will begin to rise. The ipventionlpf
the ghosts of his parents and df his two 5rothers,‘thé Leondti who had
fallen in the war and who appear in the prison to entreat Jupiter for
Posthumus, the orphan, is a2 fine trait of subliminal psychblogy. A

man like Posthumus, defeated ag an individual, shattered in his very

soul,come s back to himself through the guiding vital pbwers which live :
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in him as the spirits of his family. The humor of the conversation bfe
,;gzegoaler and Posthumus, who desirea to be hanged. is derived just f;om
the fact that both know what kind of death he wants. The prison seems
to Posthumus a bondage which 5 ® way to liberty. From the outstart ...
Shakes?eare differentiates this desire of a 'fettered consciepce‘ to die
in order to come‘to the freedom of eternal life, from the resl desire fo
death, which a healihy or even a sick man seldom has.
Posthumus:  Most ﬁelcome, bondagel for thou art a way,
I think, to liberty; yvet am I bettierxr
Than one that's sick o' the gout; since he had rather
Groan so in perpetuity than be curtd
By the sure physician death, who is the key
To unbar these locks. My consciences thou art fetter'd
More than my shanks and wrisis: you good gods, give me
The penitent insitrument to pick thaf bolt,
Then free for ever ever® Is't enough Ilam SOTTYY?
3o children temporal fathers do appease;
Gods are more full of mercy. Must I Tepent?
T cannot do it better than in gyves,
Desir'd more than constrain'd: to satisfy,
If of my freedoﬁ *tis the main part, take
No stricker render of me than my a}l.
I know you are more clement than v;le’men,‘
Who of their broken debtors take a third,

A sixth, a tenith, letting them thrive again
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On their abatement: that's not my desire:
Bor Imogen's dear 1ife take mine;_and though
tTis not so dear, yet *tis z lifes you coin'd it
"Tween man and man they weigh net every stamp:
Though light; take pieces for the figure's sake:
YTou rather mine, being yours: and so, great powers,
If you will take this azudit, take this 1life,
And cancél these cold bonds. ~- O Imogen!

I'11 speak to thee in silence.
(Act Vs scene 4)

It is Posthumus' awakened conscience which speaks here: his contrition

and peﬁdtence from which he can build up 2 new life. .His desire to
die for Imogen, love's martyr, is the desire to live for her, as the e
of the play shows. There is an esoterie ﬁndercurrent of meaningg hard

to explain, in the humorous conversation between the gaeler and Post-

1 humus, who declares that he is over-roasted for death. But-ﬁhe_ms:

drift of this conversation can be fathered from the remark pf,the gaolel
when the message arrives that Posthumus be freed from prison:
Géoler: «++ Unless a man would marry a gallows and

beget young gibbets, I never sSaw chne 50 PrORCessssss
(Act V, scene 5)

And the illuminated gaoler hints benevolently and philosophically:
Gaolers veeve. I would we were all of one mind,: and
one mind good; 0, there were desolation of gaoclers and

gallowses! I speak against my present profit; but my

wigsh hath a preferment in't.
(Act V, scene 5)
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- Posthumus has entered into the communion of those who dre of one mind,
and of one mind good. _
The theme of the spiritual father, which moves the play; is

illustrated by Belarius, who has been unjustly banished by Cymbeline
on the villanous accusation that he was a confederate of the Romans.
Reaten for his lovalty, Belarius was exelted to commit treasph; he stgle
the two male babes of Cymbeline and brought them up in wild nature far
from the corrupting court. They grewlup so virtuous that

' "they are worthy torinlaj<heaven with stars".
Belarius is a man of mercurial master-wisdom who hasg the cunning of a
Roman and the sincerity of a Briton. The‘romantic mptivg_gf_the‘};fe

in wild naturs, u;w;.cr A8 AR T e S T A XL N

 similer
"to the motive in "As Tou Like It", is a symvolization of thg ;gpgr ex~
periences of the soul. This motive is treated with that nonchalance which
is characteristic of the mechaniqal coherdnce of the whole plot. In
h¥- sentimental declamation against court 1if e thevpoet_is irqpic, since
he shows that not solitary retirement, but active participatipn of those
who are strengthemed in character should be the aim of lifesthe two
young sagles urge Belarius to fight against the Romans and to appear
before the court.The number three is in this play significantly stressed.
Belarius told his two spiritual sons storiés on a 'threefooted stooll

We recall how Harvey,in his Reconcilement of Contraries,had mentioned
the three-foote®d_stool.The "Hermetic Museum"contéins a treatise

entitled "The Tripod"which purports to bring the twelve keys of the mercu

was
rial mystery;it iffprefaced by the Rosicrucian Count Michael Maier....
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When Belarius and his foster-sons fought against the Romans, Posthumus
exclaimed, with reference to thém:. o
sseessasreas These three,
Three thousand confident, in act as many, --
For three perfofmers are the file when all

The rest do nothing., -~
(Act V, scene 3}

We have explained.this esoteric point when we dealt with Harvey's re;
marks:s "Triplex entelechia maximum secretum®.

Of utmost iiportanca ig a emall passage whigh cgpﬁgins the
mercurial psychological motive of the aeath of the fathe: imago ?q?“ﬁhe‘
sake of love.f Buiderius confesses his love for Imogen, the disguised
boy:

Guiderius: I love thee; I have spoke 1t:

How muchtle quantity, the ‘weight ss much,
As T do love my father. _
Belarius: What? howl how!

Arviragus: If it be sin to say so, sir, I.yoke me
In my good brother's fault: I know not why

I love this youth; and I have heard you say
Love's reason's without reason: the bier at door,
And a demahd who is't shall die, T4 say |

My father, nothhis youth. ‘ '
{Act 1Vs scene 2)

% This remark is not only stressed by italics. but when Belarius hears
this he remarks aside:

JA
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0 noblelstraini
O worthiness of naturel! breed of greatness!
Cowards father cowarés, and base things sire base:
Nature hath meal andlbran, contempt and grace.
I'm not their father; yet who this_shoﬁld be

Doth miracle itself, lov'd before me, -w- .
: (Act 1V, scene 2)

Thig passage confirms our interpretation of the poem The Phoenix and
Turtle, with reference %o the lines:

"Love hath reason, reason none,

If what parts can so Temain.”

It was Belarius, the syiritual father of Guiderius and
Arvipagus, who had tavght thﬁm‘the supremacy of love over Teason.
Shakesweare makes a very fine gradatlon by making Gulderzus say that he
LR by Josyrmer]

loves Imogen like ¥ix he loves his father, snd by showing the at titude
of Arviragus, who would prefer the death of his Tather %o the death of
his beloved. Though sShakespeare did hls utmosiatgegonoeal hls ﬁlought
than reveal it, for he wasﬂgs "proflted in strange concealments" as the
magician Owen GlendcwégTM;et there is a sure test of a psychologlcal
nature which can convince the reader of the Inner meanings from.the__
viewpoint of common-senge, rationalistic @sychology, the foster father

Belarius,
who has brought up two sens, should be very much offended by Arvirascus®

N

CEktiiwde attitude that he would prefer the ‘death of his father to that
of a youth whom he had Just met. How strange it is that Axxdi Belarius
is enchanted by this thought. In a word, from the viewpoint of commor

sense, rationalisgtic psychology, the whole passage is not only sirange




s

‘but monsensical. The whole passage lies on the plane of esoteric; mer;.
curial psychology., which brings out the nucleus of the psycﬁqlogicél fact
} under theatrical disguises. |
é The war & the Romans and Britons, a theme serving.ﬁo“exp;ess
; the emotional side of national consoiousness; gives in its political and
: (;hilitary aspect the largest horizon for the manly spirit which pervades

the play. - Martial spirit is wedded to mercurisl cunning, which makes

Posthunus say on the battlefield:

4vese... Who dares not stand his foe I'11 be his friend;

For if he'll do as he ig made to do

I know he'll quickly fly my frzendshlp too. o
{Act V, scene 3)

Surely, Posthumus has not learned this attitude on the battlefield of
Mars, but on the battlefield of Mercury. It is the theme of;?gﬁ:arg@fs
tdear emmity! betwesn man and man, Which.b;ought about suchjf;iendshipn
as is illustrated in Shakespesre's Soumnets.

We have shown that the central idea of the artistic comstruc-
tion of the plot, the psychology of the charactersjan the groundwork -
of the actiong ceftain mercurial hieroglypha on the sﬁria@g o?m?peugcenes,
are derived from the asychgigg?eaimeanteﬁ%-gg the mercurial mystery.

More than an smplified diatribe, the philharmonic, musical arrangement of

Cymbeline can convince us of it.

! ’

And so ,we leave 1t to the understandlng of those who can

. (;ﬁlsten to orphic music,

f'@#“

‘_.eﬁq.é—*r
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standing of ose W can listen ic music.

The harmonic development of Cymbeline invites us to discover

’

»ry the psyohological reason for the discord wnidh the tragedy of

Othello reveald with so pltiless, artistic objectivity. In Cymbeline

as well as in Othello we see a man crowned with all the virtues of
M

novle character, brought to edtreme cruelty towards his faithful wife,

whe fos wree ,

whose honor is reviled by a criminal and slandsrous +tongue. The 4if-

ferent in so analogous a theme/xXEITINEX

i whallenges & compariscn, es-
pecially since the centrd idea of the itragedy of Othello is still a
O

point of debate. This comparison will prepare us also}to come to/a{

general pspective of all the works of Shakespeare which & not deal

- with the mercurial or jovial theme of the totality of Adam and Eve

nature in relation to the human centre or master.

The plays which fz211 into the eritical demonstration bf
this book are, strickly speaking only those which are symboiizations
6f the “iniand man" whose soul-shaking experience drives him out from
the inner chamber of his soul to chase a mate and to submit in Rove to
his wife. Thege plays belong to the flrst eircle of the theatre. of
the soul, They are shaped by Shakespeare in the form of parabolic
fairy tales and end withk o wedding and the outlook tdwg-happy family
life. Although the experience of theﬁuner chamber of the soul is bas i

for Shskespeare's entire 1ife work, yet his poeﬁic view and imagination

~was not limited b the soul sspect of Adam and Bve in the Garden of Efe
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to
Tt extended, fxmm more generd horlzons where the soul forces .of political

and nationsl 1life are shown, asiwe find 1t;1n the Roman plays and in hist

symbolic part icula

oric playe, and it narﬁowedhtself u: b7 iy theﬁrepresentatlon oprsych-
T

ological complexes,  %ragie soul crisisw, as we find it in Othello, Mac-

beth, Hamlet, King Lear, Timon of Athens, etc. In the Bst chapter of

thls book we shall attempt R %1nd,a genpral p&@snecgzggwfgafhls SE//E
to Shakespeare's 1life work. If we take the mercurial or JOVlal plays
of Shakespeare as the most indicative basis for the general conceptions
of Shakespeare's point of view on human 1life, that is, the relation of
man and woman, we can consider the rest of the plays as macroscopic or

miecrogsecopic in SOODE«w”“- e e

e N PPN C——

fThe tragedy of Othells is thus from our. Dolﬂt of vzawxa play

R ---‘.m.......__»-«-/

microspoclé in outlook; that is, it hinges upon one Dartlcular Exi goul

crisis of a men, \which 1sﬁharmonlzed in its totality in Cymbeline.
tried
Literary crltlcSA$K¥ to mexplain the tragedy of Oﬁhello as -

ing based on the ethnic origin of the hero as a negro, whose chaotic,

passionate natureﬁé/;aks through\inconsiderétéif“to destructive ferocity

_{'wr bW

and rage &b the mere’ anoearanoe of! suspicion, which he is brought to nursc
.maintaining REraxEe

~ towards the woman he loves. Others obgected o this statementﬂthat the

nature of Othello's passion seen from the background of his heroic char-
acter, ils such that any fiery Italian could be credited with it. The 7
delingation of Othello's pass%ggwigﬁggdﬂto those who held the latter poir
of view, gyrelylhumaqy“xagg I8 to be added that Shakespearegs art gener-
ally is not bésed on tﬁe picturesque detail of his charactefs, 85 COlw

ditioned by national peculiarities, or time and vlace of their surroundé

ings. As Goethe stated with very deep ingight; #Whatever hanvens in

Shakespeare's wlays has not any descriptive reference to that world of
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wiich we get hold of with our senses. ‘Shakespeare's poetic world spesks

mainly to the mind's eye and is a continuous revelation and wetrayval of the

world swmivit.

Froﬁ the philological poihf of view of history of literature,
one point has not been considered in the eritical analysis of Othello: the
@oet%c and syﬁbolic significance which the Africm , the Ethiopiasn, the Moor

‘had in the imaginative litersture from Petrarqp t0 Shakesneare. We find
reference %o the Tthiopian or the Moor in all(branches of literature and
especially in somnets, and it bears the esoteric‘hint that the black stale
of the soul is alluded to. The Bthbnian is the unilluminated &an, aﬁ@ﬁt
is the inner color of'the‘soul, not the exterior color of the gskin, which
made the Moor in Flizabethan age a provervial figure, Jusg s0 as we find
the Turk es the symbol for thait man whe hed no Christisn monoganic relation
to his wife. The Hcor is a symbblical abgtraction for the man who had not

been subJected or who registed subjection to the autho
i

-

ity of 2 master,
e

He is the raw man of m turs. The line of his fortum, is drawn by his

. -, . s
@rchT&d2¥¢,0£0&¢4f » which is the Greek word for blind superstition.

' WO
Desdemona's fate is determined by the imago of superstition which is in
Othello's soul.
It is psychologiwally clear that the original man, the unproblem

atic man, the active man who stands at the opposite extreme of the character

S .
of Hemlet; the man who from his very childhood isg a father to the man, is

]

from the outistart not predestined to come to his fuxxr destiny threough the

e

guiding father imagce of 2 master. The velation to a2 master is reserved to
the weaker nature, the problematic nature, the nature with the Bisturbing &
bi-sexual tendencies, xThexrmivrexnfxzzEerims in its highest sublimation,

A, . - . .
the mature of & genius who has to harmonize male and female tendencies in
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his soul. The truly. original man remains\outside thé circle of mastery.
He is from his very childhood his own master. It ig zs such = man‘that
Shakespeafe presenfg the Moor. ¥anly courage heh made him Sgncé
childhood what he is: & warrior, a general, 2 leader, and the poet heaps
upon him whatever real virtues & man cen have: fortifude, dignity,Chasﬁity
responsibility, selfwconirol (as shown in his behar for towards Brabantio)
IQuick resolution @ d -- highest capability of becoming a good lover when
he finds that he ig beloved. Wothing is lacking in his lion nature.

Vet one thing is 1aok1ng. He is an orphan who never Imd knew
his father add neverAxéggi find him. And so it is hig fete to dis as an
unsaved, %&éﬂd child. We should not forget Othello is a mythical Tigur
nowhere and everywhere, and it needs a mythical psycdhologyxxk to explain
him. He ﬁ&égrown wp with children (though they were bearded soldiers}
on the battlefield), and his upright, honest soul s tiwgEE worked out

in the 1life of soldierly comraderie the imago of honesty with whidr he
AR .

8 . : . s as
enhalos any man who wears a uniform. Ehwrheterefvhwrnerty The aprioristic

frame of honesty through which e looks upon the world of men makes this
ot

free man forget that he iz living surrounded by subslierns whose 1ife code

R selfigh a

is memtdwme invidious comparison aml, ambition.. Othello has chosen as his
- . A . e . . :

ligtenant Cassio, and hag no intuvitive understanding how this preferment

works on the soul of hls submissive subaliern Exrge Jago. The rascality

of Jago is very well motlvated Trom the p01nt of view of common sensse

earthly psychology and serves to make the tale very probafble.Jago 8

envy and jealous susplclon,that Othello had cuckolded him stands in the

service of the exterior argumeht with which the poet stamtgé/ and which
BN

he works out as & theatrical tragedy of intrigue.But the main idea of the
A _

pley dtskes a higher flight and is not based/ as the impression of a

naive audience would be, on the moral indignation of Jago's rascality
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but on ﬁhe‘very subtle theme of Othello's childish imago of honesty?

Hence flows the pitiless course

pi%y for womenhood in genersl$

It can be proven by quotatiouns

that the words

of the action which arouseS only

thonest!

and 'honesty' are the most recurrent xx® ironically stressed words

in the tragedy of Othello.

Othello:

Othello:

Othellos

Cagsio:

Tago:

Tago:

Cassio:

Iago:
Othelloe
Tago:
Othello:
Frmrr
Tago:
Othello:
Tagos

Desdemona: 0O, that's an honest fellow. {Actrlll,

 Good~night, honest Iago.

Jago says of Othello:

*...The Moor is of a free and open nature,
That thinks men honest that but seem to be soj
And will =8 itenderly be 1eé by the nose
As asses BYG. .. "

'(Act 1, scene 3)
Tago 1lg most honest.
‘ {Act 11, scene 3)

Honest Tago, that look!'st dead with gr1°v1nﬂ,
Speak, who began this? on thy love, I charge thee...
o (Aet 11, scene.E)

I know, JTago,
Thy honesty and love do%h mim e this mabter,
Waking 1t light to Cassio....

{Act 11, scene 3)

2
(Act 11X, scene 3)

And whatt's he, then, that says I play the villain?
When .this advice is free T give and honestsecac.
(Act 11, scene 3)

cscerre Divinity of helll

When devile will their blackest sins put on,

They & suggest at first with heavenly shows,

Az I do mnow: for whlk s this honest fool

Plies Desdemons to Penalir his fortuneses...
(Act 11, scene 3}

(to Tago) I humbly than&,you for't.

I never knew

A Florentine more kind an@ﬂhoﬁ@st. ,
(Act 111, scene * 1)

T did not think he had been acqualnted with hers

0. yes:; and went between us very oft

Iﬂdeed!

Indeed! 2y, indeed: -- discern'st thou aught in that?

I he not honest?

Honest, my lordl

Honest! ay, honest.
My lord, feor aught T know.

Aet 111, scene 3)

scene 3)
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ITagos

Othellos

Ta803

-

Othello:

Othello:

}._J
Jud

Othello:

‘homw st?

nlay, Shakesueare. inserts the following characteristié¢ lines between

Cassiowgnd the @lown:

Caggio:

Clown:

oY - 20

My lord, you know T love you. L

T think thou dostx: '

And,~-Tor I know thou'rt full of love and honestVeessoeoe
: ' (Act 111, scens 3)

For Wichael Casmsgio,
T dare be sworn I think that he is honest.
'.llcl!n!ll.ﬁ?!.nc.o..vabedvo;vva7
Thy, then,
T think ¥Yassio's gn honsast man,
' (Act 111, scene 30

Wo, not much moved: :
I do mot think buit Desdemona's honest. :
(Act 111, scene 3)

Fhy did T merry? -- This honest creature doubiless
Seew and knows more, rmuch more, than he uniolds.
(Act 111, scene 3)

This fellow's of emceeding honesty,

And knows all qualities, with a learned sniriit,

0f numen dealings.... (Act 111, scene 30
And tc leave no doubt that the ironic stress on these words

and ‘honesty! iz connected with the vnrincipdl thought of the

Dbost. thou hear, mine honest friend?

\
1

To, I hear not your honest friend: I hear you. ;
‘ (Act 111, scene 1} 3

-t
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